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3ACTAIIEHOCT HA TPAMATUYKUTE ®OPMU BO YYHEBHUKOT
WELCOME 2 Ol EIU3ABET I'PEJ U BUPIIMHUJA EBAHC

Camka JoBanoscka', Harka JankoBa Anaro3oBcka’
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Ancrpakt: OBOj TPyl I'h MCTPaXyBa MPABHJIHUTE PCIICHH]ja BO TOYyYyBAHETO HA
rpaMaTHYKUTE CTPYKTYPH OJ HACTABHHKOT M BO HUBHOTO M3ydyBame on yueHurmte. Llen Ha
OBa HCTPaXyBambe C€ rpaMaTHYKUTE CTPYKTypH Bo yueOHHKOT Welcome 2, Elizabeth Gray,
Virginia Evans — Express Publishing, 2001 npercraBeHu npeky Mop(oOJIONIKY MpHKa3 Ha
MEHJIUBUTE U HCMCHJIMBUTE 300pPOBH, U TOA: UMEHKH, 3aMEHKH, TPUIABKH, OPOCBH, TIAr0IH,
NPWJIO3H, PE/IIO3H ¥ CBP3HHIIN. ako e rpamMaTnkara CTpyKTYpUpaH CHCTEM, OCTOjar rojieM
OpOj UCKITYUOIIH.

Kayunu 360poBu: epamamuxa, jazux, yueOHuK, MOPQHOLOWKU APUKA3, 2PAMAMUYKU
Gopmu, 3acmanenocm

REPRESENTATION OF GRAMMAR FORMS IN THE TEXTBOOK
WELCOME 2 BY ELIZABETH GRAY AND VIRGINIA EVANS

Sashka Jovanovska!, Natka Jankova Alagjozovska?

"Faculty of Philology, University “Goce Delchev”, Stip
saska.jovanovska@ugd.edu.mk

2Faculty of Philology, University “Goce Delchev”, Stip
natka.alagozovska@ugd.edu.mk

Abstract: This paper explores the feasible solutions in teaching grammatical structures
by the teacher and in their learning by students. The aim of this research is the grammatical
structures in the textbook Welcome 2, Elizabeth Gray, Virginia Evans - Express Publishing,
2001 presented through the morphological representation of changeable and unchangeable
words, namely: nouns, pronouns, adjectives, numbers, verbs, adverbs, prepositions and
conjunctions. Although grammar is a structured system, there are a number of exceptions.

Keywords: grammar, language, textbook, morphological presentation, grammatical
forms, representation.
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Bosen

OmMMYHOTO TIO3HABaKk€ Ha TpaMaTHKara Ha ja3WKOT MPETCTaByBa OTPOMHA
npenHOCT. HacTaBHUKOT KOj Moy4vyBa ja3uk Tpeba Ha MHIWBUIYAJIeH HAYMH CBOETO
3HACHE JIa UM T0 TpeHece Ha yueHurmre. Cenak, OBOj MpOIEC, BO TojemMa Mepa, €
101 BHI/IjaHI/IC Ha pa3n1/111H1/1 HpI/ICTaHI/I BO HacTaBara. OI[ OI[JIyKaTa Ha HACTABHUKOT
3a U300pOT HA COOJIBETHHUTE MPHUCTAIK BO MOYYyBaHETO HAa IpaMaTUKaTa, 3aBUCU U
MOIOOPYBAHETO WM BIIOIIYBA-ETO HA 0Opa3oBHATA MPAKTHKA MPH MU3ydyBamke Ha
jaswK.

Bo oBoj Tpya ce mpaBu 001 1a ce 1ajie eaHa ceondarHa CIuKa 3a H3yIyBambEeTO
Ha TpaMaTHYKATE CTPYKTYPH MPEeKy MOpP(QOJIOMIKH Tpersie] Ha MEHJIMBHUTE WU
HEMCHJIMBHUTE 300pOBH W 300pPOBHH TIPYyIH, M TOA: UMEHKH, 3aMEHKH, MPHIABKH,
OpoeBH, IJ1arojiu, NPUJIO3M, NPEIJIO3d M CBP3HUIM. HacTaBHUTE mnpuCTanu ce
Ol TojieMa BXKHOCT M THE CE TOJ BIMjaHWE HA PAa3HU TPAMATHUKH TapaJIurMU
BO HACTaBara I10 aHTIIMCKU ja3WK, KaKO W IO/ BIIMjaHHE Ha OCHOBHHUTE TEOPHUHU 3a
KOHTHUTHUBHTE MPOLIECH.

JleTajieH npere] 3a 3acTaneHoCT HA rPaMaTHYKUTe (POPMH BO YUEOHHKOT

Welcome 2, Elizabeth Gray, Virginia Evans — Express Publishing, 2001.

Welcome, Elizabeth Gray, Virginia Evans ce cepuja on yueOuumu 1, 2 u 3
3a W3ydyBame Ha aHDIHMCKH ja3WK Ha OCHOBHO (0a3W4HO) HUBO, TPUMEHETH BO
Mpe/MEeTHATa HACTaBa BO OCHOBHOTO JEBETTOAMIIHO OOpa3oBaHHe BO PemyOmuka
Cesepna Maxkenonuja. Welcome 2 € y4eOHHK KOj ce KOPHCTH 33 YUYCHUIIUTE TIOJIECHO
Jla TH COBJIaJaar yrorpedara Ha ja3WKOT BO PEaJIHU CUTyalluH, yrnoTpebara Ha
aHTJIMCKAaTa TpaMaTrka, BOKAOyIapoT M H3rOBOPOT. Welcome 2 mma 3a men aa T
pasBue Kaj YYCHHIIUTE CUTE ja3MYHHM BEUITUHH IUITYBAbE, YUTAE, CIYIIAkE U
300pyBame. Bo Tabena 1 e mpe3eHTHpaH YY4E€OHUKOT CIIOpE]] HACTABHUTE IEIMHU BO
KOU CE U3Pa3eHU TPAMATUYKUTE CTPYKTYPH.
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Tafenapro mpe3eATHPArb:E HA TPAMATIMKITE COT[ERTHE oI VieSamoT Welcome 2

P;.Isill HacTaBHN HeEn TpavaTikA CIPYRTVPE
ynoTpeda Ba d opMETe | pnompedn A have / as
07 TIArQIor “to be” (I (onucHu npudnski
an/You areHeis...) 8o |(dark hair, long
. Present Simple Tense  |nose)Fhat's Mannel
y 1
1 |Wekome back! lie, He'stall and
slinm
|He's got dnri; hair
ymoTpeda B ymTpeda B ymTpeda Ba Opposite/next

GeXTIMHITE [TATOKKE [P IMETHN 3AMEHKN |IPIBOJHN JMMeER  (fobetween
Namber six. Hill Do there is m there |(me, you, him her, it, |(mine, yours, his, hers,
Sireet! ae us, ou, them) owrs, yours, theirs)

Can Present Confinuwus
Canl openthe window, (Tense
3 (Trick or treat! Yes, of cowrse/Somy, no

VIoTpeda B MOKASHE | fromped napedri [VIoTpeda Ha
saverkH this, that, ipoesu (fiist, second, |npemsiTe on, in, at

these, those thind, fowth, fifth,  |opEECKEYBABE
4 |Averyspecialday! sixth, severth,..) Bpere
ymoTpefia a ymoTpefia g i u nefpofu. | TCRAKYBARE IRAAVB A E ymoTpefia a
BeompeTeTen Wie a/an(feamIMEnTe § OPMI (WieHKH OaBi/HA i Present Sinple
1 Ha npioror some Bothere is u there are MHEGHEEA Kaj MHOKHHA Kaj Tense Bo kpaTkn
5 |Atthe markef! pyeauma g HMEHRITE meEruTe (child | Epern
T | mkyBame (pineapple clildren, person
KO/ AHA pineapples,bus  |peapke)
buses)
ymrpedana Present | ymorpeda ma ICRIKYBARE HA ymoTpefia Ba IPILIO3H 3
Sinple Tense 3a [pe/LI0MTe &L, 00, at (3aMeCTEROCT Ha Present Sinple ~ |3auecTenocT
IKIEYBARE 1E[CTBA (32 ICKAKYBARmE  |BPIERET) Ba Tense
KO Cé CTVIVB AT B pene (In the TIAr0/KKOTO fiejCTB 0
BOOGIFACHD HROMCE  |morming, at two B0 Present Sinple
I donit like Science! |M0BTopyBaat (I play  |o’chek on Tense co ymoTpeda Ha
6 m ring baskethall every Wednesdays) OpILI03ATe abways,
Sunday) never, ustally,
sometimes (They never|
drink coffee inthe
moming. They usually
drink tea for
breakfast.)
Present sinple &
Present Continious
- (lmmttobea
firefichterl
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Kosmapatus
Cows are fatter than)
A
ynotpefia Ea ymotpeba m You should take on
MOJATHHOT TIArGT  |MOJATHETE [IATOTH |aspirin.
nmSt 31 ICKAKYBABE  |DMSUIMEM'tH You must be qaet You

Tve gota sore mapexbnnsabpam  |should’ should’tsa  |meestnt run
throat! (You nmst be quiet! You |ncramysame

st drink cold sabipana, obBporn o
water.) CYTECTHE

yootpeba aa dopsmrre |What was she like | There washvere -
oaraaroaor “fo be” (I |when she was a baby, | There wasn thweren't

10 |Imas ahappy baby! |amy¥on are/He is ) o |She was very noisy
Past Simple Temse
Past siuple - Questions |Did you tidy your
Whatk i room?
1 ! Yes, [didNo, I didn't.
Past simple
bl HEMpABILTHI [1ar 0.1
H _I'
How nuch/many Not
- nmchimany/A lot (of)
13 |Funfood! SonelAny
We'regoing wgo  [going to 3 m1Ho Bpeve
M |cayivg!

maoena 1

Bo nacraBnara nenuna Op. 1, omHOCHO BOo Welcome back!, yueHUKoT uma 3a
3aja4a Jia ro pazdoepe 3HauCHETO Ha JISKCHYKUTE SIMHHMIIN, JIa TH PENpOoAyIpa U Ja
TH YIIOTpeOyBa BO COOIBETHH TOBOPHH CUTyaruH (00J1aCT: CEKOjTHEBHI aKTUBHOCTH
n 00Bpckw). Mcro Taka, Tpeba n1a ja mperno3Hasa, pa3oupa u yrnorpedysa hopmara Ha
Present Simple Tense Bo noTBpaHa u npaanta gopma.

On rpamMaTH4KUTE CTPYKTypH Tpeba Ja ce Mperno3HaBaar ONMUCHUTE MPHIABKH
npu JaBame onuc Ha nune uin npenmer (I'm tall and slim, I’ve got long dark hair
and green eyes) U COOJIBETHO Jia ce IpuMeHyBaaT gopmure Ha miaroaute CYM u
HNMA Bo Present Simple Tense (I'm from Spain, I’ve got a big dog).

Bo oBaa nienuna, y4eHUKOT Tpeba Jja MOXKe Jia BOJM eTHOCTAaBHA KOMYHHUKAIIH]a
BO COOJIBETHH TOBOPHH CHUTyallMd CO MPHMEHA Ha ja3uyHHUTe (PYHKIMUA Ha OBa
HUBO Ha M3y4yBame Ha ja3MKOT, OMHOCHO OJIMCKHU 710 HEroBara BO3pacT (MOJEIH 3a
KYJATYpHO OJHECYBambe, NCKa)XXyBamhe CEKOjJHEBHU O0OBPCKH, UCKaKyBambe TNIAHOBH,
HCKa)XyBambe XO0M M HHTEPECH, IOCTABYBabE Mpalliamba).

IlenTa Ha oBaa HACTAaBHA EJMHUIIA € Ja TO OCIOCOOM YUEHHKOT Jia To pa3depe
3HAUCHHCTO HA JICKCHYKUTE CITUHMIIM, HA STHOCTABHHU KYCH MCKa3W U HA OCHOBHUTE
HaMepH Ha CBOjOT COrOBOPHUK. McTO Taka, 1enra € a MOMOTHE YYCHUKOT MPABUITHO
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Ja ' u3roBapa v COOABCTHO Ja I' IPUMCHYBA JICKCUYKUTE CAUHUIU BO €JHOCTABHU
KyCH UCKa3W, MPEJBHUJCHN 3a OBa HUBO HAa M3yYyBame€ Ha ja3WKOT, BO PaMKUTE Ha
MIPEABUACHAUTE ja3MUHN (YHKITUH U TPAMaTHYKH CTPYKTYPH (CEKOjIHEBHU OOBPCKU
W aKTUBHOCTH).

Bo Bropara HacraBHa nenuna, Number six, Hill Street!, Tpeba na ce paszdepe
3HAUECHETO HA BOKaOyJapoT, 1a ce penpoayuupaar 300poBUTE U Aa ce yHoTpeOyBaar
BO COOJBETHH TOBOpHM cuTyauuu. [locebeH ¢okyc e craBeH KOH pa3Oupamse,
Be)KOame M MPaBUIHO YNOTpeOyBame Ha OC3IIMUYHUTE IIIAroJICKU GOpMU there is
there are (There’s a hotel in Hill Street, There are two houses in Hill Street).

Bo oBaa HacTaBHa IieJIMHA, YICHUKOT Tpeda a MOXKe Jia TH pa3depe U MPaBHiIHO
na ru ynorpeOysa npenmerHute 3ameHku (Play with us!) u ma Mmoxe na ru ycBou u
MIPaBUIIHO Jia T ynoTpeOyBa MPUCBOJHUTE 3aMEHKH TIPU MCKaXKYBaHe MPUCBOJHOCT
(This bike is hers).

Hcro Taka, y4EHHKOT ce OCIOCOOyBa Jia Jlajie HHCTPYKIIMK KaKo Jia Ce CTUTHE
JI0 OfIpeJicHa JIOKaIMja co TpaBuiiHA yrnoTpeda Ha MpeJIo3nuTe, Ja MOXKe Jia Iparia
Y J1a OITOBOPH Ha TIpallamke 32 MECTOIOJIOKOATa Ha OfIpe/ieH 00jeKT U 1a MOXKe Ja
BOJIM €THOCTABHA KOMYHHKAI[Hja BO OIPEACHU CUTYaIlUH (Ja Tpalia 1 Ja OArOBOPH
KaJie € OJIpe/icHa JIOKaIja Ha HEKO] 00jeKT), KaKo U Jia TM WU3roBapa U COOJIBETHO
Ja TM NpUMEHYBA JICKCUYKUTC €IWHHUIN BO €OAHOCTABHU HCKAa3W, BO PAMKHUTC Ha
NpPE/IBUICHUTE ja3UYHU (QYHKIIMU ¥ TPAMaTHUKU CTPYKTYPH.

Bo Tperara nactasa nenuna, Trick or treat!, Tpeba na ce pazdepe 3HaAUCHETO HA
BOKaOyIapoT, MPABUITHO JIa C€ penpoaynupaar 300poBUTE U Ja ce yrnorpeOyBaaT BO
COOJIBETHU TOBOPHHU CHUTYAIUH, IPEKY KoM Tpebda aa ro pazdbepe, BexkOa U MPaBUITHO
Jla TO yroTpedyBa MOJIAJTHUOT IJIaroj can 3a UCKaKyBamke YUTUBO Oapame.

Hcro Taka, MOKeTHO € YYeHHUIMTE Jia ce TOTceTaT Ha 300pOBHTE CO KOM Ce
UMCEHYBaaT 00jEeKTH BO T'pajiOT, la C€ 3all03HaaT coO MPABUIIHOTO OJHECYBambe Ha
pacKpCHHUIIA U CO COoOOpaKkajHUTE MPaBWJIA W Ja CE 3alo3HaaT CO JIPYTH KYITypH
("gecTuTame Ha HOBOTOIUIITHUTE M OOKUKHHUTE ITPA3HUIIN).

Bo oBaa HacraBHara IIeNMHA, Kako 3ajada Ce jaByBa M MOXKHOCTA Ja ce
BOJIM €IHOCTaBHA KOMYHHKAIIMja BO OJIPEICHU CHUTyaluu (YYCHHUKOT Ja Ipaimia u
Ja oAroBopu Ha wh-mpamama) U Ja TM W3roBapa U COOJABETHO Ja T'M IPUMEHYBa
JICKCUYKUTC €ANHNIHN BO €IHOCTABHU UCKAa3W, BO PAMKHUTEC Ha Hpe,I[BI/II[eHI/ITejaSI/I‘IHI/I
(YHKIIUH U TPAMATHYKK CTPYKTYPH.

Bo gerBprara HacTaBHa nenuHa, A very special day!, yaeHunure ce ymaryBaaT
KOH pa30uparme Ha 3HAUCHETO HA BOKAOYIapOT U pENPOAyIMpakhe Ha 300pOBHUTE 32 13
r'" ynorpeOyBaar BO COOABETHH FTOBOPHU CUTYallMH. Y YCHUKOT Tpeba Ja ru pazdepe,
BekOa M MpaBWIIHO J1a TH ynoTpeOyBa MOKa3HUTE 3aMEHKU this, that, these u those
(This is my book, That’s your shirt), Bo 3aBUCHOCT 0J] 0//IaJIe4€HOCTa HA TIPEIMETOT,
00jEKTOT HITH JIUIIETO OJ OHOj KOj 300pyBa M Ja MOXKE J1a CE IIOTCETH Ha 300POBUTE CO
KOM ce MMEHYBaaT 4IeHOBUTE BO efaHa (pammimja (uncle, aunt, cousin,..). [lonaramy,
ceorndarHo J1a MOXKe Jia TH UCKa)XKe OCHOBHUTE MareMaTHuku GyHkiuu (Seven minus
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three equals four), na Moxxe 1a v ynorpedu peaHuTe OPOEBHU MPHU HCKaXKyBambe Ha
JATyMH ¥ Jia C€ MOTCETH Ha MecenuTe Bo eaHa roguna (My birthday is on the 10th
of August).

Kaxo 3amada ce jaByBa M morpedara y4eHHKOT J1a MOXKE Ja BOAW €IHOCTABHA
KOMYHHMKAIIHja BO OJPE/ICHN CUTYaIHH (J1a Tipallia 1 1a Or0OBOpH Ha Wh-Tipamiama ) u
Jla TW U3r0Bapa M COOJIBETHO J]a T'M IPUMEHYBA JICKCUUKUTE €ANHHUILIN BO €AHOCTaBHU
HCKa3M, BO PAMKHUTE Ha MPEJIBUACHUTE ja3UuHU (PYHKIMU U TPAMaTHYKU CTPYKTYPH.

[lerTara HacTaBHa 1eNMHa, Af the market!, ykaxxyBa Ha MOKHOCTA J1a c€ pa3zdoepe
3HAYEHHETO Ha BOKAOYNIApoT, Ja ce perpoaynupaar 300pOoBUTE | J1a C€ yIoTpeOyBaar
BO COOJIBETHH TOBOPHHU CHUTyaruu. McTo Taka, 1a MOXe J1a ce pa3iuKyBaaT OpojHH
nMeHkH (apple, orange, coconut...) ox HeOpojHu umeHku (meat, flour, bread...) u na
ce mpaia 3a KOJIMYMHa, co yrnorpeda Ha npamainute 30oposu How many? u How
much?.

Y4eHuKOT, BO OBaa HacTaBHA IeNIWHA, Tpeba Ja ru paszdepe, BexbOa U MPaBUITHO
Ia TH ynoTpeOyBa HEOIPEIEIICHUOT WICH a/an W MPUIIOTOT some 3a MCKaKyBarbe
rxormmuanHa (There is a pineapple, There is an orange, There is some cola), qa Mmoxe na
ce MmoTceTu Ha 300pOBUTE CO KOW Ce MMEHYBa HeKoj Buj XxpaHa (milk, orange, flour,
meat...) ¥ 1a MOXKE J1a T YIIOTPEeOr UMEHKHUTE BO MHOKHHA CO COOABETHHU IPaMaTHUKH
crpykrypu (There are four knives, There are two children.) Mcto Taka, yueHHKOT
Tpeba Ja McKaxe 3/IpaBu HABHKH, KaKO Jia Ce 3auyBa MPHPOAATA, Jia MOXKE Ja BOAH
eHOCTaBHA KOMYHHUKallja BO OAPECHU CHTyaluH ([a Mpamia W 1a OArOBOPH HA
npallama) ¥ Aa T U3roBapa U COOJBETHO J1a TH MIPUMEHYBA JIEKCHYKUTE €ANHHIN BO
€THOCTAaBHH MCKa3H, BO pAMKUTE Ha MPEABUIACHUTE ja3UYHH (PYHKIUH U TPAMaTHIKU
CTPYKTYpH.

Bo mecrara nacraBHa uenuHa, [ don 't like Science! It’s boring, y4eHUKOT nMa
3a 3aJ1aya J1a To paz0epe 3HauYeHETO Ha BOKAOYIapoT, Aa T'H penpoaynrpa 300poBuTe
U 1a TH ynorpedyBa BO COOJBETHH FOBOPHU cUTyaunuH. VIcTo Taka, yueHHKOT Tpeba
Jla TH pa3uKyBa GopMuTe Ha rarojoT Bo Present Simple Tense u mpaBuiiHO f1a TH
ynorpeOyBa Bo peuenuna (I don’t work on Sundays, He doesn’t go to school on
Saturdays), npuToa McKaxyBajku onpeencHo BpeMe. LlenTta Ha HacTaBHATa eIMHHULIA
€ YYCHUKOT Ja TH BekOa 300pOBUTE CO KOM C€ MMEHYBaaT HACTABHUTE NPEIMETH
(Art, History, Science...), la UCKa)ke Jiomarame WK Helonarame co ynorpeda Ha
rnarouoT like (Do you like History? Yes, I like History! It’s interesting!), ma moxxe na
ce MOTCEeTH Ha ynoTpebara Ha MpeUIo3uTe in, on, at 3a HCKaKyBambe Ha BPEMEHCKU
TepMuHH (in the morning, on Saturdays, at noon), kKako 1 1a MOXe Jla HCKa)e TOUHO
Bpeme (It’s a quarter past five, It’s twenty to four).

Y4eHUKoT Tpeba v MPaBIITHO JIa T'M YIOTPeOH MPUIIO3UTE 32 3aU€CTEHOCT never,
always, sometimes, usually Bo €THOCTaBHU PEUCHUIIM BO KOU [IArOJICKOTO JICjCTBO CE
onBuBa Bo ceramrHo npocto BpeMe (I never drink coffee in the morning).

Cenmara HacTaBHa nenuHa, [ want to be a firefighter!, nma 1ien na ce paszdepe
3HAYEH-ETO Ha BOKAOYIIApOoT, /1a ce pernpoayrpaar 300pOBHUTE U Jla ce ynoTpeOyBaar
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BO COOJIBETHU TOBOPHH CUTYaIIUH CO YCBO]yBambe Ha MOJIATTHUTE TIATOIH must u should
1 HUBHATa ynorpeda. CiecTBeHO, yUSHHKOT Tpeba Jla HCKaXe JTMYHO MUCICHE, 1a
Jaje uaeu U CyreCTHH cOo MOTaTHUOT Tiaroi should (You should take off your boots!)
U J1a MCKaxke 3a0paHa WM Hapenda co MOJATHUOT raron must (You must take your
medicine!). [Tonaramy, na uckaxe 3npaBcreenu Teroou (I’ve got a sore throat!) u na
MOXeE Ja IPOYNTa KPATKH PEUCHUIM WIIA KPATOK TEKCT CO BeKe MO3HATH 300pPOBH.

Y4eHukot Tpeda a ce 0crmocodn BOIU €IHOCTaBHA KOMYHHKAIIM]a BO OAPEICHH
cUTyanuu (Jia mpaiia 1 Jia OArOBOPH Ha Mpalliamka) U Jla TH U3roBapa U COOABETHO
Jla TH MPUMEHYBA JICKCHUKUTE CAMHUIIM BO C€JHOCTABHU HCKa3HW, BO PaMKHTE Ha
MPEJABUICHUTE ja3MYHH QYHKI[UH U TPAMATHYKH CTPYKTYPH.

Bo ocmara HacraBna nienuna, Cows are fatter than goats!, mocTaBeHUTE 1IEITU
Ce: YUEHHKOT JIa Ce MOTCeTH Ha Oe3nuunute Gpopmu there is/there are u NPaBUIHO
na ru ynorpeOysa Bo peuenuna (There is a big supermarket in my town, There are
a lot of small shops here). Mcro Taka, 1a ru Bex0a 300poBHTE CO KOU CE MMEHYBaar
00jEeKTH BO €ICH TpaJ KO Ce CpekaBaaT BO CEKOjTHEBHUOT KHUBOT (butcher’s, museum,
hospital...), ma Moke 1a BOIM €THOCTaBHAa KOMYHHUKAIlHja BO OJIPENIEHU CHUTYaI[UH
(ma mparra 1 1a OrOBOPH Ha MOCTABEHO IMpPAIIAkhe) U J1a TH U3roBapa M COOJABETHO
Ja T MPUMEHYBa JICKCUUKUTE CAMHUIM BO €JHOCTABHM HCKa3H, BO PaMKHTE Ha
MPEABUICHHUTE ja3MYHH (QDYHKIUH U TPaMaTHUKH CTPYKTYPH.

JleBeTTara HacTaBHA IeNKHA, [ Ve e got a sore throat!, ykaxyBa Ha TIpaBUTHATA
yroTpeda Ha MOATHUOT TJIarofl must 3a ICKaKyBame Hapenou u 3adbpana (You must
be quiet! You mustn’t drink cold water) n Ha mpaBuiHa ynorpeba Ha MOJATHUATE
miaronu must/mustn’t u should/ shouldn't 3a uckaxysame 3abpaHa, OOBPCKH H
cyrectut (You should take on aspirin, You must be quiet/You mustn’t run).

Bo necerrara nacraBua eqununa, I was a happy baby!, yaeHUKOT ce cpeTHYBa
co mpaBwiHa yrorpeda Ha popmute of raroinor to be (I am/You are/He is...) Bo Past
Simple Tense (What was she like when she was a baby, She was very noisy) u co
npaBuiHa yrorpeba Ha (There was/were — There wasn’t/weren’t).

Ennnaecerrara HactaBHa enununa, What happened to you?, ¢ mocBereHa Ha
MHUHATOTO BpeMeE CO IeJl YUEHHKOT J1a MOXKe MPaBUIIHO Ja T ynoTpedyBa Gopmure
on miarosiute Bo Past simple — Questions (Did you tidy your room? Yes, [ did/No, |
didn’t).

JlBanaecerrara HactaBHa eqununa, Caveman and dinosaurs!, e mocBeTeHa Ha
MHUHATOTO BPEME U HETIPABUITHUTE [J1aroJiu.

Fun food! e TpunaecerTara HacTaBHA SIMHHUIIA BO KOja yUECHHUIIUTE y4ar 3a How
much/many/Not much/many/A lot (of) Some/Any.

We 're going to go camping! e yeTupTHaeceTTara oCieHa HacTaBHa CIMHUIA
0J1 yUEeOHUKOT U € MOCBETeHA Ha going to 3a WIHO BpeMe.

Bo npopomxkenue cienar rpaguKUOT MpUKa3 | U CTaTHCTUYKKOT NpuKka3 1 Ha

3aCTall€HOCTa Ha I'paMaTUYKUTE q)OpMI/I BO y‘ICGHI/IKOT 3a ICTTO OOACIICHUC Welcome
2.
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W3yuyBameTo Ha ja3MK Kako BTOpP HEMajuuH jasuK € MHOry crenuduuna
nejHoct. LlennoT mporec 3aBUCH 0J MHOTY KOMITIOHEHTH. [loceOHHOT mpucTan KoH
IpaMaTHYKUOT JIEJT OJ1 OBOj IPOLIEC BOJM KOH MHOTY 3Ha4ajHU BELITUHH ¥ BPSAHOCTH
KOM TpeOa /1a TH MoCceTyBaaT M HACTAaBHUKOT M YYCHUKOT.

[1pBo, neTaHo e HarpeBeH Nperiea Ha MOP(OIONIIKHOT ACEKT Ha TPaMaTHIKHTE
CTPYKTYpH BO yueOHUKOT Welcome 2, Elizabeth Gray, Virginia Evans — Express
Publishing, 2001 (mamepHo n30paH) M 3alenexkaBMe JieKa HUBHATa 3aCTAllCHOCT
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e Ha conugHO HUBO. Ho, cemak, Moke Aa TMOCTOM OMNLMja 3a JIOTOJIHYBambe BO
o0jacHyBamaTa U BeXOUTE KOU Ce JaJICHU BO YUCOHHUIIUTE.

Bropo, 11es10KymHHOT mpoliec Ha 3y4dyBamke Ha HACTABHUOT MaTepHjajl 3aBHCH
1 OJ CIIPEMHOCTA ¥ MOTUBUPAHOCTA HA HACTABHUKOT BO OJTHOC Ha TOA KaKo Ke ycree
Jla ja mpejiajic HacTaBHATA €JIMHHUIIA U KOJIKY Taa ke OuJie pa3opaHa v mpUMeHeTa Of1
YYCHUIIHTE.

Cexoram Tpeba ja ce Hajae HaYMH Ja C€ OJECHU M YNPOCTH IMPOLECOT Ha
U3yudyBamke Ha rpaMaTHukuTe (GOpMU M Ja c€ MOTHMBHpAaT yUEHHUIIUTE 3a Ja Ha
MOJICCCH HAa4YMH TO MpPUMArT 3HACHETO. BoenHO, MOCTOjaHO WMa HOBUTETH BO
MoJIepHaTa eAyKallHja, 1a OCBEH CTHMYJIHPAame Ha YUCHHUKOT 33 YUYCHE Ha jasuKk,
MOCTOU U OJICCHHUTEJICH JIeN 3a HACTABHUKOT BO MOJTOTOBKATA HA Yac 3a U3y4yBambe
Ha TpaMaTU4YKUTe CTPYKTypu. TakBM ToMarajga BO COBpPEMEHATa CIyKIhja ce
IIaMCTHUTC Ta6J'II/I U HUHTCPAKTUBHUTEC KOMIIKAT-AWUCKOBU CO MaTeijaJm, BO KOH
MIPEKy Urpa, BUAC03aIKC U BEKOH, YUCHETO Ha aHIIMCKUOT ja3UK € MHOTY TOJIECCH
Y TIOMOTHBUPAYKH TPOIIEC.
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Anrerpakrt: llenra Ha cekoja MOJAEpHA HAacTaBa MO CTPAHCKH jAa3UK € CTCKHYBAbE
Ja3WYHU KOMIIETEHIINH, OJJHOCHO OCIIOCOOYyBame Ha YUCHHIUTE 3a IpaBUIHA yIOTpeOHa Ha
Ja3WKOT BO €HAa KOMYHHMKATHBHAa CEKOjJHEBHa cuTyanuja. Ho, mTO BCYIIHOCT ce cIydyBa
mpu 360pyBameTo? McKycTBOTO MOKaXXKyBa A€Ka M MOKPAj OCYMTOAMIIHOTO 33/I0JDKUTEITHO
yuemhe Ha TePMAHCKHOT ja3WK BO OCHOBHHUTE M CPEIHHUTE YUMJIMINTA CETaK YUYCHHIUTE HeE
ce 4yBCTBYBaaT MOATOTBEHH Jla yUECTBYBaaT BO €JHa KOMyHHKAaTHBHA cUTyaruja. Jlamm Toa
ce JIOJDKM Ha TOa LITO MPEMHOTY Ce pa3MHCIyBa 3a OHa IuTo Tpeba na ce croxenu? Kako
NCTOTO Aa ce (opMynaupa Ha CTPAHCKHOT jasuk? [lamy ycBoeHaTa JIGKCHKaTa € JIOBOJHA
TIPAaBUJIHO JIa c€ Crojieny Muciara? Jlany MoTenIKOTHHITE Ce jaByBaaT MpH KOHINIHPAKHE Ha
peuenunara? Jlamm COrOBOPHUKOT aKyCTHUKHM 100po ke ja pa3bepe mopakara? OBa ce camo
JIeTT Off TIpaliamara Kou ce IMpeIMeT Ha UCTPaXyBame BO 0BOj Tpyd. Ce aHanmm3mpaar TpuTe
(a3 HK3 KoU ce popMHpa ja3HIHHUOT U3pPa3 U Ce JAETEKTHUpaaTr MpoOJIeMUTe KOU Ce jaByBaar
BO ceKoja ¢asa, co e yCIEeIHO HaAMUHYBamkbe HA UCTUTE W HEMpedeHa KOMYHHKAIMja Ha
CTPAHCKHUOT ja3uK.

Kayunu 300poBu: nacmasa, cmpanckujazux, Konnemenyuu, 300py6arse, KOMyHUKayuja,
Jjazuuer uzpas

THREE PHASES OF LANGUAGE EXPRESSION
Marica Tasevska'

'Faculty of Philology, Goce Delcev University, Stip, Macedonia
marica.tasevska@live.com

Abstract: The goal of each contemporary lecture of foreign language is acquiring
language competences i.e. enabling students for proper use of the language in one
communicative everyday situation. However, what actually happens when speaking? The
experience shows that besides eight-year compulsory learning of the German language in
elementary as well as secondary schools, students are still not feeling ready to participate in
one communicative situation. Is that due to the overthinking of what should be shared? How
is it formulated in the foreign language? Is the acquired lexica sufficient to properly introduce
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the thought? Are there difficulties when making concepts of the sentences? Will the other
speaker receive the message acoustically well? These are some of the issues that are subject
to this paper. It shall analyze the three phases that form the language expression and it will
detect the problem arising from each phase in order to successfully overcome them and to
unstoppably communicate in the foreign language.

Keywords: lecture, foreign language, competences, speaking, communication,
language expression

Bosen

HayuHoTo nedunnpame Ha 300pyBambeTo € 0/ pa3iudHu nepernektusu. Criopen
Bong, on ¢onercka miemHa Touka, OAHOCHO NPEKy aHalIM3a Ha apTUKYIUPAYKH
mporecu 300pyBameTo ce 03HauyBa Kako ncuxonomku npouec (Wolff, 2006). Osue
MICUXOJIONIKH MPOIIeCH KOM C€ aKTUBUPAAT CO CaMOTO INIaHUPake Ha OHA IITO CaKkame
Jla TO M3rOBOPUME, TIPE] Jia JIOj/Ie IO apTUKYIaIfja ce MpeIMeT Ha UCTPaKyBambe Ha
MICUXOJIMHTBUCTHKATA.

Kora komyHuIMpaMe Wi HUE 300pyBaMe WM CME BO YJIora Ha CIyIiarel,
[TOHEKOTalll TH TpaBUME W JABeTe. Ja3uyHarta peuenuuja u MpoayKIrja MOHEKOTrall
BPEMEHCKH MOXE U Jla C€ MOKJIOMyBaar efqHa co apyra. Cenak, criopes BaKeUKUTE
ja3WYHU KOHBEHIINH, Tpeba Ja ce n30ernyBaar HICTOBPEMEHOTO 300pyBambhe Ha ITOBEKe
JIMIA WK HEMPHUjaTHOTO 1ocTojaHo moiuewe. Criopen Cakc, Ilernod u [Tedepcon,
KoM BO 1974 ronnHa TM aHAIM3UpAie HCTUTE TIPUHIIAIIN Ha T.H. Lturn taking* mpu
MPOIECOT HAa KOMYHHUKAI[Mja CeKoraml 300pyBa caMo €/IHA JIUYHOCT. YUYCCHHUIUTE
BO KOMYHHKallFjaTa c€ TECHO TOBp3aHu eAeH co Ipyr. Kako Hue ke pazdepeme mTo
HAIIMOT MapTHEP MUCIU WK 300pyBa, 3aBHCH O] HAIIMOT ja3MUYeH HM3pa3, KOjIITO
NakK, BIMjae Bp3 ja3MYHOTO OJHECYBale HA HAIIMOT MApPTHEP, KAKO U CIIOCOOHOCTA
HCTOTO MOBTOPHO Jia OuMaeMe BO MOKHOCT Ja To npumame u oOpadorume (Sacks,
Schegloff & Jefferson, 1974).

MeHTaIHUTE 1 HEBPOJIOIIKUTE CHCTEMH BO KOU CE€ OJ[BUBA ja3MuHATA PELICTIIIN]a
U TpOAyKUMja MMaaT pa3ziuyHa rpagda u ¢yHKOWja. JasudyHata NpoayKOuja H
pelenmuja He MoKaT €AHOCTABHO Jia ce MoApa30upaar Kako PEUUNPOYHU MPOLECH
HEIITO KaKo ,JMpakame’ u ,,ipuMarme”. Jla ja pasmiemame peuernijara Ha €/IcH
jasmueH u3pa3: Hue cMe Bo MOXKHOCT /1a TO pa3zdbepeMe ja3sudHHOT U3pa3 Ha HAIIHOT
napTHep JAYPH U TIPU PETATUBHO OTEKHATH YCIIOBU KaKO IITO ¢ Oy4yaBa WM MaK pajino
WM TEIEBU3UCKH MPEHOC, 03 MOSAMHEYHO Jia ro WeHTHUIpamMe 1iin 00paboTume
CEKOj MoeTuHEUEeH 300p, IM1ac WM rpaMaTtuiko npasuwio. Cekoja mpasHUHKA MOKEMe
Jla ja mpero3HaeMe, JOKOJIKY ce MOTIIMpaMe Ha HaIlUTe MpeA3HacHha 3a ja3HuKOT
WM HameTo JekiaparuBHO 3Haewe (Rickheit & Strohner, 1993). On npyra crpana,
nak, Tpeba ja OujeMe BO MOXKHOCT MCTHOT ja3WueH HCKa3, J0OpO IpaMaTHYKd H
KOHTEKCTyaTHO (GOpMYIUpaH, ,,cI000IHO [1a TO MPOIyIIUpaMe, Kora CeKoj eIeH 300p
WM TJIAC KAKO M CHTE IpaMaTHUYKU MpaBHUia KOPEKTHO Ke ce MpUMeHar. JasnvHara
peuenuja MoXxe Ja ce pazdoepe Kako LEJIOKYNEeH MPOLEeC BO KOj MapaieiHo TedyaT
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MOBeKe MOeIMHEYHN MPOLECH, KOM 3aeTHO MPHIOHECYBaaT 3a KOHEUHHOT PEe3yJITar.
Kaj jasmunara mpomykmnmja ce paboTH 3a CIIydyBame, BO KO€ MPUCYCTBOTO Ha
pes3yATaTuTe Of €CH HA/APEACH MOEANHEUEH MPOoLeC Ke CTaHe MPEAyCIoB 3a CTapT
Ha eJIeH IojapeeH noeanHedeH nporec. Cropen Jleenrt, jauuHara nmpoxyknuja ce
ciyayBa cepucku (Levelt, 1989). Kako HeBpoomka 0OCHOBa 3a ja3W4yHATa pelernIinja
rojieMa yiora urpa BepHUKEOBHOT LieHTap, 3aHUOT JIe)l Ha CJICIIOOYHHUOT Pe3eH Ha
MO304yHara xeMuchepa (Kaj IeCHOpPaKUTE O]l JIeBaTa CTPaHa) urja MoBpelia JIOBeIyBa
JI0 HapylnyBamke Ha crocoOHocTa 3a chakame Ha HM3roBopeHuTe 300poBH. Kako
HEBPOJIOIIKA OCHOBA 3a ja3WdHaTa IMPOAYKIHja OJ TOJIEMO 3HAYCHE ¢ OpPOKOBHOT
LeHTap, MAeN OJf Kopara Ha TOJeMHOT MO30K (Kaj AECHOPAaKHUTE O]l JeBaTa CTpaHa)
BO KOj € CMECTEH IIEHTapoT 3a MOTOpHA OpraHm3almja Ha roBopotT. [Iputoa Tpeda
Jla ce J10aJie IeKa OCBEH OBHE LICHTPU ToJIeMa yJIora 3a ja3u4Hara IMpOoAyKIuja WK
pelernyja uMaar u APYruTe UeHTPH BO MO30KOT, KO IaK, Kaj CHTE HHAWBUAYH HE Ce
noBp3anu Ha uct HauuH (Werani, 1999).

Tpure ¢a3u Ha ja3HYHUOT U3pa3
Cropen llarn, jazuunnoT n3pas ce popmupa Bo Tpu Paszu u toa (Schatz, 2006:
29):

*  (pa3a Ha KOHCTpYKIMja (TeHEpUpame Ha KOTHUTHBHHUOT U3pa3) — BO oBaa (hasa
TOBOPHTEIIOT T'eHEpUpPa OJIpe/IcHa MopakKa, Koja € aJeKBaTHa Ha MOMEHTAITHUTE
HaAMEepy Ha TOBOPUTENIOT M HAa KOMyHHKaTWBHaTa cutyarnuja. Co momanky
WCKJIYy4YOIld OBaa IMOpaka € KOTHHUTHBHO HeBepOaiHa, OJHOCHO C€ YIITe He
MPeTCTaByBa IEJOCHO (hopMyHpaHa ,,MUCIOBHA CTPYKTypa‘.

» ®aza Ha TpaHcopMalMja WIM Ha JAEKoAupame — ¢asa BO Koja Mopakara ce
JIEKoIupa, T.e. (OpPMYyJIUpa, OJHOCHO pa3MuciyBamwe Ha ,,IlTo“ u ,,Kako“ Bo
pedeHuIara.

« @aza Ha peanusanuja, OAHOCHO apTHKylTanwja — ¢a3za Ha TIACOBHO U
TeCTHKYJIATHBHO pealln3upame Ha TIopakara, OJHOCHO Bp3 OCHOBa Ha
MOETMHEYHOTO JCKOIMPAEe Ce MPOU3BEIyBa ITIACOBEH M3pa3 WM CHUTHAI, KOj
MOKE /1a CE CITyILHE

®a3a HA KOHCTPYKIHja

I'enepupameTo Ha KOTHUTUBHUOT U3pa3 MOKE J1a Ce MOJIENI Ha TPH MOTIPOIECH
1 Toa GoKycupame, (hMKCUpame Ha BpeAHOCTUTE U opMmaTupame. [ oBopuTenor ce
(hoxycupa Ha oHa 3a Koe TpeOa ja ctane 300p. lLInecunrep 300pyBa 3a reHepHupame Ha
HeBepOaJIHH ,,KOTHUTUBHU CTPYKTYPH , @ TOBOPUTEJIOT ce (JOKyCHpa Ha OHA 3a ILTO €
CBECEH U MMa HaMmepa aa 30opyBa. [IpuToa ru onbupa oHME KOTHUTHBHU COAPIKUHH,
KOU Ke T JIeKoupa (CeeKIyja) U TH MOJpeIyBa 3a BepOaau3upame Ha H30paHuTe
KOTHUTHBHH COAPKUHH BO penocien (muaeapusanuja) (Schlesinger, 1977).

[IpumMep: TOBOPHUTENOT ce cekaBa Ha IOCIETHHOT CIOPTCKH HAaTIpeBap 3a
KOj caka ja pasroBapa. M mpuroa Toj He 300pyBa 3a Cyaujara Ha HATIPEBapOT, KOj
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My OCTaBWJI HEKoj Bredarok. Cekako ce cekaBa M Ha Toa, HO IPUTOA ja CEeJeKTHpa
ropaxara, 3aBUCHO OJi CHTyalijata U TeMaThkara Ha TOBOPOT, Ma Pa3roBOPOT TO
3aroYHyBa CO BO30OYIIIMBOTO YEKame MPe CTApTOT Ha HATIPEBAPOT, TEKOT Ha caMaTa
WTpa, 1Ma ce 10 HETOBOTO 3aMHHYBAH-€ O]l CTAIHOHOT.

Bo Bropara ¢aza cnemyBa (hUKCHpameTO Ha TOTCUCTEMHUTE Ha ja3udHATa
nponykuvja. Bo uMIuiemenranujata Ha HeBepOATHUTE OCHOBU 3a MHAMBUAYaIIHO
(dopmynupame ce NpUcrocoOyBaaT MEHTAIHUTE CHUCTEMH, BO KOM CE OJBHBAar
MOTIPOIIECUTE HA ja3MYHA TIPOJYKIMja HA COO/IBETEH CUTyHTHBEH HaunH (Herrmann
& Grabowski, 1994). Taka MOTIPOIECOT HA APTUKYIUPAmE HA ja3UIHUOT H3Pa3
MOJKE Ja C€ TIPUIIAroIH, 3aBUCHO O] CUTYyallljaTa Ha MIeTIOTeHe, Ha ApTUKYIHPAHE CO
HOpMaJICH TOH WJIH IJIaCHO BHKame. Bo KOMyHHKAaTUBEH KOHTEKCT OOMYHO ce paboTH
3a KOHTHHYHMpaHa apTHKyJauuja, 0e3 morpeda o HEj3MHO MeHyBame. J{OKOIKy
ce paboTu 3a KOMyHHKallMja CO MApTHEP CO OIITETEH CJIyX, Ha MPUMEp, TOTalll
MPEU3HO ce U30Mpa JApyT COOABETEH HAUMH Ha apTHKyianuja. Hue camu nzdupame
Jaau ke 300pyBaMe Ha CTaHIapJeH JUTEPATypeH ja3uK, WIH MakK Ke ce MOCTyKUMe
CO IMjalieKT, Taju ke ce oOpakame co yuTtnBa (hopma wiau He. Co camara mpoMeHa
Ha CHUTYUTHBHOCTa Ha Pa3roBOPOT CE€ MEHYBa M (PHKCHPAHETO Ha TapaMeTpHUTe.
Bo npeonot on cinyx0OeH Bo NpUBATEH pa3roBOp MOXKE Ja ¢€ NPOMEHH M HAYHMHOT
Ha apTHKyJalKja Ha TJIACOBUTE, KaKO M yHoTpedaTa Of CTaHAAp/CH ja3WK HIM Ha
nujanekt. Cexorair cCuTe OBHE MPOIECH HE Ce CIydyBaaT IUIAHUPaHO, TYKY KaKo IITO
HarloOMeHaBMe MTOTope, C€ IPOMEHIINBH M COO/IBETHU Ha caMara CUTYyalluja.

Bo ¢azara Ha hopmarupame ce ycBOjyBa 0Baa BUCOKA MTPOIYKTUBHOCT, CO IITO
KOTHUTHBHATa HeBepOanHa 0a3a Ha ja3uyHara MPOAYKIHMja MOpa Ja ce jJepuHupa
BO TOYHO OmpezaesieH Qopmar, 3a ucrara Ja MOXeE J1a ce Mpe3eMe Kako MHITYT Of
MexaHm3MuTe 3a aekoampame (Levelt, 1989). Ucture mucnu, ucTUTE H3pa3HH
COIP’)KUHM KaKO M HMCTHTE W3Pa3HU LN MOXKaT Jia BOJAT JIO COCeMa Pa3IMYHH
hopmymanun, OMIEjKH MTOCTOCYKUTE MUCITH, IPETCTAaBH M YYBCTBA CC JCKOIUPAHU
KaKo WHITYT ¥ MOpaaT COOABETHO Jla Ouzar pasjacHeTd. Ha mpumep, TOKONKy cakame
Ha HaIMOT NapTHep Ja My CIIOJIenMe HHPOpMaIrja AeKa JeBojKaTa € 3a/by0eHa BO
MOMYETO, TOralll TOa MOYKEME J1a TO HallpaBUME Ha MOBEKe HAYMHU:

—  Jlesojxama 2o caxa momuemo.

—  Jlesojxama e enydena 60 momuemo.

—  OHoj Koj 2o caxa 0egojkama, e MoOMYemo.

—  Illmo ce oonecysa 0o degojkama, maa e 3a/6y0eHa 60 MOMUEMO.
—  Taa 20 caxa nezo.

—  Henu 0esojxama bewie 6wydena 60 momuemo?

Cekako, MOTPEOHU C€ KOMIUICKCHH IICUXMYKUA MEXaHU3MH, UCTHOT ja3HueH
n3pa3 ja ce TpanchopMupa Ha €Ha O] MHOT'YTE CUTYaTUBHH, KOPEKTHO CEMaHTHUKH,
KaKo W TparMaTH9YKd W TPaMaTUIKO KOPEKTHH jasudHu MOKHOCTH (Herrmann &
Grabowski, 1994: 361).
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®a3a Ha TpaHchopmanuja (1exoaupame)

®okycupanute U (hopMaTupaHUTE KOTHUTHBHH MCKa3u MTOHATMY C€ TIpeaBaaT
JIeJT 10 JIe]l Ha MEXaHM3MHTE 3a JIeKoAnpame. Ha oBoj Ha4MH ce co3/1aBa JIeKoaupaH
vHIYT. MexaHu3MHuTe Ha JIeKOAHMparme Ha 0a3ara Ha OBUE JICKOJUPAHU HMHITYTH
renepupaar peauna Qonemu. [Iputoa oBme HacraHath (HOHEMH NpETCTaByBaaT
cneunuuHr HHPOPMALTUK 38 MOPPEMHUTE U IPAHUIIUTE HA 300pOT, MHPOPMAIUH 32
JIeJIe-e Ha CJIOTOBH, 32 TOHOT M aKIIEHTOT Ha CJIOTOT M MHOTY JIPYTH KapaKTePUCTHKH
Ha ,,BP3aHUOT TOBOP‘‘. AyTIyTOT Ha MEXaH3MHTE 3a JICKOAUPAE CO COCTOU O]l
CEKBEHIIN KOU ce 00eJIe’KaHu CO MTOMOIII Ha JOTIOTHUTEITHHTE HH(POPMAIIUH U CITy)KaT
KaKO MHITYT TIPH MPOIECOT Ha apTUKYJIAIlHja.

®a3a Ha peaqu3anuja (AapTUKYJIANKja)

Bo aprukynanujata Ha e/eH ja3WdyeH HMCKa3 BO INPB IDIAH KIyYyHA Yiora
urpaatr KOMJICKCHara TOBOpHA METOpUKAa M HEj3MHATA HEBPOJIOIIKA KOHTPOJIA
Kako ¥ TOBOPHHMOT CHTHAJI KaKO HEJ3MH pe3ynrtar. Mopa Jia ce HarmoMeHe JieKa MpH
300pyBamETO MOBEKENATH BO CEKYH/IA CE TeHEPHPAaT CTOTHIIM KOOPIMHUPAH! HEPBHU
HMITYJICH, OJITOBOPHH 3a (pOHAIMjaTa BO TPKIAHOT, KaJie 3alouHyBa (pOPMUPAHETO
Ha TJIACOT, TI0TOA yCHAara Mpa3HuHA, CO CUTE HEj3WHHM JICTIOBH, Kaje ce 1oodopmyBa
macor. (Levelt, 1989).

3akiyuok

HaxpaTtko kaxkaHo, mpBata (asa win ¢asara Ha KOHCTPYKIIMja MPETCTaBYBa
MOJITOTBHUTETHA (ha3a BO Koja ce popMupaar HaIIUTE IPBU MPETCTABY 3a COAPKUHATA
Ha [opakara, Koja cakame Jia ja cnoaenume. [Ipurtoa pazmuciyBame Ha KOj HAYMH OH
ja GopMmynupane ucraTa 3aBUCHO OJI COTOBOPHUKOT U cuTyanujara. [loroa ciemysa
(hazara Ha TpaHchopMalrja, OMHOCHO ce Oapaar BepOaTHU M HEBepOaTHU ja3UIHU
CpeJICTBA, KOH Ke ja 0BO3MOXKAT (pa3ara Ha peanusanuja. FicToBpeMeHO BO TiiaBara Ha
300pyBayoOT MPOTEKyBaaT HU3a IMPOLIECH OJ] KOU IIPOU3JIeryBa Tperara (pasza, OTHOCHO
[JIACOBHO ¥ T€CTUKYJIATUBHO pean3uparme Ha nopakara. Hajuecto kako morBpa 3a
KOPEKTHOCTa Ha peayin3alidjaTa IpeTcTaByBa peakiidjara Ha COroBopHHUKOT (Schatz,
2006).

Crnopen lllar1r, HajTOIEMHOT TIPOOJIEM, KOj TO UMaaT U3ydyBauynTe Ha CTPAHCKU
jasuk e Bo (hazara Ha TpaHchopMaIrja, OJJHOCHO KaKo JIa Ce CIpaBaT Co MHOIITBOTO
OJ1 TIPOIIECH KOM TPOTEKyBaaT HWU3 HUBHUTE TNIABU W IJIACOBHO Jla TH pean3upaar
nuBHHUTE Muciu (Schatz, 2006: 30). He nomanky 3Ha4ajHa e u TpeTata ¢asa, Ouaejku
NPaBWIHUOT HM3TOBOp, ja3WyHaTa apTHUKyJaluja MPHIPYKEHa CO TEeCTHUKYJAIMH
WM MUMHKH TIPETCTaByBaaT 3HadacH (akTop 3a pazOuparme W MHTepIpeTalnja Ha
ropakara. 3aToa € oJ TOJIeMO 3Ha4eHh¢ Ja He ce TIOTIIeHyBa oBaa ¢aza Ha peaan3aiuja,
TYKY YIITE BO CAMUTE MMOYETOLM Ha H3yUyBambETO HA ja3UKOT Ja c€ OOpHE MOroeMo
BJIMjaHUE HA MPABUIHUOT U3TOBOD.
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Jpyr npobieM ce jaByBa M BO KapaKTepoT Ha TOBOPHHUOT ja3uk. Hajromemure
TEHIKOTUU CE jaByBaaT BO Op3WHATa Ha CAaMHOT Mpolec Ha 300pyBame. Jlokoiky
[pU THIIYBamkbe HHE UMaMe MOBEKe BpeME Ha pacloiarame Jia ja KOHCTpyhpame
HaIara rmopaka, Toa He € Cly4daj co 300pyBameTo, OH/Iejki BPEMEHCKHOT IPUTHUCOK
¢ JI0CTa TOrojieM OTKOJIKY Kaj muiyBameto. OBue Tpu (asu, 3a kou 300pyBaBMe
[Orope ce MpEeToIyBaar eHa co Apyra 1 BO MIPOLECOT Ha ja3udyHa NPOAyKUHja Tpeda
HCTOBpEMeHO Jia Ounar cosiaganu (Schatz, 2006: 33).

Jpyr npoOneM Koj MOXe Ja ce jaBu Npu MpoOieMoT Ha 300pyBame € Of
COIIMOTICUXOJIOMKHK acnekt. CranyBa 300p 3a CTPaBOT OJf aKTHBHO KOPHCTCHC
Ha CTPAHCKHOT ja3WK. T0j MOXKe Jia HACTAaHE JOKOJIKY YUYCHHUIIUTE UMaaT CTPaB OJ
HETPaBUIICH U3rOBOP, TPH IITO YUYCHUKOT MOXKE Jia OMJIe UCMEaH O]l COYUCHHIINTE.
Wnu nak, OKoNKy ce paboTH 3a Helopa3oupame WK MakK, 32 HEAOCTHT Ha ja3UYHO
CPEJICTBO, CETO TOa MOXKE JIa JIOBeJe 10 HeratuBHa orieHka (Apeltauer, 1997: 107).
Cekako, opie Tpeba Ja ce CIIOMEHE JIeKa CEKOTall MONYCHETO HE € MPUAPYIKEHO
co cTpaBoT oJ 30opyBame. Moxe ja ce paboTH M 3a NMPUBATHO IMOBJICUCHA THBKA
JIUYHOCT, KOjalllTO MMa HEraTHBHA MPOICHKA 32 YYWIUIITETO WU MaK, eAHOCTABHO
YUCHHWIIUTe HE C¢ HABHKHATH HA WHTEPAaKiMja BO HacTaBara. Bo cekoj ciydaj
300pyBambETO NPETCTABYBa HABUCTHHA KOMIICKCEH MPOLIEC U MOHEKOTalll HE € TOJIKY
€HOCTAaBHO J1a C€ MPOHAjIaT BUCTUHCKHUTE ja3MYHHM CPEICTBa Jla CE pealu3upa
nopakara. [TorpeOHa e mpeTna3IMBOCT U KOHIIGHTpaIMja BO JIOCTa KpaTrko BpeMe Ja
ce opraHu3npa Nmopakara WIH TOBOPOT, a 3a peain3aliija moTpedHo e XpadpocT, Koja
Ke ce CMPOTHBCTABU HA PU3MKOT OJ1 IPEIIKK U HEMa JIa MOTKICKHE TIOJl CTPABOT OJ1
300pyBame (Huneke&Steinig 2010: 150).
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Amncrpakr: Apud Craposa ¢ pomeH Bo 1898 rommua Bo Ilomrpamen, AnbOanuja.
OcHoBHOTO oOOpa3oBaHue ro 3aBpmm Bo l[loarpazem, a ruMHa3MCKOTO BO FcraHOyi.
Hurutomupa Ha [IpaBauor ¢dakynrer npu McranOynackuor yauBep3uter. On 1921 mo 1943
pabotu kako mpaBHUK Bo [loarpanen. Toj u HEroBoTo cemejcTtBO Bo 1943 emurpupaat BO
Crtpyra, Makenonnja. Ha moueTokoT paboTtu kako mpaBHUK. Bo 1951 roamna mouHyBa
JIa paboTm Kako apxwBUCT Bo [[pkaBHara apxuBa Ha Makenonuja. Toj mponaora 185
OCMAaHJIMCKH CHIIUIH Bo burtona, a motoa tu cpeaysa u oopadotysa. Apud CrapoBa e eneH

OJl IPBHUTE MMPEBEIYyBaYH HA OCMAHJIMCKU JOKYMEHTH OJl OCMAHJIMCKHA Ha MAaKEJOHCKHU ja3HK
Bo MakenoHnuja.

Kiayunu 300poBu: apxusucm, ocCMaHIUCKU OOKYMEHMU, OCMAHCKU ja3UK
THE CONTRIBUTION OF ARIF STAROVA FOR FINDING AND
TRANSLATING THE BITOLA’S OTTOMAN REGISTERS
FROM THE OTTOMAN PERIOD

Marija Leontik!

'Faculty of Philology, Goce Delcev University, Stip, Macedonia
marija.leontik@ugd.edu.mk

Abstract: Arif Starova was born in 1898 in Podgradec, Albania. He finished primary
school in Podgradec and college in Istanbul. Starova graduated from the Faculty of Law at
Istanbul University. From 1921 to 1943 he worked as a lawyer in Podgradec. He and his
family emigrated to Struga, Macedonia in 1943. In the beginning he worked as a lawyer.
In 1951 he started working as an archivist in the State Archive of Macedonia. He finds 185
Ottoman registers in Bitola and processes them. Arif Starova is one of the first translators of
Ottoman documents from Ottoman language to Macedonian in Macedonia.

Key words: archivist, Ottoman documents, Ottoman language
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1. bwuorpaduja na Apud Craposa’

By
¥l (a
Domozpaguja op. 1. Apugh Cmapoea co ceojama conpyea Epsexa

Apu¢ Craposa e ponen Ha 1 mapt 1898 romuna Bo rpagot [lonrpanen, Bo
Anbanuja, Bo 3eMjojienicko cemejctBo. [IpB cun e Ha Anbanerior Axmer Kapadun
CyspcrapoBa U TypumHka Xa30uje, BHykara Ha OWUTOJCKHOT KaaHWja M MYJIEPHUC
Hopaxum ETxeM. AxMeT-0er kK0j HajpepojaTHO € pojeH Bo 1862 rogmHa Bo Kazara
CrapoBa e cud Ha Mexmet Ann-0er, a TOj CHH Ha JIeTeHIapHUOT jyHak CyJbcTapoBa.
Axmert-0er OuJI IBanaTy KEHET, IpBaTa CONpyra paHo MOYMHAIA U My T'M OCTaBHJIa
cunoBute Hypu, HeBpy3 u Heum. BropuoT Opak ro BKIyYMJI CO PEUMCH JIBAECET
rOAMHU TomIiaata Xaz0uje Koja My ru poauna cuHosute Apud u CaMu u KepKuTte
Mypget, Hepmun u ®armupe.

Apud cBoeTo nMe ro 700MBa 0] TATKO My Ha CEIMHOT JCH OJ1 HETOBOTO parame
ounejku criopen Majka My: ,, lmemo He camo wmo mpeba oa ja coopicu Hacokama
Ha cyobunama, myKy u Hej3suHomo coeiadysarse. Mmemo e 3a yen scusom... Apugp

! 3a oBaa 6uorpaduja ce xopucreHn Ouorpaduure xou Apu¢p CrapoBa JIUYHO TM MHHIIYBAT IPU
KOHKypHpame 3a pa3Hu paboTHu Mecta. OBre Matepujanu u ¢pororpadujarta op. 1 ce nobuenu ox Jlyan
Crapoga, cus Ha Apu¢ CtapoBa. ABTOpKaTa Ipej Ja ro HaIuile 0BOj TPy UMallle ABe paboTHH cpeadu
co Jlyan Craposa. Ilo aHanu3aTa Ha OOMEHHTE MaTEpHjald U 110 YHTAHETO Ha aBTOOMOrpadCcKuTe
kuury Ha Jlyan CrapoBa Tpebaiiie 1a ©MaM JIONONHUTETHN KoHcyaTaiuu. Ha 27 janyapu 2022 ronuna
IpeKy eJEKTPOHCKA MOLITa My I'0 UCIPATUB TPYJIOT 0, HAcNoB ,,IIpBuUTe npeBelyBaul Ha OCMAHCKO-
TYPCKH JIOKYMEHTH M NPBUTE MCTPAXXyBaud Ha OCMAaHJIMCKHOT NepHoj Bo MakenoHuja“ Bo koj Oere
npercraseH U Apu¢ Craposa. Ha 9 despyapu 2022 roaunHa My ro UcnpatuB TPYAOT MOJ HAclOB
IIpunoHecor Ha Apud CrapoBa 3a NPOHAOTAKETO M NPEBEIYBAHBETO Ha OMTOJICKUTE CHLMIM O
ocMaHIuckuoT nepuof’‘. Cakas fa My octaBaMm Bpeme Ha Jlyan CrapoBa Ja rM IpouyHTa HaIHCHTE,
a motoa TenedoHCKU Aa ro nodapaM 3a KoHcynTanuja. Toram He 3HaeB Jeka Jlyan CtapoBa e TeLIKo
oonen. [Tounna Ha 24 despyapu 2022 roguna. Becra 3a cMprra ja noous ox Ipura Craposa Kepumu,
kepka Ha Jlyan CrapoBa. Apud Craposa u Jlyan CtapoBa Heka IOUYMBaaT BO MUP. MUJIO MH € LITO My
ja ucroHuB xendara Ha Jlyan CtapoBa HErOBHOT TAaTKO Jja Ouzie MPETCTaBeH O] CTpaHa Ha TYPKOJIOT
Y LITO HAIMCHTE T BHUAE BO MOCJICIHHUTE ACHOBH O CBOjOT KMBOT. JKamam IITO HeMaB MOXHOCT 3a
noBeke pabotHu cpendbu co Jlyan CrapoBa, HO IIECT MecelM I'M YUTaB HETOBHTE aBTOOHOrpadcku
KHHTH 1 c€ KOHCYJITHPaB co HUB. Bo cexoja aBroOnorpadcka KHUra HaoraB HOBH IOJATOLH 33 JKHBOTOT
Ha HErOBUOT TaTK0. MoxeOu 3aroa JIyan CrapoBa HHCHCTHpaIlIE 1a KIMaMe paboTHa cpenda npea Ja ru
IpoyuTaM U OTKaKO Ke T’ IpoyuTaM HEroBUTE aBTOGI/IOFpaq)C](I/I KHUTU U MU Cyrepupaiic BoO HaItucoT
Jla BMETHaM ()parMeHTH OJ] KHUTaTa.
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3HAYU He caMO Y4eH, MYyKYy U HAYYHUK, 3HaleYy, HO U Opycesydey, U H08eK wmo au
KOHMPOIUpa ceoume yyecmaea u Koj He HOCU Op3u 00ayKU, co e0eH 300p, myopey...
(JI. CrapoBa, bab6a, 2021: 87). Apud CrapoBa oa cBojaTa Majka Ke TO HAy4IH
OCMaHCKO-TYPCKHOT, II0TOa U aT0AHCKHUOT, a ce 37001 1 CO OCHOBHH TI03HABaMka O]1
(hpaHIycKHOT jasuk. ,,Majxama Xazouje ne bewie UCKIY4OK 00 Opyeume Majku, 0a
20 00U HOBOPOOEHUEemO CO MIEKOMO HA Hej3UuHuom majuut jazux. M maxa maiuom
Apug npeun nposdope co jazuxom na céojama majxa Xazouje. (JI. Craposa, baoa,
2021: 98). Muaguor Apud uurajku Typckd HoBUHH oj Llapurpan nosnasaiie 3a
HAjHOBHTE MOJUTHYKA W MCTOPUCKH HACTAHHU, KOWIITO MOTOA T'M pacKaKyBaiie Ha
CBOjOT TaTKO. Majka My ce HajneBalre aeka Apud ke yum Bo Llapurpan. Ha Apud
He My Oellle JIECHO MPBUH JIa MMUIIyBa OCMaHCKO-TYPCKO MUCMO OZJIECHO HalleBO, a
M0TOAa Ha anbaHcKaTa JaTHHUIIA OJJIEBO HA/IECHO.

OCHOBHOTO 00pa30BaHUE U JIBE TOJAMHU T'MMHAa3Mja 3aBPIIX BO POJHHOT TP,
Munaanot Apud Bo okynmpanuoT [loarpaaen o BoeHUTE CHIIA Ha ATJIaHTaTa, TOPaIn
Mo3HaBamke Ha (PaHIyCKHOT ja3uk Bo Komanaara Ha dpaHiryckaTa 30Ha Ha YEJ0 CO
MajopoT, mogorHa renepan Exyap Oruct Unonut Moptje, paboTu kako peBeayBad,
a 1MoTo0a M KaKo IIOMOIITHUK BO aJIMUHUCTpaijaTa. Bo oBoj mepro unta GppaHIlycku
kauru ox Monteckje, Bonrtep, Pyco, Mupa6o, yun on ¢ppaHIyCKUTe 3aKOHUIH H
ro ycoBpiryBa (paHIyCKHOT ja3uK. bp3uoT Hampemok Ha Apud Npeau3BUKyBa
JbyOOMOpa | 3a J1a ro OTCTpaHar, I'o KJeBeTar. 3a Jia I'o CIacH CBOjOT KUBOT BO THE
OypHHU BpeMHUIba, 3aMIUHYBa BO McTanOyn kaje mTo kuBeat Opakara U ceCTpUTE Ha
MajKa My.

On 1918 rox. mo 1921 rox. ro KOMIUIETHpAa TUMHA3UCKOTO 00Opa3oBane BO
Uctanbyn, a motoa aumiaomupa Ha VcTaHOYNCKHOT mpaBeH (akyiTeT (KIacHuHO
HIepUjaTCKO MpaBo U uciamcka dunozodpuja). Apud Craposa cTyaupa BO MEPHOI
Kora 3amoyHyBa na ce ypua Ocmaniuckara Mmmepuja, a Ha UCTOpUCKaTa ClieHa
cramyBa ATaTypK Koj ja cozaBa MoaepHa Typitrja mpexy MHOTY peopMH 3aCHOBAaHU
BP3 COBPEMEHOTO EBPOIICKO MPaBo. Bo TEKOT HA CTYIUHTE )KUBEE BO CEMEjCTBOTO HA
Byjko My Anm @etu Okjap Koj uma rojema ynora u Bo Ocmannuckara mnepuja u
Bo MonepHa Typuwja. ,, Amu @emu co ceoja cmanodcena, Xpabpa u yMHa JUYHOCH
umae u3epadeHo 2onem OpPICABHUYKU, OUNIOMAMCKY U 80€H ABMOpUmem Kako
60 Ocmanckama Hmnepuja, na koo ce cmemauie 0ypu U 60 Hej3uHUme Nocieonu
0eHOo8U, MAaKa U 60 HOBUME CNPOMUBCHABEHU B0EHU U NOAUMUYKY CIMPYKMYPU HA
enacma, 60 Hanopume 3a coszoasare Ha Hosa Typyuja.“ (JI. CtapoBa, baba, 2021:
197). Jlyan CrapoBa kora ke otkpue Anu @eTu Kakpa yjaora OAUrpal BO KUBOTOT
Ha HETOBUOT TaTKO, K€ MOYHE /a UCTPa)KyBa 32 HETO BO KHUTU M CHLUKIOIEINH:
,, Bes umnpecuonupan 00 Hecogume buocpaghcku nodamoyu: cnmyoupai 8o Boenama
eumnasuja 6o bumona, co crasnuom Mycmagha Keman, oun npemuep na nosa Typyuja,
ambacaoop na Ocmanckama Umnepuja 6o Coguja u ambacaoop na nosa Typyuja 6o
@panyuja u Benruxka bpumanuja, munucmep 3a enampewiHu pabomu, npemcedamen
na Hapnamenmom na Typyuja. “ (JI. Craposa, Llapurpaacku emurpanr, 2019: 63).
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Apud CrapoBa kaguckaTa U aJBoKaTcKaTa npodecrja ja yuea U yCOBPIIYBal
Bo UcranOyn. ,, Kaoucmseomo He Oeute npocmo yuere Ha 30UpKA KAHOHU U
3aKOHUYU, MYKY 3000UuBatbe co MOK O1AOOKO 0a ce pasmMuciysa u 0a ce OoHecy8aam
HajnpageOHu 00IYKU Hajuecmo Ko2a ce pabomu 3a Husom uau cmpm... Moowcebu
Tamxosama mox 0a pacydyea Kaxko Kaouja Hema 0a ce 0Cmeapysa camo Kozda ke oude
Yapuepaocku emuepanm, myKy u 60 200uHume koz2a Ke oude npuryoer 0a cmate u
oanxancku emuepanm... Taxa moj ce 3000u co HEKAKO8 ‘eMUSPAHMCKU OpUeHmup’ 60
BUCMUHCKUOM MOMEHM Od ja HACemu ORACHOCMA 80 MECHOMO Kade Wimo HA8UoyMm
mupno u 6esonacuo ce oosusaam wnacmanume.” (JI. Crapoa, llapurpamcku
emurpanrt, 2019: 57-58).

Mo munnomupamero Apud CtapoBa Moxen aa octaHe Bo Typiiyja u 1a uarpaan
no0pa kKaprepa Kako MITO I0CaKyBajla HEeroBara Majka, HO OJUTYYMII J1a Ce BPaTH BO
TaTKoBUHaTa. Byjko My cakan Apug na ocrane Bo Typuuja, Tyka Ja ja mpoaoiiKu
CyJicKaTa Kapuepa, a ToToa Jia To MOBHKA M CBOETO CEMEjCTBO, HO UMaJl pa30oupame
¥ 3a HETOBOTO BpaKame BO POMHHUOT Kpaj Kajue ITO OWje Majka My, TaTKO My U
MMOBEKEWIEHOTO cemejcTBo. lIpen camoTo 3aMuUHYBame BO poaHATA 3eMja ja MMal
M Taa 4ecT Ja ro 3amo3Hae Mycrada Keman AtaTypk, Bo Kykata Ha CBOJOT BYjKO
®erxu-6ej Oxujap, Ha ocTpoBOT Byjyk Ana Bo MpamopHoto Mope. OBaa cpenda e
Baka onumana: ,, Me noguxaa oa énezam 6o caronom. Me npugamu gyjxo @emxu.
Co cueypnu uexopu ce dobnuxcus 0o Amamypk. Mojom eyjko me npemcmasu:
‘Osa e mojom enyx. Bo Llapuepao 3aspwu npaso u uciramcka guirocogpuja.’ Toeaw
Amamypk mu ce obpamu: ‘Mnadu nyre, kaxko eac, OeHec U ce NOmpeOHU Ha Hawama
mamxosuna. Co ayre Kaxko 8ac Kou 2o usyyuie npagomo, noopso ke ce 0ooauICUMe
0o Espona’...” (JI. Craposa, TBpauna ox nemnesn, 2012: 122)

Mnaauot Apug CrapoBa OWII O] CUITHO BIMjaHue Ha cTynuuTte Bo McranOy,
MHOTY TO Cakajl M IOYUTYBaJl CBOjOT Byjko ®Derxu-0¢j Oxujap Koj 3aeIHO CO
ATtartypk yden Bo Boenara rumuasuja Bo butona, Oun HepazaeneH codboper co Hero
BO HajpelIaBayKuTe OMTKH, a MOTOA YWICH BO PAKOBOJIHHUOT JIPIKABEH CUCTEM, MHOTY
ro I[eHeNn ATaTypK U HEroBUTE peOpMHU, HO HE MOKEN Ja TO MpuGaT MOHYICHHOT
MpeaU3BUK HA KPCTONATOT Ha CBOjaTa CyAOMHa, PEInI 1a ce BpaTH BO TATKOBHHATA.
Ho, dakr e nexa derxu-6ej Okujap UMa CHIHO BIHjaHHE BO OQOPMYBamETO Ha
MIaIOT Aprud Kako 4OBEK M MHTENEKTyalell: ,,ByjKo bewe xpabap u myodap 4oeex,
eden 00 uzbpanuyume HA UCMOPUJAMA KOMY OJICDMBYBAFEMO 3d GUUA Yel 60
JACUBOMOM MY Oasauie ROCeOHA YSPCMUHA HA KapaKkmepom, 20 npaseuie xpabap u
pewumenen. Hecosomo enujanue cucypno e MHo2y 201emo 6p3 cyOOUHama Ha HO8A
Typyuja.* (JI. Craposa, TBpauna on neren, 2012: 121)

Opnykara 3a Bpakame BO TaTKOBMHATa He OWia JiecHa, Tpeban a ce oJIydn
nmoMmery OJieckaBa kapuepa U cemejcTBOTO. Ho, yIiiTe BO CTYJACHTCKHTE JICHOBH
HOCTQJITHjaTa IO CEMEJCTBOTO Owmia rTonema: ,,Koaky u Oa Oewe 6Hecen 60
ceKojOHesHUume 006PCKU 60 CMyouume, NOCMOJAHO ONKPYICEH 00 GHUMAHUEMO
Ha ceoume NOMAAOU U NOCMAPU POOHUHU, NIeHem 00 ybasunume Ha Llapuepad u
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HUBHOMO NOCMOJAHO OMKpUBArve, He Ou Modiceno 0a ce pede dexa maaouom Apug
He beuie nOCMOjaHo Hazpusy8an o0 Hocmaneujama no majka Xaszobuje, mamkomo
Axmem-6ee, opamom u cecmpume.‘* (JI. CrapoBa, ba6a, 2021: 207) Bo mmamocra
Mianuot Apud ce ompesenyBa 3a CEMejCTBOTOTO, HO | /IO KPajoT Ha CBOJOT JKUBOT
CUTE OJTYKH TM HOCH BO MPWJIOT HA CEMEjCTBOTO. ,,Tamko mu 6o Llapuepad mumna
HU3 HEKOAKY CIManuyu, Yujamumo HCpmea modiceute MHo2y 1ecHo 0d cmamne, 0OKOIKY
yuime Ha NOYeMOKOM HeMauie pacyucmeHo co cebecu u co onpedenbama 0a my
ce 8pamu Ha c80emo cemejcmeo, 0a My OCmane Hajeepen 00 ceé Ha ceMejcmeomo.
Bpararwemo my bewe nocurna cyobuna o0 cume opyeu cyoounu.” (JI. Crapona,
TarkoBute kuauTH, 2014: 150)

Kora Ha mouetokoT Ha 1925 roauHa ce BpaTHII BO pOJAHUOT Kpaj, o [loarpamery
1o Kopua u 1o Tupana ce pacuyno 3a BpakameTO Ha MIIaJ JUINIOMUPAH MPaBHUK
oxn llapurpaz. bunejku Bo Toa BpeMe UMajo MaJIKy BUCOKO 0Opa3oBanu jyfe, Apud
“Mall MHOTY MOXKHOCTH, HO OJJOCTHYBaJl TIAPTHCKH, MPOPEKUMCKHU olpenenou. Bo
elleH BaKOB IIEpHOJ HETOBHUTE pomuTenn Axmer-Oer m XaszOuje perraBaaT aa To
okeHaT cBojoT cuH Apud co 16-rogumnarta Epsexe, kepka Ha Texku-6er Pycu on
JleckoBHK KOj mpHmarai Ha cTapo yriexHo cemejcTBo oa JyxxHa Ausbanuja u Oun
npedekT BO HEKOJKY IpaJoBH, HO PaHo ja W3ryOMJI CBOjaTa IpBa COMpYyra, MajkaTa
Ha Epsexe. ,, Apugh-6ee ne mooicewe 0a ne 2o npugpamu 3aeOHUYKUOM HPEOLOS
Ha ceoume caxanu pooumenu. Toj ja npugarawe cemejnama mpaouyuja, 60 Koja
oonanped ce nomecmyesaa ¢pueypume co Kou mpeba oa ce uepa cyoounama. Taxa
beute u co ymepoysarbemo Ha HCeHAUKama KaKko YeHmpaieH HACMAaH 80 ucmopujama
na cemejcmeomo. “ (JI. Craposa, ba0a, 2021: 224)

Bo ponnara 3emja pabotu kako agsokaT u cynuja. On 1921 mo 1925 romuna
pabotu kako agBoKaTcku mpurpaBHUK Bo [loarpanern, on 24.1.1925 mo 19.9.1927
roJIMHA € OMOIIHKK cynuja Bo Okonmckuot cyxa Bo [oarpanen, on 19.9.1927 no
15.10.1928 e nmasHadeH 3a cyamja Bo OKOMMCKHOT cyn BO okpyrotr Komoma, of
13.12.1929 o emurpupameto Bo CTpyra pabotu kako agBokat Bo [loarpazer.

Kuurure umaat MHOTY BaKHO MeCTO BO cemejTBoTo Ha Apud Craposa. Toj Tue
" coOMpa oJ CTYJCHTCKUTE JAEHOBHU, HE CaMO 3a Ja My KOpHCTaT BO mpodecujara,
TYKY ¥ 32 Jia My MOMOTHAT 3a OIICTAaHOKOT Ha CEMEjCTBOTO. ,, M Mmoducebu edna 0o
majuume 3a 001208€YHUOM U XAPMOHUYHUOM OPAK HA Moume pooumen, ce 00aHCU
Ha majuunama 0obpa oyuwia 0a ja Nomxpamysa u o0poiicysa mamrosama /by006
KOH KHuzcume, 04 ce Npecmopu 60 HEKAK8A c8ema 3aumUmHUYd Ha He208amd
oubnuomexa. A 00 mamkosama NOOBUICHA OUOIUOMEKA MOdNCe HAJOOOpo Oa ce
yuma u pazbepe UCMOPUJATNA HA CEMEJCMBOMO MO 20 3aYBPCMy8ad Moume
pooumenu... Bo yvecmume ceruobu na cemejcmgeomo, 60 uecmomo MeHy8arve Ha
OanKancKume epanuyy, Kou 4ecmo QamanHo u mpasuyHo ja cevea cyoouHama Ha
Jnyremo, cemejcmeama Ha Hapooume, cé ocmasasme, oceeH Kuueume. Knueume
HE npuopysxcysaa u 80 MU208Ume Kozd umauie speme Camo KOIKY 0d ce CRAcy8d
JHCUBOMOM, Hebape HA HeKOja HUBHA CIPAHUYA ce Kpueule 3a2amKama Ha CHAcom
Ha cemejcmeomo... “ (JI. Craposa, TarkoBure kuuru, 2014: 26)
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Bo Bropara cBercka BojHa AnbaHuja Ouiia 1IeIOCHO oKymupaHa on Wranuja.
Jlen o1 roIeMOTO CTApOBCKO CEMEjCTBO padOTeN 3a UTAIHjaHCKHOT OKynarop. Apud
¥ BO BOCHHUTE TOIUHH C€ TPYICT Ja ja IP>KH CBOjaTa aaBOKaTCKa KaHIleIapHja Ha Koja
My 3aBUIyBaJie HEKOU OJ TOJIEMOTO CTApOBCKO ceMejcTBO. OJ1 OBUE 3aBUIIMBIIN OWIT
CKOBaH IUTaH Wi Apud J1a UM ce MPUIPYKU HA UTATHjAHCKUTE OKYNATOPH WM J1a
Ouze IpOroHET CO CEMEjCTBOTO BO UTanUjaHcKuoT Jorop Ilopro Pomano. Apud osaa
BECTja I0o3HaBa 01 CBOjOT Oyin3ok npujaten [ 'ypu [lopanenu enen nen npes npecyaara.
Ha momHok Apud co compyrara u Jieriata co ceMejHaTa reMuja ynpasyBaHa of ['ypu
[opanernu ja mMuHyBaaT BojeHara rpanuna Ha Oxpujackoto E3zepo u cturayBaar
Ha JPYTrUOT Oper Ha e3epoTo 3a Ja 3aloYHAT HOB )KHBOT. MHOTY TOIWHH TOJOIHA
Jlyan CrapoBa OBOj YMH Baka ro ONHWINYBa: ,, O68a HABUOYM OAHATHO MUHYEAIbE HA
decemuna Kuiomempu 600er nam, o0 eOHuom 00 opyeuom bpee na Ezepomo, 3a
Tamxko 3nauewe da cu ja ocmagu mMajka cu Ha opyauom opee, co uzmavenama oyuia,
0a cu eu ocmagu Opamom u cecmpume, KAKO HeKo2aul, Nopaou 3aMuHy8arbemo
60 Llapuepao. 3a Majka, nenpedgudeHomo 3amunysarbe 3uaveuie yume no2oiemo
odoaneyysarbe 00 Hej3UHOMO CEMejCMB0, 3a Moume OpaKa 3amMuHy8arbemo 3xHaveule
Kpaj Ha 0emcKuom paj, a camo 3a MeHe, mo2aui 08e200UUEH, 08d 3AMUHY8AIE, 60
NOOOYHENCHUME 200UHU, NPEPACHA 80 GUCIMUHCKU MUM KOj Ke Me 003ema co 200unu
u ke bude eden 00 bumnume 2eHepamopu Ha moemo nuutysare. * (Jlyan Crapona,
Epsexe, 2012: 171).

Bo 1943 romuna Apud CrapoBa Ha 45 romwHH O€TrajKd OI MPHUTHCOKOT Ha
OKYTIaTOPOT CO cBojara compyra Epsexa u uwetupute nmena Hasmm (1931), Ypum
(1933), Bynuer (1935) u Jlyan (1941) kako emurpant ce cenu of [lonrpagen Bo
Crpyra.” 3a Bpeme Ha okynauujata u Bo Ctpyra pabotu kako agBokar. Bo 1944
TOAMHA Ce TpecenyBa BO Te€TOBO M Y4YECTBYBa BO OCIOOOIUTETHOTO IIBHXKCHHE.
[To ocnoboayBamero Ha TeroBo paboTu kKako mpocBereH pedepent (14.12.1944 —
21.6.1945).Bo 1945 roguna ce cenn Bo Cxorrje mokpaj pekara Bapmap 63y Kamenuor
Moct u mouHyBa n1a paboTH Kako pefoBeH cyarja Bo OKOJMHCKHOT cyx Bo Ckomje
(21.6.1945 — 1.2.1948), Bo [{upekumjara 3a nHpopmarwu rpu Brnagara va Hapoana
PenryOnuka Makenonuja kako myomunuct (1.2.1948 — 18.6.1948) u Bo KomureroT
3a yHHBEp3uTeTH Kako myomuuct (18.6.1948 — 4.6.1951). He cakan na ce BKIy4H
BO IOJIMTHKATA U BO MAPTHCKUOT KHUBOT, HO CaKall Ja MOMOTHE HA EeMUTPAHTUTE KOH
ja nenene HeroBara cynomHa. 3aroa OWi mpercenares Ha J{pymTBOTO Ha aT0aHCKATE
emurpanTu Bo Haponna PerryOnrka Makenonuja u wieH Ha Komutetor Ha anbaHcku
emurpanTu Bo @eneparnBHa Haponna PemyOnnka Makenonuja.

Hannexnwure cakajku 100po Aa ro BpeaHyBaaT 100poTo mo3HaBame Ha CTapoBa
Ha OCMaHCKO-TYpPCKHOT ja3uk oj] 1948 no 1951 roauna ro anraxupaat Bo MTHCTUTYTOT
3a HaI[MOHAJIHA UCTOPHUja KAaKO CIICI[UjaJIUCT 110 OCMAHCKO-TYPCKH jas3uK. ,, Hosama
oporcasa ja umautie myopocma, uiu naxk moa Oeuie HAMypeno 00 HOBUCOKUME
UHCMaHYul, 60 CO30ABAFEMO HA CEOUMe UHCIMUMYYUU Od ce NOCIYICU CO YMOM HA
MATKYMUHAMA WKOTYBAHU 80 €6PONCKUNIEe MEMPONOIU WL 60 DAIKAHCKUME 20TeMU
epadosu. “ (JI. Craposa, TBpauHna ox nenen, 2012: 96)

2 Apud Craposa u Epsexe 1o emurpanujara gobusaat u ase kepk, Jpura (1943) u Jlnmmja (1946).
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Apud Craposa Bo 1951 roarHa Bo BakaBOT Ha e1Ha [Jamuja Bo butona oTkpuBa
185 6uroncku cuymm (1612 —1912).> OTKako rM U3BECTYBa HAAJICIKHUTE JICKa OBHE
PaKOT¥ICH ce MHOTY Ba)KHH, CHIIMJINTE CE CMECTyBaaT BO MIHCTUTYTOT 3a HAIIHOHAITHA
ncropuja. Mcrara rommna OpueHtanHata OnOIMOTeKa BO KOja Ce€ CMecTHja |
buronckure cupmnu ce mpedpryBa ox WHCTHTYTOT 3a HalMOHANHA HCTOpHja
Bo [pxaBHHOT apxuB Ha Maxkenonuja. Ha 4 maj 1951 roguna Apud Craposa e
npedpieH aa pabotu Bo JpkaBHHOT apxuB Ha MakenoHuja. ,, Bo gpememo xoza
Tamkxo ce 6nece 80 MOKY8ArLEMO U 80 CPeOY8aArbemo Ha cuyunume 6o Mncmumymom,
uaxo ce ywme pabomeue 6o Cyoom, eden OeH My CMUSHA peueHUuemo, JUYHO
nomnuwano o0 Booauom, co koe beute umenygan 3a apxueucm 60 [[pocasHuom
apxue Ha Penyomuxama. Co noceben Oexpem, Oeuie HapeoeHO cupunume oa ce
npenecam 60 Apxusom... Ilo pewienuemo, co koe ceoegpemeno Tamko ce umenysauie
3a coyujanucmuyku cyouja 6o Cyoom, 06a Oeuie 6mopomo 3HAYAJHO peuieHue, aKo
He U Haj3HaA4ajHomo 60 NPeOCMAanamuom 0el 00 He208UOM HCUBOM U 00 HCUBOMOM
Ha Hecogomo cemejcmeo. Toa beue pewenuemo 3a ocmanysarwemo. (JI. Ctapona,
Tepouna o memen, 2012: 129)

Bo 1952 romuna craHa pakoBojuTen Ha HoBohopMupaHoto OjjeneHue 3a
OpHEHTAUCTUKA BO ApxHBOT. JloJeka aa ce meH3MoHHpa cpeayBa U o0paboTyBa
JOKYMEHTH (TIOATOTBYBalb€ HA KYCH COJPKHHH 33 CEKOj TOKYMEHT BO BHJ] HA PErecT
¥ aHaJTUTH4YeH UHBEHTap) o7 OCMaHINCKHOT IepHO/I.

On mHOTYTE HeobOjaBeHU npeBoau Ha Apud CrapoBa co TOIUHHU CE MOJI3yBaa
HACTpaXXyBauyuTe BO VHCTUTYTOT 3a HANWOHAIHA HWCTOPHja, WUCTOPHYAPHUTE OF
I'pymara 3a uctopuja Ha Ouno3odckuoT pakynteT, BpaboTeHUTE BO APXHUBOT H
Hay4YHHUTE pabOTHULIM KOM IO HCTpakyBaa OCMaHIMCKUOT mepuoAa. Enen nen ox
OBHE HUCTpaxxyBaul Oea HHPOpPMHUpPaHU JeKa Toa ce nmpeBoau Ha Apud Craposa, HO
BEPOjaTHO ToJieM JIeN OJf HUB HE HU 3Haellle KOj € aBTOPOT Ha THe MpeBoau. Bo Toj
repuoT OMICjKH MaJIKy MMAIlle CIEIHjaTiuCTH 32 OCMaHCKO-TYPCKH M OCMAaHJIHCKA
JIOKYMEHTH MHOTY Hay9HH paOOTHUIM ce€ KOHCYNITypaje cO HEero.

Ce mnen3uoHupa Bo 1964 roauna. Ho, U BO NEH3UOHEPCKUTE ICHOBU T'H
MpeBeAyBallle CUUMIUTE 32 COpabdOTHULMTE M mpujaTenure Oe3 (UHAHCHCKH
HazomecT. brujejku u Toram Oerre TEIKo co e1Ha IJ1aTa J1a ce OJpKyBa TOMaKWHCTBO,
XOHOpapHO paboTelie Kako IOCTOjaH CYACKH TpeBexyBad o (paHIyCKH, O]
CTapOTyPCKH, 01 HOBOTYPCKH, OJT UTAJINjaHCKH U 01 AIOAHCKH ja3uK HAa MaKEIOHCKU
jasuk u obpatHO. Bo mocmeaHWTEe Mecemu O CBOJOT >KMBOT 3a€THO CO eIeH
IIpyjaTes MpeBeIyBallle CTapy 3aIlliCH 3a JISKOBUTUTE OMITKA BO MakeIoHHja 3a eJTHO
MEMIIMHCKO CITUCaHuUe. ,, Hajnocne osue npesodu um dea oojasenu! Ce padysaa kaxo
oeya, a nomem bea UCNOIHEMU CO BUOTUBA 20POOCH ROPAOU NPOOOINHCYBAILEMO HA
Huenomo npujamencmeo Huz npesooume...* (JI. Craposa, TarkoBure xkuaury, 2014:
59)

[Tounna Bo Ckortje Bo 1976 roguna Ha 78 TOIUHM.

3 O 190 cummm wro ce Haofaar Bo Jlp>kaBHUOT apxuB Ha MakenoHnja, 185 cunmmm ce OTKpHEHH 01
crpana Ha Apu¢ Craposa.
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2. OrtkpuBame Ha BuTojickuTe CMUMIN

ITo Bropara cBeTcka BojHA pa3sHH MHCTUTYLIMHU ITOYHAa Ja TH cOOMpAAT CTapuTe
JOKYMEHTH U CIIMCH KOM MOXaT Ja TIOMOTHAT BO pacBeT/IyBame Ha UCTOpHWjaTa Ha
Makenonuja. Bo BoeHnTe BHOpH 4eCTO THE CE KpUelle BO BEPCKH XPaMOBH KO BO TOA
BpeMe OCTaHyBaJIe IIOMITEACHH. ,, KaKko no3uasay Ha wmepujamckomo u Ha MOOepHomo
npaso 6o Typyuja, na ucramckama guaocoguja, Tamko npemnocmasysauie oexa
HeKaoe CUSYpPHO ce Kpujam 3Ha4ajHu 3anucy, uiy dapem Kaouckume 3anucu, 00HOCHO
CUpUIUmMeE 60 KOU, CEKOJOHEBHO, ce 3aNnUuiyeail JHCUGOMOM HA JIyIemo U HUGHUme
cyoupu 80 coenadysaremo Ha panuxume. Tamko 3Haeuie 0eka 0 CUMUIUME NOYUBA
HAjMHOZY JICUBA, HE3A8PULEHA UCOPUJA KOJa MOdice Oa NPOOOIdICU 80 CEKABAILEMO
Ha nomomyume. Toj 3naeute dexa HeKou 00 Cupulume 3a8puiuile 80 pasHu eaxkagu,
80 pamuu, u oeka, no naoom na Mmnepujama, mue u nonamamy Ke cayxcam, u oes
HusHume npomazonucmu, ooamua ucyeswamu... “ (JI. Crapora, Tepautda ox nemnen,
2012: 24-25)

W naBuctuHa Bo 1951 roauna Bo enHa cpenda HeroBHOT qodap mpujaten Keman
Cejymax (Kemal Seyfullah, 1921 — 1978) koj ydecTByBasl BO OCIO0OJUTEITHATA
0op0a 1 T¥ opraHu3upal TYPCKUTE U AI0aHCKUTE JOOPOBOIIIIH, a IO 0CI0001yBambETO
paboTen Kako MOJIUTUYAp BO TIOBOCHATA BiIaa M BO Pa3HU JIPYKABHU HHCTUTYIINH, HA
Apud CrapoBa My peKkoll JieKa TpaJICKUTe MapTUCKU BIacTH Bo burona pemmie aa
ce IIPOoLIMpaT BO eeH Bakad), HO TaMy OTKpHJIE HEKOJIKY CaHAALM CTAPH OCMAHINCKH
nedTepu co Kom He 3Haerne mTo aa mpasar. Keman Cejdynax koj xako Typuun
MPETHOCTaByBall JieKa cTapuTe AedTepu BO BakaoT MOXar Ja OMIaT BakHH, BO
Brnanata mpeanoxun ga He ce mMpe3eMa HHIITO OKOJY OCMaHJIHMCKUTE OedTepu
J0JicKa He ce MPOBEepH HUBHATA COJP)KUHA, a 332 TOJNKYBamhC Ha CTapUTE 3alliCH
ro mpemioxkui cBojot npujaren Apud Craposa. U gupekropor Ha MHCTUTYTOT 32
HaIFOHANHA ucTopuja ox 1950 mo 1952 rommua, Topfu AGaymes (1910 —1963),
cmeran aeka Apu¢ Craposa Tpeba na ogu Bo butona 3a n1a ja yTBpau coapikuHara
Ha CTapUTe OCMAHINCKU Ae()Tepy U HUBHATA BaYKHOCT.

Henrta xora Apu¢ CrapoBa otumon Bo butoma Bo BakadoT Aa ru Buau
HOBOOTKPHEHUTE TOKYMEHTH, OMJI MHOTY BO30YAEH. ,,Bo saxaghckume npocmopuu,
NOKpaj uneHosume Ha CMpyuyHama komucuja u npemcmagHuyume Ha Ilapmujama,
Ha omumunama u na Apxusom, co Tamko enecoa u 2padckKuom UCIAMCKU 6EPCKU
noenasap co ywime ogajya opyeu eepruyu.* (JI. Craposa, TBpauna oz nemen, 2012:
105)

Bo BakadoT uMano HEKONKy KoB4e3H co cmuicd. Kora rm OTBOpMII Kamamure
Ha caHAaluTe, BUJEN NoxonTeHn aedrepu. [lounan na ru npenucryBa nedrepure
U TPU YUTamkbe HAa OCMAHCKO-TYPCKUTE TEKCTOBH JIOUION JIO CO3HAHHE JieKa THE ce
burtonckure cupmni. ,,..— Cume 6ue, nouumyeanu Npucymuu, cme ceedoyu Ha
eden ucmopucku Hacman. Cupuirume Ke U38pUIAM PeGONYYUjad 60 PACEEM.TY8aAILEMO
Ha ucmopujama, 60 MeKOm HA Yemupu 6eKda, He camMo HA mepumopujama Ha
HexoeawiHuom bumoncku xaounax, myky u nowupoxo... Cume ogue cupuiu, 00HOCHO
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KAOUCKU pe2ucmpu Ui npOmoKoOIU, RUWYEAHY UY NPERUULYBAHU 00 PA3HU KAOUl,
nomery 1607 u 1912 2o0una, koaky uimo mooice 0a ce 3abenexncu 00 080j 6e2on ysuo,
NUULYBAHU HA APANCKOMYPCKU jA3UK, HAj20NeMUOM O€ll ce OOHECY8aam Ha nOA0icoama
Ha cenanume, Ha YUDIULAPCMBOMO, HA GEPCKUME KOHGEP3UU, HA MAMPONO3Ume, Ha
oepgenyuume, na januuapume...“ (JI. Craposa, Tepauna ox nemesn, 2012: 110-112)

Otxkaxo 3amuHane npucyTute, Apug CrapoBa ocTaHaj caM 3a J1a TH Iperiena
1 perucTpupa CUTe KaAUCKU CUNMIH. ,, Koea ocmana manoano cam, my ce epamu
sucmunckama pacnonodcoa. bewe cam, nped ceoemo eonemo omxpumue 3a wuu
oumensuu, 60 muecom, dewe ceecen camo moj. beuie 6o eden 00 pemxume cpexknu
MU208U B8O CEOJOM CMPAOANHUYKYU EeMUSPAHMCKU JICUBOM. 34 CB0€mo 201eMO
arcpmeysarse ceea 2o dobusauie sucmunckuom ooxcju oap. “ (J1. Craposa, TBpanHa
on menen, 2012: 114)

[Moxroreui 3anucHUK 3a cunmiuTe Bp3 kKoj Jlazap Konummescku (1914 — 2000)
KOj y4ecTByBall BO ociobonurenHara 6opba, a mo ocinoboayBamero paboren Kako
TIOJIMTAYAP BO TIOBOEHaTa Bitaia (Bo 1945 rox. e m30pan 3a pB npercenaren Ha I [pBara
HaponHa Brnaaa Ha Jlemokparcka @enepanna Makenonwnja, ox 1953 mo 1962 rox. 6un
npercenaren Ha Hapogaoro Cobpanue Ha Makenonuja) J10HeET OJUTyKa KOBUE3UTE CO
nedTepu moxa cuiiHO 00e30eIyBame BO CICIHjalicH BaroH, BO PSIOBHHOT BO3 Jia CE
mpeHecar Bo Hajronema TajHa Bo Ckorje.

Jenra kora cuywiute Tpedaje Na ce MOATOTBAT 3a MaT, OKONy BakadoT H
[laMHjarTa OwIIe pacropeIeH! OTUITUCKH CHITH. JleceTnHa YHH(DOPMUpPAHH TTOJTUTIA] TN
pakoBopeHu ox Apu¢d CrapoBa CHUMWINTE O CTapUTe KOBYE3H I mpedpraa BO
JaMaprHEHU CaHIalu 3a Aa Ouaat nogoopo 06e30e1eHN TPH NPEHECYBAkbETO. A 10T0A
CaHJalMTe TH MPEHECYBaa BO TPH KaMHOHH CO Iiepaau. TpuTe KaMHOHH CO CHIIAIH
BO3€JIE 110 MATOT CO MOJHUIMCKA CTPpaXka KOH JKeJle3HUUKaTa cTaHua. JlamapuaeHure
CaHJIallM O] KAMUOHHUTE ce MpedpiIuiie BO CICIHjAIHUOT BarOH Ha BO30T KOj TPTHAI
KOH T71aBHHOT Tpai. Bo Cxkorje cunmmute ce cMecTtrja Bo OpreHTamHara OndiamoTeka
Bo MHcTHTyTOT 3a HanmmoHamHa ucropuja. Mcrara romuHa (1951) Opuenrannara
OubnoTeka Bo Koja ce cMecTrja u butonckure cuniiu ce npedpiaysa on MHCTHTYTOT
3a HallMOHAJIHA HcTopuja Bo JpkaBHHOT apxuB Ha MakenoHuja, a Ha 5 jynu 1951
roauHa opUIMjaTHO € pe3eMena Bo ApxuBoT. Ha 4 maj 1951 roguna Apug Craposa
e pedpieH ga padoru Bo [pkaBHUOT apxuB Ha Makenonuja. Ha 5 nekemBpu 1951
TOAMHA 3all0YHATO € CO WHBEHTHpame (TOMHITyBamke) W ONHUIITyBame Ha 185-Te
Typcku cuni. Bo 1952 ron. Bo ApxuBot ce ¢popmupa OpHEHTATHO OJACTICHHE 32
4uj pakoBoauTen € nocraseH Apud Craposa.

U naBuctunHa kako mro mpernoctaByBan Keman Cejdynax crapure aedrepu
Bo buronckuor Bakad Oea BakKHU 3amMcH, BUTOJICKHUTE CHIIMIN OJ] OCMAaHIMCKHOT
nepuoa. Ha cBojor mpujaren Apud My omman MCKpeHO MpH3HAHHE 3a J00po
3aBpiueHara padora Bo butona. ,,— 3agpuwu zonema, ucmopucka paboma co mue
cupunu. Ha mnozy cemejcmea um ja osxcugea naoexcma 0a cu eu Hajoam Kopenume.
A u Ha Oporcasama 1 eu omeopu ouume. Booauom ja nouumyea meojama uecHa
paboma. * (JI. Craposa, TBpauna ox nenen, 2012: 159)
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Becra 3a oBa 3Ha4ajHO OTKpUTHE OP30 CE paIIUPU BO BaYKHUTE NHCTUTYLIUH BO
Maxenonuja, Jyrociaeuja, Typiuja u noganexy OUejKu TOTOrall BO HUESIHA Apyra
OankaHCKa 3eMja HE ce OTKPHEHM CHIIWIIM 3a TOJKY JOJIT BPEMEHCKHU IEepHOJ KOU
HOcea 00TaTCTBO O MOIATONHN 32 0e30p0j CyJOMHU U TParu Off HEKOTAIITHHOT YKHUBOT.

3. OO0Opaborka Ha buTojcKkuTe CHITWIN

Bo MHCTUTYTOT 3a HalMOHAJHA UCTOpHja Oca CBECHU 3a 3HAUCHETO Ha
HOBOOTKPHEHUTE BUTOJNCKM CHIIMIM, HO UCTO Taka 3Hacja jJeka The Tpeba na ce
obpaborar, KracHpUKyBaaT, cpeAayBaar, IpEeBeAyBaaT M pE3UMHPAAT HUBHUTE
COJPXHHHU. ,, Ho umawe u yuenu, yMHU U YeCHU UCMOPUYAPYU KOU, 60 OMKPUEHUME
cuyuny, 3a npe nam 2nedad OmeopeH XOpU3oHm Ha 060] Oen 00 Barkamom 3a
ABMEHMUYHO U 3A PEATIHO COOUYBAIbE CO O0N208EUHAMA UCMOPUJA HA OMOMAHCKUOM
nepuoo, 6p3 jacHu, KOHKpemHu OOKYMeHmu, 3anumanu o0 camuom osicusom... " (J1.
Crapoga, Tepauna on nenein, 2012: 132)

I'opfu AGayues, IMPeKTopoT Ha MHCTHTYTOT 3a HALIMOHAIHA HCTOPH]a KOj TO
anraxupai Apu¢ CrapoBa oBpeMe HaBpeMe 3a MPEBEYBaAHE OCMAHIUCKH 3aITUCH,
CMeTallle JIeKa U 3a 0Baa 3ajava € Hajoro/ieH T1oj. ,, Jupexmopom na Hncmumymom,
KaKo ucmopuuap, HO u nucamen, Oeuie HABLE20N 80 APXEMUNCKUME MAjHU Ha
omomanckomo epeme. [ o cmemauie mamra3ao0pazoyeHy08eK HaCmapume OmMoMaHCKu
sanucu. *“ (JI. CrapoBa, TBpauna ox nemnen, 2012: 64) Tue gecto pasroBapaie 3a
OcMaHIUCKHOT Tepuox Bo Makemonuja Oumejku 3a AOaymeB ucTopujaTa Oere
M3BOP 3a MUCATENCKOTO TBOPEIITRO. ,, [lomoa ce cpme KOH OMOMAHCKOMO MUHAMO.
bewe ceéecen dexa e HegozModICHA nOMpazama no MOMAIUMemom Ha OAIKAHCKUOM
UCMOPUCKYU npoYec OOKOIKY He ce 000mKpue ucuesHamomo omomarncko gpeme. “ (J1.
Craposa, Tepauua ox nenern, 2012: 80). Topru A6aumes u Apud CrapoBa ocBeH
HCTOpHUjaTa TH MOBpP3yBAallle U er3WICKOTO UCKYCTBO. biiaromapenue Ha oBaa yOaBa
KOMYHHKaIja u copabotka, [ opiu AGaymes nasa npenopaku 3a Apud Craposa, a
PaKOBOJIHUTE JTUIIA T AHTAKUPAAT BO PEIOBEH pab0oTeH 0THOC BO JIpKaBHUOT apXUB
Ha MakenoHwuja.

U raka Apud Craposa Ha 53-rouIiHa Bo3pacT, Ha BpBOT Ha CBOjaTa MEHTAJTHA
€HepTrHja v 3pelloCT, CO TOJIEMOTO HCKYCTBO 32 OCMaHIMCKUTE JOKYMEHTH H OCMaHCKO-
TYPCKHOT ja3WK, CO TOJeM TOJNEeT W 3aHeC MOYHAI Jia TH CpeyBa OCMAaHIIMCKUTE
cuymi. Bo oBa MHOTY My ITOMOTHAJIE KHUTHTE 01 HETOBaTa JIMYHa ONOIMOTEKa KOja
ce cerena 3aeqHO co Hero. ,,Ce uyscmeysauie Kako nped GUCMUHCKA MEPOUHA 00
xapmuja... Taxa ja 3anouna conemama 6umka co xapmuenama epamaoa. Yexopewe
HU3 CKAUme Ha pememo, 00 O€H 80 O€H, 00 Mecely 60 Mecey, 00 200UHA 60 200UHA,
00 6ek 60 gek... “ (JI. Craposa, Tepauna ox memen, 2012: 127-128).

Apud CrapoBa mon3yBajku ce O HCKycTBaTa Ha (DPaHIyCKUTE apXWBUCTH
KOPHUCTEjKH (PPAHITYCKH apXUBCKHU IMPHUPATHUITI, CHUIIIUIATE ITOYHAII J1a TH CpeayBa
CIopel XpPOHOJIOUIKKM KpUTepuyM mouHyBajkn ox 1600 mo 1912 rommua. I'm
MpeBeyBal JOKYMEHTHTE, a TIOTOA ja pe3uMHpall HUBHaTa coaprxkinaa. CoapKuHaTa
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Ha CeKoja CHIIMI ja OeJie’kes BO COOJBETHH KapTOHYHMIbA HapedeHH perectd. Mma
noaroreeHo 12.000 perectu. PerecTtor mpeTcTaByBa KOHIIM3HA COJPKUHA Ha
JOKYMEHTHTE CO TIOJATOIN 33 HAJIBOPCUTHUTE KAPAKTEPUCTHKH HA MHOTY 3HAYajHU H
cTapy AOKyMeHTH. bujejku He ro 3Haen J00pO MaKeTOHCKHOT ja3uK, aHTaXHPAHO €
JIMIIE KOE BPIIIM ja3UYHA M CTHIICKA KOPEKIHja HA HETOBUTE PEreCTH.

1o omxpusarwemo na cupunume, Tamxoguom dircugom euoaueo ce usmenu. M
arcugomom Ha cemejcmeomo. Tamko, Kympuom, omxaxo 00 Cyoom 3a Kyco eépeme
Muna 80 Hucmumymom 3a HayuonamHa ucmopuja, na Ha kpajom 8o Apxueom, co
cupurume, kaxo Cuszug, co Hosa 3a0aua u mucuja, ooeuie NP8 u ce paxauie NOcieoeH
00 paboma. Ceojama uzgemeeHa uawmda, 008apOeHA yuime 00 YAPUepaodcKomo
epeme, ja noIHeule Co CUyUIume Wmo He cmueHysaule 0a 2u npoYuma Ha paboma.
TIpoooncysauie doma, dypu u 80 HOKma, noHeko2aut 00 myepume, 0a eu 0opabomysa
CupUIUme co MUBKUOM WeNnom Ha cemMejcimeomo U co WyMOm HA pexama Koja gexe
npecmana 0a eu HoCU He2osume Haoex cu 0a 3amune KOH mopemo, Ha jye. Majka 2o
enedawe Tamxo, najnocie, cmupen u cpexen, co 3abopagenume ULy3uu nNo cexoja
yena nexaode oa samunam. * (JI. Craposa, TBpauna ox memen, 2012: 132)

O0paboTrkara Ha buToNCckuTe CHIMIM Jalie HOB €HTy3Wja3aM M HOBA CMHCIIA
BO kuBOTOT Ha Apud CrapoBa. UyBCTByBajd BHUCTHHCKO 3aJIOBOJICTBO JOJCKA T'H
yuTai, KiacupuKyBai, IpeBelyBal, pe3UMHUpall, AUCKyTUPal 32 HUB CO KOJIETHUTE
APXHUBHUCTH, OPUCHTAINCTH, TYPKOJIO3U, UCTOPHYAPH, NTPEBEAYBAYH... TOIKY MHOTY
OWJI HCTIOJTHET IITO HE TO HA MepeJT BIOKEHHUOT TPY/ U BPEMETO IITO IO MOCBETYBA
Ha CUUWIUTE. ,, Mene, cune, nompazama u OmMKpUearemo Ha cupuiume, pabomama
8p3 HUG, MU 20 ucnonuuja xcugomom. Mu ucnoirnuja nogexe srcusomu 8o eden. * (J1.
Craposa, Tspauna on nenein, 2012: 243)

4. Koucyarauuu u copadorka 3a butonckure cuyuuiu

bunejkun noOpo ro mo3HaBaimie OCMaHCKO-TYPCKAOT U MPaBHUOT ja3HMK MHOTY
buroncku cununu npeeene Ha MakeqoHCKU. O] MHOTYTe He0OjaBEeHH MPEBOIU Ha
Apud CrapoBa co TOIUHHM Ce€ TOJI3yBaa BpabOTeHNUTE BO IHCTUTYTOT 32 HaI[MOHATHA
ucTopuja, BpaboTreHuTe BO ApXMBOT, McTOpHuapuTe ox I'pynara 3a uctopuja Ha
Ouno30PcKrOT haKynTeT U HAyYHUTE paOOTHUILIM KOU 'O HCTpaxyBaa OCMaHINCKHOT
nepuoa. Bo Toj nepuon OuzejKu MaJKy MMaIle CICIUjaIiuCTH 328 OCMaHCKO-TYPCKU
M OCMAaHJIUCKU JOKYMEHTH MHOTY Hay4YHH PaOOTHHIM C€ KOHCYITypaje CO HETO.
,,Tamko cmanysauie mopanen Menmop Ha mypKoio3ume, Ha OpUeHManucmume u Ha
ucmopuuapume Kou cmeno uznezysaa 00 20-om ex u ne2ysaa 60 OMOMAHCKOMO
speme, nuz mocmosume na cuyurume. “ (JI. Craposa, Tepauna ox nemnen, 2012: 152)

Enen on HayuHuTe pabOTHUIIM KOj TIOYHAT Jia ce KoHCyaTupa co Apud Craposa
oun u Meroanja CokoJIOCKH KOj OpOjHH CBOM TPYAOBH T 3aCHOBAJ BP3 ITOJATOLIN
on cuywimte. KoHCynTanuute TNOMOJeKa IMpepacHalle BO JOJTH JHUCKYCHH 32
OCMaHIIMCKUOT TIEPUOJ] U CHIIWIINTE, a MI0T0a CTaHalle U COPa0OTHHUIM 00jaByBajkH
HEKOJIKY KOaBTOPCKHU Tpy10BU. DakT € jieka Bo Toa Bpeme Huty Meronnja COKoIOCKH
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nuty Apu¢ CrapoBa He MOXKeNe Ja HajJaT KOMIETEHTHH cOOECeTHHIIN 3a OBaa TeMa,
HO HHB T MIOBP3YBAJIO U CIIMYHU YOBEUYKH U paOOTHU KapaKTEPUCTHKH IITO CO TEKOT
Ha BPEMETO IMPEpPaACHAIO0 BO UCKPEHO MPHJATEIICTBO. ,,...uMalie yepcm xapaxmep,
eonemu pabomuu nasuku, beue peanen u yecen. Toj u Tamxo 3aedno objasuja Hexoaxy
HayuHu mpyoosu 60 ucmopuckume cnucanuja. Tamxo co nezo cnooenysauie HajMHO2Y
majuu 00 cuyunume. (JI. Craposa, TBpauna on menen, 2012: 151-152) Ocgen
oBa Metonuja Cokonocku Geute of [Ipuien ox kaie mTo MOTEKHYBaa W MpPEALUTE
Ha Majka My U Byjko My Derxu-0ej Okujap, a 0oBa HOCTAJTMYHO U MCKOHCKH T'H
TIOBp3yBallle OBUE Bajia npujarenn. Metoanja COKOJIOCKH ja MpeHECyBallle CIaBara
Ha OTKPHBAIETO M MPEBEYyBambeTO HA BUTONCKHTE CHUMIM HAa CBOjOT MpHjareln
Apu¢ CrapoBa BO OpUEHTATMCTHUKUATE W TYPKOJONIKKTE KPYroBU BO JyrocnaBuja
1 BO CTPAHCTBO.

MHory Hay4HU paOOTHHLM 3a MMUIIYBamke HA CBOUTE TPYJOBU I'M KOPHCTEIE
CO3HaHMjaTa oj 00jaBeHUTE U OJ HeoOjaBEeHHWTE MPEBOAM HA CHIIMINATE Ha Apud
CrapoBa m BO HHUB My H3pa3zyBajie¢ OmaromapHocT. ,, Cupuickume uayzuu my 2u
00paIcy8aa He2osume NOPAHEWHY DeGHOCHU VHeHUuyu Kou Geke cmamysaa 0oopu
OPUEHMANUCIY, MYPKONIO3U, YHUSEP3UmemcKku npogecopu. Bo ceoume nayunu
mpyoosu, 60 objaseHume 0OKMOPCKU oucepmayuu, mue My ja uckaxcysaa na Tamxo
ceojama econema O1a200apHOC 30 HECEOUYHOMO U 3d UCYPNHOMO OMKPUBAsE HA
cupuickume Kiyyesu, Heonxoonu 3a ycnewnume mpyoosu. “ (JI. Craposa, TBpauna
on mrerren, 2012: 193)

5. O0jaBenu u HeoOjaBenu Tpynosu Ha Apu¢ CrapoBa

Apu¢d CrapoBa 00jaBHJI HEKOJIKY HAalUCH M HPEBEACHH KHUTH, HO 3a JKal
HE ycreaBMe Jla T'M HajIeMe CHTE HEroBM 00jaBeHH M Heo0jaBeHU TPYHOBH.
Hajronemuor Opoj TpyIoBU ce mpoHajieHH Bo Oubmuorekara Ha ['pymara 3a
rncropuja Ha Omrozodckuotr Gaxkynrer nmpu YHuBep3urer ,,CB. Kupun u Metonuj®,
BO YHuBep3uTeTcKkara oubnmorexa ,,CB. Kimmment Oxpuacku — Ckomje, a eieH nen
Bo [IpxaBHuot apxuB Ha PC Makenonuja.

Hajronemuot 6poj npesonu Ha Apud Crapoa He ce o0jaBeHu Ounejku Apud
CrapoBa 3a notpebure Ha ApxuBoT uMma noarotsero 12.000 perectu 3a butonckure
CUIIJIIK IITO omndaKkaar eIcH BeK. 3a moTpedure Ha MHCTUTYTOT 3a HAI[MOHAIHA
HACTOpHja OCBEH OCMAHJIMCKHUTE JOKYMEHTH TO mpeBemyBan U Axmen Hwujasu- Oer
Pecencku (Resneli Ahmet Niyazi Bey). OBue npeBony BO OBHE JBE WHCTHUTYIHH
MHTEPHO ce yrnoTpedyBaa, a co moceOHa J03B0JIa THE MPEBOAM CO TOJIMHHU CE KOpHCTea
1 071 CTpaHa Ha UCTpaXyBaunTe Ha OCMaHJIMCKUOT MEPUOJI U CTaHaa TeMa Ha OpOjHH
TpynoBu. Bo pabotHara cpenba Jlyan CrapoBa Ha aBTOpKaTa Ha OBOj TEKCT ¥ IOKaxa
HEKOJIKYy CTOTHHA CTpaHHUIM HeoOjaBeH MpEBOJ MOATOTBEH CO padeH PaKoIuc Ha
HeroBuoT Tatko Apud. Toxmy mopanu oBoj dakt, nmpesoaute Ha Apud Craposa,
noceOHO €HOPMHO TOJIEMHOT HPEeBOA Ha BUTOJICKUTE CHIMIM KOj HE MOXeE Ja ce
30epe BO HEKOJIKY CTOTHHA CTPAHUIM BO KJIACUYHA KHUTA, 3aCITy)KyBaaT Jia ce cpeiat
1 KOMIUIETHO J1a ce 00jaBat Bo (hopMa Ha eJIEKTPOHCKa KHUTa O]l HEKOJIKY TOMA.
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O6jaBenu Tpynosu Ha Apug Craposa:

Hanmucu:

e ,.JIBe kKaHyHHaMUBba 32 CEereIMHCKUOT CAHIIAK Of] BTOpaTa MoJoBHHA 3a 16 Bek*
(co Meroauja Coxonocku 3aenHo), Inacnuk, op. 1-2, Cronje 1960, cTp. 333—
360.

IIpeBoan:

e Typcku Ooxymenmu 3a maxeoonHckama ucmopuja 1800-1803, Tom 1. (co
[TanTa [lamba3oBcku 3aeqHO), HayueH MHCTUTYT 3a HAIMOHAJIHA HCTOpPHja
HAa MaKeJIOHCKUOT Hapoa, Ckonje 1951;

e Typcku 00Kymenmu 3a ucmopujama Ha maxKeooHcKkuom napoo, Cepuja 1, 1607
—1699, tom 1, 26 jyau 1607 — 30 maj 1623 (co Meromuja Cokonocku, Ban4o
bomkoB n ®erax Hcxak 3aemano), [ApxaBHa apxuBa Ha CouujanucTuyka
Penyosiuxka Makenonuja, Cxomje 1963;

e Typcku O0oKymenmu 3a ucmopujama na maxeoonckuom napoo. Cepuja 1,
1607 —1699, Tom 3 (o jaryapu 1636 no kpajot Ha 1639 roguna) (co Mertoauja
Coxonocku u Keman Wijasu 3aeqno), Apxus Ha Makenonuja, Cxonje 1969.

Heo6jaBenu tpynosu Ha Apud CrapoBa:

IIpeBoau: e [Ipasurnuyu 3a npoceéemuama ynpasa (npeod Ha ,,/lecmyp
— 36upka 3axonu, apurpag 1873) — aBTopm3upaH wHTEpeH mpeBox ox 1952 rom.
BO BHJI Ha CKpHUIITa ITO ce Haora Bo [[p>kaBHWOT apxuB Ha PemyOnmka CeBepHa
Makenonuja.

6. 3axuayuok

Hpxapamor apxuB Ha PenyOmmka CeBepHa MakemoHuja ce ocHoBa Bo 1951
roauHa noj Ha3uBoT JpxaBeH apxuB Ha Hapogna PemyOnmka Makenornja. Bo 1950
roJHa ce JIoHece 3aKOH 3a JpXKaBHUTE apXxwuBH BO Jyrocmaswja, Bo 1951 romuHa
Hapognoto cobpanue nHa Hapoana Pemyonuka MakenoHuja ro ycBou 3akOHOT U BO
ucTaTa rojavHa ce ocHora JlpxaseH apxus Ha Haponna PeryOnnka Makenonuja. OBa
OBO3MOH HHTCH3UBHO COOMPAIbe, 3alITHTa U 00pad0oTKa Ha apXUBCKUOT MaTepHjall
TO K& OMIe OCHOBA 33 MPOYUYyBamkEe HAa NCTOpHjaTa Ha MakenoHW]ja U Ha HAPOJINUTE
KOM JKHBeeJle U )KUBeaT BO Hea.

Bo enen BakoB BaykeH Iepro1 011 pa3BOjOT Ha ip>kaBHATa apxuBa, Apud CrapoBa
KaKo eMUTPaHT ce Haora BoO Make/oHH]ja U ce TPyAu 0e3 /1a Blie3¢ BO MOJUTHYKHOT
Y BO MAPTUCKUOT KHMBOT JIa HajJle MOCTOjaHa paboTa 3a jaa 00e30eu er3ucTeHIuja
Ha CBOETO cemMejcTBO. Ho, M Toram Oele TeIKO 1a ce Hajae q00pa padora
0e3 MOJMTHYKA AHTAKMPAHOCT. braromapenue Ha CBojaTa HWHHIIM]aTHBHOCT,
pa3BUBameTO cOpabOTKa CO HMHTENEKTYAIIHTE, CO3/IaBaleTO KPYr Ha TpHjaTeln
MHTENIEKTYalll[d KOU MO3HABajKU TM HETOBUTE KapaKTEPHCTUKH IO MpernopavyyBaaT
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3a OJIpEelICHU JIOJDKHOCTH U pabOTH, yclieBa Ja padoTu paznudnu padotu. Bo 1951
TOJIMHA [0 OTKPHUBAKETO HA BUTOJNICKITE CHIIITH TOYHYBA Ja paboTH BO JIpKaBHHOT
apxuB IITO 32 HETO MPETCTaByBa HajBakHA paboTa BO HETOBUOT XKMBOT. [locie Tonky
BOjHH, TMPOMEHW Ha PEXHMMH, XKHUBOTHA OIMACHOCT, €T3WJI, HEW3BECHOCT, NMIPOMEHH
Ha JpKaBHU ja3uIld U MUCMa (aparcko, JaTHHUIA) U MaKOTPITHO NPUJIarolyBame
Ha HOBOTO BpEeME M Ha HOBaTa CpeJHHA BO Koja ce 300pyBa MakeIOHCKU ja3uK M
ce KOpUCTH KMpHWJICKa a30yKa, yclieBa Jja Hajle oa3a Ha CIIOKOjOoT BO paboTara Bp3
BuTonckuTe cHUMIM KOW MPETCTaByBaaT aIMUHUCTPATHBHU U CYJACKH 3aIHCH O]I
OcMmanmuckuoT nepuon. Co mpeBoIWTE HAa OBHE CTapH JOKYMEHTH C€ IpoHaora
1 OKHMBYBa €JIeH TEepHOJ] BO KOj JKHBEeJ, CTyaAnupal mpaBo Bo VctanOyi, unran u
MUIIyBal Ha OCMAaHCKO-TYPCKH ja3WK, a 32 HCTPaXyBauWTe cO37aBa OCHOBa 3a
PEKOHCTPYKIIKja Ha )KUBOTOT BO OCMaHJIMCKUOT mepuos Bo MakenoHuja.

Co ronem moner Apu¢ CrapoBa buronckure cHUWIN TH CpeAyBa CIOpen
XPOHOJIONIKH KpUTepruyM mounyBajku o1 1600 no 1912 roauna, a moroa moAroTBysa
12.000 perecTu 3a HHUB. 32 0BOj TOJIEM TPYI M IocBeTeHOCT Ha 1 Maj 1957 roguna
ce Harpagun co OpaeH Ha TPYIOOT 3a OTKPHUBAKETO, UYBAWHETO, CPEIyBAmETO,
00paboTKaTa 1 IpeBeIyBambeTO Ha OCMAHJIMCKUTE JOKYMEHTH Ha MaKeIOHCKH ja3HK.
Bo npennoror 3a oBaa Harpaja ce HarjacyBa: ,,Ha nonemo ma apxusucmuuxama
0eIAmHOC  HA  UCMOPUCKO-APXUBCKUME — Mamepujany Ha  OpueHmaiHama
ookymenmayuja 6o Hapoouna Penyonuxa Maxedonuja uma nocmueHamo Hajeonemu
pesyrmamu. Hezoea e 3acnyea ouysysaremo u nosiexysarbemo 6o Mucmumymom
30 HAYUOHANIHA ucmopuja Ha cupuiume Ha bumonckuom kaourax ua opoj 185
(1612 — 1912). [oxymenmayujama xoja e 00 npeopaszpeden 3uauaj 3a ucmopujama
Ha HAWUOM HAPOO 00 060] nepuod. Mcmo maxa ne2osa e 3aciyea noeieKysarbe u
3anaszyearbe Ha yeloKynHama opuenmanna oudiuomexa o0 bumona xoja oenec ce
yyea 6o [poicasnama apxusa na Hapoona Penybonuxa Maxedonuja. Bo necoeomo
npeumenysarve 80 Jpacasna apxusa na Hapoona Penyboauxa Maxeoonuja moj ycnean
0a 20 KOHCMamupa 80 NO201eMd Mepd opueHmaiHuom mamepujan 6o Hapoowna
Penybnuxa Maxedonuja, xoj nocie ochusarwemo Ha Jlpaxcasnama apxuea Ha HP
Maxkedonuja e nognexysarn no nam Ha NOKAOH u omxyn... Umajku ja 6o npeosud
He208ama 00ce2auHa UCMpPAdICy8auKa 0eNAMHOCH HA OPUSHMATHY OOKYMEHMU, KOU
ce 00Hecysaam Ha UCMOPUJAmMa HA HAWUOM HAPOO U HUBHOMO obpabomysarbe u
npegedysarve, cmemame oexa Cmaposa Axmeo Apugh e eouncmeen uogex Koj Ha 08a
none pabomern xaj Hac 60 MakeOoHuja Hapouumo Ha nNOIemo HA UCIPAXCYBAUKAMA
0eNAMHOCI U APXUBCKOMO 00pabomysarse Ha opueHmantume OoKymenmu.

OpaeHoT Ha TPYAOT MHOTY My 3Haden Ha Apu¢ CrapoBa, HO M Ha YJICHOBHUTE
Ha CeMEjCTBOTO. ,, Tamko Mu 00120 peme UHMUMHO, 0CODEHO NO 2oiemMama ceruooa
U npecyoHume 200UHU 3a ONCMAHOKOM HA CeMejCmEomo, UHMUMHO npucakysauie oa
0obue xakos buno opoen unu meoan. Kaxo neunen na Ilapmujama, necosume wancu
4 I[Ipenoror Ha aupekTopoT Ha pkaBHata apxuBa Ha H.P.Makenonuja, Tonop Tanecku, 1o CoBeror

3a mpocBeTa u Kyntypa Ha HP Makenonwuja 3a onukyBarme Ha apxuBucToT Apud Craposa co OpacH
Ha Tpy0T Bo 1957 romuna aBTopkaTta Ha 0BOj Tpya ru go6u ox Jlyan Crapoga, cun Ha Apud Craposa.
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I[MPUJOHECOT HA APH® CTAPOBA 3A
[IPOHAOI'ABETO U [IPEBEJITYBAETO HA
BUTOJICKHUTE CULIMIIU O[] OCMAHJIMCKUOT INEPUO/

3a dobugarwe Ha cakaHuom opoeHn bea pevucu nukaxeu... Hajnocre mamko mu na
eden IIpsu maj 2o 0obu ceojom Opden na mpyoom, HA COYUJATUCTNIUYKUOM MPYO,
00 mpem peo. 3a mac deyama moa bewie Hajznauajuuom opoern Ha ceemom. Co
He2o0 mamko Mu beute cpekeH. A moj 6cywiHocm Ha opoeHom My ce padysauie camo
nopaou nawama cpexa. Cmemaute dexa no 00busarsemo Ha OpoOeHom 60 epadom Ke
ce mpeHe u NOCIeOHAma CeHKA HA HeN0jarHOCma Wmo Modicea 60 mue epeMurba 0a
Jja 3adpocam cemejemeama na npudojoenume. Cume no MAixky 2o opoicesme opoeHom
Ha epadume, 8epOjamMHO CO 4Y8CMBO 0d MY 20 320/ieMume 3a0080J.CIMEOMO HA MAMKO
mu. A Ha Ilpsu maj mamxo mu co 2onemuom opoeH Ha spadume U O3HAKAMA, MAKAp
wmo beuie 8000UYACHO 3a 8AKO8 OeH 0d ce HOCU CAMO O3HAKAMA, NPoulema Hu3
2paoom, 3a6pmu HeKOIKY Kpyed OKOLY HAWemo MAdio U WIOWMmaoom, 3a 0a 20
3abenexncam wimo nozoiem 6poj coceou u noswanuyu.“ (JI. Craposa, TaTkoBute
kaury, 2014: 115 - 116)

U nenec perectute 3a BUTONCKUTE CUIIMITN C€ KOPUCTAT 3a Pa3HU UCPAKyBamba
mTo 3a TeMa ro mMaaT OCMaHIHMCKHOT Tepuoj Bo Makenonmja. butonckute
CUIIIIIM CTaHaa TeMa BO JBe KHHUTH (,, IBpauHa onx memen, ,,TaTkoBuTe KHUTH™),
a ce CIIOMHYyBaar M BO JBa pomaHna (,,baba“, ,Ilapurpancku emurpant®) Ha Jlyan
Craposa, cut Ha Apud CTtapoBa, K0j ce TpYyIH IPEKy JUTepaTypHH JeNia Ja ro CoOuyBa
CIIOMEHOT Ha TaTKO CH, IIEPHOJIOT BO KOj KHMBEEN U TBOpEJ, yiorara Ha buronckure
CHIIMJIH 32 MaKeJJOHCKaTa HCTOPHja, OPHECHTAITUCTUKA U TYPKOJIOTH]ja, 32 CEMEJHUOT
JKUBOT W HUBHOTO 3Ha4em€ 3a HUBHHOT OTKpWBa4, 00paboTyBad M TpeBeqyBad.
»Cugunume Hemy Ha Ope2om Ha e23Ulom Ke My 20 OCMUCILAM JHCUBOMOM, Ke U
uzgedam Hezosume Oeya HA NPAé NAm, cO HUBHA NOMOWL Ke 2U hpedicusee CPeKHO
eMUSPAHMCKUMeE 8PeMUIbA, KOU MOJICed JIeCHO 0a 20 3asedam He2o uiu deyama no
opye, necaxan nam.” (JI. CrapoBa, bab6a, 2021: 234); ,,Odes uecmo 6o [poicagnuom
apxus Ha Maxeoonuja 6o nocema na Tamxosume Cupuny, 60 HEKAKO8 HCUE OONUD
co 8pememo wmo um 2o noceemu. Tue 6ea y6ago u npumMepHO 4y8aHu Ha NOKA3 Hd
OPUEHMANUCIU, UCMOPULAPU, HO U MOKHU MYPCKU APXUBCKU UHCIIUMYYUU, KOU NO
Ooueumanusupan nam ke 2u nperecam 6o semjama.” (JI. Craposa, Llapurparcku
emurpasrt, 2019: 261).
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®ororpaduja 6p. 2°: Ipasunnuyu 3a npoceemnama ynpaea (npeeoo na ,,Jecmyp *“ —
36upka 3axonu, Lapurpan 1873)
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NI S

5 dororpadujara u gaTyMuTe 32 BAXKHUTE HACTAHHM KOM ce 3a0esiexaHn BO 3alMCHUIUTE ce JOOUEeHH
on [JpxaBuuot apxuB Ha PC Makenonuja, a Ha KOj aBTOpKaTa HajUCKpeHO My ce 3abiaromapysa 3a
copaboTkaTa.
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Abstract: The word “vernacular” is a term often used in discussions about African
American cultural heritage and tradition to refer to various expressions that are not exclusively
literary, written or published. It refers to forms such a sacred songs, prayers and sermons,
work songs, secular rhymes and songs, blues, jazz, and narrative stories of different kinds. It
also includes dances, wordless musical performances, stage shows, and visual art forms. By
including “the vernacular” in a discussion of African American literature, critics like Henry
Louis Gates, Jr. and Nelly McKay stress the importance of these forms to better understanding
of the African American literature, tradition, history, and heritage. Although there are many
literary expressions as part of the vernacular tradition, a stagolee is the impulse that can be
seen in every aspect of African American culture.

Keywords: black literature, black vernacular tradition, folklore, New Negro, African
American, black discourse

Introduction

The foundation of Black literary tradition and culture lies in the expressive
manifestations that trace their roots in Africa and assimilating with American and
European indigenous traditions. According to Webster’s second edition dictionary,
the term ‘vernacular’ comes from the Latin — “vernaculus: born in one’s house,
native, from verna, a slave born in his master’s house, a native” — and counts among
its meanings the following: (1) “belonging to, developed in, and spoken or used
by the people of a particular place, region, or country; native, indigenous... (2)
characteristic of a locality; local” (Webster’s dictionary, p. 2114). The vernacular
comprises linguistic elements from African languages, Black English, Creole,
Pidgin English, and other various dialects. The forms include oral epics, folktales,
the dozens, signifying, sermons, improvisations, line dances, ring shouts, and music
genres such as spirituals, gospel, blues, jazz, rap, hip-hop, and more. The vernacular
may be defined as expression that springs from the creative interaction between the
received or learned traditions and that which is locally invented, “made in America”
(Gates Jr., McKay, 2004, p. 6).
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How would the works of the artistic ambassadors of Black literary tradition such
as Langston Hughes, Ralph Ellison or Zora Neale Hurston be like without vernacular
elements? How could have Alice Walker, Toni Morrison, Richard Wright, or Maya
Angelou produced such masterpieces without vernacular elements involved? These
prominent authors managed to achieve brilliant writing techniques derived from
Black vernacular tradition and deeply incorporate them into the African American
literary tradition.

Another very important aspect of Black vernacular tradition is Black vernacular
language. According to William Labov and his three years of study research in the
National Science Foundation, and published in 1985, Black vernacular language “is a
healthy, living form of language which shows the signs of people developing their own
grammar, and one which manifests various linguistic signs of separate development”
(Gates Jr., 1988, p. x). There are many varieties of English language, and there are
also many labels for African American English. To name just a few: Negro English,
Black folk dialect, Black Street speech, Black English, Black Vernacular English,
African American Vernacular English. These labels have changed significantly over
the years, but they are fundamentally used for the same discourse. The issue of Black
(Vernacular) English and its varieties is a separate topic for a new research paper.

The Black vernacular tradition speaks for itself since slavery period in which
vernacular expression was one of the strongest media for Black people fighting
for freedom and racial justice. The oral vernacular tradition served as a strength to
enslaved African people giving them hope to build their own community, to stay alive,
to communicate during hard work, and at the same time to send messages of resistance
to the oppression. Black vernacular expression is a rare body of artistic expression.
Formal literary tradition and vernacular tradition are two parallel discourses. In The
Signifying Monkey (1988) Gates’s most influential book, the author explores both
African and African American vernacular forms in order “to show how the vernacular
informs and becomes the foundation for formal Black literature” (Gates, 1988, p.
xxii). Signifying Monkey is fictional narrative hero who defends and stands for the
principles of African American vernacular discourse. Signifying Monkey tales are
narrative poems usually performed by men in any given situation and place, from
bars to street corners with an aim to convey traditional postulates and conventions
of Black vernacular discourse. As for the content, they concentrate on three main
animal characters: the Monkey, the Lion, and the Elephant. Amiri Baraka in Blues
People (1963) says, “That it was the history of the Afro-American people as text, as
tale, as story, as exposition, narrative, or what have you, that the music was the score,
the actually expressed creative orchestration, reflection, of Afro-American life, our
words, the libretto, to those actual, lived lives. That the music was an orchestrated,
vocalized, hummed, chanted, blown, beaten, scatted, corollary confirmation of the
history” (Baraka, 1963, p. ix-x). In a stunning memoir of Maya Angelou, / Know Why
the Caged Bird Sings first published in 1969, she recalls of a mentor who told her
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“to listen carefully to what country people called mother wit. That in those homely
sayings was couched the collective wisdom of generations” (Angelou, 2002, p. 54).

The History of the Black Vernacular

Violently and brutally abducted from their homeland, the black Africans, those
who survived the atrocities of “Middle Passage™ on their way to the New World,
managed to carry only one baggage with them — their cultural tradition. The European
slave traders believed that the traumatic “Middle Passage” would create a “tabula
rasa of consciousness™ in the Africans, and that they would import “a clean slate” on
which they would be able to imprint their own culture, language, belief, and tradition.
On the contrary, the Africans did not forget their history, tradition, legacy, music,
their myths, their expressive structures, and their forms of performance. The Black
vernacular tradition stands as the hallmark of the immense cultural tradition trying
to retain difference from the American mainstream discourse. The myth of Stagolee?,
a murder ballad, and a symbol for an impulse to challenge authorities who intend to
oppress African American freedom was born long time ago. Stagolee’s characteristics
were also seen in the works and actions of African American freedom activists and
artists such as Ida B. Wells, Malcolm X, Miles Davis, Martin Luther King Jr., Spike
Lee, and many others.

The Black vernacular discourse began with the slave narrative and slave songs
in England and America in the eighteenth and nineteenth centuries when thousands
of enslaved people, fugitive slaves, and freed men and women produced their own
narratives, oral and written manifestations, and music dealing with their tragic and

! Middle Passage” was a traumatic abduction of millions of Africans from their homeland to the New
World. This transatlantic journey began in 1619 and lasted until the beginning of the 19th century.
According to modern research, more than 12.5 million people were transported to the Americas. The
forced voyage of enslaved Africans to the New World supplied slave owners and landlords with a major
workforce and brought enormous profits to international traders.

2 “Tubula rasa of consciousness” is an expression coined by 17 century English philosopher, John
Locke. In his work An Essay Concerning Human Understanding (1689), Locke stated that at birth, our
mind is a tabula rasa that we fill with ideas and experiences through five senses. His key point is that we
can only get ideas, not create them on our own, from the senses we are exposed to throughout our lives.
3 Stagolee (Stagger Lee) is the strongest American myth classified as murder ballad or work song
in African American folklore. “Stag” Lee Shelton entered the Bill Curtis Saloon in St Louis. He sat
near William Lyons and started talking with him. When they reached a topic of politics (they were in
opposing political parties) they began hitting each other’s hats as a form of anger and retaliation. After
some time, Shelton lost the derby hat, and Lyons asked him for some money to replace the lost. When
Shelton refused, Lyons took Shelton’s hat and Shelton shot Lyons who only few hours after the incident
died of injuries. Shelton served 14 years of a life sentence before being paroled in 1909. Just two years
after being released from prison he reentered prison for petty theft. A year later he died of tuberculosis.
A song about Shelton, named Stagolee, was often sang by the African Americans praising a “bad man”
becoming a hero figure. It was transmitted by black workers on the shipping lines and became known
as a “hero song” in the Black communities. Its varieties were released, recorded, and performed many
times throughout history by various singers. The most recent version, and one of the best known is by a
singer Beck, the Grateful Dead and actor Hugh Laurie.
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traumatic disruption from their motherland. Furthermore, traumatic experiences of
systemic dehumanization of black people in American plantation culture developed
an immense discourse of oral poetry and music that was not well documented until
the nineteenth century. Two hundred years or more after it was first created. African
rhythms, folklore, rhetorical strategies, the trickster and badman tales, and divine
African themes influenced a context for the authentic discourse to which future
generations of artists, writers, critics, and scholars referred to from the seventeenth
to the twenty-first century. There are no sufficient documentations of how the
transmission, translation, and recuperation managed to be retained and preserved and
efforts were taken to transform these unique oral, written, and body language into
comprehensible messages which altogether became the legacy. Nevertheless, it is
obvious that this remarkable discourse laid foundations for the expressive African
American culture and literature that we consume today. Some early Black readers and
critics described the slave songs and narratives as weird and wild, but creative and
containing specific nature of this tradition. Many of them had no idea of how to define
them. Even W. E. B. Du Bois, one of the greatest, prolific, and influential writers
that black America has ever produced, called them “the most beautiful expression
of human experience born this side of the seas” also describing them as “weird old
songs containing strange word(s)” (Ramey, 2019, p. 5.)

Stephen Henderson and Eugene B. Redmond, the two most important literary
critics in this field believe that the whole vernacular canon of Black people reflects the
overall tradition of Black community and is fundamental for the African American
literary discourse. Redmond writes: “From the ditties, blues, spirituals, dozens,
sermons and jokes, the poet fashioned an endless stream of poetic forms and fusions”
(Redmond, E. B., 1976, p. 420). According to Henderson, “an attempt should be
made in which the continuity and the wholeness of the Black poetic tradition in the
United States are suggested. The tradition exists on the two main levels, the written
and the oral, which sometimes converge” (Henderson, 1973, p. 3).

Early African American writers in the United States such as Phillis Wheatley,
Olaudah Equiano, David Walker, Maria Stewart, and ultimately Frederick Douglass
discussed with the whites through their writings about the atrocities of slavery and
dehumanizing treatment they were going through. They appealed mostly to the
traditional Christian gospel as the most universal discourse of that period. Phillis
Wheatley’s Poems on Various Subjects, Religious and Moral (1773) is the first African
American work of literature in which Wheatley spoke of the matters of spirituality
and inequality among black and white people. Wheatley was an integrated individual,
the one with her own culture and expression. She emphasizes the problem of color as
a barrier for Black people to reach spiritual heights and invites white readers to reject
the prejudice and allow African Americans to rise socially, spiritually, and politically.
In her poem On Being Brought from Africa to America (1773), she writes:
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“Some view our sable race with scornful eye,

Their color is a diabolic die.

Remember, Christians, Negros, black as Cain,*

May be refin’d, and join th’ angelic train” (Wilkinson, 2000, p. 14)

When Olaudah Equiano or Gustavo Vassa, the author of The Interesting
Narrative of the Life of Olaudah Equiano or Gustavo Vassa, the African. Written by
Himself (1789), an imported slave, a writer and abolitionist, arrived in America he
was torn away from his homeland in the province of Benin. After surviving the horror
of the “Middle Passage” as millions of Africans before they were sold into slavery
he wrote: “Might not an African ask you — Learned you this from your God, who
says unto you, Do unto all men as you would men should do unto you?” (Gates &
McKay, 2004, p. 153). Equiano’s slave narrative was so richly structured that it was
considered the prototype of the nineteenth century slave narrative. His texts served to
many ex-slaves’ authors as a model for inspiration and imitation. His remarkable form
of narrative devices and his detailed descriptions of his slavery accounts captured the
reader’s attention than any Black writer before 1789.

The New Negro (1925), The Book of American Negro Poetry (1931), and The
Negro Caravan (1941) are the earliest anthologies of Black literature which represent
Black vernacular forms, Black songs, and folktales. Each anthology offered the way
to the Black writers to the realization of their artistic discourse relying mostly on the
vernacular elements.

The African American authors of the 1920s and 1930s such as Zora Neale
Hurston, Richard Wright, Ralph Ellison, Langston Hughes, and many others found
their artistic inspiration in vernacular discourse — from spirituals, gospel, ballads,
sermons and prayers, and work songs to folktales and blues. Despite the enormous
outpouring of creativity during 1920s and 1930s, Black culture, art, and writing
declined significantly due to the Great Depression in the US. African American
intellectuals of that period called for more political and social engagement than
artistic expression of the New Negroes.” The horrors of slavery and traumatic

* The Book of Genesis (4.1-15). Cain is said to have been “marked” by God because he murdered
his brother Abel because God accepted Abel’s sacrifice but rejected Cain’s. Some readers of the Bible
thought that Cain became the first murderer and the first black man.

3 The term “New Negro” entered the American mainstream thinking in the 1920s, the period of the Jazz
Age and Harlem Renaissance. It was discovered and defined by the white intellectuals who portrayed
a Black person as a primary product of the cultural, social, and political changes in American society.
The term comprises racial and stereotypical foundations of the white world’s image of a Negro man in
Harlem in the 1920s. The term also refers to the cultural rebellion and conservatism of the American
society and politics of that era. It was a period when Black artists, writers, critics, and scholars became
aware of the tectonic changes in the American society and developed this growing awareness for deep
and root changes in the Black community. The rise of respectable group of Negro writers and scholars
earned them considerable and historical recognition.

Alain Locke, a Distinguished Professor at Howard University, argued that social equality would result
from the recognition of the “New Negro” as an artist class. ...it seems that the interest in the cultural
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experiences of segregation, lynching, racial discrimination in the late nineteenth and
early twentieth centuries continued to reside in the works of Black writers. The most
influential proponents of this period and their achievements laid the foundations for
many masterpieces that came after.

In the following decades, from 1930s to 1960s, Richard Wright, Ann Petry,
James Baldwin, Margaret Walker, Ralph Ellison, and many others debated vigorously
on serious issues of racial inequality, political and social disparities between the
Blacks and the Whites, voting disenfranchisement, discontentment, and rage. The
situation provoked the authors of that period to make a serious turn in their literary
expressions concentrating more on social and political situation in the US than on the
vernacular tradition. That was a time of very intense rage against the systemic racism,
and the authors were speaking and writing directly to their intended audiences about
the psychological traumas of a Black man as well as about the sociological issues of
Black life in America.

The rage of Black writers continued during 1960s and 1970s, and riots in the
literary world erupted on the streets, too. The Black Arts Movement reflected many
new insights about the vernacular tradition. The radical experimentalism of a period
rediscovered a new group of writers who shifted again their artistic attention to the
vernacular, especially blues. Langston Hughes, Zora Neale Hurston, Albert Murray,
Lawrence Levine, Huston A. Baker Jr., and many others laid foundation for diverse
styles and subjects that the authors of contemporary literature continued to multiply
and flourish. In the late 1970s, Albert Murray, African American essayist, literary
and music critic, and novelist coined a term “vernacular imperative” for writers, and
he said that “all writers must be thoroughly knowledgeable of the local materials
surrounding them (what else could they write about with true authority?) as well as
of the artistic traditions for transforming those materials — the vernacular — into the
silver and gold of personalized modern artistic expression” (Gates & McKay, 2004,
p. 5).

In the decades following the Black Arts Movement there was an extraordinary
display of talent and artistic genius that brought African American literature to new
heights. Modern Black writers demonstrated a willingness to write about any theme
they wished, but at the same time continued to incorporate in their works folklore,
vernacular expression, history, and individual expressions. The rise of Black Studies
programs brought forth prominent authors such as Angela Davis, Toni Morrison,
Alice Walker, Ishmael Reed, John Edgar Wideman, and many other highly educated
intellectuals. Black women writers rose significantly at the contemporary literary
stage in 1980s, a trend reaching its peak when Toni Morrison, as the first and currently
only African American writer, earned the Nobel Prize in literature in 1993. In one
of the numerous interviews, Morrison said: “I would like to write novels that were
unmistakably mine, but nevertheless fit first into African American traditions and
second of all, this whole thing called literature” (Taylor-Guthrie, 1994, p. 45).

expression of Negro life ...heralds an almost revolutionary revaluation of the Negro,” he wrote in 1927
(Osofsky, 1965, pp. 229-231).

50



BLACK VERNACULAR TRADITION AND FOLKLORE

Contemporary Black literature continues to exhume and to examine the past,
the history, and the tradition. The scars of traumatic history have not healed yet and
the “revisioning history”, a term that became popular in the 1970s and 1980s was a
way out for Black writers and their pursuit for proliferation of Black aesthetics. The
intensity and sharpness, purposeful aims, and serious responsibility, just to name a
few, describe the characteristics of a Black writer. Kenneth W. Warren, an American
academic and professor of American and African American literatures at the
University of Chicago, argues in his study What Was African American Literature?
(2011) that the circumstances that produced a body of recognizably African American
literature have changed irrevocably and goes so far as to suggest that they changed
long ago, more than a half-century prior to his study. His argument presumes that
African American literature can be treated as a historical designation (Warren, 2010,
pp- 739-42).

African American folklore

Zora Neale Hurston referred to African American folklore as being the “boiled-
down juice of human living” (Hurston, 1995, p. 875). Hurston argued that folklore is
the art of self-discovery and the first creative art of people, shaping and rationalizing
the natural laws they found around them. Hurston believed that it was the folklore of
African Americans that engaged narrative prose and other black literary art genres
and forms emerged that are characterized by a “long and complicated story with a
smashing climax” (Ogunleye, 1997, pp. 436).

African American folklore is a historical heritage of Africans brought to the
new continent and it comprises a network of meanings, values, and recognizable
discourses which contain wisdom, problem solving expressions, prophecy,
moralizing, and humor. The strongest legacy it conveys resides in the power to
openly express the social, cultural, and historical issues of the past centuries. There
are numerous publications about African American folklore by a great amount of
authors often referring to the essence of the traditional folklore in terms of racism,
deceptive presentations, and making profit. For instance, Walt Disney reaped millions
by capitalizing on African American folklore in his movie “Song of the South,” not
to mention the untold millions his company acquired by allegedly displacing black
families and swindling land from poor and uneducated African American property
owners (Ogunleye, 1997, pp. 437). The writings of Roger D. Abrahams, Daryl C.
Dance, and John W. Roberts openly ridicule the oral African American tradition
and folklore presenting Black people and their tradition as morally inferior, highly
negative, and obscure.

Roger D. Abrahams, one of the first folklorists who studied the language and
performance of African Americans as reflected in folk songs, proverbs, and folklore
and literature. From the early 1970s Abrahams shared the argument that all “Europeans
must share the stage with other worldviews and, that educational measures must be
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taken to provide all Americans with a greater understanding of African American
culture” (Ogunleye, 1997, pp. 438). He argued that African American people, their
literature, culture, and folklore suffered terrible dysfunctions and traumas. His goal
was to get the White people in America to a deeper and better understanding of
African American discourse, but his writings and publications did not correspond to
the positive attitudes about African American tradition that he was trying to convey.
Abrahams books Deep Down in the Jungle (1970) and Positively Black (1970) reveal
his positive attitudes of African American culture being changed and indulged into
insults, defamations, and negative allusions. In his stories, he insisted on the issues
of sex mythology during Ma'afa. Abrahams referred to African American women
as extremely immoral, unattractive animals, and sexual beasts whose “libidos of
the buxom black mummies” (Abrahams, 1970) cannot satisfy even a Black man. He
continued with his defamations of African American priests and pastors portraying
them as extremely negative in the sexual context and greedy for money from female
parishioners. So, instead of presenting his readers with the real and truthful legacy
of African American folklore and culture, Abrahams provided the most obscure and
obscene stories one can find nowadays.

Daryl C. Dance, Professor Emerita of English at the University of Richmond,
is a towering figure on African American folk culture and tradition. Her major work,
From My People: 400 Years of African American Folklore (2003) is a landmark
collection of African American folklore materials of incomparable historical value.
Just as Abrahams, Dance’s collection of tales about Black people contains obscene,
immoral, and sexually perverted scenes which deeply devalue African American
people and their culture. Her attitudes are even more perplexing since Professor
Emerita, Daryl C. Dance is an African American woman. In her book Shuckin’ and
Jivin’(1978) she argues that she provides “insight into the spirit loves and hates, joys
and sorrows, values and concerns of African American life” (Dance, 1978, p. xvii).
At the same time, she also admits that it contains “obscene, crudely bitter, sardonic,
and sick tales” (Dance, 1978, p. xix). Molefi Kete Asante, the leading theorist and
scholar of African American tradition and culture who established the world’s first
doctoral program in Black Studies in 1988 at Temple University, Philadelphia, argued
in his book The Afrocentric Idea (1987) that Dance acquired biases, stereotypical
misinterpretations, and distorted images of the Western world. Asante wrote: “When
I call for Afrocentricity, I am...calling for a new historiography founded on African
aspiration, visions, and concepts” Asante (1987, p. 1). He called on African people
from all over the world from the United States to France, Brazil, and Kenya to readopt
traditional languages, names, religions, rituals, and dress (Kendi, 2018, p. 543).

® Ma’afa is a Swahili word used to refer to four centuries long enslavement and killing of millions of
African people by white people, the Europeans, the North Americans, and other slave traders. It is a term
similar to the word Holocaust that is used for mass killings of Jews by the Nazis. Ma 'afa is sometimes
called African Holocaust.
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John W. Roberts, Professor Emeritus of English at Ohio State University who
specializes in African American folklore, also mocks the oral vernacular tradition
and folklore of African American people. Roberts’s academic hypocrisy, biased, and
superficial presentation of African American life and culture persuade his readers that
the enslaved Africans brought with them antisocial behavior, distorted minds, negative
psyche, and dysfunctional lifestyle of the African jungle. He reports that “African
American folklore is nothing more than a literary collection of enslaved Africans’
animalistic responses to dehumanizing conditions” (Roberts, 1989, p. 35). He blames
oppressive African governments, the lack of food, and the system of enslavement for
the adverse life conditions they were going through in the United States. He explains
that these are the reasons for their hostile behavior in the community which result in
stealing, cheating, lying, and treachery. Roberts (Roberts, 1989) argues that there is
nothing heroic and moral about African American folklore and narrative prose animal
characters such as Signifying Monkey, Brer Rabbit, Jack, or Shine since they represent
immoral figures, badmen, and tricksters. He also believes that their egocentric and
immoral behavior took precedence over the ideal moral behavior that is supposed to
be lived America, the only culture that is ordered, moral, and responsible.

Conclusion

Abrahams, Dance, and Roberts developed the myth of morally, physically,
and intellectually inferior African Americans. Their false theories and dissenting
opinions perpetuate the negative concept of the other cultural community. Such
irrational propaganda and genocidal approach against African American community
causes irrational fear rather than the reflection of a magnificent, specific, and unique
normative tradition of creative expression. The tendency to ignore specific cultural
tradition and folklore results in adherence to perfidious approach towards African
American tradition and folklore. Although some folklorists find African American
cultural tradition unappealing, shallow, and vulgar the Africans’ cultural and
historical heritage enriched the American cultural scene beyond any means. African
American vernacular tradition and folklore is a continuous process of creative
cultural production, carefully preserved and developed through history. African
American narrative tradition and folklore is not a myth, but rather a real symbol
based on experiences and challenges of Black people throughout four hundred years
of enslavement and systemic racism.
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Ancrpakr: Co ornen Ha crenupuyHOCTa Ha bajkaHOT, HeroBara HCTOpHja M
reorpadmuja, BO IIOHOBO BpeMe TOj CE MOBEKE ce HAMETHYBa KaKO TOIOC KOj € HCKITYYHTEITHO
WHTEPECEH 3a IIOCTKONIOHMjaTHaTa KpUTHKA. Bo cuTe TeKCTOBH KoM ce 00jaBeHU U HaITHIIaHH
3a Hero, banmkaHoT e omuman kako HemTo JIpyro Bo onHoc Ha EBpoma, Kako HEITO LITO
HE BOJM CMETKa 32 CTAHJAPJUTE KOHMIITO HUBHIN3HUPAHHOT CBET I'M UMa MOCTABEHO KaKo
HOpMaTuBH. balkaHOT € BapBapCKH, NPUMUTUBEH, HACHJICH, HECTAOWIICH, HETPEIBUIUIUB,
perpecuBeH, co efieH 300p Toj € c¢ oHa mto EBpona HUTY Omia, HUTY, mak, ke ouze. Jluckypcot
3a BankaHOT Kako MENIaBHHA HA Pa3iIMYHU KYJITYpH, ja3HIH, 00UYan € MPUCYTEH O] CAMOTO
HErOBO OTKPUBAKE, a CBEAOLM CMe JIeKa MOCTOH U JIeH JieHec. Heroara mocTaBeHOCT Mery
Opuenrot 1 OKIMACHTOT My 00e30eyBaaT CIMYHOCT U CO SAHUOT U co Apyruot. Co oryien
Ha HETrOoBaTa HEYCOTJIACEHOCT M CIOCOOHOCT BO CEKOj MOMEHT na Owmne ,,0ype 6apyT™, Toj
ceKoranl IpeTcTaByBa NOTEHIIMjaIHa OMACHOCT M 3aKaHa 33 €BPOIICKUTE TPAIULUH 1 HOPMH.
3a HaIlIeTO HCTPAXKYBakE MOLIHE € HHTEPECHA TOKMY U TeMaTa — Kako ¥ KoKy MakenoHuja u
,»,MaKeIOHCKUTE pabOTH Ce TEMH BO pAMKUTE Ha €BPOIICKHOT M OaNKaHCKUOT OCTKOJIOHHjaJICH
auckype? T'o mocraByBaMe NpaliameTo HCTOBPEMEHO IOTCETYBajku Jeka MakenoHHuja BO
cBOjaTa JajeyHa, IIOMAJIKy JajledHa U ceraliHa MCTOpHja MMa MHOTY TEMH U JHJIEMH KOU
MOXKaT Ja OMIaT HHTEpeCHa TeMa 3a eIeH TaKOB ITOCTKOJIOHHjaJIeH TUCKYPC.

Kayunu 300poBu: barikawn, uoenmumem, XubpuoHOCH, KPUMUKA, CIUKA, mpaouyuja
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Abstract: Looking at the specificity of the Balkans, its history and geography, in recent
times it is more and more imposed as a topos that is exceptionally interesting for post-colonial
criticism. In all the texts published and written for him, the Balkans are described as something
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Other in relation to Europe, as something that does not take into account the standards that the
civilized world has established as norms. The Balkans is barbaric, primitive, violent, unstable,
unpredictable, regressive, in short, it is what Europe has never been, nor will it ever be. The
discourse about the Balkans as a mixture of different cultures, languages, customs has been
present since its discovery, and we are witnesses that it exists even today. His position between
the Orient and the Occident gives him a resemblance to both. Given his inconsistency and
ability to be a “powder keg” at any moment, he always represents a potential danger and
threat to European traditions and norms. For our research, the topic is very interesting - how
and to what extent Macedonia and “Macedonian affairs” are topics within the framework of
the European and Balkan post-colonial discourse? We ask the question while reminding that
Macedonia in its distant, less distant and current history has many topics and dilemmas that
can be an interesting topic for such a post-colonial discourse.

Keywords: Balkans, identity, hybridity, criticism, image, tradition

Co ornen Ha cnerudryHOCTa Ha bankaHoT, HeroBaTa ncToprja M reorpaduja,
BO IIOHOBO BpeMe TOj € TMOBEKe Ce HaMEeTHyBa KaKO TOMOC KOj € HCKIyYHUTEITHO
HHTEpPECEH 3a IMOCTKOJIOHWjanHaTta KpuTuka. [lpuumHu 3a Toa mma MHOry. Bo
IpB pel TyKa € HeroBara crneuu¢uuHa reorpadcka monoxoOa. Taa momoxba my
OBO3MOXYBa Ja Ouje kpcrocHuia mery Mcrokor u 3amanoT, na Ouiie MecTo Kajie
IITO C€ BKPCTYBAAT, c€ CIPEIUIeTyBaaT Pa3IniyHu KyJITypH, CE CO3/IaBaaT pa3IHIHH
naeHTUTeTH. KakoB TakoB TOj € MECTO Ha MOCTOjaHW KOH(MDIWKTH, HA MOCTOjaHU
MIPEKpojyBama Ha MalluTe Topaad KOHCTAaHTHUTE WHTepecu Ha ['ojemwure cumm 3a
oBoj men ox EBpomna. Bo Taa cmucna oBae ke ja mapadpasupame mosHaraTa H, 3a
KaJl, MHOTY BUCTHHHTA 3a0enemka Ha ['opan Credanoscku (2005) xora Benu aeka
camo Ha bankaHOT 4oBEK MOXKe Ja c€ pOJH BO €Ha JIpXKaBa, Ja )KUBEe BO JApYra,
a 1a ympe Bo Tpera. TOKMy 3aToa M MHTEPECOT 3a HETOBUTE COCTOjOM, HETOBaTa
peaTHOCT, HEeroBaTa MCTOPHja, HETOBAaTa CETalrHOCT W, CeKaKo, HeroBaTa WIHMHA.
Toj BO MOCTKOJIOHHWjaTHATA KPUTHKA CE HAMETHYBA KaKo €IeH NM0oce0OHO MHTEPECEeH
XPOHOTOII BPEJICH 32 CEKaKBO BHUMAaHHUE.

ITo e Toa xpoHoTon? baxTuH Benu Jeka Toa €: ,,CyHITHHCKAaTa 3aeMHa BpCKa
Ha BpPEMEHCKHTE U IPOCTOPHHUTE OJHOCH BO KHIpKeBHocTa™. (1989, ctp. 193)
TepmuHOT XpoHOTOI ce ynorpeOyBa BO MaTeMaTHKara, a AJHIITajH CO IMTOMOII Ha
HETO ja IOCTaBM TEOpHjaTa Ha PEIATHBUTETOT. BO HEro KHIKEBHOCTA ja MPETo3HaBa
HEpAaCKHHIIMBaTa BPCKa HAa BPEMETO W MPOCTOPOT BO €IHA IeNnHa. ,.BpemeTo ce
3ryCHYBa, CE CTera, CTaHyBa yMETHHYKH BHUIJIMBO; IPOCTOPOT CE HAIHyBa M ce
BOBJICKYBa BO JIBUKCHETO HA BPEMETO, Ha CrbkeaTa, Ha uctopujara.” (baxrtun, 1989,
ctp. 193) Bpemero ce pa3oTKpuBa BO MPOCTOPOT, a MMPOCTOPOT CE OCMUCITYBA U CE
Mepu co BpemeTo. Kora mucnume 3a bamkanoT kako 3a crermuduyueH XpOHOTOT,
3Ha4H, Tpeba Aa TM IMaMe TPEIBH]T HETOBHUTE MPOCTOPHH M BPEMEHCKH KOOPAMHATH.

OnpenenyBambeTo Ha IPOCTOPHUTE KoopauHatu Ha bankanckuot [lomyocTpos
MPeTCTaByBa CKJION Ha reorpad)cku, MOJUTUYKH, UCTOPUCKH, KYITYpHH, €THUYKH
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PENUTHO3HM U €KOHOMCKH Kputepuymu. Duszmuko-reorpadckata NeUHULM]a TH
npudaka Kako HEOCTIOPHH HCTOYHUTE, jY)KHUTE W 3alaJHUTE TPaHUIH YTBPICHH
co Lpnroro, Mpamopuoto, Erejckoro, CpemozeMHOTO, JOHCKOTO W JaapaHCKOTO
Mope. CeBepHaTa rpaHHIa ja 3eMa TPEIBU JHMHMAjaTa Of CIMBOT Ha pexarta MmHa
Bo TpcrjaHckuoT 3anuB, jyrONCTOYHUTE TIOJTHOXK]a HA JynuckuTe AU 10 PEKUTE
Caga u [lynas. Ha MHO31MHa CTOpHUYApH UM € OMIJICH MOJUTHYKUOT [IPUCTAIL, 112 Ha
reorpad)cKuTe KOOPAWHATH UM I'l IOAaBaaT CBOMTE HCTOPHCKH U KYJITYPHH Pa3MHCIH
3eMajku TM TpeaBH] ucTopuute Ha ['puumja, byrapuwja, AnGanuja, mopaHemrHa
JyrocnaBuja m Pomannja. Hexon uctopudapn kako OaTKaHCKH 3€MjH HE TH CMETaat
Pomanwmja, Cnosennja u Typuuja, a AnbaHrja IOJOIIHA € To/1afieHa Ha OaTKaHCKaTa
Marna. Bo mpBUTE MOCTKOJIIOHWjaJTHM BUYBamka OBa IMOApAYje € OMPEAeNICHO KaKo
rpaHUYHO Of reorpad)cku acmekT, Kako mojapayje koe € U He ¢ EBpormna.

BpemeHnckaTta npukasHa 3a bankaHoT nmoyHyBa Hekage MHOTY nopaHo. Mmeto
Bankan Moxe /1a ce cpeTHe BO MHOTY CTapH TEKCTOBH KOHM HajYeCTO CE CO MaTernrcHa
WIN AWITIOMATCKa COApXKMHA. AHanmM3aTa Ha TMOTEKIOTO Ha 300pOT W HETrOBOTO
€THUMOJIOIIKO 3HaueHhe Ka)x<yBa Jieka 300pOT € O TYpCKO IMOTEKIIO M 3HAYX JIaHell
momryMenu mymu. U mokpaj Toa mro oOuau 3a HEroBO Marupame uMa ymre Bo 17
BEK, Celak, IPBOTO HETOBO OTKPUBAamE U OO TOj CUMOOJIMYKM Ja ce Mamupa ce
CIIy4dyBa BO MOYETOKOT Ha 19 Bek.

Bo paMkuTe Ha OalKaHCKHOT JUCKYpPC BO IIOCTKOJIOHHMjaJlHAaTa KPHUTHKA
HEeOAMHUHJIMBA € KHUrata Ha Mapuja TomopoBa 3amucaysajku 2o baixarnom (2001).
Taa xHuTa ymre co caMoTo Hej3uHO obOjaByBame (1997) ro cBpTyBa BHHMAaHHETO
Ha guTarenckara mybnmka. Bo omHoc Ha Toj dakt Enmzabera IlleneBa mpamryBa:
»Jlau, TOKOJKy ce mojaBeme Ha bankaHoT, oBaa KHUra Ke ja JOKUBeelle HCTaTa
cynouna...? (2005, crp. 77) llonaramy lllenesa ce 3anparnryBa u npanrysa: ,,/{anu
OKOJIy HEj3UHOTO JIeNIo Ke ce KpeHe BakoB OyM, jokonKy TomopoBa, kako byrapka,
nojaena ga xusee u padbotu Bo CAJl, He ce BOpoelre BO pacTedKaTa U peCIeKTHpaHa
rpyna ,,MacKOTH', OBOjmar, He oa TpeTuor cBet, TyKy, ox bamkanor?* (2005, ctp.
77) JlynmunauTe npamiama Ha [lleneBa cyrepupaar enHa peaHOCT JeKa [EIOKYITHOTO
3Haeme 3a bankanot noara o Hekaze 0IHAIBOP U JeKa caMo Toj (akT ja o6e30emyBa
JIETUTUMHOCTA Ha Toa 3Haewme. Bo oBaa kHura TomopoBa ja aHamM3upa CIMKaTa Koja
EBpomna ja uma 3a bankanor, cnukara koja bankanort ja uma 3a EBpona u, koHe4HO,
cnukaTa koja bamkanot ja nMa 3a cebe. OHa mTO €, MOXKeOH, HAJUHTEPECHO U IIITO
TomopoBa 11 To 0cTaBa BO HacNeACTBO Ha MOCTKOJIOHHUjaIHATA KPUTHKA € TOA IIITO Taa
ro MHCTAINpa, aHaJIH3Upa U 00jacCHyBa HOBUOT NIOUM Oankanuzam. HeomamHemHuTe
BOjHM BO HeKoramHa JyrociaBuja OJZHOBO I'O TeMaTH3UpaaT MOMMOT bamkaH Bo
cuMmOonnyHarta reorpaduja Ha EBpona u 0BO3MOKyBaaT Ha TIOBPILIMHA IOBTOPHO /1
UCIUIMBAaT UCTOPUCKUTE TPAyMHU U MOTHUCHATUTE (ppycTpaiuy.

Konctpympamero Ha eBporickarta ciuka 3a bankaHoT € HemTo Ha IITO
TomopoBa My mpucTamyBa MOIIHE BHUMATETHO W KOMIUIEKCHO. Taa ciuka Taa ja
rpaay UMajKu MpenBU]] HOBUHAPCKU TEKCTOBH, aKaJEMCKH CTYAHH, TUTUIOMATCKH
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JOKYMEHTH, TIaTENIMCH U JICJIOBH OJ] eBpoIicKaTa OeneTpucTuka. Pesynraror of Taa
MoCTarKa € eJIeH TeKCT KOj HajMaJKy € CyBONapHO aKaJeMCKU U BO KOj MOXeMe Ja
ja IOYyBCTByBaMe€ OCTpOyMHaTa HPOHHja Ha aBTOpKAaTa W HEj3WHATa pacKaKyBaduka
cupetHocT. TakHa € HEj3MHATA KOHCTATallMja HAa CaMHUOT IOYETOK Ha KHHTaTa.
»EleH Oayk Kpyxku Hax 3amagHaTta Kyatypa — OaykoT Ha bamkanot“. (Tomoposa,
2001, crp. 3) Bo oBaa peyenuna HemocpemaHo 1o 30opor Bankan e ymorpeben
300pOT CO U3pa3uTO HeraTUBHA KOHOTaIUja — 6ayk. CaMOTO Toa yIITe Ha TOYETOKOT
cyrepupa Jieka 3anajJHuTe Mepleniruy 3a 0Boj jaen ox EBpona ce co mejopatuBHO
3Hauewme. Bo Oopbarta 3a pacBeTIyBamETO M MCTEPYBAHETO HA TOj Oayk ce mMaar
MOOWJIM3UPAHO CHUTE: TONUTHYAPH W HOBHUHAPH, KOH3EPBATHBHH AaKaJAEMIU W
paaAMKalHU WHTENEKTyalnu. Bo cuTe TeKCTOBU KOW ce 00jaBeHH W HAIWIIaHW 32
Hero, bankaHoT e onuian kako Hewmro pyro Bo ogHoc Ha EBporia, kako HEITo ITo
HE BOAH CMETKA 3a CTAaHAApAUTC KOUIITO HUBUIU3UPAHUOT CBET ' UMa NOCTAaBCHO
Kako HOpMaTHBHU. bankaHOT € BapBapcKW, NMPUMHUTHUBEH, HACHWJIEH, HECTaOWJIEH,
HETIPpEABUIJINB, PETPECHBEH, cO eAcH 300p Toj € c¢ oHa mro EBpoma HUTy Omia,
HUTY, TaK, ke Ounae. Ilpuumnara 3a toa 3marko Kpamapuk ja riema Bo Toa INTO
HapoAWTe KOM XKUBEAT Ha TOj MPOCTOP HEJAOBOIHO MAPTUIIUIHPAAT BO €BPOICKUTE
BPEIHOCTH U TPaJULMH, IOTOYHO JIeKa MOIIHE 0aBHO ce 0cli0001yBaaT Ol CBOUTE
MHUTOBH U 3a0JTy/U. ,, [aKBaTa CKJIOHOCT HUB (JIyI'€TO IITO KUBeaT Ha bankaHoT) He
camo IITO TH OJiajiedyBa OJ HICHTUTETOT Ha MOJiepHaTa Halllja, TyKy TO I0BEeIyBa
BO TIpaliame U HUBHOTO €JIEMEHTAPHO MPEKUBYBAhE — MOTUTHYIKO, KyATYPHO AypH
n onomomko*. (Kpamapuk, 2010, ctp. 58) Toa mpumoHecyBa 3a MOCTOEHE pa3iInKa
Mery reorpadcka U nmonuThdka EBpoma, pa3nnka Ha Koja MOXe Jla ¥ ce MPHIAIIe
CIPOTUBCTaBEHOCTa HAa OuHapHH omo3uimu. O mepcrnekTuBa Ha bankanenor ,,Hue
cme [pyro ox ,,tue. Y toa [Ipyro Hac HE TpaBH Aa ce YyBCTByBaMe HH()EPUOPHH,
Jla ce IO’)KUBYBaMe Kako CyOJlaTepHH, T.e. mojipeieHn cy0jexTu. [locTkononujannaTa
KpHUTHKA TO BOBEIyBa MOJIENIOT IeHTap-niepudepuja. Criopea MMIEpHjaiHaTa ONTHKA
LIEHTapOT € MECTO Ha peJl U CTA0WITHOCT, a nepudepujaTa Ha Hepe I, HECTAOMITHOCT
3akaHa. Pesurnupannot 3akirydok Ha Tomoposa (1997) e neka bankaHOT, 1 MOKpaj
cBojaTa reorpad)cka monoxx6a Ha ueHTap Ha EBpoma, Bo MeHTanHarta reorpaduja
Ha EBporejuuTte e mepudepuja co CUTE HETaTUBHU M TICJOPATUBHU CTEPEOTHUIIH
MOBP3aHH CO HETO.

Bo xonTtekct Ha TepMuHOT bankan ce KOHCTpyHpa U TEPMUHOT OAIKAHU3AYUja
IITO O3HAa4yBa HE CaMO CHTHEHhE€ Ha TOJIEMHTE APXKaBH, TYKy W perpecHja KOH
IJIEMEHCKO, Ha3a/IHO ¥ IPUMUTHBHO. TepMUHOT 3a npBnat e ynorpeden no [IpBarta
CBETCKa BOjHA 3a J1a C€ O3HAYM CTPABYBAETO OJ] AlOKATUITUYHOTO YHHUIITYBAamHbE
Ha 3amajgHara NUMBWIKM3alMja o cTpaHa Ha Mcrounara. Manky nosomHa, Bo 1921
roguHa [Ton Ckotr Moypep Baka ja jaeduHupa Oankanu3anujara: ,,Bo peruon Ha
0e3Hane)KHO M3MEIIAHU PacH, CO3/JIaBarbeTO Ha CIIOj OJ MaM Jp>KaBH CO IOBEKE
WM TIOMAJIKy Ha3aJHO HaceJeHHe, eKOHOMCKH M ()MHAHCHUCKH CIIa0W, 3aBHUJINBH,
3arOBOPHUYKYA HACTPOCHH, WCIUIANICHH, MIOCTOjaHW JKPTBH HA HA MaHHITYJIAIlUUTE
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Ha TOJICMHUTE CHJIM, KAKO M Ha HACWJTHUTE W30JIMIM HA CBOMTE CONICTBEHU CTPACTU .
(umutupano criopea: Tomoposa, 2001, ctp. 49) Bropara eramna oj ynotpebara Ha OBOj
TEPMUH Ce COBITara co JIeKOJIOHM3aIjaTa 1mo BropaTa cBeTcka BojHA U € KOPUCTEH 32
Jla TPeIU3BHUKa TyBCTBO Ha IOHMKEHOCT U 00€CYECTEHOCT Kaj HECPEKHUTE JTyl'e Ha
3eMjara mapajellHo cO TeHSHIIMjaTa Ha 3aMaJlaHuTe CIJIU J1a TH 3aApKaT MOMaliuTe
Bo cBouTe chepu Ha mHTepec. Pedepennara Gankanuzauuja Bo CA/l e moTmonHo
0JIBOCHA OJ1 Hej3MHAaTa reorpadcka oApeHNIA U ¢€ YIOTpeOyBa Kako mapajaurma 3a
MHOIITBOTO MPOOJIEMHU BO aMEPUKAHCKOTO OMIITECTBO.

Hpyr TepMuH KOj mpowusieryBa oA HOMMOT bankaH ¥ KOj ro HHCTajIHpa
Tonoposa e banxanuzam. TEpPMUHOT € CO3a/IeH TI0 aHAJIOTHja Ha BeKe BOCTAHOBHUOT
TepMUH opuenmanusam BHeceH on Emsapm Camp (2003) co men nma ykaxke Ha
MIOCTOCHCTO HA YIINTE €JIeH MMAarojomku (EHOMEH HAcTaHAT IOJ BJMjaHHE Ha
€BPOIMOLCHTPUYHUTE CTpaTeruy Ha meplenuujara Ha ened aen on Espomna. [pu
aHanu3aTa Ha TOj TEPMHUH, a 0coOeHO ako ce mMa npensun CaujoBaTa KHHTA, Ce
[IOCTaByBa IMpamameTo: [lann 0ankaHu3MOT € MOABH/ Ha OPUEHTAIN3MOT CO OTJIEH
Ha HETOBaTa MCTOYHA MTO3UIIM]ja BO OJTHOC Ha 3armafHIoT cBeT? Kuurarta 3amuciysajku
2o bankanom (2001) Bo oHOC Ha OBa Mpalamke MOCTaByBa ABe Te3u. [IpBara Te3a e
Jieka OaKaHU3MOT He € TIOJBH/I Ha OpUEHTAIN3MOT. BTopara Te3a € Bo UCTO BpeMe U
3aKIy4OK BO OJJHOC Ha MpBaTa U BEJIM JeKa OPUEHTAIM3MOT ja MIPOydyBa pa3irKara
moMery MoBeKe MMITyTHPAHU TUIIOBU, a OATKaHU3MOT T MPOYIyBa Pa3IUKUTE BO
pamkuTe Ha efeH Tul. OpHEeHTaIN3MOT Kako IOWM TO IO MOCTaByBa M PacBETIyBa
EnBapx Camnx (2003) Bo kHHrara Koja, UCTO Taka, € HEOJMHHINBA pedepeHIa Bo
MTOCTKOJIOHH]jalTHATa KpUTHKA, Opuenmanuzam co IOAHACIOB 3anaJ H1 KOHIETIIHA 32
Opuenrot u pedepupa koH 3eMjute o1 Tpetnot ceet. Tokmy Cauz co cBojaTa KHUTa
ro MOTTUKHYBA CO3/1aBambeTO Ha OAJIKAHUCTUYKHOT TOCTKOJIOHHjaJeH OUCKYPC OJ
aCIIeKT KOj JICHEC Ce HaPEKyBa OPUEHTAIMCTHYKH.

Konuenrure — IMMMHAIHOCT, XUOPUIHOCT U MUMHKPHja

KoHnenture Ha JTUMUHAIHOCT, XHOPUAHOCT ¥ MHUMHUKpHja C€ KOHLENTH KOH
MOCTKOJIOHWjalIHaTa KPUTHUKA TW IPOMOBHpa CO OrJie[ Ha Hej3uHaTta cdepa Ha
npoydyBame. OBHe KOHLIENTH ce 01 Toce0Ha BayKHOCT 3a bankaHoT u npeTcTaByBaar
Ba)KEH acCIeKT BO HETOBOTO MPOYUYYBamk-e CO OTJIe] Ha Heroara reorpadcka rmoaoxoa
1 UCTOPUCKHUTE OKOJIHOCTH KOM CEKOTall Ce CBOCBH/IHA ,,0alIKaHCKa Cy10MHA™.

JInMuHAITHOCTa M XUOPUIAHOCTA C€ KOPHUCTAT KAKO XEPYHCTHYKH MOJENIH BO
aHanM3aTa Ha KyJATypaTa i MHOTY 4eCTO ce cpekaBaaT co CHHOHMMHa ynotpeba. [Tox
XCPYUCTHYKH MOJEIHU TyKa Tpeba Aa rd Mmperno3HaeMe CUTE METOJOJIOMIKH allaTKH
KOHM MomaraaT KOH OTKpWBame Ha HOBM CO3HaHMja WM BUCTUHH. W moOKpaj Toa
HITO PEKOBME JIeKa OBHE TEPMUHH MOXKAT JIa c€ YNOTpeOyBaaT CHHOHUMHO, CellakK,
ITOCTOM pa3jiuKa Mery HUB. JIWMUHATHOCTA € TEPMHH KOj MMa IOI0NTa yIoTpeda u
HajIIPBO C€ BpP3yBa 3a CBETOT Ha (U3MYKOTO. [I0TEKIIOTO HA JTMMHUHAIHOCTa MOXeE
na ce Oapa ymire Bo rpukara Qriio3oduja Bo Bpcka Co 03HAUyBamke Ha Kpaj Ha eHa
obnacT unu npoctop. Bo Taa cmucia, Taa nMa YUCTO PU3MYKA KOHOTalMja Ouaejku
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yKaXyBa Ha TpaHUYHOCTa WIM pa0d Ha enHa OjpelcHa TepuTopuja. Meryroa,
3HAYCHETO Ha JIMMUHAHOCTA YIITE Ha CAMHOT ITOYETOK € KOMIUIEKCHO OWejku
TpaHUIIaTa MOXE JIa MOCTOM MCKIYYHBO BO OJJHOC HA OHA IITO € MpeX M BO OIHOC
Ha OHa IITO € 3aj Hea. Ho, Kora roBopuMe 3a TpaHuNa, HE MHUCIMME CEKOTall Ha
(hm3nuka kareropuja Ouejku Taa MOKe Jja OuJie MPUCYTHA Ha HUBO Ha OMIITECTBOTO,
Ha KyJITypara, Ha WICHTUTETOT. 3a rpaHHLa TOBOPHME CEKOrall Kora ce CiIydyBa
HaIyIlTamke Ha HEKAaKOB OMINTECTBEH OOJMK, a HOBHOT CE¢ yIITe HE € O(opMeH.
AHTPOIIONOMIKKOT TMPHCTal Ha MOWMOT TpaHWIA MoApa3dupa UCTpaKyBame Ha
KOTHUTHBHU M 3HAYCHCKHM KOMIIOHEHTH HAa HMOMMOT HE KaKO Ha MOUM, TYKy BO
HACcOKa Ha OTKPHBAE HAa CYNTHIIHHTE U MHOTY KOMIUIEKCHH OJHOCH Mery JIyreTo,
3aeHULIUTE, eTHUKyMuTe Ha bankaHoT. JInmMuHanHocTa Ha BbanmkaHoT, OHakKa Kako
LITO € MpEeTCTaBeHa BO MOCTKOJOHUjAIHUOT AMCKYPC, € BTEMENeHa BO Hjejara 3a
(¢u3NUKa rpaHUYHOCT, HO HCTOBPEMEHO UMa M CUMOOJIMYHU aCTEeKTH U 0COOMHH Ha
MapruHAIM3UPaH IPOCTOP Ha KOj ce pa3HUIIIaHH IBPCTUTE CTPYKTYpU. [Tocnennna ox
TOa € KOHTHHYHPAHATA MTOJINTUYKA HECTAOMIIHOCT, BOJHH, PEBOJTYITHH, CHPOMAIIITH]a
U HEeCTaOWIHOCT Ha JIP)KaBHUTE allapaTH KOHM yNpaByBaaT cO THE Ap)kaBH. Bo Taa
CMHCIIa CTaHyBa 300p Ha T.H. ,,HUYHMja 3eMja“ Kako HeKaKBa Helle(MHUpaHa 30HA BO
KOja Cc€ ce CIOjyBa M Mellla Kako HEKaKoB HEOJpeeH MaTepHjal, Koj, aK, 01 CBOja
CTpaHa, ,,MUMHUKPHCKHU ce BKJIOITyBa BO CpEIMHATA JI0 CTEIECH Ha HENpPEro3HaBabE.
Huckypcor 3a bankaHoT kako MellaBHHA Ha Pa3InYHU KYJITYpH, ja3ullHd, oOuvau e
HPUCYTEH OJf CAMOTO HETOBO OTKPUBAHE, a CBEJOIM CME JIeKa IIOCTOH U JIEH JICHEC.
Herosara nocraBenoct Mery OpueHToT 1 OKIIUAEHTOT My 00e30e/1yBaaT CIIMYHOCT
U cO emHHOT  co npyruoT. Co orjiea Ha HeroBaTa HEYCOTTIACEHOCT M CIIOCOOHOCT
BO CEKOj MOMEHT Jia Ouze ,,0ype 6apyT®, Toj cexoraim mpeTcTaByBa IMOTECHIH]jaIHA
OTACHOCT U 3aKaHa 3a €BPOIICKUTE TPAAULUN U HOPMHU.

3a momeTo Ha XHOPWIHOCTA HAj3HAYAJHO TEOPHUCKO HCUUTYBAkE BO
paMKHUTE Ha IMTOCTKOJIOHHjaTM3MOT Hyau Xomu baba (2004) mpeky KpuTHKaTa 3a
MMIUIEMEHTAaIVja Ha OMHAPHHUTE OMO3HUIIMH M CTaBOT JIeKa KYJATYPHTE IMTOCTOjaHO Ce
TpaHchopMupaar OuzejKu ce BO MocTojaHa MHTepaknuja. Toj ja oTdpna uaejara 3a
KyJITypHa, HICTOPHCKA 1 HAIIMOHAJIHA XOMOTE€HOCT U ja 3aMEHYBa CO XETPOI'€HOCTa U
xubpuaHocTa HAa TpeTHoT cBeT. HeroBMOT NOCTKOJIOHU]jalleH TUCKYPC, XUOPHIHOCTA
ja neduHupa xkako meradopa Koja yKakyBa Ha €IeH BHJ KyJITypHA MeIIaBHUHA —
pacHa, TOJIMTHYKA, Teorpad)cka — Ha €THO OMIITECTBO KOE HCTOBPEMEHO MOXKE Jia
npurara ¥ Ha QUBHJIM3MPAHHUOT 3araj v Ha KOJIOHU3UpaHuTe rnpocropu. [lorodno,
xuOpuaHOCcTa, ciopen baba, He e camo cmoj Ha J1Ba MPOCTOpa, TyKy 30pKa M Xaoc
KOj HacTaHyBa CO HUBHOTO CIIOjyBambe. XUOPUIHOCTA MIPETCTaByBa MECTO Ha OTIIOP
KOH IOMWHAaHTHATa KyJATypa KOja HAacTOjyBa J1a TO ypeaAr MOPEeJOKOT CIIOPE]] CBOUTE
xeremonuctnaku Busuu. (baba, 2004, ctp. 209) Taa Ha TakoB HAa4YMH JOBEIyBa
BO TpaHchep Ha MOKTa, ja JOBEAyBa BO Ipallalkbe HECTAOMIHOCTa Ha BacTa U
MOKa)KyBa JIeKa KOJIOHUjaTHHOT AUCKYPC HAKOTAII HE € MO/ NOTIIOJHA KOHTPOJIa Ha
KonoHu3aTopoT. Herosara, MoxxeOH, HajBakHA UJIeja € HejaTa 3a ,,MerympocTop™
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(in-between). Konnenmujata 3a MerynpocTopoT Toj ja usBiiekyBa ox Caup (2003)
¥ HErOBOTO pa3MHCITyBame 3a KonebameTo Ha OpUEHTOT Mery 3amaJHuOT Mpe3up
KOH OHa IITO € MO3HATO ¥ TPO3HIYABO OJYIIEBYBabE WM CTPaB O]l HEMO3HATOTO, &
mro Cauz ro HapekyBa Kako HOBa cpeHa kateropuja. KormenTor Ha Xomu baba 3a
MeryIpoCTOp €, BCYITHOCT, MeTadopa 3a TPAaHUIIMTE WITH 33 IPYTH CITMYHHU TPOCTOPH
KOM CO3/1aBaaT acoLHMjally Ha eJHa CMMOOIMYHA HHTEpaKIja Koja co31aBa pa3iuKy,
HO ¥ TU MoBp3yBa. Toj MerympocTop € MecToTo Kaze ce (opMHupaaT HICHTUTETUTE
Opy JIONMP Ha KYATYpUTE W ja JlaBa MOXXHOCTa 3a OErCTBO OJ TOJIMTHKATa Ha
OmMHaApHOCTAa, MECTO KaJe ,,caMuTe ceOecH Ja Cu ce MoKaxkeme kako npyru™. (baba,
2004, crp. 80) Takos mpocTtop Tpeba ma Oume ,,MOCTOT®, MPEMHUHOT, KOj Ke ja
HaJMHHE AUXOTOMHjaTa Mel'y YUCTO/HEUHCTO U U3BOPHO/CTEKHATO. MerynpocTopoT
J03BOJIyBa CJI00O/EH MPOTEK Ha OIMIITECTBEHUTE W KYJITYPHUTE MOTCHUHUjAId Ha
MMOCTKOJIOHUJATHUAOT cBeT. KOHIEeNTOT Ha ,,TpeT NpoCTOop™ € KyATYpeH. XuOpuaHoCTa
ja TeMaTH3Wpa peaNHOoCTa Ha MAacCOBHUTE CBETCKHM MHIPAIMH, ABIKEHmara Ha
pacuTe, HAIMUTE U KYJATYPUTE BO TJIOOATHHOT MYITHKYJITYpeH cBET. MacOBHHTE
MUTpAIUH, MeT'yHAIIMOHATHUTE M Mel'ypacHUTE OIHOCH CO3[aj0a €IeH XUOpHIeH
IIOCTKOJIOHWjAJIGH CBET Ha XWUOpHUOW3WUpPaHW HIASHTHTETH. [locTKonoHUjamHUTE
KPUTHYApH CE coracyBaaTr OKOJIy €HO, a Toa € JieKa KOHLIENTOT Ha XUOPUAHOCTA U
HETOBHOT MPOAYKT ,,MEIyIPOCTOPOT BO MHOTY HEIITO ja 3arpo3yBaaT MO3MIHUjaTa
Ha KOJIOHHWjaJlTHaTa MOK Ha JOMUHAHTHHUTE KyITypH OUJIEjKH Taa BO CyIITHHA Tpeba
Jla IpeTCcTaByBa MHTEPAKI(Hja HAa JOMUHAHTHATA U IOMIUHHUpaHaTa KyaTypa. 3anaji He
MO’Ke Ja oume caMo 3amaz, Kako mrto HU McTok He Moxe 1a Ouzge camo Mcrok. Tue
Ce MellaaT 3aeMHO U CeKOj MOeNHEYECH CUMOOIMYKH JIe]l Ha CBETOT Ha IPYTHOT MY
ocTaBa 0]l CBOHMTE JICJUMIba U elleMeHTH. TakBUTe Mellama ce HajBUAIUBH HajIpBO
BO IOJIpayjaTa KakBo mTo e bamkaHOoT.

OcBeH 3a KOHIIENTOT Ha XUOpuIHOCT, baba e 3acirykeH 3a BOBe[yBabe Ha YIITe
e7IcH KOHIICTIT BO TIOCTKOJIOHHjaJIHAaTa KPUTHKA — MEMHKpHja. Hea baba ja medunnpa
KaKo epo3Wja Ha SHUAOT Mely KOJOHH3AaTOPOT M KOJOHU3WPAHHOT W IPETCTaByBa
3aKaHa [0 LeNIMOT UMIepHjaTucTHUky cBeT. CTaHyBa 300D 3a 1BOjHa aMOMBaJICHIIH]ja
Ha KOJOHHMjaJHHOT IHMCKYpC KOja TO J0BEOyBa BO Mpallalbe aBTOPUTETOT Ha
KOJIOHM3AaTOPOT U € PEe3yJITaT Ha JellyMHaTa pernpe3eHTalrja U Mperno3HaBame Ha
KOJIOHHJaJIHUOT 00jeKT BO (popMa Koja € moOIHCKa Ha KOJOHU3aTOPOT, a Pa3InyHa
O] aBTCHTHYHATa KyJaTypa Ha kojoHm3upanwor. (baba, 2004) IlpucyctBoTO Ha
KOJIOHU3UPAHHUOT [{pyT BO TEKCTOT € IOBOJTHO 32 /1a CE €BHICHTHPA aMOMBAIIEHTHOCTA.
TakBaTa aMOMBAJIEHTHOCT T'0 JeCTa0MIM3HUpa 0apameTo 3a arcONyTeH WIACHTUTET
Ha CIHUOT WIH JAPYTrUOT, KOJOHHM3ATOPOT M KOJIOHU3UPAHUOT. MHMHKpHUjaTa
€ Haju3pa3eHa Kaj IMOJIOBUYHO KOHCTPYMpPaHW HACHTHUTETH. Toa ce ciydyBa BO
OIIITECTBA KaJIe CEKOTAlll CE MMOCTaBYBA Mpalllamk-e 3a PHUIagHoCTa KOH 3anan/ M cTok,
T.€. Ha JIOMOPOJIHHUTE/OCBOjYBAUKHUTE KyNTYpH. ACHTHTETOT € aMOMBAJICHTCH U BO
HEroBOTO MaHH()ECTHUPA-E MOXKE Ja Ce MPET03Hae CHITHA OJJOMBHOCT KOH 3aIalHUTe
KYJITYpH WIH, TIaK, CKIIOHOCT 32 HaIyIITamke Ha CE MITO € TPaJWuIIMOHAIHO. Torarm
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TOj Ce OmpeaellyBa Kako ,3amajeH” u ,.eBporcku™. OmrecTBaTa MOAJOKEHH
Ha MUMUKpHja TH HaIlylmTaaT o0M4YauTe 3a KOM MMaaT OIEHETO JieKa CE MOMAaJIKY
UMBWIM3UPAaHU 32 Jla CE aCHUMIUIMpaaT BO HEKOW IOIHMPOKH HAeHTuTeTH. Ha
TpaHUYHHATE TOJpadja OBHE IIPOILECH HAJIECHO C€ W3BEIyBaaT TOKMY 3apaiu
JIEjCTBOTO Ha XHOPHUIHOCTA IMTOPAIU KOja € TEIKO J]a Ce Pa3jifKyBa IITO € KyJATypa Ha
KOJIOHM3aTOPOT, a IITO € Ha KOJIOHW3UPaHHOT. 3a baba KoJoHujamHaTa MUMHUKpUja €
kKeJiba Ha KOJIOHU3aTOPOT 32 pehopMUpaHo, Ha cede CIMYHO, IPErno3HaTIuBo Jpyro
Kako Cy0jeKT Ha pasJihka Koe € ,,CKOpo UCTO, HO He cocema™. (baba, 2004, ctp. 161)
Kaxo mro 3a6enexxyBa Tomoposa, Tokmy nTukoT Ha baj ['amo bankancku, co3pameH o
Anexo KoHCTaHTHHOB € TUK TPeKy KOj € a/ieHa KpUTHKATa Ha IIOBPIITHATAa MUMUKPHja
Ha IUBWIM3HPAHOTO OJHECYBame 0Oe3 BUCTHHCKO Tpu(dakame Ha BPEIHOCTHUTE.
Omnaka Kako ILITO € 3aMHCJIEH OBOj JIMK, Toj € TunnieH Homobalkanicus moum 1o
ke ro BoBeae Ceernozap Mros mocraByBajku ro BO KOHTEKCT Ha bankanor. OBoj
mouM Oellie BOBEJICH 10 TojieM Opoj Je0aTH M MOCTaBeHHM Mpalliaka 3a Toa nanu baj
I'amo Tpeba ma Oume aHANMM3UpPAH KaKO OMOJIOIIKH, paceH, HAIMOHAJICH, KyJITypeH,
OMBWJIM3AIMCKH THIT WIH, MaK, KaKO KapaKTePHCTUYECH OIIITeCTBEHO-UCTOPHCKH
Tun 0e3 cylTHHCKa/HarmoHaHa oapeneHocT. (Tomoposa, 2001, ctp. 56) baj ['amo,
KOjIITO TPrHyBa Ha 3amaj BO cBojaTa CeJaHCKa HOCHja, ce Bpaka o0JieueH Kako
EBpomjanun, HO HEycOTJIaCEHOCTa ME'y HETOBHOT M3TJIEl M HETOBOTO OJTHECYBAmbe
€ KoMU4Ha. ToJJOpoBa ro MUTHPA CIIABHUOT TMOYETOK Ha KHHUTarta: ,,My moMorHaa Ha
baj I'amo nma ja cobnede TypckaTa HaMeTKa, TOj CE€ BOBJEYE BO OCITHCKOT MAHTEUI
U cute ce cornacuja Aeka baj 'amo crananm BuctuHcku Epomjannn®. (Tomoposa,
2001) 3akmydokor Ha TomopoBa Jeka oBaa KpUTHKA HE MPOU3JIETYBa O €BPOIICKA
rJieIHa TOYKa, TYKy OJABHATpPE OJ IJIEAHA TOYKa Ha OyrapckuoT EBpomjanuH co
Harjacok ,,0yrapcku EBpomjanun®, a He ,.eBporncku byrapun“. Pasnukarta mery
€/IHOTO U APYroTo 3a TomopoBa e moBeke oJ] ouurienHa: ,,EBponejcTBoTo Ha AJIEKO
HE Ce jaBUJIO KaKO pe3yJTaT Ha TUPEKTHO MPECTOjyBarke BO KOja U Jja OMIT0 3eMja 011
3amagna EBpona (ce cTexHanm co oOpa3oBaHHe caMO BO OYrapCKH M PYCKH IITKOIIN),
TYKy OHJIO pe3yiTaT Ha MPUIMAAHOCT KOH 3aeIHUYKATa €BPOICKA KYITypa KOjallTo
HeMaJjla HallHOHAJHM €TUKETH 1 Oniia 3acTHIYKa NMPUI0OMBKa HA ceKoja 00pa3oBaHa
U KyATHUBUpaHa TUIHOCT HA KoHTHHEHTOT". (Tomopoga, 2001, ctp. 57)

IlocTkoJIOHMjaIHATA KPUTHKA 3a/B0 MakenoHuja

MakenoHuja € 3eMja Koja ce Haora BO cpuero Ha bamkanor. Hejsmante
reorpadcki KOOPIUHATH M OBO3MOXYBaaT BO TEKOT Ha HCTopHjaTta na Ouje
[OCTOjaHO Ha METa Ha 3aBOjyBauuTe M JKPTBA Ha COCETHHUTE MpoHaraHid. AKO
3a bankaHOT e akTyenHa cTurmarta ,,0ype OapyT, 3a MakenoHHja Toa € JcKa Taa
KOHCTAHTHO € ,,ja00sKo Ha pa3nopot™. Tokmy Taa Meradopa HajA00pO ja OMHIIyBa
Hej3MHATa UCTOPHja, HO H, 3a KaJI, Hej3WHATa CerantHocT. MakegoHCKaTa HCTOpHja
e uctopuja Ha Tpaymu. [lounyBajku ox OToMaHCKO Blajieewme, MpeKy bankanckure
BojHH, [IpBaTa u Bropara cBercka BojHa, ['paranckara BojHa Bo I'pruja, ma ce mo
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JeHEelIeH JIeH kora MakeloHHja ce coodyBa, MOXEOH, CO HajroliemMara Tpayma —
HUMETO U UACHTUTCTOT. EI[HO CaMO KpaTKoO Ha HaBpaI%a}I)e Ha TUC UCTOPHUCKU IOTPECHU
MOKa)KyBa Jeka MakeIoHMja € CeKOoraml eHa HEBpPAITHYHa TOYKa HE CaMo BO
OarkaHCKaTa M €BpOIICKaTa IEpPIETIHja, TYKy ¥ BO COIICTBEHATa aBTOMEPIEIIIH]a.
MeryToa, BakBaTa cocTojOa HE ce O/IHECYyBa CaMO Ha HCTOPUCKHUTE 30MIHyBamba, Taa
ce O/IHeCYBa M Ha MECTOTO Ha MakeJj0Hja BO paMKUTE Ha HJICOJIOMIKHUOT JUCKYPC 32
MakenoHuja.

3a HalleToO HCTPaXXyBambe MOIITHE € HHTEPECHA TOKMY Taa TeMa — KaKo M KOJIKY
Makenonuja u ,,MaKeJOHCKUTE pabOTH' ce TeMH BO PAMKHTE Ha €BPOICKHOT U
0aKaHCKHOT ITOCTKOJIOHMjaJIeH TUCKypc? [ 0 mocTaByBaMe IpaiameTo HCTOBPEMEHO
MOTCETYBAjKH JIeka MakeIoHuja BO CBOjarTa JajedHa, IOMAJIKy JJaJiedHa U CcerairHa
HCTOpHYja UMa MHOTY TEMH M JTUJIEMH KOM MOXKaT J1a OuJaT MHTepecHa TeMa 3a eJeH
TaKOB MIOCTKOJIOHH]jaJIeH JUCKYPC, Ia MOTCETUME: cpaMHara rnojenda Ha MakenoHuja
Mery coceiuTe, Tofennda Koja € Ha CHila | JIeH JICHEC; er304ycoT Ha MakeoHIuTe
on CesepHa I'prja (Erejcka Makenonuja) mo 3aBprryBameTo Ha BTopaTa cBeTcka
BOjHA; COBpEMEHHTE CIIy4dyBama OKOITy Oapamara Ha ['piyja 3a mpoMeHa Ha UMETO.
Bo mperxonHuTe mornasja crioMHaBMe MOBeke pedepeHI Kou ja oOpaboTyBaaT
OankaHckara npoOneMaTuka. EqHa o HUB, 3a KOja peKOBMeE JIeKa € HEOIMUJINBA, €
3amucnysajku 2o barkanom (2001) ox Oyrapckara uctopudapka Mapuja Togoposa.
U noxkpaj Toa mto MakenoHuja e e, aypu U neHTpaeH nen Ha Espona, Togoposa
BO CBojaTa CTyAWja HE M T03BOJIyBa Ha MakemoHHja 1a W3Jie3e¢ O] NMAaroJOIIKATE
320y BO KOja He 10 CBOja BOXdja € BoBJieueHa. Jlypu MakenoHuja, OCBEH Ha JBe
WM TPH MECTa, PEYUCH U J]a He ce CIOMHYBa. Bo Tne Maiky Mecra Taa € caMo eHa
reorpa)cka onpeAHMIA, Kako elHa oJf OMBIIMTE jy-permyOnuku U Toiky. Koiky u
TomopoBa na caka u HacTojyBa Jla Jaje €AHA MUCTAaHIMpaHa ciuka 3a bajkaHor,
npuMepoT co Make/IoOHWja U HEj3HHOTO CIIOMEHYBakbe, MOKaXyBa JIeKa Taa HE MOXKeE,
Iypu ¥ Jla caka, J1a ce 0ciIo0omy o A1aboKo BKOPEHETHTE Ipeapacyan, KOW Taa,
BEpOjaTHO, TMYHO TH MMa 32 MakenoHHja, a KOU Ce JOJDKAT Ha HEj3WHATO UACOIOIIKO
BOCITUTYBam-¢ BO Hej3nHaTa poaHa byrapuja.

U He camo kaj Hea, BHUMATEIHATA aHAU3a Ha OaKaHCKHOT MMOCTKOJIOHU]AIeH
IUCKYpC YKaXXyBa Ha €JHAa MHTEpecHa MNO3WlUja HAa MakemoHWja BO OIHOC Ha
HEJ3MHOTO MPUCYCTBOTO MM OTCYCTBOTO. 3a Hea Anekcannap boxkoBUK Benm jeka
Taa cmara BO ,,XHIIEPPEATHOTO BO OJHOC HA TJIEJHATA TOYKA, T.e. KOHKPETHATa
mo3uIyja (Mpes ce HallMOHAaTHaTa MPHUITaJHOCT) Ha TOBOPHUKOT, MakeqoHW]a — WK
MOCTOM WJIH, TIaK, MHTEHIMOHAIIHO C€ OCIIOpYBa, OJHOCHO C€ HErupa BO OIHOC Ha
HEj3UHHUTE OAJEITHHU ACIEKTH: ja3MYHHOT, HAIMOHATHHOT, APXKABHUOT, Ia AypU H
OHOMACTHMYHHOT — BO HEJ3MHHUOT <IIpo0JeMy» KOj Taa ro <uMar co ['pruja“ (cnopen
[enesa, 2000, ctp. 48) Kako TakBa Taa r' ©IMa CUTE KapPaKTEPUCTKH Ha T.H. KpUTHYKU
IPOCTOpP, OHAaKa Kako MTO ro mMa aepunupano Ilonm Bupmmmo: nomuHanmja Ha
BpPEMEHCKaTa, XpOHOMOINTHYKA TO/en0a HaJ MpOCTOpHATa, reornoiauTudka. Kako
NPEOBJIaAyBayKy BO TOj TUCKYPC CE€ jaByBaaT TEMHTE HAa TPAHMYHOCTA, Pa3iKaTa u
3arp03eHUOT HALIMOHAJICH HJCHTHUTET.
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3narko Kpamapuk, mopaHemHHOT ambacanop Ha PemyOmmka XpaTcka BO
Makenonuja, Beke JOJTH TOAMHU C€ 3aHMMaBa CO MakeJOHCKara HCTOpHja H
JUTEpaTypa, Kako IITO BEJIM CAMUOT BO IIOJHACIOBOT Ha KHUrara HMoenmumem,
mexcm, Hayuja (2010) co nHTEpIIpeTanyja Ha IPHUIIATA BO MaKeIOHCKAaTa HCTOPH]a.
Wmajku ru mpeaBua aKTyEIHUTE MOCTKOJOHUjATUCTUYKH, JEKOHCTPYKTUBUCTHUKH
U POJOBU aCHEKTH, TO] OTBOPEHO 300pyBa 3a CHTE MAaKEIOHCKH TEMU M JUJIEMHU,
mpeq ce, Kako KHIDKEBHHK, a HE KaKo MmoinuThdap. Matepujan 3a adupmanuja Ha
CBOMTE CTaBOBM Oapa M Haora Bo Oorarata MakeJIOHCKa KHH)KEBHOCT, KOja Kako
LITO BEJIM CaMHOT, Taka TPWXJIMBO U ja Ipenasa Ha cryneHTuTe Ha Ilenaromixo-
dunozodekunor Paxynrer Bo Ocuek, c€ noaeKa ,,Ha (aKyaTeTHTe HE Ce CMEHH]ja
IUTaHOBUTE U IPOTPaMUTE Ha IIpeJaBamaTa, a MU ro yKUHaa IpeAMeToT Make1oHCKa
KHIKEBHOCT 3aT0a IITO HEKOU JIyT'e CO MMOBUIICHA TATPUOTCKA TEMIIEpATypa, peluja
CTYAUYMOT 110 CJIaBUCTHKaA Aa o CBEAAT UCKIIYYHMBO Ha CTYyAHUYM I10 KpOElTI/ICTI/IKa“.
(Kpamapuk, 2010, ctp. 8) Heroata xuura Hoenmumem, mexcm, nayuja (2010) e
o0uz 1 HMPEeAU3BUK J1a C€ OATOBOPH HAa HEKOW, 3a HEro, HOBU IIpalllama II0BP3aHU
co MakenoHHja — MpamameTo 32 UMETO, 332 UACHTUTETOT, XHOPUIHOCTa, HAllH]jaTa,
Ipamrama Kou 6apaar Op3u ¥ TOUHH 0AroBopu. Mokeme c1000AHO Ja KOHCTaTHpame
neka Kpamapuk e eanHCTBEH aBTOp O/ HEMaKeJOHCKA IIPOBUHUEHLIM]a KOj CO TOJKY
Jby0OB, MIOCBETEHOCT, OJTOBOPHOCT, CEPUO3HO M MPHCTAITYBa, KAKO IITO BEJIU TO], HA
,,MaKEJIOHCKUTE TEMHU U JUIICMHU ",

HeroBuoTr umHTEpEC BO IpOYyUyBamETO Ha MaKEeIOHCKaTa JHUTEpaTypa HHU3
€/IeH NTOCTKOJIOHWjaJIeH IUCKYpPC MPOAOIKYBa BO KHMrarta [lonumuxa, Kyimypa u
uoenmumem (2012) xako 3aeqHUYKH TPOEKT co AHrennHa baHoBUK-MapkoBcka
co monHacnoB MHTepkynTypeH aujasior. Bo oBaa KHHMra THE TO pasmiedyBaar
npamameTO 3a MHNEPCIOCKTHBATa Ha KYITYPHUTEC MWACHTUTCTU BO PAMKHUTE Ha
MpoIeCHUTe Ha TIobann3alyja u, BO MOHOBO BpeMe, eBporen3anyja. Kako edpukacau
BO MOMEHTOB THE I'l OIpEJeNIyBaaT MPOLECUTE Ha [IOCTOJaHUTE IIPEKOMIIOHHPabha
Ha HAIMOHAHUTE KYITYypH TpeKy npudakame U pernponyKiiija Ha CUTE HOBUTETH
Kou Joaraar onxHazaBop. M nBajuara aBTOpH Toa IO MpaBaT HHU3 NPUMEPOT Ha
KOHCTHTYHPAmETO Ha MAaKEAOHCKHOT €THHUYKU M KYJITYpeH WICHTHUTET BO cdepaTa
Ha IMOJIMTUKAaTa U KHUXXCBHOCTA.

MakeoHCKaTa KpPUTHYKA ¥ WHTEIEKTyallHa MHCIa HacTojyBa CO CHTE
CHJIM Jia ja KOMIIEH3HMpa MpeTxoaHaTa cocTojoa. Ce HaMeTHYBa Kako pedepeHTeH
aBTOMMArOJIOIIKHOT MPUCTAIl HA MaKEAOHCKUTE MHTENCKTYAILH MPEeKy IPOMOLHja
Ha €IeH HOB KyJNTYpeH AWCKYpPC KOj MMa 3ajada MpBO Ja I'M NIpoOsieMaTusupa
MpanamaTa 1 MpodJIeMHTE CO LIE H3HAOTathe HAYMHU Ha HUBHO pelraBase. Toa He e
caMo CIIy4aj co MOCTKOJIOHUJATHUOT AUCKYPC, TYKY c€ HAMETHYBA M KaKO UMIIEPATHB
BO KHMXXCBHO-YMETHUYKHOT, a BO IIOHOBO BpEMC M BO HYGHI/IHI/ICTI/I‘-IKI/IOT IIPEKy
[OITyJIapU3aliija Ha KOJ[yMHATa KaKO MECTO Kajie HHTEIEKTYyall[UTe ' UCKaXyBaatT
CBOUTE CTaBOBH BO OJHOC HAa HEKOM B&)XHHU IIpallamka OJ OIIITECTBEHUOT WIH
MOJIUTUYKHOT KHUBOT.
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OBze HeMa Jja BpIIMME aHaIN3a ¥ BPeJHyBambe Ha CTABOBUTE HA MAKEIOHCKHUTE
WHTEJICKTYyal[ U KPUTHYapH N0 OAHOC Ha mpobiemute. Bo mpojomkenune camo
Ke T HaBeIeMe aBTOPUTE KOWM CE€ 3HAYajHM 3a TOCTKOJOHMjaJIHATA KPUTHKA BO
Maxkenonuja. HuHaTa 3acnyra e moBekekpatHa. Ox efHa cTpaHa, ja MPOMOBHpAaAT
[IOCTKOJIOHWjallHaTa KPUTHKAa BO MakelnoHHja, a, OJ JApyra CTpaHa, CO CBOHTE
pasMuciyBama ycIeBaaT Aa ja HaMeTHaT MakeagoHHja, HE caMO Kako reorpadcka
olpenHuIla Ha BalkaHOT, TyKy Kako 3eMja CO MOCCOCH HAI[MOHAJICH UICHTUTET,
CO CBOj moceOeH ja3WK W KyJITypa W TOKpaj TOa IITO HOCH TParu OJ KyJITypHUTe
KOW TIOMHHAJIC HHW3 HEj3WHUTE MPOCTOPH BO TEKOT Ha HEj3WHATa JoJra, Oorara u
TpayMaTHYHa HCTOPH]a.

Enmsa6era Illenesa, Aurenuna banosuk-Mapkoscka, Anactacuja I 'ypunHoBa,
Jlopera I'eopruescka-JakoBiesa, 1 Becna MojcoBa-YenuiieBcka ce aBTOpH KOU CO
CBOETO KPUTHYKO MEpPO ja 300raTuja KpUTHYKO-TEOPUCKATa MHCIIa BO MaKeIOHCKaTa
KpPHUTHKA BO PAMKUTE Ha IIOCTKOJIOHHjaTHUOT AUCKYpC. HUBHUTE KPUTHUYKH CTABOBH
Ce HAaCOYEHHU KOH IIOCTKOJIOHMjajJHaTa MEepLeNnja HA MaKeJIOHCKAaTa KHUKEBHOCT.
[locebHO MHTEpecHM BO HMBHUTE KPUTHYKM TEKCTOBH CE€ TEMHUTE IOBP3aHHU CO
er3WIOT Kako elHa IMOCeOHO aKTyeqHa Tema, NpoOyieMHTe cOo OerajicTBoTo H
KOHCTpYHpame Ha WACHTUTETHTE BO YCIOBU Ha 00e310MeHOCT. TOKMY AOMOT, KaKo
e/ieH oJ WAeHTH(UKATOPUTE HAa UIESHTUTETOT, € MOCEOHO MHTEPECHA TeMa CO CUTE
HErOBU MOJAJUTETU: EKCIIaTpHjallnja, moTparara mno A0MOT, peraTpHjainujara, Ho U
€/IHO HOBO KOCMOIIOJIHMTCKO c(akame 3a JOMOT U AOMyBameTo. borarara pusHuna
Ha KHIDKEBHHU JIeJIa KOW ja TPeTHpaaT oBaa TeMaTHKa, 3a€lHO CO TpayMaTH4HATa
HCTOpHYja Ha MaKeIOHCKUOT HapoJ Koja TeHepupa TaKBU TEMH CE€ KOPITyCOT BP3 KOj
OBHE HAIlll TEOPETHYAPKU TW aIUIMIHMpaaT CBOMUTE TEOPHCKH CTaBOBU. Ha TakoB
HAYWH THE MaKeIOHCKAaTa JIUTepaTypa ja 3AUTHYBaaT Ha €JHO MOMHAKBO PaMHHUIITE
COTOCTaBYBajKH ja Ha eBporickara. MakeIOHCKUTE KyJITYPHH BPEIHOCTH CTaHyBaar,
Ha TaKOB HAYMH, JI€JI OJ] €BPOIICKUTE, 114 1 CBETCKUTE.
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Abstract: This paper endeavours to analyse Samuel Taylor Coleridge’s The Rime of
the Ancient Mariner from two perspectives: the ambivalent world that Coleridge represented
through the story of a sea voyage and the obscure moral or lack of moral in the story. On
first sight, there are evident Christian connotations and veiled religious symbolism which
produce the idea of a Christian view in which sin-penance-redemption govern the poem’s
world. Although these pervade the storyline, on a deeper level they are challenged by a world
that is governed by random evil forces, which come unexpectedly, and the punishment often
outweighs the sin. We also probe into the theme of the power of individualism that Coleridge
has depicted in the main character of the poem as well as the possibility to read this poem as
a representation of the suffering of a guilt ridden survivor.

Key words: Christian symbolism, sin-penance-redemption, moral, the problem of evil,
guilt of survivor

Introduction

This poem has been attracting diverse criticism for more than two centuries.
House comments that the “poem’s very richness at once tempts and defeats
definiteness of interpretation” (House, 1969, p. 93). It may be read as just a story told
by a weird old mariner, but it ends with the wedding-guest altered: physiologically
and psychologically. Although the intermittent Christian interpretations suggested
by the mariner and the gloss highlight their incongruence. Referring to the 1817
gloss, Warren (1958) recognizes a largely Christian outline of crime, punishment,
penance, and redemption, blended with the imagination of the One Life. Bostetter
and Magnuson, however, try to free the poem from the “traditional pattern of crime
and punishment” (Magnuson, 1974, p. 56) by considering the depiction of disorder
itself the vital point of the poem.
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Religious symbolism

There is repetitive use of Christian vocabulary as a sign of the Mariner’s efforts
to find his conventional orthodox values in the vastness of the unknown and facing
supernatural destructive powers. He calls for help: "Heaven’s Mother send us grace!”
(line 177); is thankful to Mary for bringing him sleep “To Mary Queen the praise
be given/ She sent the gentle sleep from Heaven,” (lines 294-5); and, attributes his
unaware blessing to the works of his saint: “Sure my kind saint took pity on me, /
And I bless’d them unaware” (lines 286-7). Even the action of blessing is a typically
religious act, drawn from his traditional value system. But, the ambiguity lies in the
creatures that he blesses. The water snakes bear recognizable associations with the
biblical serpent, which destroyed the ideal world of Adam and Eve by performing
the same action of isolation. In Coleridge, they are probably introduced to point to
religious interpretation of good and evil. By introducing the blessing of the snakes, the
Mariner actually identifies with them, and by doing so, he forsakes the religious set of
values which he had earlier followed as the snake in the Hebrew Bible is a deceptive
animal that persuades Eve to defy God and is also identified as Satan in the Book of
Revelation. Being under the power of the Life-in—Death figure, he recognizes evil
forces in himself that oppose his previous worldview. He learns of the existence of
evil forces and these forces become part of him. The blessing of the water snakes could
be exactly that: recognition and acceptance of the evil. On the other hand, it is also
a blessing eventually. Coleridge is creating this paradoxical moment when the good,
in the form of a blessing, is combined with the evil that the serpent has symbolically
represented from the very origins of Christianity. The blessing serves to facilitate the
Mariner’s penance and redemption, whereas the serpent image affirms the existence
of evil and the Mariner’s connection with it. He has not been assimilated by evil,
but has witnessed the arbitrary actions of evil powers. Nevertheless, Coleridge also
employs a variety of Christian symbols and allegories, which could be a result of
the more religious tendencies in his later life. Their use in the poem is often, either
overcome by the evil forces at work, or they act as a parody to religious rites, such
as baptism, the Eucharist or the Christ figure. The boat with three rescuers is not a
random choice in Coleridge, as the Wedding-guest whom the Mariner picks out of
three, the Life-in-Death figure who “whistles thrice” when the dice is thrown and the
Mariner’s destiny is determined and his eternal suffering begins. The symbolism of
the crossbow with its three ends associates the three sides of the cross. The Albatross
has also been taken as a Christ figure, as Ronald Paulson points in “Sin and Evil:
Moral Values in Literature”, Coleridge conflates “the Ancient Mariner’s sin against
nature (inhospitality, etc.) with fallen humankind’s evil treatment of Christ” (2007, p.
258). Robert Penn Warren has also pointed to the “symbolic transference from Christ
to the albatross, from the slain Son of God to the slain creature of God” (1989, p. 362).
In the poem, the albatross is referred to as “the pious bird” (Coleridge, Gloss 9), and
for the sailors, who are trapped on the ship surrounded by ice, it means salvation and
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mercy: it has come to guide the ship like the Son of God, and was killed. “Instead of
the cross, the Albatross/ about my neck was hung” (lines 141-2) is an obvious parallel
of the albatross with Christ, represented by the cross, a symbolic representation of
the religion he professed. The death of the bird evokes the death of Christ, signifying
that in killing a living thing without a possible explanation, we partake in the brutality
which Jesus endured. An insignificant form of an unprovoked evil can also be noticed
in the Wedding-Guest’s “inhospitable” direct reference to the Mariner as a “grey-
beard loon” (Coleridge, line 11). Unkindness is not an act as severe as killing a
living creature, but Dilworth Thomas states “it is on the same scale of diminishing
love” (2007, p. 516). This makes the Mariner a Christ-like figure, as after his sin, he
patiently endures the suffering, recalling the suffering and the atonement sacrifice of
Jesus Christ. The parching heat, the intolerable thirst he is suffering, the judgment in
the sailors’ eyes, and bearing the guilt make the Mariner a martyr, a parody of Christ’s
crucifixion on the Cross. Hence, The Rime attributes both, the Ancient Mariner and
the albatross, traits of Jesus figures in which the later represents the positive efficacy
of redemption, as the bird dies for the sin and salvation of the Mariner, whereas,
the Ancient Mariner represents the negative efficacy of redemption as he does not
die, but continues to suffer eternally. The emblematic Christ figure treatment of the
Mariner is imposed by the view of the dead body of the albatross hanging from
the Mariner’s neck, which renders the Mariner’s body as a cross-like figure. The
correlation of the Mariner and the albatross with the body of Jesus on the cross is
remarkably illustrated in David Jones’s 1964 copper engraving of The Rime of the
Ancient Mariner. However, there isn’t any direct evidence in the text that Coleridge
intended to represent the Mariner and the albatross as religious incarnations.

The isolation that the specter ships represents itself also brings isolation to the
Mariner’s ship by separating him from the rest of the crew who is doomed to die. The
situation resembles the vampire’s isolated status in society as this mythical creature
lives next to humans but is feared, destroyed and not part of community. The Mariner
is able to see the curse in the eyes of the sailors as he has done a hideous deed for
which the demonic forces that have possessed them had been unleashed. This is a
proof of the existence of inexplicable irrational forces and principles governing the
unknown. A Christian God would not condemn the Mariner to such horrific destiny
for a mere bird slaughter, nor would the crew who did not participate in the act, - but
merely approved of it, as they esteemed that the bird had brought them “mist and
snow” (line 134) - deserve such terrible and sudden death. The traditional earthly
mores would not convict two hundred men with death for approving an unaware
killing of a bird. This newly acquainted world threatens to diminish the system of
values that was part of the Mariner’s world so far.

Parallel to the sin—suffering—redemption theme, Coleridge seems to be offering
a discussion of the Problem of Evil. In a note from January 11, 1805, Coleridge
writes, “It is the most instructive part of my Life the fact, that [ have been always
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prayed on some dread, and perhaps all my faulty actions have been the consequences
of some dread or other in my mind from fear of Pain, or Shame, not from prospect
of pleasure.” (Coleridge’s Notebooks: A Selection, 2002, p. 76) He posits that the
evil that is engendered from Original Sin of our fear of the evils in the world and
that sometimes evil comes unexplained and unexpectedly. The basis for explanation
of Coleridge’s idea of the origins of evil is his remark to Anna Barbauld’s comment
on the lack of a moral in The Rime of the Ancient Mariner. His reply was that “the
poem had too much: It ought to have no more moral than the Arabian Night’s tale of
the merchant’s sitting down to eat dates by the side of a well, and throwing the shells
inside, and lo! A genie starts up, and says he must kill the aforesaid merchant, because
one of the date shells had, it seems, put out the eye of the genie’s son.” (English
Romantic Writers, 1995, p. 520) This analogue, however, explains more the idea of
sin, than the lack of a moral in his poem. The comment focuses on a random act that
is followed by punishment that outweighs the severity of the act.

The difficulty of making meaning of the moral that we have to deal with in
order to gain complete understanding of the poem is perhaps rooted in the fact that
the poem obscurely challenges the possibility of the existence of universal moral
categories. The verse could be considered as the Mariner’s struggle to understand his
experience with the moral values that are incorporated in him. His inability to make
any sense actually refers to the general non-existence of universal rules outside human
community. It could be that the poem’s idea lies in presenting the main character’s
inability to gain complete understanding of its moral sense. Even seen in Christian
terms as a sinful soul, the Mariner is evidently deprived of complete understanding
of the roots of his condition, as are we. The final statement, “the dear God who
loveth us, / He made and loveth all,” (line 616-17) appears to have no reference to
his experience. If it were a loving God, it is unclear why he would make the Mariner
suffer eternal punishment for what is only a minor offense. Coleridge unconvincingly
includes the final moral, which does not explain the Mariner’s horrific experience. The
moral leaves the poem’s idea obscure and without unity, mirroring the character’s and
the readers’ inability to make sense of the world applying universal moral concepts.

Another less noticed confusing aspect of “The Rime of the Ancient Mariner”
is the fact that the fate of the Mariner and two hundred men is determined by the
throw of dice. The fate of so many people on the ship is determined by the most
arbitrary act like a dice game. This fact robs the poem of any logical, rational or moral
interpretation as well. It also reminds of the most famous dicing in human history—
the Roman soldiers’ dice for the robes of Christ. In essence, they were Christ’s enemy
sentencing him to death for his preaching ideology. Their dicing game was for pure
materialistic reasons—the possession of goods. However, the paradox of this act is
that they didn’t know what they were doing and what this could mean one day, that
by possessing Christ’s relics they unconsciously participate in the perpetuation of
Christ’s story and facilitate its present day endurance. According to the Bible (Luke

72



COLERIDGE: THE WORLD AND THE MORAL OF
THE RIME OF THE ANCIENT MARINER

23:34), Jesus said, “Father, forgive them, for they do not know what they are doing.
And they divided up His garments by casting lots.” The soldiers’ oblivious act is
parallel to the Mariner’s actions: he killed a bird, did a small unaware act, but vast
events followed this deed; he blessed the snakes, once again unconsciously, and his
burden was released. Coleridge seems to be aiming at the fact that, sometimes, small
things turn out to bring great consequences. A casual act, which brings significant
results—this is something Coleridge has clearly put into play. This biblical reference
does not serve to support the argument of the Mariner’s vampiric nature, but it poses
light on the occurrence of events in life in which, as in the case of the Mariner,
sometimes small unaware acts can have grave outcomes. The dicing element also
suggests a universe where logic and human moral system do not rule, but random
and irrational forces which determine life and death, more precisely a simultaneous
state of life and death.

Evil powers and the guilt of the survivor

The lack of moral significance opens the gate for psychological interpretation
of the effects of the disturbing powers the Mariner is exposed to. It is the existing
arbitrariness that imposes the poem’s reading as a major traumatic disruption in
the Mariner’s personality, the reason of which is attesting of the sudden death of
his shipmates, according to David S. Miall (“The Predicament of ‘The Ancient
Mariner’”, 1984). His reading of The Rime of the Ancient Mariner takes into account
Robert Lifton’s “Life in Death: Survivors of Hiroshima”, arguing that it is the death
of the sailors, not the encounter with Life-in-Death which is the traumatic experience
for the Mariner. He has undergone “what may be called the survivor’s ‘death spell,””
(Lifton as cited in David Miall, p. 646). Lifton has explored the traumatic effects
of the Hiroshima atomic bomb on the survivors, which corresponds to Coleridge’s
depiction of the Mariner after the experience on sea. Such a devastating encounter
with collective death produces a “psychic closing-off” (p. 646) in the survivors
usually accompanied with an unjustified sense of guilt because they have survived by
considering themselves unworthy or merely being lucky. The reason for the Mariner’s
closing-off is the curse he saw in the dead men’s eyes: he remained alive while all
the others perished. His self-loathing is clear when he compares his existence with
the disgusting sea creatures: “A thousand slimy things / Lived on; and so did I’ (lines
239-40). His realization of the rotting sea beneath with the slimy creatures, points to
himself, his inner state, but as his abilities are locked inside him and he is in a stasis,
he is unable to pray. Furthermore, his psychological fixedness as a result of the guilt
about the death of his crew is supported with the fixed image of the motionless ship:
“As idle as a painted ship/ Upon a painted ocean” (lines 117-18), as if it is a painted
picture. The Mariner is entrapped in a psychological state which does not seems
to offer possibilities of getaway. Life-in-death is the proper representation for the
condition he is caught in.
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However, as this poem suggests, the Mariner’s condition is not death, but
resembles death. It is a state more horrific than death itself, in which life is interrupted
with eternal suffering. While the souls of the Mariner’s shipmates move “to bliss or
woe,” (line 221) he is stuck in a liminal condition. The lines describing the Life-in-
Death figure: “She is far liker Death than he; / Her flesh makes the still air cold” (1800
Edition, lines 189-90) represent the paradox of living a life in death being worse than
death itself. But, the Mariner’s life-in-death state of existing also resonates human
life stained by the Original sin, which we don’t understand and are not able to save
ourselves except through God.

As this analysis has, hopefully, proved, the source of the Mariner’s distress is his
guilt over the death of his shipmates, accompanied with the inability to experience
death. The evil powers to which the Mariner is subjected to have a deep effect on him,
leaving him psychologically maimed, and the tale offers no complete recovery for
him, as he doesn’t seem to actually understand the whole meaning of his experience.
As Andrew Goodspeed (“The Curse in a Dead Man’s Eye: Sight and Vision in
Coleridge’s ‘The Rime of the Ancient Mariner’”), points:

The Mariner in fact is groping towards understanding, and attempting to
comprehend his suffering, yet does not fully understand it. Instead of teaching a lucid
lesson about fate and guilt, he relates a powerful tale of suffering without drawing a
clear conclusion.” (2017, p. 209)

Having seen and experienced the arbitrariness of evil powers, evil becomes
integral. Not in a sense that the Mariner becomes an entirely diabolical character,
but more as a character who has seen the world from a different perspective which
has changed him in a negative way. Like the Hiroshima or the Holocaust survivors,
who live on, but are never what they used to be. They have felt the overwhelming
power of evil, which has destroyed part of them and left a dark patch on their souls.
Their story probably has a similar effect on the listeners as the Mariner’s story has
on the Hermit and Wedding-Guest. It is a story of darkness, diabolical forces and
massive destruction without any logic or consequences that match the survivor’s or
the victims’ crimes, like the Mariner’s crime and the sailors’ crimeless but terrible
fate. Learning about the dark side of humans and the arbitrariness of evil, cannot but
make people sad like the Wedding-Guest at the end. Between the Mariner and his
listeners, there is not only knowledge transfer, but also energy transference. Although
this information transmitted between the Mariner and the Wedding-Guest is never
revealed to the readers, it is a fact that the Wedding-Guest comes out changed after
hearing the strange tale. Hearing a horrendous life story is likely to evoke negative
feelings, as a result of the negative energy transference and the fear of the pending
evil. As the Mariner is aware of the lurking evil behind us:

Like one that on a lonesome road
Doth walk in fear and dread,
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And having once turn’d round, walks on,
And turns no more his head;

Because he knows a frightful fiend

Doth close behind him tread. (lines 446-51)

His psyche is struggling to establish the causes for the terrible experience, the
death of his shipmates, although he, as well as we are never sure whether it was the
killing of the bird, an incident of pure chance or something else. In the struggle to
find meaning in the world of arbitrary forces, the Mariner’s permanent feeling is
that of guilt. The guilt of the survivor, and undeniably for him—also the guilt of the
criminal. His convulsions in agony are attempts to tell his tale, and for an interim
to become relieved from the pangs of guilty feeling. The reading of the text as a
traumatic experience of the Mariner obligates the mention of some psychoanalytic
criticism and trauma theory, as well as the work of Primo Levi (1984). As one of
the most creative writers of Auschwitz survivors, Levi distinctly recognizes within
himself the Mariner’s compulsion to repeat his tale or, as Coleridge’s Mariner needs
to be “shriven”. The following is an excerpt from Levi’s “Periodic Table”:

The things I had seen and suffered were burning inside of me; I felt closer
to the dead than the living, and felt guilty at being a man, because men had
built Auschwitz, and Auschwitz had gulped down millions of human beings,
and many of my friends, and a woman who was dear to my heart. It seemed to
me that I would be purified if I told its story, and I felt like Coleridge’s Ancient
Mariner, who waylays on the street the wedding guests going to the feast,
inflicting on them the story of his misfortune.
(1984, p. 151)

The Mariner’s attempt to be “shriven” or “purified” is not a successful one, as it
requires other processes: “testimony and integration, not confession and absolution”,
according to Ribkoff and Ingis (‘“Post-Traumatic Parataxis and the Search for a
“Survivor by Proxy” in Coleridge’s “The Rime of the Ancient Mariner”, 2011).
Judith Herman, in her “Trauma and Recovery: The aftermath of violence—from
domestic abuse to political terror” (1992), designates that the “survivor seeks not
absolution [from others], but fairness, compassion, and the willingness to share the
guilty knowledge of what happens to people in extremity” (1992, p. 69). She further
explains, “The goal of recounting the trauma story is integration, not exorcism”
(1992, p. 181).

As previously stated, the Mariner’s confession to the Hermit does not bring
him absolution. Having in mind the negative responses of the Pilot and Pilot’s Boy,
as well as the Hermit’s questioning the Mariner’s nature, it is rather unlikely that the
Mariner receives absolution from the character who represents religion. It is also
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doubtful whether the Mariner’s tale meets any compassion on the side of the listeners.
We are definite about this with reference to the Hermit, but the Wedding-Guest has
an ambiguous treatment by the author. We have evidenced on many occasions his
reluctance to hear the Mariner’s story, as well as certain unwillingness to be kept
away from the festive ceremony. He stays only because he is in a way transfixed by
the Mariner’s “glittering eye” and because “He holds him with his skinny hand” (line
9). He expresses his impatience at having to hear the strange tale, "The Wedding-
Guest here beat his breast, / For he heard the loud bassoon, (line 31-2) since it was
the festivity that he wanted to be at. In addition, his incredulous attitude about the
Mariner’s tale is clearly depicted on many occasions. He refers to the Mariner as a
“grey-beard loon,” (line 11) which explains his treatment of the Mariner as a crazy

old man who arouses fear:

I fear thee, ancient Mariner!

I fear thy skinny hand!

And thou art long, and lank, and brown,

As is the ribb’d sea-sand.

I fear thee and thy glittering eye,

And thy skinny hand so brown. (lines 224-29)

On hearing the horrible story of the Mariner, there seems to be no trace of
compassion on the part of the Wedding-Guest, which will enable the psychological
return from the traumatic experience for the Mariner.

If we consider him as a character who suffers post-traumatic effect, the Mariner’s
tortured soul also needs integration into normal life. The end of the poem represents
the Mariner as standing alone with his listener and watching from a distance the
merry people celebrating. His preference to go to church and pray, again points to his
choice for solitary life, as is his eternal curse to travel lonely from land to land and tell
his story. The Mariner is deprived of integration in the community he used to belong;
his return home is only physical and superficial. From a psychoanalytical perspective,
the complete recovery of the Mariner’s “soul in agony” does not take place as he does
not go through the processes of compassion and integration, which is why at the end
he is left to wander the world and compulsively articulate his story, and relive the
experience in an effort to alleviate the pain. While doing that he “sucks” the energy of
his listeners, enervating them and turning them into less happy people, like the work
of the vampire.

Conclusion

Despite the fact that Coleridge achieves to attribute intrinsic vagueness to the
poem by using devices that tend to enclose it: as a story within a story, religious
understanding of events by the mariner himself and, after 1817, the gloss, the poem
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displays intense open-endedness. While it undoubtedly appropriates Christian
language, it turns to be inconsistent with the Christian doctrine. While the primary
theme of the poem remains the sacramental vision, Coleridge’s representation of the
Mariner’s experience in the poem offers a universe that is reflection not of logical
beliefs but of unreasonable fears and feelings of guilt. The author has painted the
kind of cosmos which his own life experiences could have suggested to him. His
intrinsic fear of frightful consequences felt from a young age, involved a number
of sinful acts, which eventually led him to opium addiction. The poet has poured
himself so much into the poem, contained in Leslie Stephen’s idea that the “germ
of all Coleridge’s utterances may be found—by a little ingenuity—in ‘The Ancient
Mariner’” (Stephen, 1909, p. 335). As a descriptive medium of the author’s thought,
it is evidently multivalent and defies the possibility of a single true interpretation.
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Ancrpakr: [IpBoro aeno na Mapunynse ®najcep Fegefeuer in Ingolstadt (Yuctunuiire
B0 Murommrazn), odjaBeHo Bo 1924 rogwHa, € SKCIPECHOHMCTHYKA apaMa 3a OJHCKHOT
MPOCTOPEH M MEHTAJIEH KHUBOT Ha rpymna cpeaHomkonu Bo Marommran Bo 1920-tute eqnu
Ofl IDYTH W O] aBTOPHUTETOT Ha I[PKBaTa CO HEj3MHUTE MOpalHU TBpAewa. OBaa Jpama e
aBTOOMOTpadCKO cekaBame, OMHOCHO HUBO KO€ BO HCTpakyBameTo Ha MJID, ocobeHo Bo
HETOBHUTE JIpaMH, CO MPABO Ce KapaKTepu3upa Kako AyXoBeH aBroouorpadcku pomad. Tokmy
BHATPEIIHUOT pOMaH — aBToduorpadcka — NCUxojpaMa, Ha OBaa Maja JpaMa M JaBa elHa
creuduyHa IpaMaTika Koja He € MICHTHYHA CO TPAJULIMOHATHUTE HKAHPOBH Ha ApaMaTa.

AHanu3aTa ce OHeCyBa Ha TJIeIUIITaTa Ha BepOATHOTO M HEBEpOAITHOTO OJIHECYBAhE,
Ha PELUIPOLMTETOT O akKiuja U pedieKcHja, Ha MOCEOHOCTa HA IMCHXOIMATOJIOrHjaTa U
HEJ3UHOTO COLIMjalIHO, OJTHOCHO MHTEPAKTUBHO NMpHMeHyBame. [IpuToa MOeTo BHUMaHHE €
HACOYEHO KOH MHTEPaKTHBHOTO MPHMEHYBamke KAaKO €/IeH BUJ MMO3UTUBHA KOHIICMIH]ja 3a
Ccy0jeKTHBHOCT M HHTEPCYOjEKTUBHOCT.
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Abstract: Mariluise Fleiser’s first work, Purgatory in Ingolstadt, published in 1924,
was an expressionist drama about the close spatial and mental life of a group of high school
students in Ingolstadt in the 1920s. from each other and from the authority of the church
with its moral claims. This play is an autobiographical memory, in which level that in MLF
research, especially in her plays, is rightly characterized as a spiritual autobiographical novel.

79



darmupe Bejcenn

It is the inner novel - autobiographical - psychodrama, that gives this small drama a specific
that is not identical with the traditional genres of a normal drama.

The analysis refers to the views of verbal and non-verbal behavior, the reciprocity
of action and reflection, the specificity of psychopathology and its social, which means
interactive application. My attention is focused on the interactive application as a kind of
positive conception of subjectivity and intersubjectivity.

Key words: intersubjectivity, rivalry, sisters, verbal, nonverbal, family

Bogen

Bo 0Boj Tpyz, ce onpenenus Temara 3a ,,MHTEPCYOjeKTUBHOCT  /1a ja IoBp3aM
co AeranHa aHanu3a Ha TekcToT Yucrwimmrero Bo Wurommran (Fegefeuer in
Ingolstadt).

[TpBara Bep3uja Ha IPaMCKUOT TeKCT YUCTHIIMIITETO BO IHTOIIITA 1 € HANHITaHa
BO 1924-ta ronuaa Bo MunaxeH. CodyBaH € caM0 TEKCTOT O TIpan3Be0aTa Ha mpBaTa
Bep3uja Ha 25 anmpwn 1926-Ta rognHa Ha crieHaTa Ha Miama OwHa Bo bepiuH Koja
BO TOa BpeMe Ouia znen ox I'epmanckuor tearap Bo bepiuH. ABTOpKaTa M3roTBHiIa
HOBa Bep3Hja Ha OBOj TEKCT KOj To muIryBana ox Aekemepu 1970-ta o anpun 1971-
Ba roguHa Bo Murommran. [Ipan3Bendara Ha oBaa moJIoHEX)Ha Bep3uja oua Ha 30
anpui 1971-a ronuna Ha ciieHaTa Ha BynepTaickuoT qpaMcKu TeaTap BO pexuja Ha
I'uatep banxaysen (Giinter Ballhausen). [Ipau3senbara Ha npBaTa Bep3uja Bo 1926-
Ta ronuHa Omia Bo pexuja Ha [layn bunx (Paul Bildt) Bo copabotka co bepromnn
Bpext. (Cn. Marieluise Fleisser: Gesammelte Werke (GW). Frankfurt am Main.
1972. Bd.1, Vorwort, 6 ff.)

3a Hac, HAjBAXHUOT apryMEHT TpH ompenendara 3a oBa JENO, CE COCTOEIIe
BO cieHOBO. [lojmoBHa Touka HU Oellle — BO MPHUKIYYYBamkETO KOH JIUTEpaTypara
3a MJI® — ¢akToT jeka MpBOTO JAPAMCKO JIeNO0 CHTHH()HUKAHTHO ce pa3lInKyBa O]
MOJIOLHEKHUTE.

OBga zmeJo ce cMeTa 3a ApaMcku TekeT Ha MJI® Bo Koj cuTe pesieBaHTHH MOTHBH,
TEeMH, IPOOJIEMH U METOIM Ha IOHATAMOIITHUTE JieNa ce Beke pa3BueHH. U Toa Taka,
LITO OBOj pa3Boj MOXKe Jia ce HaOJbyAyBa Kako Bo JJaboparopuja. (Mcro taka Puie Bo
cBojot Boen koH GW 1, 16 ff)

Temara wnu npoOIEeMOT Ha HHTEpCYOjeKTHBHOCTa BO Jenata Ha MJID
TEHEPAITHO ce 00paboTyBaHU O Pa3TUIHH ACIIEKTH, HO M TyKa C¢ YIITe He0CTacyBa
($byHIMpame BO KOHKpETHATa aHaIN3a Ha TEKCTOT.

LlenTa Ha OBOj TPYA € CO JeTajHATA aHAJIK3a Ha HABEACHOTO JIENIO J1a Ce J10j1e
JI0 HOBH pe3yJITaTH KOM BO JOCETAIIHUTE UCTpaKyBama 3a MJID He ce 3abenexxanu.

HuTepcydjexTUBHOCTA BO auTepaTyparta 3a MJID

HNHTepcyOjekTHBHOCTAa € B3aeMeH OJHOC Mmomery cybjektute. Ilom cybjexTn
noapasOupamMe HOPMaTUBHH ITyT'€ KOM MOYKAT a0 MCIIOJHAT OHa KO€ XyMaHUCTUYKAaTa
¢unozoduja u eTuka ro AePUHUPAAT KAKO BUCTUHCKO YOBEYKO CO3PEBAE.
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Cy0jekTute ce WHAMBHIYHM KOM MOXAaT Jla Ce pa3BUBAaT Kako CIIO0OJHH,
caMOOTIpeIC/ICHH JINYHOCTH, CIIOCOOHH J1a paBaT u300p. OBaa OCHOBHA Jie(hUHUIIH]A
Ce 3aCHOBA Ha TeOpHjaTa Ha UCTOPHjaTa Ha YOBEIITBOTO KoOja ja cpekaBame kaj J. I
Xepnep (J.G. Herder) u Umanyen Kanr.

Opunpux Illunep ja mpommpu KanroBara neduHMIMja 32 aBTOHOMHO-
YOBEYKATa JIMYHOCT, 0COOEHO O]l aCMEKT Ha YOBEYKOTO AOCTOMHCTBO. OBaa mpieja
koja noteknyBa ox lllunep u 6pakara Xym0O0I1, NpeTCTaByBa OCHOBA HAa €BPOIICKHOT
Y TepPMaHCKH TIOUM 3a 00pa3oBaHHe.

Mapkc u Enresnc, ucto taka, ce ocBpHyBaat Ha ugeute Ha [llunep, Ho mouHyBaar
CO TOA LITO TH aHAJIM3MPAAT YCIOBUTE KOW MPHUIOHECYBaaT 3a Toa, ujaejara — mpex
C¢ JOCTOMHCTBOTO Ha YOBEKOT — BO (DAKTHYKOTO OMILITECTBO, CIHOpPEI TOa KaKo ce
pa3BuBa HazxBOp oA Quio3odujata U JUTEpaTypara, Ja He € MOAJAPKyBaHA, TYKY
MoTpeyyBaHa WK AypU U CUCTEMATCKU pa3ypHyBaHa.

Otrorami, mOCTOjaT JBE JOMHUHAHTHH TpaJullMd BO TIOTJiel Ha oOBaa
TeMa: a) eTHYKO-HOPMATHBHATA, KOja Ce€ TPOTera Oj NOIHOWICANINCTHYKATA H
HOBOKaHTHjaHCKaTa eTnka 1o Teopujata Ha KOMyHHKaTmBHHOT pazyMm (Theorie
der kommunikativen Vernunft) Ha coBpemeHHOT repmanckuor ¢uiozod Jypren
Xabepmac (Jiirgen Habermas); u 6) AMgakTHIKO-KpUTHYKATA KOja, IToarajKy ol eqHa
»peryJaTuBHa ujeja” Ha BUCTUHCKA CyOjeKTMBHOCT Ha clioOoAHUTE cyOjexTH, ja
aHanmm3upa Oejara Ha KOMyHUKAaTHBHATA PEATHOCT 32 Jla MOXKE O]l Pa3InYHU aCTIeKTH
Jla KOHCTaTHpa JieKa MOpaMe J1a )KHBEeMe BO HCTOPHCKO BpeMe Ha pa3ypHyBame Ha
CyOjeKTHBH3MOT, a CO TOa M BO BPEMETO Ha pa3ypHyBame Ha cyOjekTnBHOCTa. Ha
OBOj TIpaBell My Tpumara u Te3ara 3a ,,PasypHyBameTo Ha pasymot (Zerstdorung
der Vernunft) na I'epr Jlykau (Georg Lukas), kako u ,,dpaHkdyprckara mkona“
(Frankfurter Schule) co Haj3nauajauTe aBTopu Makc Xopkxajmep (Max Horkheimer)
u Teomop Anopao (Theodor Adorno).

Jlenara Ha MIOHOBUTE TEOPETHUYAPH PEIICBAHTHU 32 OBaa TeMa; XepoepT Mapkyse
(Herbert Marcuse) u Maptun by6ep (Martin Buber) ce moBp3anu 3a @pankdyprckara
mkona. bybep Oemre npB koj ekcrummmutHaTa ,,dunozoduja Ha TU“ (Philosophie
des Du) ja pa3Bu kako Teopuja Ha MHTepcyOjekTuBHOCTa. Ho, Mapky3e moxe na
ce cMeTa 3a Qu1o30( K0j BO KOHTEKCT Ha PEBOATOT o1 1968-Ta roguHa ro U3MEHU
[EeJTUOT 3ama/iecH MEHTAUTET BO 3HAKOT HAa HEroBaTa KPUTHKA Ha Pa3ypHYBamETO
Ha BUCTHHCKUTE MEIy4OBEUKM OJHOCH. MapKy3e € e€IeH O]l TEOPETCKUTE aBTOPH
KOj MapKCHCTHYKaTa MHCIOBHOCT Ha MaTepHjaHOTO H3pa3zyBame ja MOBp3a CO
MozepHaTa ¢opma Ha mHTepakuuja. Co Toa, HU3 JeTallHAa aHaJIHM3a Ha PEaJHOCTa,
TOj ja 300TaTH W ja MPOMEHU HICATUCTUYKATAa XEPMEHEBTUKA — TEOpHjaTa, KakKo
pa3dupameTo moMery BUCTHHCKUTE CY0jeKTH UIealHO (yHKIMOHUDA.

Mapky3e omHamnpes 3a0eiiexka MHOTY HEIITa KOM Mery IIEeCeTTUTe U
JIeBEICCETTUTE TOAMHM O MHMHATHOT BEK T'M TeMaTH3upaa rpynara (hpaHIyCKH
¢unozodu Ha geno co Mummen ®yko (Michel Foucault), [lepuna u Jlakan.
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HuBHuTe pena, WCTO Taka, ce TOjI0OBHa OCHOBa 32 IIOHATaMOLIHOTO
(EeMHHUCTHYKO Pa3BHBamk-E HA KPUTHYKATA aHATUTHKA HA HHTEPCYOjeKTUBHOCTA.

3a Hac, ox ocobeHo 3Hadewme € Mumen dyko, 3aT0a IMTO Kaj HEro Haorame
HCTOPHCKA aHAIM3a Ha ,,KOJUPAKETO ™ Ha Cy0jeKTUBHOCTA, HA HHTEPCYOjeKTHBHOCTA
U Ha MelydyoBEYKUTE OJHOCH KOU C€ MHOTY OJIMCKM Ha OJHOCHHTE TEMHU H
npobiieMatu3upama kaj MJID. DykoBOTO CrO3HABaWkE HA ,,HAATJICIYBAEKETO U
kazmata“ (Uberwachen und Strafen) u ,,.Cexcyamnocra u BuctuHata® (Sexualitit
und Wabhrheit), nperctaByBaa 0coOeHO 3HAYajHU E€JIEMEHTU O] KHBHOT CBET, KOU
MJI®, Hu3 cBOUTE APAMCKH aHAJIM3H, TM IPETCTABYBa BO €para Ha TOTAJIUTapU3MOT.
(Michel Foucault: Uberwachen und Strafen. 18 f.)

3a MeToI0T U aHAJIN3AaTa HA TeMaTHKaTa Ha cy0jekTuBHOCTa HA MJI®D

[Tokpaj Teopunte 3a MHTEPCYOjEKTHBHOCTA, HAIIUTE aHAIW3U TH MOBP3yBaMe
0co0EHO CO OHME Te3W Ha aBTOPHTE, TEOPETHYapH, KOM Cce OJHecyBaaT Ha
MIONIPEYyBamk-ETO Ha 3peliaTa cy0jeKTUBHOCT. EfHa o1 IieHTpaTHuTe Te3u Ha 3UTMYHT
®poja e Aeka MompevyBameTo Ha KOMyHHKAIUjaTa ¥ CIpevYyBameTo Ha XyMaHarta
WHTEpaKIlMja 3aBUCH OJ] HArOHCKaTa CyA0MHA Ha WHAWBUAyarta. JledopmanujaTa
Ha WHMBH]yaTa CTEKHATa BO PAHOTO JIETCTBO, BO HAIllaBa [UBWIIM3AIIHNja BOJIN KOH
crienn(pUYHH [ONPEeYyBamka BO YOBEYKOTO CO3PEBAkHE BO ABTOHOMEH CyO0jeKT.

Ogaa te3a Ha ©poja mogo1HA Gelie MOMMPOKo pa3padboTeHa O ONIITECTBEHUTE
U KyATypHO-KpUTHUKH clenbennnn. Hue ce ocBpHyBame mpen c¢ Ha XepOept
Mapxkyze u Epux ®@pom. logexa Maptun bybep ro mpercraByBa naeanor Ha Jac —
Tu — ogHocoT, Mapky3e u ®pom ce 3aHUMaBaaT CO HEraTHBHUTE (HaKTOPH KOU BO
peaniHaTa )KMBOTHA CpeAMHA Ha 3aMaAHaTa [UBHIIN3allH]ja ro CIIPeuyBaaT CO3PEBAETO
Ha cy0jeKToT, ¥ IOKPaj TOa IITO TOKMY 3anajoT ro MpoKJIaMHupa OBOj Hieall.

JlBajuiaTa aBTOpU ce TOTHHPAaT HA CMOXAJHUTE CTYIUM Ha AJIOPHO U
XopkxajMmep 3a reHesara Ha GamucTHIkuoT kapaktep. (Bugm: Theodor W. Adorno
und Max Horkheimer: Studien zum autoritiren Charakter, 33 ff.)

Tue ja mpe3emMaarT OCHOBHATA Te3a JieKa 3perara Cy0jeKTHBHOCT € Taa Koja
MOJKE J1a CcO3/aJie BUCTMHCKA M XyMaHa MHTEpCyOjeKTHMBHOCT. Bo moHOBO Bpeme
oBaa TeopHja ja npezeMa Jupren Xadbepmac. Bp3 ocHOBa Ha oBaa, TOj HaArpaau eaHa
HOBa TeopHja Ha ,,KOMyHUKAaTHBHUOT pazym™. XabepMmac ja HaJOIIOIHYBa MocTapaTa
TEeOopHja Co Toa IITO ,,pa3yMHAaTa KOMyHHKaIHja™“ HE ja TMPUKaKyBa KaKO Pe3yITar,
TYKY KaKo MpOIIeC Ha TeHepUparhe Ha ABTOHOMHATA Cy0jeKTHBHOCT.

OBre Te3M cakaMe KOHKPETHO Ja T'M TPUMEHHME W TIpeucnuTaMme Bp3
TBOpewmTBOoTO Ha MJID. 3a Taa 11en ce onpeaearBMe 3a aHANK3a Ha MPOTarOHUCTUTE
Ha KOMYHUKaTHBHHOT mpouec Bo UM. AHanmuzara ce ofHecyBa Ha TJIEAWIITATa
Ha BepOAJIHOTO M HEBEPOAJHOTO OJHECYBaWme, Ha PEIMIIPOLUTETOT O]l aKIhja
u pedriekcuja, Ha MOceOHOCTa HAa TICHXOMNATOJIOTHjaTa W HEJ3MHOTO COITHjaTHO,
OJITHOCHO HMHTEPAKTHBHO MpHMEHYBame. [IpuToa HAIIeTO BHHMAaHHWE € HACOYCHO
KOH WHTEPAKTHBHOTO MPUMCHYBAaWmE KaKO €ICH BUJ IMO3UTHBHA KOHIICMIMja 32
Cy0jeKTUBHOCT M UHTEPCYOjeKTHBHOCT.
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Conap:xuHa Ha TPYAOT

CynbuHaTta Ha IEBOjKUTE U MITaAuTe )kKeH! Bo Ynctummre Bo Murommram (UYN)
o1 MJI® ce pemaBa mpeky nedekTHata CTpyKTypa Ha Qammnmjata. Kiementuna
Bepotep ce o6unyBa aa ja mpeseMe yiorata Ha MpTBaTa Majka.

Toa ja noBeayBa BO cocTojOa na Owmae a MpUOpH HEmpaBegHa KOH OpaToT W
cecTpara, MOTPELIHO /1a TH TPETUPa — HECOOABETHO HAa HUBHUTE Pa3BOjHU MOTPEOH.
CuTte npyry 4iIeHOBH Ha aMmiIHjaTa cTpajaaT mopaau toa. Ha uneHTudukyBameTo
CO MajKaTa My COOJIBETCTBYBa IpH(akameTo Ha IIPKOBHUOT MOPAJI CIIOpe KOj Taa ja
KpUTHKYBa 1pexn ce cectpa cu. (UU, ci. 1, 64)

Viorata Ha 3aMeHa Ha MajkaTta T0O MOTHMBHUPA W 3aCHIyBameTo Ha Ejekrpa —
KOHCTeNalujara, mro oJ CBOja CTpaHa ro paguKalu3nupa KOHPIUKTOT CO cecTpaTa
Outra koja ucTo Taka ¢ pukcupana Ha tTatkoto. (U, ci.1, 67 ff)

On daranHata KOMOMHAIMja OJf TICHXWYKHA W JIOTIOJHHUTENHU PEITUTHO3HU
JIejCTBHja O] Hea ce Co3/1aBa ACHYHIIHjaHTKa, Ipe.T c¢ KOH TaTkoTo. CorjacHo Ha TOa,
HEj3MHOTO OJHECYBame MOCTOjaHO OCIMIMPA MEry KOMILIEKCOT Ha HH(EPHOPHOCT
1 HAaAMOKHHM CIUIETKH. Bo Hej3uHaTa 3amieTkaHoCT BO AMHAMHKATa Ha Je(eKTHaTa
(damunmja 1 mpeocTaHyBa caMmo YIITE MOBHKOT KOH ,,MOJHTENIKaTa“, KOH MpTBaTa
MajKa:

,,MeHe CeKoTaIll cakaar Ja MH ja 3aTBOpaT ycTara.
Opno3ropa MaMa Tie/ia Kako ce ojHecyBare co HejsuHoto gere. (YU, ci. 1, 68)

KnemenTnHa 7eMOHCTpUpa OrpaHUueHa ciocoOHOCT Kora Tpeba Ja pa3MuciIyBa
3a mpaliamka KOW MMaaT JOIMMPHU TOYKM CO CMHCIIAaTa Ha Hej3uHaTa (paMuiujapHo
3arevyaTeHa er3ucTeHnuja. Taa He MoXKe Jla TH Ipedekopu rpanunute. Ha okoBute
CO3/1a/IeHH CO MIMUTHpamkE Ha JINKOT Ha MajKaTa, UM COOABETCTBYBA CaMO ja3HKOT Ha
,»TIOOOKHOCT* KAKO CPE/ICTBO 32 M3pa3yBame Ha APYrocTa:

»Mama riena Bo cpiero...Tu Hi Ha He60 Hema Ja oauIr. Mopalll Jja TOPHIIT BO
MIEKOJIOT, a jac Ke JieKaM Bo CKyToT Ha AOpaxam.” (U, ci. 1, 68)

WNHTepakTBHATa TIeMa Ha penurHjata kaj KieMeHTHHA nIejcTByBa MHOTY
MIOCHITHO OTKOJNKY Kkaj Omra. Taa He MOXe Jla CHM 3aMUCIH KOMYHUKaldja |
HHTEPCYOjeKTUBHOCT 0e3 Toa J1a ce ofHecyBa Ha Hekoj rojmem Tper. Co Toa, ymre
Ha CaMHOT MOYETOK M MpHIara Ha OHaa CTBAPHOCT BO KOja HE MOXE JAa J0jAe 10
BUCTHHCKaTa KOMYHHUKalHja Mely cIo0OAHU CYOjeKTH, MITO 3HA4YM, O BUCTHHCKA
MHTEPCYOjeKTUBHOCT.

Habpry ke BooumMe JeKa Toa € IOBpP3aHO CO HEj3MHATa HH(PEPHOPHOCT
Hacnpotu Onra. Toa 3HauM Jexa epoTcKaTa KOHKypeHIHWja ja mpaBu KiemeHTHHa
nH(epHOopHa U Taa ce 00KayBa a TO KOMIIEH3MPAa TOa CO IIOBUKYBAE Ha ,,CBETOTO .
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Camo 3a mur, penainujara co Pese i1 co3naBa npusuj aeka ja nobdeamna Onra.
Ho, Tyka ce riiena niexa Taa HUTY MEHTAIHO, HUTY PETOPUYKH HE pacrojara co MeTo/I
CO KOj MOXE J1a TO COKPHE CTPEMEXKOT KOj CTOH 3a] TOA.

I'maBHO, KOH cBomTe OyvxkHH, KnementnHa beporep ce omHecyBa co 3aBHCT,
oOBUHYBame M KieBeTa. Bo Toa e mocunHa on Oinra, koja mopaau OpeMeHOCTa
ce MOBJICKYBa BO yJIOra Ha »pTBa, M Oapa MexaHH3aM 3a Ja MMa Y4eCTBO BO
COBJIalyBa-ETO Ha KOHTPOJIATa HAJl CHTE.

Toa 3Haum feka Taa ¢ Gurypa Ha Koja Hajgo0po MOXKe JIa C€ BUIH KOJIKY CHUITHO
HwuueoraTa Te3a 32 pECEHTUMEHTOT BO XPUCTHjaHCTBOTO BiHjaena Bp3 MJID. (Bunu:
Waterstraat 2000, 55). Hajmo0ap moka3 3a Toa € CO3HAaHHETO JIeKa Taa € eMHCTBeHATa
(urypa Koja e conuaapHa co THIMMYHATa Majka (Majka My Ha Pene):

,Kiementuna: Taa Oemie cpene KMBOTOT M jac OW cakajia Jia TO JIOKUBEaM
ucroto.” (UH, ci. 4, 94)

Honexka cectpa i1 Onra ce Haora BO MO3MIIHja Ha ayTcajaep, 3aToa MITO U TIOKPaj
CE CTOH 3aJl CBOUTE CEKCYaJHU CKIOHOCTH, KileMeHTHHa ocTaHyBa BepHa Ha ja3UKOT
Ha MHKBM3MLMjaTa Ha CEKOjJIHEBHETO BO MAJIOTParaHCKO-XPUCTHjaHCKUTE KPYTrOBH
Cco cescku ofeneskja. 3a cecTpa U, KOHKYPEHTKaTa BO OJJHOC Ha MaXKMTE, Taa BEJIHU:

,KireMentrHa: Hea He ja monen BeTpoT. Toa e Hej3MHA cwila U ¢ yIITE HE €
ckpmreHa. He moxxam ma Be pazoepam rocnoguae Pene. Bue ja ciemure. Kako moxe
HEKO] TOJKY Jia C€ U3MaMH BO HEKOja JTMYHOCT.

Camo Benam, Onra e yoaBuiia. MoxkaM camo Jia ro JkajiaM OHOj Koj ja caka. Of
CTpaHa Taa U3riesia Kako Max.

bu tpebaiio ma 3HaeTe co koro ke xxuBeere mogoopo. Co Ounra, Toa OM 3HAYEIIO
Hecpeka.” (UU, cm. 4, 94)

KnemeHTHHAa € BHUCTHHCKM TJIACHOTOBOPHHK OCOOEHO 32 XPHCTHjaHCKOTO
HapOHO-PEIMTHO3HO c(hakame 32 CEKCyaJlHOCTa. 3a Hea ja3MKOT Ha JbyOOBTa W
JA3UKOT HAa MHIMBHIYIHUTE CKIIOHOCTH C€ IEPBEP3NH HA THITMYCH €POTCKH ja3UK Ha
XPHCTHjaHCKHOT HAPOJI, CEKCYaITHOCTa U €pOTHKATa BO OCHOBA CE JIOIIN M BaJKaHH,
a JIeBOjKaTa Mopa Jia ce OMaKH 3a Jia HE ja CMeTaaT 3a €JCH BHJ BEUITEpKa: Kaj
KnemenTnna xpuctrjaHckata JOrMaTHKa 332 pa3MHOXKYBambe TypH U HE IPUMEHYBa
peTopuka Ha JbyOOBTA.

Ho, 3a namara Tema, Toa 3HauM JeKa TOKMY TyKa € moceOHaTa yiora Ha
Knementuna. Ilooctpo otkonky Jlpyrure, Taa TOKaxyBa Jeka M jaApoTO Ha
BHCTHHCKaTa CYyOjeKTHBHOCT, JbyOOBTa Mery JyreTo Ce YHHUINTYyBa CO 3aKaHaTa
Ha XPUCTHjAHCKUOT KynT KoH bora. JbyOoBHata mu3jaBa Ha KilemeHTHHaA € MHOTY
HCKpEeHa:
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,.Kiementuna: Eqnam mopam na uzderam ox noma. Toa He € aMOMEHT 32 MEHE.
(UH, cn. 4, 94)

3aroa He HE 3a4yayBa IITO TOKMY mopaan KiemeHTHHa qoara 10 moaenda Ha
rpynaTta MIIaJii Koja ce cpekaBa Ha TaBaHOT Ha bepoTepoBH 3a 7a IoroBapa aki|u
nporus Pene.

Bo THe moroBopu, mucarenkata MHOTY jacHO ja oajanedyBa KiemHTHHA
on Omra. Jlonexka Omnra 3a mpBmaT 300pyBa MPOTHB OPYTaJHHUOT KOJEKTHBU3AM
Ha Tpymnara, KinemeTnHa ja 3a3ema cTpaHarta Ha XepMHHA KOja € Tyl €JIEMEHT BO
(hamunujata, MITO MIPETCTAaBYBa THUITMYEH IIPUMEP 3a JKEHCKa 0€300SHPHOCT — MOXKe
na ce peue bJIM — Tun Ha HaLKCT.

Hcro Taka, jacHo ce mokaxxyBa nexa Kpucrujan, Opatot Ha Kiiementuna u Onra
KOj MeT'y MallIKUTe YWICHOBH Ha IpyTaTa € CO HajIIMPOK JuOepan3aM 1 eToc, CBojaTa
cectpa KiieMeHTHHA ja cTUrMaTH3Hpa, HO CO OTJIS/I Ha TOA JIeKa Taa € OTEIIOTBOPEHHE
Ha 30JI TyX BO rpynara, KiiemeHnTrnHa BemHam caka meka OpaToT mopaau Toa caka a
ce pa3NuKyBa O] rpyrnara:

,Kiementuna: Kpucrujan cexoram Mopa aa 6uze HemTo noceOHo.
Kpucrujan: He cakam na cenam o tede.
Knementuna: [la ve cym orposHa.” (UM, cmu. 5, 101)

[Homony ke Bugume kako Knementuna ce ogHecyBa koH Pene. Bo rpymara
Mitaau, 3aeqHo co Ilenc u Xepmuna, taa GopMupa eIHO PaJIuKaIHO HETOJICPAHTHO
npymTBo. O0jaByBa KOM ce MOTHBHUTE 32 HEj3MHOTO HEMPHUjaTEIICKO OJHECYBAhEe KOH
ayrcajaepute. lllto ce ogHecysa a0 cecrpa u Ora:

,,Cekoram Taa Oinra. Yiure kora Oellle MaMa JKHBa, TeOe Te cakallle rmoseke.*
(UH, cxa. 5, 102)

OBne ce miegaar NMpPUMAapHUTE MPUYMHU 32 MONPEUYYBAKHETO Ha IMpaBaTa
CyOjeKTHBHOCT W BHCTHHCKAaTa HHTEpCYOjeKTHBHOCT BO Jpamara Ha MJIOD.
KiemenTHHa ro McKka)yBa T0oa HajjacHO — JieKa CTaHyBa 300D 3a ,,HECPEKH* 0J1 paHOTO
JIETCTBO KOM My C€ CIIPOTHBCTAaBYyBaaT Ha CEKO]j MPOIIEC Ha CO3PEBAE.

OBa ja morBpayBa Te3ara jeka MJID caka nma mokaxe elleH OIIITeCTBEH
MOPEIOK BO KOj CIPEYYyBAKETO HA XYMaHU3MOT CTaHyBa MporpaMa CIope]] Koja ce
o0OyueHH u Jierara.

Knementuna beporep u Xepmuna 3ajii ro opasyBaar IpyrioT Kpaj Ha cKajara.
Tue cmaraar Bo TpymnaTa Ha Mjajara JKeHCKa TeHepallija Koja co HHTerpaljaTa Bo
ITOCTOEYKOTO MaJIOrparaHCcKo OIMIITECTBO HEMaaT HEKOH IOTOJIEMH TPOOIEeMH.
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3aroa nak, Kinementuna bepotep ce Haora Ha cpeauHa, Mer’y cectpa i Onra u
KepkaTa Ha coceauTe, XepMuHa. Bo o4eToKOT Taa € mpeTcTaBeHa Kako Kepka Koja
¢ OpHeHTHpaHa KOH TaTKoTo. Toa 3Haum JeKa Taa, Kako U TaTkoTo beporep mmaar
MO3UTHBEH 0JTHOC KOH Pene. M3riena xako Taa 1a 4yBCTBYBa JbyOOB U JIeKa BO €lICH
MepHoJI caka Jia ce OOpH 3a Hero.

Mauiky on oBaa cuMInaTtuja octanyBsa a0 kpaj. BeymHoct, Kiiementuna npumnara
Ha HOpMaTHBHATA rpyIa MiIaJH Koja ce coOMpa Ha TaBaHOT o1 KykaTa Ha bepoteposu,
HO Taa e Mer'y HeHaraJHaTHTe, HajManky arpecusaute. Jlypu kora u Onra ce cBpTyBa
npotus Perne, Taa ce BKIIydyBa, HO CaMO ITACHBHO, CO THACEHE!

,,He Moxam moBeke na ro mupucam oBoj yosek!“ (UM, ci. 5, 104)

KnemenTnHa, cenak, He aBa €KCIUIMIUTEH OTIOpP MPOTHB M3MadyBambeTO Ha
Perne o1 cTpana Ha HETOBUTE BPCHUIIH, TYKY YEKOP IO YEKOP UM Ce MPHIPYKYBa.

Onra u KiemeHTHHa NPUMapHO EMOIMOHAIHO C€ BKJIy4yBaaT BO pa3HH
MOJIEpHU3UPAHN XajKH Ha BEHITEPKU Ha Milajgara reHepamnuja. Hum nm Hepocracysa
eIHO pedJICKCHBHO HHMBO KOE YKacoT M HETOJIEpaHIMjaTa T'M MOBp3yBa CO €IHA
HCOJIOIIKA KOHIIETILH]a.

Bo 10j ogHoc, Onra n KinemeHTrHa npumnaraaTt Ha CBETOT Ha Majka My Ha Perne
KOja UCTO Taka HeMa CBOM COINCTBEHM Pa3MHUCIyBama M ja armpa cnenupuiHaTa
TIYTIOCT Ha JK€HaTa BO XPHCTHjaHCTBOTO KO€ CTAHAJIO MaJIOrparaHcKo.

Pe3yararu u 3aKi1y4oK

Bo npunoxeHnoB Tpya ce oOumoB Aa ro pazpaboTaM OCHOBHOTO 3HAyeHE
U KOHKPETHOTO W3BEIyBame Ha Temara ,,MHTepCyOjeKTMBHOCT® kaj Mapuiyuse
drnajcep. 3a Taa 1en, ce ONMPENEIMB 3a MOCAWHEYHA aHAIM3a HA Haj3HAYajHUTE
MPOTAaroHUCTH BO paHaTa apama Ha MJI®, HO cekoraiml co OCBPT Ha HUBHOTO
OJTHECYBame KOH caMuTe cebe 1 KOoH Apyrute. OTTyKa, MOKEBME J1a BUIUME JeKa Kaj
MJI®D HaBUCTHHA TOCTOM 3a€MHO JIEjCTBHE 01 Cy0jEKTUBHOCT U HHTEPCYOjeKTUBHOCT.

HaumHor Ha k0] ¢QyHKUMOHHpPa OBOj OAHOC Mely HICHTUTETOT/
caMoopraHu3alujara o €Ha U TPYIHOTO OAHECYBamke/0HECYBabEe KOH TyT0TO, 01
Jpyra cTpaHa, € cocemMa O3y JI0 KpUTHYKaTa TeopHja Ha MojiepHaTa Guinozoduja u
TICUXOJIOTH]a, TIpea ¢¢ oHaa Ha Maptul bybep, Epux ®pom, Teomop Anopro, Makc
Xopkxajmep u Jupren Xabepmac.

Kako u oBue mucnurenu, Taka 1 MJI® — HO, MHOTY IOPaHO U HOKOHKPETHO
Ol HUB — IOKa)KyBa JEKa BO €JHO OMILUTECTBO BO KOE HEMa 3pejH, aBTOHOMHH,
CaMOCBECHH M CaMOONpeAEsICHH, CI000IHU WHAWBUAYH, HE MOXE Jia ce CO3Jaje
BUCTHHCKA Cy0jEeKTHBHOCT.

Ho, onamy kazme HeMa BUCTHHCKA Cy0jeKTUBHOCT, HHTEPCY0jeKTHBHOCTA MOXKE
na mMma camo aedopmupana gopma. OHaMy Kaje HEJAOoCTacyBa CIO00JEH CyOjexT,
0l KOMYHHUKaIjaTa Mel'y HeCcyOjeKTUBHUTE WHAWBUIYH, C€ CO3/IaBa XaoC U TEpOp
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Ha IIEPMAHEHTHO 3a€MHO YIHETYBam€, OLUTETYBAmE, MOHWXKYBAame, Ma LypU U
u3MauyBame 1 yOuBame.

Bo taa cmucia, MJI® oam ymte moganeky. Taa ce mpuOImKyBa 10 TOJIEMHUTE
HCTOpUYApH HA HE3PEIHOT, 3aBHCEH, PECHPaH €BPOICKH YOBEK KOW MCTpa)KyBaje
KaKBH OMIITECTBEHN U IIOJIUTUIKH MTOCIIEIAIIN UM CITPEUyBambETO Ha Cy0jeKTHBHOCTA.
Bucrtunckata cy0jekTHBHOCT OM OWJI 33J0JDKUTENIHA OCHOBA 32 BUCTHHCKA €THKA,
MOpaJ U PEITUTUO3HOCT.

OHaMy KaJie HEJ0CTacyBa CyOjeKTHBHOCT, NPETPIyBa HEYCIEX U HJcalHATa
€BpOIICKa MHTEPCYOjeKTUBHOCT, OHaa Mer'y 4oBekoT u bor. Kaj MJI®, tokmy Bo U1
KaJle ¥ HACJIOBOT C€ OJIHECYBa Ha peNuTHjaTta, mpej c€ U PEIUTrHO3HOTO HE € U3BOP
Ha c1000/1a 0J1 MPUTHUCOKOT Ha 3aryluIMBOTO CEKOjTHEBUE, TYKY HJcall3Upame Ha
3eMHaTa Oela Ha ICEBIOXPUCTHjaHCKHOT MajorparaHuH BO HEKO] HMPOBUHIIMCKH
rpaj Bo baBapuja.

Kaj MJI® oBaa Gesta Ha TEpOPUCTHYKOTO CEKOjJHEBHE TH IMTOBJIEKYBA BO CBOjaTa
Maruja cure heHoMenu u cute ryre. O mpyra crpaHa, BumoBMe aeka MJI® nmocraBysa
HaIoJHO WHAWBHTyaJTHU HHUjaHCH. VIMa efieH BUJ paHTHpamke Ha JIyI'eTo BO JpaMaTa
0 MMILTUIIUTHAOT Wjeai, /0 ,,YUCTWIHINTETO BO KOE€, HACIPOTH BUCTHHCKHOT
meKou1, ¢¢ ymre Ou Tpebano a uMa m3iie3 oJ] 3710T0. Bo cBojara mpBa KpuUTHUYKA
ourtosa npama, MJI® uctpaxyBa Koj € mo0IM3y WK NOJAJIEKy O CIIACYBaHkETO UK
0J1 KOHEYHOTO MPOKIIETCTRO.

Ogaa mudepeHIyjalyja ce peaaTnu3npa MHOTY KOHKpeTHO. [IpuToa, KpuTepuyMoT
KOj ce IpuMeHyBa Tpeda a oKake, KaKo BO JIMYHOCTUTE Ce MeIIaaT TPaIuIIUUTe Ha
XPUCTHjaHCKO-MaJIOTparaHCKaTa Jipecypa BO HeCI000/1a.

IlITo ce ogHecyBa o reHepanHata MOCEOHOCT Ha siyreto kaj MJID kou He
MOJKaT Ja CTaHaT Cy0jeKTH W MOopaid TOa MOXKaT caMO Ja BOJAT BOjHA Ha CHUTE
MIPOTHB CUTE HAMECTO Jla MOXKAT Ja KHBeaT BUCTHHCKA MHTEPCYOjEeKTHBHOCT, OBOJ
dbyHIaMEHTAIEH eT3UCTCHIMjAJICH AC(PHUITUT HAa YOBEYKO BO CPEIHOEBPOIICKOTO
MUJIje ce IOTBP/AYBa CO TOA IITO THE HUKOTAIll He BOAAT MOHOJ03u. Hemaat nymesHa
JUTabOYMHA, OJHOCHO HUBHATA TICEB/IOAYIIEBHA TA00YNHA CE COCTOU O pedhIeKCH
KOH JIPYTUTE JyI'e OKOIIy HUB.

OBoj pedrexc, Bo OCHOBa € pekupaH oA cTpaBoT. CUTe ce miamar oJ CHTe,
HAMECTO CHTE 3aCJIHO CO CHTE Jia Oapaar moaoOpa er3ucreHiyjanna Gopma, aa ja
HajIaT ¥ J1a )KuBear criopen Hea. JIyfero Bo nemoro Ha MJI®D ce kako Kydnmara Ha
[TaBnoB: THe ce apecupaHu HO, Kako mTO Benu Onra, HUM HE UM € JTO3BOJICHO Ja
cranar nyre. Ho, oBze ce riena neka kaj Hekou of sryfero Bo UM Tiee eqHa mckpa
KOja Ce CTPEeMHU KOH HEIITO IIOWHAKBO OJf TOTAJICH MPOCTOTUIIAK.
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AncrpakT: OpHEHTOT ceKoraml OWJI NMPeIM3BHK CO CBOjaTa JINTEparypa 3a ApYruTe
KHIO)KEBHOCTH. Bo 0B0j HaydeH Tpyn ke o0jacHMMe Kako Taa KHW)KEBHOCT MOXKe Ja Ouje
HCIIpEIIeTeHa BO JPYTUTE KHI)KEBHOCTH. TPrHyBajKH 01 TOa JeKa CEKOj TEKCT € HHTEPTEKCT,
Taa UCTPEIIETeHOCT Ke Onie aHaIM3upaHa alulMIuPajKy ja Teoprjara Ha UHTEPTEKCTYaTHOCT.
Tyka ke ce moBukaMme Ha TeopeTuyapure kako mro ce XKepap XKener u Xaponn biaym, kou
BO CBOjaTa AHTHTETHYKa KPUTHKA MMaaT OJPEJICHO IeT BHJa pellalliil KO Ce OJlHEeCyBaar
Ha noesujara. Oy opueHTaIHaTa KHIDKEBHOCT K€ ce TIOBUKyBaMe Ha Pymu, kaze ce HajaeHu
HMHTEpTEeKCTyalIHH penanuu co necuute Ha Haum @pamepu. [loesujara Ilecna na xasanom
W HEKOM JPYTH MOE3MH KOW Ce ITOBHKYBaaT Ha MOE3MUTE Ha Pymu, KOM Ha TUPEKTEH WM
WH/IMPEKTEeH HA4MH HA YUTATEJIOT UM Ce JaieH! pe()epeHIInH 3a 0Ba MHTEPTEKCTyalHa BPCKa.
Meroponorujara Koja ke ce ynorpeOyBa Ha OBOj TPy Ke Oujie KOHTpacTHBHA M aHAJUTHYKA,
CO Koja Ke J0jaeMe JI0 pe3ylITaTUT JieKa MHTEpPTEeKCTyalHaTa BPCKa UM OBO3MOXKyBa Ha
aBTOPHTE JIa Kpenpaar HOB TEKCT BP3 CTApUOT YNoTpeOyBajKH IIMTaTH, MOTO, XUIEPTEKCT,
XHITOTEKCT H JIp.

Kayunu 360poBu: unmepmexcm, Pymu, @pawepu, xunomexcm, xunepmexcm, noeuja
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Apstract: The Orient has always been a challenge with its literature on other literatures.
In this scientific paper we will explain how that literature can be overpaid in other literatures.
Assuming that each text is an intertext, that intertwining will be analyzed by applying the
theory of intertextuality. Here we will refer to theorists such as Gerard Jeannette and Harold
Bloom, who in his Antithetical critique has identified five types of relations that refer to poetry.
From oriental literature we will refer to Rumi, where intertextual relations with the poems of
Naim Frasheri are found. Poetry “Kénga e fyellit” and some other poems that refer to Rumi’s
poetry, which directly or indirectly give the reader references to this intertextual connection.
The methodology that will be used in this paper will be contrasting and analytical, with which
we will come to the conclusion that the intertextual connection allows the authors to create a
new text on the old one using quotes, motto, hypertext, hypotext and others.

Key words: intertext, Rumi, Frasheri, hypotext, hypertext, poetry

Enoxara na anbaHckara mpeponda e Mo3HaTa MO Toa INTO Ha anbaHcKara
KHW)KEBHOCT M JlaJie €/IeH aBTOp CO MPOPOYKo Jjuie U aeno. [lomery romemure
nMuBa Ha Opakara Dpamrepu, MOMATHYAPOT W uaeonoror Admyn dpamepu u
enrnukionenuctor Camu @pamepn, moeror Hanmm @Dpamiepn, koj € mpeaMer Ha
HaIaTa CTyfuja, CO CBOETO JIeI0 CTaHa NMIOETCKHOT IJIac Ha eroxara.

Kako mro ce uzjacnyBa u Ekpem Yabej, ,,1a ce cynu 3a MOETCKOTO N0 Ha
OBOj aBTOP € TEIIKO 3aIlITO Kaj OBOj YOBEK allOCTOJOT U MOETOT ce enHo. Llenra Ha
HETOBHTE JIella € HapoHa 1iell. TelIKo e /1a ce MoAeTH YMETHHKOT OJf MaTPHOTOT, 3a
Jla TIPOJIOJIKH. ,,...Mneamuctor HamM e cumOom Ha mouMoT AOaHel, Toj € SACH MUT,
enna neresna.” (E. Yabej, cTp. 48)

Apropure kako Haum @pamepu noafaaT camo BO eroxara Ha TOJIEMUTE
HCTOPUCKH MOTPECyBamba, CTaHyBaaT CHHOHMM Ha OBHE €IOXU M CO HUBHHTE Jeja
mpasar enHa enoxa. Toj Tu 3amanu cprara Ha AjOaHIMTE W HAXpPaHU €JHO TOJIEMO
MOETCKO, KYJITYPHO M JYXOBHO [IBH)KEH-€, IITO IMOTTHKHA HWBHA HAIMOHAJHA
pepomoa.

Hawuwm ®parepu 1 HETOBOTO JIETIO CE POJIHja BO €HO BpeMe Kora MMaIlle ToJIeMU
HCTOPHUCKHU MPOMEHH TIOBP3aHU 3a HAIMOHAIHOTO Mpamame. Toa Oemre Kpajor Ha
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19 Bek, roguaute Ha Mcrounara kpusza xora Ocmannuckoro LlapcTBo ru xuBeere
MOCJIC/IHUTE JICHOBH, JIOJICKa TOJICMUTE CUJIM M OAJIKAaHCKUTE MOHAPXHUHU OJ1Baj YeKaa
Jla ja CKpojar HOBaTa KapTa Ha baiakaHoT.

UertnpruTe BEKa OCMAaHJIMCKO BIAJeeHhe€ OCTaBHja Tparu BO HCTOpHjaTa Ha
anbanckuoT Hapoxa. Ho, mo3HaTara m3peka Beiw Jieka BO CEKOE 3JI0 MMa M HEIlTO
J00pO, HAIIKOT IMOET CE 3aI03HA CO HCTOYHUTE KYJITYPH, KOU TO/I0I[HA BO HETOBUTE
JieNia K€ TM KOPUCTH Kako XHUIOTeKcT. Dpaiiepu Ke ce MOTHUpPa Ha IMECHUTE Ha
rojaemMuor aBTop Mesiiana Pymu.

3a ga 1O OOjacHIME TIOMMOT XHIIEPTEKCT, K& Ce€ TMOCIYy)KUME CO
TepMUHOJIOTHjaTa Ha JKeHer, Koj Bo cBoeTo feno ,,[lannvcectn* n3nBojyBa et Buaa
Ha TPaHCTEKCTyalTHOCTa. XWIIEPTEKCTyalTHOCTa ja TMpenodyBa IMOCIEAHATa Tpymna
penanuu Mery TekcToBuTe, mTo JKeHeT ja aeuHupa Kako ,,3aeMHa BPCKa Ha €lIcH
TeKCT b K0j € (XUIepTeKcT), o eeH NPETX0/IeH TEKCT A KOj € (XUIOTEKCT).

3naun, Oparmrepu Kako TEKCT-MIPEJIONIKa BO HETOBaTa JIMpPCKa ecHa ,,KaBamor*
ja KOpHCTH HCTOMMEHara ,,llecHa 3a kaBajoT", Ha HAjTOJICMHOT MUCTHK Ha CHTE
Bpemumha Mesnana [lemanennn Pymu (1207 — 1273), aBrop Ha nenoto ,,MecHeBHja“,
KO€ IT0 CBOjaTa BPEIHOCT MOJKE JIa CE CIIOPEAH CO BEPCKOTO jieio ,,Kopan™.

Toj ce morpynu ia ro u3eiHa4YM pa3yMoT Ha 3arajoT CO CEH3UOMIIHOCTA Ha
HcTOKOT, MO30KOT €O CpPLIETO, OKOTO CO YBOTO, peyTa CO MENOJHja, CBETIOTO CO
JbyOoBTa. Haum dpariiepu ce M3jaCHUI jaCHO 3a OBUE JIBE CTPAHUIIA BO TIPEATOBOPOT
KOH TIPEBONOT Ha Miujada, co ciaemuute 300poBu: ,llecHara ox A3mja nMa roema
y0aBHWHA, MHOTY BKYyC, 0Opa TeXWHA, Of00peHa KOJIMYHMHA, Oof0paHu 300pOBU H
pasnuuHu Wrpu.“ 3HauwW, cropen oBa TBpIewke Ha Dpamepu, pazdupame jieka Toj
caka Jia ce TMOTIHpa BO €/IHA TaKBa rojieMa KHIKEBHOCT, Koja J00po ja mo3HaBa.

Yabej 3a Dpamiepu TBpIU JieKa MeCHATa Ha ,,KaBaJIOT ‘e ,,AHCIIUpUpaIja‘“ (CTp.
48) on moe3uja Ha Mesnana. Crniopen Jlumurap lllyrepuk, necHara e ,,co3aaBame
IITO HE JIE)IM OJf OPHTHHATHHTE HEroBH mecHu™ (ctp. 85) 3a Peuent Koce, ,,mecHara e
amanramja‘“ (ctp. 144). 3a /1. lllamno, mak, ,,Taa HOCH HOBY BHIyBamba 3a €Ha HOBa
criopenda Ha THE MTECHU .

llenta Ha Taa cnopemda €: Ja T'M MOIIeIHEME OAONKCKY JBara TEKCTa, Ja
M CHMHEME Ha €HO MOBHJHO IOJIe 3a cropenda M Ha OIMIITUTEe KOHCTaTHparmba
IITO TH Cyrepupa MPBOTO YUTamkE, Ja Ce MOTPYAUME Jia BIIE3E€ME BO CBETOT Ha
WHTEPTEKCTYATHUTE OMHOCH. BO OBOj Tpym Ke TW HajmeMe THE WHTEPTEKCTyallHU
peranuu WM BKPCTyBamka Ha TEKCTOBHUTE. BO HAIMOT Cily4aj, THE TEKCTOBU Ce
necun. Ke modneme oj1 moesnjara, Koja MMa MOBHUTMBA HHTEPTEKCTYaTHA PEalija.

Cnopen HaleTo MHUCICHE, NecHaTa ,,Kapanor*™ Ha ®Opaiiepu € XUMOTEKCT Ha
TEKCT-TPEJUIONIKaTa, 3HaYl Ha MCTOMMEHATa MEeCHa Koja € MpBa MeCHa Oj IpBaTa
KHUTa Ha ,,MecHeBHujara“ Ha Pymu. Ako moctaBume napasiesia noMmery oBue mecHu, ke
YBUIUME JIeKa HajHAIIpe, THEe UMaaT UCT HaclioB: ,,KaBamot* u ,,IlecHa Ha kaBaymoT*.
Oparnrepu ro ynorpedyBa HCTHOT HACIIOB 32 Ja yKake Ha HUBHATa HHTEPTEKCTYyaTHA
penanuja. Toj He ce IamM Ja Kake AeKa € MHCIUPUPAH O]l CBOjOT MPETXOAHHUK, KOj
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€ MO3HAT BO CBETCKU PaMKH U € ITPEeBe/IeH Ha MHOT'Y ja3ulli. 3HA4H, Ha OBOj HAYMH Ha
YUTATEJIOT My C€ CHTHAJIM3Kpa pelialfjaTa Ha eeH TEKCT CO IPYT.

Ilecnara ma ®@pamepu MOYHyBa CO MOBHK JIa C€ Yye IIACOT HA KaBaJOT IITO
TaXH, a 3aBPIIIyBa CO CTPABOT Ha aBTOPOT Jia He OWIe HAIYIITEeH.

,,CIIy111aj ro KaBaJjioT IITO BUKa
KaxyBa 3a mycture cenuaou...

3aBpiryBa co CTUXOT:
,»CpIie cu MH, He ocTtaBaj me* (Opamrepn, 2007, ctp. 111-113)

Mesnana Pymu:
,»CIyIaj ro KaBajaoT IITO TaXXu
HEeroBara MeJioiuja 3a paszenou 30opysa‘
,»...aKO HAIIMTE JHM 3aMuHaa, Kaxxu uM ,He ce miamam!*
A tu, T HE on.* (Pymu, 2007)

Bo nBara ciydawn, ce moctaByBa IpaiiameTo Koj Ja He 3aMuHe, bor co Heroara
Jby0OB CIpeMa YOBEKOT, LITO MY J1aJie )KMBOT U Ha KOCMOCOT, WM y0aBara 1mecHa Ha
KaBaJIOT KOja HE OMMBA CO TOj Takauku 3ByK. Cemak, OM pekiie Jieka CTaHyBa 300D
1 3a €JHOTO W 3a APYroTo. 3Ha4d, AOTyKa OBHE IECHU CE€ COBIIAaraar, caMoO BO Taa
CMHUCIIA JIOKOJIKY €/IeH TeKCT C€ COIP)KH BO HAJIBOPEIITHNUTE PAMKHU Ha MPET-TEKCTOT.

Crnopen E. Konuk, nmpBuTe CTUXOBH Ha MECHATa 3a KaBaJIOT CE COIvlacyBaar co
IIPBUTE CTUXOBU Ha MeBJaHa U TOj TM UMEHYBa KakKo ,,0JIUIIETBOPEHHIE HA JTUpUKATa
Ha TOJIEMUOT MUCTHYEH TIEPCUCKU TIOET Ha all0aHCKH ja3HK.

MeBnana BO cBOjaTa MecHa TaKd 3a pasnendara of TPHUjaTesioT, HO HE BO
OyKkBaJIHa CMHCIIa Ha 300pOT; TOj TIpHjaTeN 3a HEeTO € bor, HO TOj Tee u 3a pasaendara
0] HeTOBHOT Tpujaren. Opamiepu Bo CBojaTa MecHa To yrnoTpedyBa HCTHOT MOTHB Ha
pasznenbara, HO He OJl TPHjaTelIoT, TYKY O1 ,,ApyrapH u rnpujarenu’. 3uaun, Opamepw,
pa3MUCIIyBajK1 3a TOj MOTHUB, TO IPOIIXPYBa KPYroT HA MOSTCKATa Bapujaliuja.

KaBasior Ha MeBnaHa Taku BO Iieliata IecHa 3a pasaendara o MpHjaTelior.
Toj mpujaren, Bo cumOonuuHa cmMucia ¢ bor, HO ako ce HaBpaTHME Ha HEKOH
aBToOMoOTpad)CKM €IEMEHTH, MOJKE JIa TBPAWME JIeKa TOj MpHjaTeN, OCBeH bor, ¢ u
tanHcTBeHHOT MucTHuap lllemc Tebpmsn. Cyducrture cexoram wmmaie 1Mo €eH
IyXoBeH yunten. TaOpusm ke ocTaHe BO HEroBaTa CBECT KakKO JYXOBEH BOJay 3a
[IPaBELOT LITO TOj IO 30pa Kako Cy(UCT, 3a J1a rO TOCTUTHE AYXOBHOTO BO3BHUILIYBAIhE.

Kaamor nHa @pamepu ox MOYEeTOKOT Ha TecHaTa 300pyBa 3a ,,IIyCTHTE
cemuabu®. Co Temara 3a ommaneuyBame O mpupomara, Haum ce ommamedyBa of
CBOjOT ITPETXOTHUK.

3a 7ga BHOMME Kako c€ OTKMHYBa OJ MPETTEKCTOT W Kako IMPOJOKYBa Ja
pa3MuCIyBa 3a HJEUTE MPE3EMEHH O] TIPETXOJHHUKOT, K€ TH CIIOPEANME CTHXOBUTE
Ha Pymu kazie mro ce n3pasyBa cuiiaTa Ha OrHeHara JbyOOB BO TIIECHATA HA KaBaJIOT:
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Mesnana Pymu nee:
,,1 TTacOT Ha KaBaJIOT ¢ OTHH, HU 311B
Toj mTo HE TO TTOCEMYBa OBOj OTHH, 3aCITy’KyBa Ja MOTOHE"
,»JDYOOBHHOT OTHH KaBaJIOT TO omndaxa,
Jby6oBHHOT 3aHec BO BUHOTO noToHal. " (Pymu, 2007)

Co tpure ctpodu Ha kaBanoT Ha Opamepu:
,,O, MHO3UHCTBO Hapoe!
I'macot Ha kaBasioT He € BeTep,
Toa e 5byOOBEH OTHMH
[IITo My cBHpHA HA KyTpUOT KaBa.

Opalepu NpoxoIDKyBa J1a Iee:
.My CBHpHa Ha HEOOTO, Ce pa3iCHU
My cBUpHa Ha CPLUETO, IO 3aTOIIN
My cBHpHA Ha BHHOTO, IO OIIIACH
U cBupHa Ha nmymiara, ja OnujaHH.

My nonapu MEpHC Ha TpeHAaQUIOT
Y nonapu cBeTo Ha y6aBMHATA
My ru nojapy rnecHUTE Ha CI1aBejoT
My nogapu BKyc Ha KocMOCoT.* (Ppamepu, 2007, ctp. 112)

Hema na xunepOonu3upame ako TBpaume jaeka Opaiiepu UM Jan Ipyr npasel|
Ha J1BaTa CTHXa Ha MeBiaHa, a He KaKeMe JieKa MajcTOpCcKH r'u HaaMuHai. Criopen
J. Byno, Bo oBue nociieiHu TpH CTpodH Ha niecHara ,,Kapanor*, @pariepu ja eBorupa
cuara mro gapysa )KuBoT (bor), KojIITo co nckpaTta Ha OTHEHaTa Jby00B, TO CO3Iae
KOCMOCOT M YOBEKOT, IIITO 32 aBTOPOT C€ TIOMEIIaH! U CJICaH! BO €THO BO TBOPEIIOT.
(Dpamrepn, 2007, ctp. 247).

JlajTMOTHBOT Ha KOITHEKOT Ha IIECHATa Ha KaBaJloT BO ,,KaBanot* Ha ®pariepu
HEKOTalll ce U3pa3yBa, a HeKorall ce ryOH, HeKoraul JoO0KMBa HOB IJIac BO MOLIMPOK
¢m1030(hCKM M TIOETCKM KOHTEKCT, HEKOrall JoOWBa JIMYeH akieHT. OcTaHyBajku
BO MeTau3MYKOTO HeOO, MOETCKOTO MUcliemhe Ha Dpaiiepu 3emMa UMITYICH Of
JYXOBHOTO U TIOJIMTHYKOTO JIBUXKEHHE, HA BPEMETO.

CruxoT Ha necHara Ha Dpariepu, ce pa3IuKyBa 0/ CTUXOT Ha MPETXOAHUKOT, HO
Oparniepu ce CiIyKH CO CBOjOT IIO3HAT HAUMHUJAHCKU CTHX, OCMEPEIl U aJITepHATHBHA
puma abab, noneka cTUXoT Ha MeBliaHa € JUCTUX, CO pUMa aaboyy.

I'macoT Ha KkaBajoT Tpeba coO BHUMaHHUE Jla ce CJI/IM, He CAMO HErOBHOT IJIac
Jla TIOMHHE TTOKPaj HAITUTE YIITH, TYKY Ja OTKpHEME IIITO U3paszyBa co Toj rmac. OBoj
KaBaJl € OJINIETBOPEHHE HA YOBEKOT IIITO € OTKOPHAT O] CBOJOT KOPEH, KOj CE JKAIH
071 TOa IIITO OBOj CBET € BO BakBa coctojoa. OBOj KaBan HE CBUPH, TYKY CE TOMH
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BO COJI3U, TOj € OJIaJIeUeH O] CBOjaTa CPEe/IMHA U MOCTOjaHO Taxku. Mako yiyrero o
CIIyIIaat KaBaJioT, CeNaK He YCIIeBaar Ja Bie3aT BO HETOBHOT CKPHEH CBET, TUE HE TO
IJIe/1aT HeTOBHOT BHATPEIICH OTHH, 3aT0a IITO TOA HE € CBETIMHA /Ia 3payd camara.
be3 BHaTpentHHOT JbyOOBEH OT'MH, HEOOTO K€ Ce MOMpadr U COHIETO 0e3 JbyOOoB ke
OCTaHEe CTYJCHO, MPOJODKYBa aBTOPOT CMETAajKU JieKa, U TpeHIapmioT e 0e3 BKyC,
0e3 CBeTJIMHA U CJIaBEjOT HE Mee U camara yOoaBUHa ocTaHyBa cTyaeHa. 1 Ha kpaj, u
CaMHOT YHUBEP3YM O] CBETIMHATa J00HUBa BKYC.

Co enHO TaKBO M3pa3yBambe, 0CO3HABAME JIeKa He ce paboTH 3a 00uYHA JbyOOB
XMMHHYHO OTI€aHa Off MHOTY TIHCAaTelld, OBaa HE € TeMa 3a 0OWYHaTa JbyOOB, TYKY
,»JbyOOBHHOT OTHH" ja TIpETCTaByBa CHJIaTa Ha bora mTo 0BO3MOXKyBa CE€ OKOJIy HAc
Ja 1o0ue BKYC, Ia ¥ YHUBEp3yMoOT. 3Hauu, H. ®@pamepn Ha MHOTY jaceH HaYMH HU
KaXyBa JIeKa YHHBEP3yMOT To co3zaai bor. bor e u T0j mTo ro 3ema oBoj oran u
nmoMery TOj OraH cTaBa OraH, BO BHAaTPEIIHOCTa Ha c¢ BO OBOj yHUBep3yM. Ho, Oe3
e/lHa UCKpPa BO BHATPEIIHOCTA, O JyIIara o]l OBOj OraH HE MOXEIIE JIa Ce CO3/1a/Ie
YOBEKOT.

Honexa Kapanor e orcedeH oj Tpckara, TOj HEMa POIWTENH, TPCKaTa pacre
BO BOJla WU Ha OperoT Ha e3epoto. ClefCTBeHO, cenuadara Ha KaBaJoT MOXe Ja
ce TOJKyBa Kako HEroBO OAJlajieuyBam-e¢ O cpeauHarta. Hero ro oppmaneunsie on
JpyTapyuTe U MPHUjaTeIITe, HEMY MY HEJIOCTHTra HEroBara TPCKa, HO He My HEJIOCTHUTa
TAaTKOBMHATA, MaKO HEKOW KPUTHYApU CMETaaT JieKa OBaa MecHa MMa MaTpHOTCKa
tema. JbyOoBTa BO oBaa moesuja 3a Ppariepu He € Off CETHIICH acleKT, HUTY ITaK
MOpaJIeH W TMOJUTHYKH KOHIIETIT, He € HH JbyOOB KOH IPHjaTeNIOT, KaKo BO IEeCHATa
Ha MeBiiaHa, HU CKJIOHOCT, HU CHJTHA ITOCBETEHOCT KOH HeKoro, uTH. JbyOoBTa Tyka
€ BOOIIUTEHA alcTpaKiyja 3a 4YyBCTBOTO U cTpacTa. Bropara HeonxoxHa cTpaHa Ha
MHUCHjaTa Ha MOETOT, criopen Ppaiepu, e yyBcTBoTO. CMeTaMe jieka aBTOpPOT Tiee
3aToa IITO MMa BHATPCHIHM YYBCTBa, OBUC YYBCTBA HC MOXKAT Jia CC Iepuumnrpaar
HAJBOP OJ KOITHEXKOT, 00JIKaTa, CTpagameTo, UTH.

J. lan1o BO CBOETO ,,KOMIAPATUCTUUKO pa3riieyBamke™ TBPAU 1€KA BO IIECHATA
»KaBanot* Ha Mepnana, @paiuepu ,,HaIIoJ OJIMLETBOPEHUE HA CBOETO AHTEUCTHUUKO
BepyBame KaKko OCKTEIl, ja YyBCTBYyBaJ WACHTU(UKAIM]jaTa HA YOBEKOT co bora, 1o
OTKPHJI Kaj MEPCUCKUTE aBTOPU CY(PHCTU COHOT 3a JKUBOTOT, 32 €JHa OIMIITOYOBEYKa
JbyOOB U 32 BEUHOCTa Ha yOaBuHAara.

Enna npyra necna na ®pamepn 3a Koja MOXKe J1a ce Kaxe JeKa € XUIePTeKCT Ha
recHara Ha MeBnaHa; Toa € mecHara ,,loBap‘, koja ce Haora Bo 30mupkara ,,Pajor u
neteyknot 300p*. OBaa necHa, cnopen J. Byno, e axantauuja Ha necnara Ha MepiaHa.

Ho, cipotuBHO Ha TOa IITO TO PEeKOBME 3a necHara ,,KaBanot*, Tyka @pamepu
BO OyKBalTHa CMHUCJIa Ha 300pPOT M OCTaHaJl BEPEH Ha COApP KUHATA U HejaTa Ha TEKCT-
npezsonkara. Toa He 3Ha4H JieKa TOj HalpaBWII PEBOJ. AjanTanyjara e cio0oHa,
MIPETCKaXkaH € JIMPCKHUOT cy0jekT Ha MeBnaHa, HO Dparrepu HE 11 OCTaHAT BEPEH Ha
CTPYKTypara Ha TEeKCTOT, HM Ha TOETCKUOT KOJ Ha TOJIEMHOT MajCcTop Ha ,,MecHeBHja“.
Toj He TO MeHyBa CEHTHMEHTAIHHUOT IaTOC HAa OpPHEHTajHara Ioe3uja, TYyKy IO
aJIarTUpa CO aHAIUTUYKOTO UCKYCTBO HAa CBOJOT CTHJI HA HapaTUBHATA MOE3Hja.
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Jocra e 1a ce kaxke JeKa ceMaHTUKaTa Ha IPBUTE TUCTUXOBH Ha MeBnaHa, BO
necHara ,,JoBap‘ Ha ®pariepu ce 00padboTeHu Bo 15 cTUXOBU:
,,HEKOj o1 Kaj elleH 37aTap U My BEIIH:
Haj mu ja Barara, ke mepam 3maro!* (Pymu, 2007)

®parepu Bo necHara ,,JoBap* Benu:
Jo6puort 3marap
IIITo uM npaBy MPCTEHU HA JKEHHU,
W o6eTku u c¢ MITO TTOCaKyBaar,
Ha neBojkure 1 Ha )KeHUTE,
Bemte ucnoren, padorerue,
Kora enen u3nemomreH craper
Jlojne co 311aTHUK B paka,
Oxoto My Oeriie BEHeo,
Ce moTmpe Ha CTanoT U odKarie
Jaj Mu ja manky Barara,
3amro cam cakam Jia ro Mepam
Osga 311aro0, €Be,
I'menaj ro T, nan’ uma Henocrarok... (Opaepu, 2007, ctp. 165)

On 10 muctuxoBu, 3Ha4u 20 CTHXOBH IITO TH MMa MPETTEKCTOT, CEKOTaIl BO
cTuIoT Ha bejtr, co puma aa66yy, necaara Ha @parepu nma 20 CTUXOBH CO MeITaHa
puma. OBaa mecHa criara Bo BUJIOT TapaboIiv, KoM ITOBEKe MOXKeE Jla Ce HajIaT BO CTHIIOT
Ha IMOETCKUOT roBop Ha ,,MecHeBuja®. 3a ga OugemMe NoOINCKY 10 OPUTHHAIIOT, KE T'H
Hapedyeme ,,mesele”, T.e. yCHa NpUKa3Ha.

OBue MpHKa3HU TH CJICIU €lHA HOTa Ha JICCEH XyMop, MMaar (uio3odcka
OCHOBA U ja M3pa3yBaaT OpUEHTAITHATA MYAPOCT, IIITO C€ CHHTETH3UPA Ha KPajoT BO
(opma Ha cenTeHna. lMima HEKOJKy IMECHM IITO ce€ BO CTWJIOT Ha TecHara ,,loBap®,
aJanTHpPaHU O] TOJIEMUOT MUCTHK MeBiaHa, Kako ,,[ ynaBuot u yMHuoT", ,,I'yryTka®,
»3UMa | JIeTo" on1 30upkara ,,llecHu 3a npBauumara®, ,,Kpanor®, ,,Axo nane bor “,
»Crapenot™. buiejku necHUTe ce BO UCTHOT CTHJI KAaKo MPETXO/IHATA TIeCHA, HUE Ke
3aIpKUME caMmo Ha rmecHara ,,[ iynaBuot u yMHUOT . OBaa mecHa Kako XUIOTEKCT TH
3€JI HeKOJIKY CTHXOBH Off BTOpara KHUTa Ha ,,MecHeBHjara“™ Ha MeBmana. JIupckuot
Cy0jeKT € UCTHOT KaKO U BO MPETTEKCTOT, CAMO C€ MEHYBa CTpyKTypara. Moxe 1a ce
Ka)ke JleKa TIPeTCTaByBa aJlanTalrja Ha OpHeHTaIHATa TT0e3Hja.

ETtumonorujara Ha necHute Ha @patiepu mMTO CE O OBOj BUJI MOJECHO € Ja TU
Oapame BO jeiara Ha MeBnaHa, a He caMo BO npuka3Hute Ha Jlagonten wnu Ezom.

ITecnara ,,ImynaBuoT 1 yMHHOT® ITIOYHYBA CO CJIEAHUBE CTUXOBHU:

,»OI maszap uje eeH niynas
Co HaroBapeHO Marape,

95



Mepau lllexabu-Becenn, Jlymjera Anumm-Yenuky
darmupe Bejcenn

Ha enna crpana ctaBui1 xuto,
Enna Bpeka mosHa co kamema
Enen ymen My ce Bprelie,
Ce mucrenie 1 NpoOMHUCITyBallle
Peue, On xane npent, o yecTuT?
[To cu 3em, mwTo cu TOBapen
Enna Bpeka, peue, co HTO,
A npyrara nonHa co kamema. (Opamepu, 2007, ctp. 171)

Bo crenHrBe CTHXOBH Ce 1aBa OATOBOPOT HA MYIIPHOT:
»-..Cune! He cu nmocranui npaBuiHo,
Bo enHa Bpeka He ce craBa 11el1o,
Enna nonoBrHa BO €Ha J1a CTaBelIIE,
Jpyrara Bo apyra aa ja toapeie. .. (®pamepu, 2007, ctp. 171).

Pymu:

,.E/1eH besieBu 1 Oerre HaTOBapwII Ha CBOjaTa KaMuIIa JIBE BPEKH ITOJTHH CO MECOK,

a caM ce Kauw HaJ BpekuTe. Hekoj mo mar ro mparuai.

I'o mpama 3a 3emjara u moyHaa ja 30opyBaar. OJ oBa Ipailiamke Ce OTBOPHja
MHOTY OHuCepH.

[Totoa peue: IlITo cu HaToBapwi Bo THE Bpeku? Kaxwu ja BucTuHara!

beneru peue: Bo egnara uma xuro. Bo apyrara uma necok. He e HewTo 3a
janeme!

YosekoT mpaiua: 301ITO CH ja HAOJHHUI CO MEeCOK?

Benesu oprosopu: Ja HaroaHMB 3a /1a HE OCTaHE MIpa3Ha Taa Bpeka.

Ounozodor peue: Pazmuciy U moneny ro KUTOTO Ha TOJIOBHHA BO €/IHATA U
TIOJIOBHMHA BO ApyraTa Bpeka. (Pymu, 2007)

Criope XUTIOTEKCTOT, jacHO ce Tiesa ieka dOparrepu ro 3eMa of1 TPeTTEKCTOT Toa
mTOo My TpeOa 3a HOBHUOT TEKCT, HO TO pa3paboTyBa Ha CBOj HAYWH, 03 pa3liuKa IITO
HE T0 KpHe Toa JIeKa ce OTIHPa BO OPHEHTAIHA MYIPOCT. ABTOPOT KaKo Jia HapoAnupa
JieKa YMHHTE JIyre, BO IOBEKETO cly4au, He IMOCceIyBaaT MHOTY OJl MaTepH]jaTHHOT
ceet. [laponujara, ciopen JKeHer, criara BO XUNIEPTEKCTYaIHUTE YKaHPOBH.

Bo cnennuBe ctuxoBH, Ha necHara ,lnynaBuor u ymHuot® @paiepu ro
M3HECyBa TOa Ha MHOTY y0aB HaYMH:

»-..CO OBOj rojiem mamer,
Koj 3nae konky Hemra umar!
Tpeba na umarr MHOTY OOTaTcTBO,
CTtazo co OBIIM U CTOKA,
W nomarmmen Tosap, (Opamepu, 2007, ctp. 172).
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Crapenot My oaroBapa:
»HeMaM, My pede, HUIITO B )KHUBOT
Hu nyre, Tyky cym cupot.* (Opamepu, 2007, ctp. 172)

JIBeTe TMEeCHM MMaaT UCTa TeMa, pa3jukara ¢ Bo Toa mrto dpariepu JUKOT HA
®duo30oT ro UMeHyBa YMHHUOT, U HAMECTO MECOK, TOj CE CIIY>KH CO IIOUMOT KaMeHha.
3Ha‘II/I, Ha CEMAaHTUYKU IJIaH pCUMCHU HUIIITO HE MCHYBA.

Enna npyra necua ox 30upkara ,,l[Bekumara Ha npojerra’, necHara ,,bor* ce
rmara Mery opurunHagHuTe necHu Ha H. @pamepu. [Iporaorame cIuIHOCT caMO CO
enHa crpoda, Ha ,,MecHeBujara™ Ha MeBnana Pymu. [loerckoro Bimujanue biym ro
HapeKyBa MOETCKH MPEKPIIOK, KOj ,,HYy)KHO Hajara Jia ce Mpoy4Hu KUBOTHHOT IHKITYC
Ha MOETOT".

,,beB conlle, 6B MeceunHa
CranaB Bojia, KaJI U BETEp,
Ssesna, ciraBej, OBEH CyM O
U 6e30poj maru woBek.* (Opamepu, 2007, ctp. 137)

MeBiiana BO OJHOC Ha €BOJIylMjaTa Baka ce H3jacHyBa:,EnHamr cym Owui
BO MPOCTOPOT BHCEjKM, Kako €IeH aroM oJ mpas, Oe3 BoJsja, MOTOA CTAlHMB BO
HEOPraHCKOTO IapcTBO Ha Marepujara. [IoMUHYBakM BO PacCTHTEIHOTO IIaPCTBO, TO
3aryOWB IMOMHEH-ETO 3a BomeHaTa OopOa Bo MarepujamHaTa cdepa. [loroa Biero
BO KMBOTHHCKOTO I[apCTBO, 3a00paBajkW TO MPETXOAHUOT IEPHOJ, UyBCTBYBajKH
ja caMo MHCTHHKTHBHATa U HECBECHa CTPACT KOH PacTeHETO Ha pacTeHHjara W Ha
LBEKHEbaTa, IOCEOHO BO MPOJIET, CTPACTA IITO ja YyBCTBYBA JJOCHYETO KOH MajKara.
KauyBajku ce BO 5)KUBOTHHCKHOT CBET, CTAHAB YOBEK BP3aH 3a KpeaTUBHATA CTPACT Ha
Cosnarenot. [IpoomkuB 1a HarpeyBaM OJf €IHO BO JIPYTO LAPCTBO, pa3BUBAjKU TO
pa3yMorT, jakHejku ro opranu3MoT. [locTon ocHOBa 3a U3MUTHYBamkE 0€3 MPEeCcTaHOK,
HaJ TpeAHHUTE CTENeHWIM Ha Muciara. lloroa HM Mojara ceramrHa parMoOHAITHOCT
HE TO MPETCTaByBa BPBOT HA €BOJyTHBHATa Mucia. U oBa Tpeba 1a ce mpedexopyBa,
3aroa IITO YIITE € JIaMKOCAaHa OJf ETOMCTHMYHUTE OHMOJIOIIKK CTpacTH. WimjamHurm
JIpYTH TUIIOBH Ha pa3yMOT M CBecTa Ke cieJarT BO TEKOT Ha MOETO MPOAOIHKEHO
KadyBame: ,,uyno ox uymga!‘ (Pymu, 2007, ctp. ctux. 3637)

Hcro Taka, Bo memnoro ,,JluBanot Ha Illemcn Tabpusu™, MeBnaHa ce mU3pa3ui
Baka:

,»LLITOM Jtoaramnt Bo 0BOj CBET Ha €Tr3UCTEHIIM]ja
[Ipen Tebe ce ckanuTe, Ja TH MIOMOTHAT J1a CE CIIACHIIL.
Bo noyeroxot Oenie MuHEpa, NOCIe CTaHa PacTCHUE;
[Tocne »UBOTHO, AaH € MOJKHO J1a TH € HEMO3HATO OBa?

[locne crana 4oBek, cHaOEH CO 3HACHE, pa3yM U Bepoa;
I'menaj ro Ten0TO, U3BAJICHO OJ] MPABTA: KOJKY C€ YCOBPIIUIIO!
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Kora ke ja TpaHcueHaupain 4oBeykara coctojoa, ke cTaHem aHrell, 0e3 COMHEHHE;
U 3a Tebe Toram 3emja Hema Ja UMa, HEOOTO Ke OHJIe TBOj JIOM.

[IpemuHH ja mocie u TBojaTa aHTeJNICKa COCT0j0a, CTaHU KaJl BO OKEaHOT,
3a Ha Kpaj, TBOjaTa Karka BoJa Aa ctane mope.* (Pymu, 2007)

Cwmerame nieka onHocot nomery H. @pamepu u Mesnana Pymu ro npetcraByBa
Toa mMTO BO TeopHujara Ha X. biym ce Buka Kinmnamen. KaxxaBme u morope neka
Kiunamen mpercraByBa HOIpelleH HOETCKH IPEBOA WM Hpekpuiok. [Iucarenor
OTCTaIlyBa Ofl CBOjOT IIPETXOAHHUK, TOA CE IOKa)KyBa KaKO KOPEKTHUBEH IOABUI 32
HEroBaTaIoe3uja, ITo NoApa3zonpa ieka moe3njaTa Ha IPETXOJHUKOT Oniia npudareHa
07l CTpaHa Ha MOETOT A0 Taa TOYKa 3a Ja MPOJOJIKH [TIOHATaMy BO BUCTHHCKHOT TIaT.

K. Iuno, nmumryBajku 3a HM3BOPHUOT AacleKT Ha moe3wjata Ha ODparuepw,
pekon: ,,Hemame cpenctBa co KoW ke pasnukyBame Iuto nosajmun H. @dpamepn,
a IITO HaIUIIAJI CIIOpe] CBojaTa mHcTHpanuja. Kako n ma e, 6e3 pa3nmka o Kaje
[IOTEKHYBaaT THE WJEH, KOra Ce pacToIlyBaaT BO CPLIETO Ha MMCATEJIOT U CE CIeBaar
CO HETOBHOT KapakTep, CTaHyBaaT HOBU M IUIOIHH. (CTp. 3)

Opamepr BO cBoOjaTa CBECT yclea Ja acUMUIUpa MHOTY €JIEMEHTH Off
yMeTHHYKara v prnozodcekara Kyntypa Ha OpHEHTOT, CO KOU ¢€ XpaHel 0J] TOYETOLUTE
Ha CBOCTO M3JWUIHYBamC. I/II[eI/ITe Ha MaHTCU3MOT, OJIMIIECTBOPCHU BO JorMara U BO
cyucTuuKaTa KHUKEBHOCT, IO IPUBJIEKOA aBTOPOT OHAKA KAKO IITO IPUBJIEKOA U
MHOTY eBporicku poManTHuapu. OBa cyductnuka ¢uimo3oduja ce coBmara He caMo
CO POMaHTHYApCKUOT BKYC Ha aBTOPOT, TYKY H cO Jap0Oara 3a JUpcKo U huno3odcko
obmuciyBame. OOMHUCITYyBambe KOE€ BO YOBEKOT I'o Haola bora u ce BuyoHEeBHyBa O]l
BO3BHUILIEHOCTA HA YOBEYKOTO OHUTHE.
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