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MACEDONIAN TRANSLATION EQUIVALENTS
OF THE ENGLISH GET-PASSIVE

Liljana Mitkovska
AUE-FON University in Skopje
liljana55@yahoo.com

Ana Arsovska
AUE-FON University in Skopje
ana.jankulovska@fon.edu.mk

This paper deals with the English ge-passive construction and its possible trans-
lation equivalents in Macedonian. The aim of the research is to investigate which
constructions in Macedonian can be used as functional equivalents to the English
get-passive. This research is based on a database of 180 parallel examples creat-
ed by the authors, searching translations in both directions, English-Macedonian
and Macedonian-English. A qualitative and quantitative analysis of the collected
data was conducted with an aim to establish a correlation between the English
get-passive and its Macedonian equivalents. By determining the similarities and
differences between the English get-passive and the Macedonian passive con-
structions (the periphrastic and the reflexive passive) we assumed that there is no
full correspondence, thus a wider variety of structures were expected in the Mac-
edonian counterpart examples. Consequently the distribution of the equivalent
Macedonian structures will hopefully give some insight both into the nature of
the English get-passive and the scarcely studied Macedonian passive construc-
tions as well as relevant guidelines for translators and teachers.

Keywords: voice, contrastive analysis, periphrastic passive, reflexive, middle
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MAKEJJOHCKUTE ITPEBOJHU EKBUBAJIEHTHU
HA AHINIMCKUOT GET-ITACUB

JIunjana MuUTKOBCKa
AYE-®on Yausepsuter Bo Ckorije
liljana55@yahoo.com

AHa ApcoBcka
AYE-®on Yausepsuret Bo Ckorje
ana.jankulovska@fon.edu.mk

OBoj TpyA ce 3aHNMaBa CO aHIVIMCKATa MaCHBHA KOHCTPYKIIMja CO IIIaroyioT get u
HEj3MHUTE MOKHU IIPEBOJIHHA EKBUBAJICHTH Ha MaKeJIOHCKH jasuk. L{enTa Ha uc-
TPaXKyBaWETO € Jla CEe UCIIUTA KOM MaKEOHCKH KOHCTPYKIMH C€ KOPUCTAT KaKo
(YHKIMOHAIHY €KBHBAJICHTH Ha aHIINCKUOT get-IIachB. 32 0Ba MCTPaXKyBambe
e KopucTeHa 6a3a Ha mogarouu on 180 mapaiesHu MpUMEpH, COCTaBeHa O aB-
TOpUTE, CO IpedapyBambe Ha NPEBOAM BO JBETE HACOKH, aHIJIMCKO-MaKEIOHCKH
U MaKeIOHCKO-aHINIMCKU. beme crpoBeneHa KBaJWTaTHBHA M KBAaHTHUTATHBHA
aHaJM3a Ha COOpaHUTE TOJATOLH, CO LIEJ J1a Ce BOCIIOCTaBH KOpealyja rmomery
AHIIMCKaTa MaCMBHA KOHCTPYKIMja CO IVIArojioT get W Hej3MHUTE MaKeIOHCKU
exBUBaJIeHTH. [10 yTBp/lyBame Ha CIMYHOCTUTE U Ha pa3JIMKUTE TIOMery get-na-
CHBOT M MaKEJOHCKUTE MACHBHHU KOHCTPYKLUHUH (MepUPPaCTHIYHUOT U pedrieKc-
HUOT IIACHB), I0jJOBME J0 3aKITy4OK JIeKa HeMa IIeJI0OCHO COBIIarame, I1a 3aToa ce
OYEKYyBalle MOINPOKa Pa3HOBUAHOCT HA CTPYKTYPUTE BO MaKEIOHCKHUTE IIpHUMe-
pu. Taka, TucTpuOyIMjaTa HA KICTOBETHUTE MAKEIOHCKH CTPYKTYPH OBO3MOXKYBA
Ja ce 1o0ue yBU Kako BO MPHPOJaTa HA aHIIIMCKUOT get-IIacuB Taka M BO Ka-
PaKTepoT Ha MAJIKy MPOYyYyBaHUTE MaKEAOHCKHU ITAaCHBHHU KOHCTPYKIINH, a J1aBa 1
3Ha4YajHH HACOKH 32 MPEBEAYyBAUMTE U 32 HACTABHULIHUTE.

Koyunu 360poBH: 32101, KOHTpAaCTHBHA aHAJIM3a, epU(PACTHUCH IIaCHB, pe-
(IieKCHBHY KOHCTPYKIIMHU, MEJIMjaliHa aujare3a
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1 Introduction

This study deals with the English get-passive construction (1) and its possible
translation equivalents in Macedonian. The term get-passive is used variously in
the literature, covering different scopes of the functions/meanings expressed by
the combination of the verb get and the past participle of the main verb, which can
be more or less remote from the prototypical passive (Anderwald 2017). In some
uses the participle is more clearly of an adjectival nature (Leech et al. 2009; Hud-
dleston and Pullum 2002) indicated by the modifier so in (2). In the literature it is
considered that in such meanings get is a kind of a copula and the participle has
adjectival function (e.g., Biber et al. 1999; Huddleston and Pullum 2002). The term
‘inchoative’ is also often used for most of these constructions (Fleisher 2006; An-
derwald 2017), while Hundt (2001: 69) considers them a type of inchoative-middle
constructions. In many cases the distinction between the passive and the adjectival
construction is blurred (3).

(D He got arrested (by the police).
(https://ludwig.guru/s/he+got-+arrested)’
2) He got so confused that he no longer knew what to do.
(Leech et al. 2009: 154)
3) The channel got blocked.

(Leech et al. 2009: 154)

In our research we use the term gez-passive for uses of this structure that exhibit
typical passive-like features and are comparable with the be-passive (example 1),
but also consider the ambiguous cases (3).

From a typological perspective, passive voice is considered a type of diathesis
marked on the verb. Following the Leningrad-St Petersburg Typology Group ter-
minology, Kulikov (2011: 370) defines the term ‘diathesis’ as follows: “Diathesis is
determined as a pattern of mapping of semantic arguments onto syntactic functions
(grammatical relations).”* Similarly, Huddleston and Pullum (2002: 1427) consider
the term ‘voice’ to apply “to a system where the contrasting forms differ in the way
semantic roles are aligned with syntactic functions, normally with some concomi-
tant marking on the verb”. Thus, the terms ‘active’ and ‘passive’ designate different
“alignment of roles with functions in clauses that express an action” (ibid.): active
voice encodes the “natural” argument hierarchy, while in the passive voice the sub-
ject does not code the initiating participant, but an undergoing entity. The pairs of
corresponding active and passive clauses express the same propositional meaning,
but differ in highlighting different aspects of the event, performing different dis-
course functions.’

'Source of examples is given in brackets. Absence of source implies that it is provided by the authors.

2 Other terms utilized are: ‘syntactic pattern’, ‘valency pattern’, and ‘construction type’(Kulikov
2011: 370).

3 Quirk et al. (1985: 159) define voice as “a grammatical category which makes it possible to view the
action of a sentence in either of two ways, without change in the facts reported.”
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The basic passive construction in English is the be-passive, formed with the
past participle added to the copula be. Combinations of ger and the past participle
in English are of a more recent date, their first passive uses dating around the end of
the eighteenth century (Hundt 2001). Though it is quite rare (especially compared
to the be-passive, see e.g., Biber et al. 1999: 481; Leech 2009: 156), the get-pas-
sive is an established construction and is described in the basic grammars of the
English language (e.g., Quirk et al. 1984: 160-163; Huddleston and Pullum 2002:
1443—-1440). Thus, its properties and relation to the be-passive have been defined
in the linguistic literature, as will be explicated in the next section, and they were
applied in identifying examples for the present analysis.

As the other Slavic languages, Macedonian possesses two types of passive:
morphological (or periphrastic) passive (formed by be and the participle-like verbal
adjective) and reflexive passive (built by the reflexive marker se and the conjugated
form of the verb), which display similar functional properties, but vary in use and
distribution. However, the Slavic passives are less common than the passive in
English because of the flexible word order in these languages (Sussex and Cubber-
ley 2006: 369). Inversion is the main strategy for marking changes in the informa-
tion structure of the clause, while English resorts to different syntactic structures
due to the more fixed word order. Thus, we expect to find different constructions in
Macedonian as translation equivalents to English get-passive sentences. The main
goal of this study is to investigate the functionally corresponding structures in Mac-
edonian to the English get-passive clauses. With this in mind we pose the following
research questions:

1. Which Macedonian structures are possible translation equivalents?

2. Which structures occur most frequently and in what contexts do they oc-
cur?

3. What differences (semantic, syntactic, functional) exist between get-passive
sentences that have/receive different translation equivalents in Macedonian?

4. What do translation equivalents reveal about English get-passive and about
Macedonian passive constructions?

We look for answers to these questions in parallel texts that render the same
contents in English and in Macedonian: translations in both directions and transla-
tions of the same texts from different languages into English and into Macedonian.
Sentences containing get-passive in the English text are extracted manually and
classified into sub-groups. They are then matched with the Macedonian extracts
conveying the same meaning. The data were subjected to quantitative and quali-
tative analysis. The findings are expected to shed some light both on the use and
properties of the English get-passive as well as on the Macedonian diathetic con-
structions, which will be of theoretical and practical relevance.

The paper is structured as follows: the next section provides the theoretical un-
derpinnings concerning the two passive constructions in English, as well as the
Macedonian passive constructions and a brief comparison. The central sections of
the paper present and discuss the results of our investigation. The most important
findings are summarized in the concluding section.
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2 Theoretical background

The passive voice is crosslinguistically one of the most common types of verb
marked diathesis (Kazenin 2001). It is distinguished from the other voice alterna-
tions with well-defined morpho-syntactic and discourse properties, summed up as
follows (see Haspelmath 1990: 27; Kazenin 2001: 899): (i) in a corresponding pair
of active and passive clauses the latter one is marked (morphologically and func-
tionally) and has a more restricted use, hence it is considered as derived from the
former; (ii) the number of participants and their roles in the situation do not change:
the active subject referent (actor/causer)* is always present in the semantic structure
of the clause, but it is not expressed in subject position, which, if any, is occupied
by a less prominent semantic role; (iii) the actor/causer is either not expressed at the
syntactic level, or is coded in an adjunct position.

The use of passive voice is motivated by the discourse pragmatic needs of the
speaker/writer. The two syntactic processes in passive formation, i.e. actor/causer
demotion and undergoer promotion, express changes in the focus vis-a-vis the ac-
tive clause. The English passive is usually assigned the following communicative
functions (see Biber et al. 1999: 477; Schwartz 2018: 11-12): (i) to insure front po-
sition for the discourse topic and facilitate smooth information flow in the text; (ii)
to background or omit the actor/causer if it is unknown, obvious or unimportant;
(iii) to foreground and put emphasis on the undergoing participant. Which function
will prevail depends on the text register, context and communication goals. Both
be-passive and get-passive can be used for the described purposes, though the two
constructions differ in other respects addressed below.

2.1 Review of the literature related to the English ger-passive

In the following sections we provide the theoretical background on the be- and
get-passive, focusing on the main similarities and differences between the two, as
well as the basic properties of the ger-passive explicated in previous studies and
employed in our analysis.

2.1.1 Comparison and contrast of be- and get-passive

Two forms are used for marking passive voice in English. As Quirk et al. (1985:
160) note, passive voice is normally formed with auxiliary be, but the verb get
can also be used to build a passive construction. However Quirk et al. (ibid.) also
state that by most syntactic criteria gef is not an auxiliary at all. This is because
the passive get fails all of the syntactic tests for auxiliary verbs: it doesn’t invert
in questions, it triggers do-support in negative expressions, and it never occurs in
question tags (Fleisher 2006: 228). The two passive constructions in English share
some formal and pragmatic similarities: both be and get can be used in different
tenses and are followed by a past participle. Both constructions are used to place
focus on the patient, rather than on the agent of the action.

*Kazenin (2001) uses the term ‘actor’ to comprise ‘agent’ and ‘experiencer’, but ‘causer’ covers more
subject roles.
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Nevertheless, there are some striking differences between the two as well, most
notably in style-dependent distribution and productivity, as discussed below. In ad-
dition, the get-passive “provides a convenient way of avoiding the passive with be
in cases where there is a potential confusion between the normal passive interpre-
tation and that of the ‘statal passive’” (Quirk et al. 1985: 162).° In examples such
as The vase was broken, the verb can be interpreted either as stative, implying
the condition in which the vase is found, or as dynamic, referring that somebody/
something broke the vase, and the vase is the affected entity. However, if the same
example is replaced by a ger-passive (The vase got broken.) there would be no
ambiguity, i.e. only a dynamic interpretation of the verb is possible. There is never-
theless ample ambiguity between get-passive and inchoative get-constructions, as
noted by Leech et al. (2009), Fleisher (2006) and others.

2.1.2 Basic properties of the ger-passive

In this section we offer an overview of the basic properties of the get-passive de-
scribed in numerous studies (Lakoff 1971; Chappell 1980; Siewierska 1984; Col-
lins 1996; Carter and McCarthy 1999; Hundt 2001; Alexiadou 2005; Fleisher 2006;
among others). Some of them are still debated.

Property 1: Stylistic Distribution

The undisputed property of the get-passive is its affiliation with the informal
language (cf: Quirk et al. 1985: 161; Huddleston 1984: 161; Collins 1996: 43).
In the COCA (Corpus of Contemporary American English), which is a balanced
corpus with about 400 million words, Kim (2012: 440) finds that “the get-passive
is most frequently used in spoken texts then in fiction, but least frequently used in
academic texts”. Equally, Kim (2012: 441) notes that the normalized frequency in
spoken texts is “about 11 times higher than the one in written texts” in the BNC
(British National Corpus)-WEB corpus. These findings indicate preference in use
of the get-passive in more informal style in both British and American English,
more frequent in fiction than in other written styles (as shown in Anderwald 2017).
However, it is much less used than the be-passive “and even in informal English it
is far less frequent than the be-passive” (Quirk et al. 1984: 161).

Property 2: Productivity

It is often claimed that the get-passive is found only with dynamic verbs in
contrast to the be-passive (e.g., Downing 1996: 186; Huddleston and Pullum 2002:
1442; Alexiadou 2005: 16). Similarly, Kim (2012: 447) provides evidence that
there is a high-frequency of non-stative verbs in the get-passive (get caught, get
paid, get hit, get fired, get arrested, get kicked, get turned, get invited, get burned),
as opposed to the non-dynamic stative verbs which do not occur in the get-passive
form in the COCA and are typically found in the be-passive (be considered, be
expected, be remembered, be obtained, be required, be needed, be regarded, be be-
lieved). Thus, Kim (ibid.) concludes that the get-passive is “sensitive to the lexical
properties of the main verb”. This is also related to the restriction of the get-passive

5 See also Huddleston and Pullum (2002: 1441).
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to verbs expressing affectedness of the subject (Quirk et al. 1985; Taranto 2005).
Alexiadou (2005: 17) notes that the get-passive is not permitted with states and
“verbs that do not allow for the subject of the construction to be interpreted as
affected”. Kim (2012: 448-449) observes that this property is often found in the
corpus. However, issues arise due to examples found in corpora which violate the
affectedness condition (The truth got known.,; The light got invented.). These exam-
ples are unacceptable among linguists who consider this property as typical of the
get-passive. Nevertheless, research shows that such examples are actually found in
corpora. Hence, this issue needs to be further addressed.

It has also been noted that get-passives are much less commonly used with an
expressed animate agent/causer than be-passives (e.g., Huddleston and Pullum
2002: 1441-1443). Collins (1996), as well as Carter and McCarthy (1999), found
that more than 90% of the get-passives did not include a by-phrase. Quirk et al.
(1985: 161) suggest that the agent is less usual with a get-passive because of the
“emphasis which get places on the subject referent’s condition (usually an unfa-
vorable condition)”.

Property 3: ‘Resultant state’ meaning

Downing (1996: 184) states that the get-passive carries the meaning of “arrive
at a resultant state”, a feature also noted by other authors (e.g., Vanrespaille 1991;
Taranto 2005). Kim (2012: 449) observes that “the get-passive has tendency to
denote a resulting state of an event because of the action involved” and the findings
from the COCA indicate that “the main predicates in the get-passive are mainly tel-
ic predicates”, which supports the resultant state property of the ges-passive since
the eventuality the get-passive describes has an endpoint.

Property 4: Responsibility of the subject referent

The property of active involvement of the surface subject in the event in get-pas-
sives, as noted by Chappell (1980: 429) relying on Lakoff and Hatcher is frequently
discussed in the literature (cf. Hundt 2001: 53; Kim 2012: 445). This property links
the get-passive to the inchoative/resultative uses of the ger+past participle con-
struction.

Property 5: Adversative and beneficial semantics

It is widely agreed among linguists that the get-passive is used to express events
and situations that have either adversative or beneficial connotation (cf. Chappell
1980, Siewierska 1984: 161, Fleisher 2006: 249; Hatcher 1949: 441). Lakoff (1971:
154) states that, unlike the be-passive, the get-passive in English is frequently used
to reflect the attitude of the speaker towards the events described in the sentence.
Corpus data have also shown that “the adversative implicature dominates strongly
over the beneficial” (Collins, 1996: 52): out of the 291 central get-passives in his
corpus, 196 or 67.4% have an adversative implicature, 68 or 23.4% are benefi-
cial, while only 27 (9.3%) are neutral. Carter and McCarthy (1999: 50) also notice
that “get coincides mostly, but not exclusively, with verbs referring to unfortunate
events, or at least events perceived as unfortunate for the speaker”.
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2.2 The Macedonian passive constructions

The two passive constructions in Macedonian are not firmly established. Topolinj-
ska (2008: 130) points out that they “show a tendency towards grammaticalization,
although — due to many lexical and contextual barriers — it is difficult to speak about
strictly grammaticalized diathetic distinctions”. According to Koneski (1981: 382),
there are no special verb forms for expressing passive in Macedonian, hence there
is no real active-passive dichotomy. The categories used in Macedonian are clear-
ly syntactic and not morphological. On the other hand, Minova-Gjurkova (1994:
167) states that in Macedonian there are two passive constructions: the periphrastic
sum-passive and the reflexive se-passive form. She notes that, as opposed to the
past, nowadays the sum-passive is more frequently used, both forms being equally
common in the media (169).

The construction with the copula sum ‘be’ and the “verbal adjective” in -n/-t
is typically used with transitive verbs and the affected participant is promoted to
subject position agreeing with the verb. Yet, its more pronounced function is to de-
mote the actor/causer and put emphasis on the results of the predication, rather than
on the affected entity itself. Without contextual support this construction with the
copula sum in present tense and a perfective verbal adjective is interpreted as resul-
tative® (see 4a). The dynamic interpretation is contingent upon the lexical meaning
of the verb and specific contextually conditioned circumstances, such as the tense
of the auxiliary and a definite time point, as illustrated in (4b). Velkovska (1998:
85) claims that this construction is almost always ambiguous and only rarely can it
unequivocally be declared as passive. This is related to the changes the Old Slavic
passive participle has undergone, spreading from transitive to intransitive verbs and
turning into a general participle (cf. Koneski 1986: 184-5).7

4 a. Hosuotu 3axon e yceoen u oojasen.
‘The new law has been passed and announced.’
b. 3axonoiu 3a tienzuonuparve dewe uzinacan o Coopanueitio guepa.
‘The retirement law was/got passed in the Parlament yesterday.’

Present tense with imperfective verbs is used in the passive only for habitual
and general events, whereas this construction is impossible for expressing current
present. According to Topolinjska (2008: 135), this feature of the sum-passive “is
one of the reasons for the wide distribution of passive se-constructions in the Mac-
edonian language”.

Reflexive constructions are regularly used in all Slavic languages for express-
ing a wide range of voice alternations marking various departures from the typ-
ical transitive situation: from active reflexive, through middle to passive ones.
They mark different degrees of demoting the initiator from the construction/

¢ Velkovska (1998: 21) distinguishes between resultative in a broad and in a narrow sense. The former
(following Nedjalkov and Jahontov) is defined as a state, no matter if it is caused by a previous event
or not, while the latter refers only to states presented as an outcome of a previously completed activity.

7Tt combines nowadays with sum to build perfect resultative (7ie se dojdeni ‘They have arrived’) and
with ima ‘have’ for perfect tenses (Imam/Imav plateno. ‘1 have/had paid’).
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event. Macedonian has a rich inventory of these constructions (cf. Mitkovska
2011). The situations in which the subject referent is affected, but no outside ac-
tor/causer is implied are considered as representatives of middle diathesis/voice.
According to Mitkovska and Buzarovska (2011: 5) the middle voice “involves
only one participant whose semantic role contains characteristics of both initiator
and undergoer”. They comprise a range of reflexive constructions in which the
affected entity is also an intentional or unintentional causer (e.g., autocausative:
se mie ‘wash’, se dvizi ‘move’; emotional: se raduva ‘rejoice’; resultative: se
povredi ‘get hurt’), or the event is viewed as an autonomous occurrence (e.g.,
anticausative: se pojavi ‘appear’).

At the passive pole se-constructions encode situations in which the initiating
participant is not expressed as an argument in the syntactic structure of the sen-
tence, but it is always present in the semantic structure, implied as an actor with a
general feature [+human]. It can be expressed by an agentive prepositional phrase,
though not frequently.® Macedonian reflexive passive occurs in all types of register
and seems to be more grammaticalized than in some other Slavic languages, being
more readily built with perfective verbs (5a) and equally possible with stative and
dynamic verbs. It, however, displays ambiguity with various other types of se-con-
structions.

Formally, there are two types of se-passives: those which contain a transitive
verb with an expressed second participant have a subject in the syntactic structure
imposing agreement on the verb (5a); if the verb is intransitive, the subject position
remains empty and the verb acquires an impersonal form — 3™ person singular,
neuter with participles (5b).

®)] a. Cudypno modce ga ce Hajge Kasal.
‘Surely a flute can be found.’
b. Cexozaw 60 ceiiiiemspu ce 300pyea 3a goma.
‘One always talks about home in September.’
(Mitkovska 2011: 181 and 185)

In view of the descriptions in this section, we can conclude that the Macedoni-
an sum-passive construction shares morphological features both with the English
be- and get-passive. However, it is functionally different as it more often places
emphasis on the result from the event, thus constraining the dynamic interpreta-
tions. Considering that the get-passive has been reported to place emphasis on the
resultant state (Vanrespaille 1991; Downing 1996; Kim 2012) it may be expected to
be a good translation equivalent to the sum-passive. Yet the distributional and other
properties of the get-passive, as well as its more dynamic nature, do not correlate
with the sum-passive.

The Macedonian reflexive passive, however, is rather different from the English
passives. It is largely a devise for promoting the event itself, abstracting the partic-
ipants, especially the initiating one, but in its more grammaticalized uses it resem-
bles the discourse functions of the English be-, and to some extent, of the get-pas-
sive. In a Macedonian — English contrastive study Mitkovska (2011: 182—188)

8 See the possibilities in Mitkovska 1998 and 2011.
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finds that reflexive passives with a promoted affected participant are equivalent to
both be-passives (43%) and active constructions with a generalized or indefinite
agent (one, you, people vs. someone, they) in the subject position (42%). For the
subjectless ones, the latter tendency prevails (64%) while the be-passive is rarer
(16%). There are no get-passive equivalents to the reflexive passive in this data,
though constructions with get + past participle are found to correspond to various
middle reflexives (about 10%): se izgubi ‘get lost’, se isplasi ‘get scared’, se skrsi
‘get broken’. Indeed, it has been pointed out in the literature that some English
get-constructions express middle semantics and that in many cases they can evoke
passive interpretation (see the discussion in Hundt 2001: 54-55).

This brief overview suggests that we are more likely to find English get-passives
as equivalents to sum-passives than to reflexive passives. However, we expect that
in many cases the translation equivalents will be of a different type.

3 Research procedure and results

The main goal of this research is to examine what Macedonian structures corre-
spond to the English get-passive constructions and how the Macedonian passive
structures relate to it. For that purpose we collected examples from translations in
both directions (English-Macedonian and Macedonian-English). The sample con-
sists of texts on various topics, novels and internet sources (authors and addresses
are provided in the reference section). Data from the electronic databases, ParaSol
and MaCoCu_en_mk, was extracted manually. ParaSol contains translations of fic-
tion in Slavic and other (Indo)-European languages. We included examples from
Harry Potter and the Philosopher s Stone by J. K. Rowling, the only English-Mac-
edonian parallel text in this database. MaCoCu en mk is a 23 879 769 words Mac-
edonian-English parallel corpus on CLARIN.SI repository, encompassing website
documents in both target languages.

To compile the database, first the English ges+past participle constructions ex-
pressing typical passive voice were searched, which proved to be a challenging
task. In some cases, as in example (6), it is clear that the subject referent is the re-
cipient of the predication (training) and a separate agent that carries out the training
is implied.

(6) SEEU lecturers get trained at the University of Oregon.
IIpenaBaun on YJUE Ha o0yka Ha VYHuBep3uTeTOoT BO Operon —
AMEpUKaHCKO aHTJIMCKA UHCTUTYT .
(MaCoCu_en_mk)

However, in many cases the clause allowed more than one interpretation and
the context offered no clear clues to determine its status. As pointed out above,
this ambiguity between the passive and middle interpretation in some get+past
participle constructions has been noticed by other authors (e.g., Quirk et al. 1985;
Huddleston 1984; Hundt 2001: 52; Fleisher 2006: 230; Leech et al. 2009: 154).
Such clauses were classified in an indeterminate passive/middle group. The
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subject referent may be the intentional or unintentional causer® (autocausative,
actional, emotional, resultative) or the event is presented as occurring autono-
mously (anticausative). For instance, the sentence in (7) is a typical example of
passive/middle ambiguity: it can imply either that women in such states should
not undergo vaccination (autocausative) or that medical stuff should not vacci-
nate those women (passive).

@) Women who are pregnant or breastfeeding should also not get vaccinated
as a precaution, [...]
[...] »xeHuTE KOM ce OpeMeHW Wid J0jaT, [...], HE OM Tpedamo nma ce

BaKIMHUPAAT.
(MaCoCu_en_mk)

Examples in which a corresponding Macedonian clause was missing or it ex-
pressed something quite different were discarded. Eventually, the database for the
analysis comprised 135 get-passive sentences and 45 examples indeterminate be-
tween passive and middle voice reading. In the next stage the structures used in the
corresponding Macedonian clauses were annotated and counted. The results for
both groups are presented in Table 1.

Table 1. Overall results

indeterminate middle/

Translation equivalents in get-passive .
Macedonian n % n passive %
similar verb 24 18% / /
active different verb 16 12% / /
periphrastic passive 29 21% 1 2%
reflexive passive 17 13% / /
reflexive passive/middle 7 5% 10 22%
middle 15 11% 18 40%
nominalization 20 15% 13 30%
participle (verbal adjective) 0 0% 1 2%
free translation 7 5% 2 4%
total 135 100% 45 100%

In more than a third of the Macedonian equivalents we encounter active predi-
cates. We find verbs with the same semantic structure as the English passive verb
(8) as well as such in which a corresponding verb with a different distribution of
the participants along syntactic positions is used. In (9) the verb kill is not translated

® Subject referents may serve different semantic roles, agent, causer and experiencer being the most
typical ones. It is usual to use the term agent for animate referents acting intentionally, while causer
implies no intention and may be animate or inanimate (e.g., Huddleston and Pullum 2002: 240). We
use ‘causer’ as a cover term.
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with the equivalent transitive verb ‘ubiva’, but with the intransitive gine ‘perish’
with the affected entity in the subject position.

() That's why Seekers get fouled so much.
3aroa Tparadyute MHOTY 'l (haympaar.
(ParaSol)
) How come so many emigrants get killed on the railway tracks in Macedo-

nia all of a sudden.
Kako Toa omemHaml rmHAT TOJKY MHOTY €MHTPAHTH Ha JKeJe3HHUKATa
mpyra B0 Makeonuja.

(MaCoCu_en_mk)

Passive equivalents make up another third of the gez-passive sentences, where
the dynamic periphrastic passive (10) dominates. In a few cases there is a possibili-
ty of stative interpretation in the Macedonian clause, which may depart more or less
from the English counterpart (11).

(10) [...], and the more students get thrown out, the better, he’ll think.
Konky moBeke yueHunn ke 6uaaT ucpiieHu, TOIKy MOapHO 3a HEero.
(ParaSol)
(11) So, whether immunity lasts weeks or days depends on the person who gets
infected.
Jamm UMyHUTETOT Tpae cO HEeJeNU MM MECEIH, Toa 3aBHCH OJI JIUIETO
KOC € 3apa3eHo.
(MaCoCu_en_mk)

Equivalents with the reflexive passive in Macedonian rarely allow a straightfor-
ward passive interpretation as in (12). Often the distinction between the passive and
middle interpretation is blurred in the Macedonian se-construction: in (13) the way
the event is interpreted does not affect the meaning. In a number of cases, however,
a middle reading (autocausative or autonomous) is more likely (14). Verbs like
testira ‘test’, vakcinira ‘vaccinate’, operira ‘operate’ when used with the reflexive
marker strongly impose an autocausative interpretation in which the subject is pre-
sented as an initiator though it is the entity undergoing the activity.

(12) Skopje is getting cleaned up quickly, in order to leave a better impression
for the tourists [...]
Ckorje 3a0p3aHO ce YHCTH, 33 J]a CE OCTABH IITO MOy0aBa CIIMKA Tpe]
OYHTE Ha TYPUCTHTE [...]
(MaCoCu_en_mk)
(13) The government says that they have brought many foreign companies in
the country and that many people are getting employed...
On BnacTa Benar JieKa JOHEIe MHOTY CTPaHCKH (MPMHU BO Jp)KaBara M
JIeKa MHOTY JIyfe ce BpaboTyBaar, ...
(MaCoCu_en mk)
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(14) Meanwhile, tens of thousands of ordinary people struggle to even get
tested.
Bo MeryBpeme, AeceTHIN Wijaad OOWYHHU Jyre ce OopaT camo 3a ja ce
TeCcTHpAaar.
(MaCoCu_en_mk)

Another type of equivalents that feature notably in our data are different types
of nominalizations that represent the predicate; both verbal nouns in —nje as well
as deverbal nouns, more or less remote from the verbal pole, are encountered. This
is partly due to the property of the English passives to be used in non-finite forms
(infinitive and gerund/present participle), which lack corresponding structures in
Macedonian. If a verbal noun is used as an equivalent in Macedonian all verbal
features are lost (15). It is possible to preserve the passive voice in the complement
da-clause'® (a common equivalent to the English infinitive), but a verbal or de-
verbal noun is also an option (16). However, for various, mainly stylistic reasons,
nominalizations can also correspond to get-passive predicates in finite clauses (see
example 6 and 17).

(15) Regardless if it is about getting a job or assistance, or about getting pro-
moted at work [...]
Ceenno manmu ce paboTu 3a noOWMBamke pabOTHO MECTO WM OfpercHa
IIOMOIII, WM 32 OZIPEZICHO HaNpeayBamwe Bo padoTara [...]
(MaCoCu_en_mk)
(16) Branko Geroski the Editor of “Sloboden Pechat” who received threats to
get slapped on twitter by Ljupcho Pavlevski, [ ...]
Bbpanko I'epocku, ypeqaukoT Ha “Cro0ofeH medar”’, Koj 1oou 3akaHa 3a
nuiakanuna Ha Tsutep ox Jbynuo Ianescky, [...]
(MaCoCu_en_mk)
17) 1 am convinced that the past stereotypes are slowly but steadily getting
forgotten.
YoeneH cyM Jieka OHHE CTEPEOTUITH KOU CE TPUCYTHH MOJIEKa, HO CHT'YPHO,
0/1aT BO HCTOPHCKH 3200paB.
(MaCoCu_en mk)

Sentences with gett+past participle exhibiting passive/middle ambiguity cor-
respond most frequently to Macedonian reflexive constructions (about 60%), in
which passive and middle reading may also be blurred (see example 7). Here, too,
nominalizations are common in the Macedonian equivalents (18), while peri-
phrastic passives and active predicates do not seem to correspond to the English
examples in this sub-group.

(18) [...] the interest for getting vaccinated is increasing [ ...]
[...] mHTEpECcOT 32 BAaKIIMHAIHja CEKOjTHEBHO CE€ 3TOJIEMYBa, ... ]
(MaCoCu_en_mk)

19 The construction with the modal particle da + present tense V has replaced the Old Slavic infinitive
in Balkan Slavic.
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The topic of the source texts has influenced the inventory of verbs that domi-
nate in the indeterminate group: vaccinate, inoculate and test. These activities are
performed on a person by a professional, but it is the affected person who, as a con-
scious adult, makes a decision about the treatment. Therefore, the affected entity
is coded as the subject of an English ger+past participle clause and in a reflexive
construction in Macedonian. If the initiating aspect is more pronounced a middle
interpretation prevails, but if the context foregrounds the affected aspect and the
outside actor, a passive reading suggests itself. In Macedonian, the reflexive forms
of these verbs (se vakcinira, se imunizira, se testira) are more likely to be interpret-
ed as middle, unless it is clear that the subject referent is not an initiator: in example
(19) babies cannot possibly initiate the activity.

(19) Ha Knunuxaiia 3a 2unexonoduja bedurbaitia He ce AKUUHUPAQi ipoiuus
iybepkynosa.
(https://alon.mk/macedonia/video-andonovski-neodgovornata-vlast-sh-
to-gi-ostavi-bebinjata-4-meseci-bez-bszh-da-go-reshi-problemot/)
‘Babies do not get vaccinated against tuberculosis at the Gynaecology
Ward.’

The English get-passive, on the other hand, may imply some subject responsi-
bility despite the passive interpretation (cf. Hatcher, 1949; Lakoff, 1971; Collins,
1996; Hundt, 2001). Thus the English ger+past participle counterparts of the Mac-
edonian sentences with the discussed verbs, though equally oscillating between the
adjectival/inchoative and passive interpretation, tend to lean towards the passive
pole. It is, nevertheless, clear that the indeterminate ger+past participle construc-
tions correspond mainly to the Macedonian reflexive constructions.

4 Discussion

In this study we set off to examine the relation of the English get-passive to
the corresponding voice structures in Macedonian. Despite the limited data, our
findings point out some tendencies that merit further investigation. On the basis
of the comparison of the two Macedonian passive voice constructions with the
get-passive (section 2.2) we assumed that passive translation equivalents would
not dominate and that, if passive was chosen, the periphrastic passive would be
more frequent than the reflexive passive. The results (Table 1) confirmed these
expectations: passive equivalents feature in one third of the central passive ex-
amples, 60% of those being periphrastic passive. A considerable portion of active
equivalents was also expected, corroborating reports about the use of passive in
Slavic languages (Sussex and Cubberley 2006). As similar English-Macedonian
contrastive studies are lacking, these findings offer some indications that need to
be further investigated on larger data.
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We can draw some tentative conclusions regarding the question if the more
frequent translation equivalents tend to occur in certain type of contexts. The per-
iphrastic passive seldom occurs in present tense, which may be accounted by a
strong resultative implication of such forms. The 6 examples we found evoke sta-
tive interpretation (see 11 above). Past tense forms are also rare (only 2). Most of
the periphrastic passive equivalents are rendered with bide, perfective forms of the
auxiliary (mainly in da-constructions), future tense (see 10 above) or conditional
clauses. There are also two examples in which the imperfective form biva instead
of sum is used, which preserves the dynamic aspect (20). However, as they occur in
religious contexts they sound bookish and outdated.

(20) The self-loved man gets easily cheated by the devil [...]
CaMOBOJHHOT JIECHO OMBa MpeJIaskaH o1 aBoJoT |[...]
(MaCoCu_en mk)

The reflexive passive equivalents are used mainly for get-passive in present
tense, most convincingly for present progressive, as in (12) and (13) above, which
supports Topolinjska’s (2008) claim that the se-passive is the only passive form ex-
pressing current events in Macedonian (see section 2.2). However, such equivalents
are also found for habitual present. Furthermore, the se-passive from perfective
verbs may correspond to the get-passive in infinitive clauses, though in our sample
the periphrastic passive prevails.

Active counterparts are mainly used for finite get-passive clauses, both in pres-
ent and in past tense. We noted that Macedonian often chooses a verb with a dif-
ferent mapping of semantic roles to syntactic positions, which allows to avoid the
passive while preserving the same perspective of the English clause involving de-
parture from the affected entity. This indicates that passive voice in Macedonian
is not used in the same way as in English. However, a more in-depth analysis of
Macedonian active counterparts of get-passives focusing on the discourse status of
the participants is needed in the future. Such study may yield more insights into the
nature and the use of Macedonian passive constructions.

Our relatively small sample does not allow reaching definite conclusions re-
garding possible syntactic, semantic or functional conditions that may influence
the choice of the Macedonian equivalents of the English get-passive. Looking at
the presence of the by-phrase encoding the demoted subject and the nature of the
subject referent in the get-passive clause we came to the following findings: only
ten examples with a by-phrase were found, six with an animate and four with an
inanimate causer.!' Though this phrase more clearly indicates a passive perspective
which should be rendered by passive counterparts in Macedonian, we find (Table
2) that the periphrastic passive (see 20 above) occurs only in three of these cases,
while half of the examples have active voice counterparts (21).

" The by-phrase is rarely used in get-passive clauses (cf. Carter and McCarthy 1999).
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Table 2. Equivalents of passive clauses with a by-phrase

periphrastic reflexive

Translation equivalents active . . middle total
passive passive
ger-pas-  animate actor 21(5(?.1?6 V) 2 1 6
sive with (diff. v)
a by- o
phrase lnaar:tr::te 2 (diff. v) 1 1 4
total 5 3 1 1 10

21 Seekers are always the ones who get clobbered by the other team [ ...]
LpotuusHuykuo wum cexozaui caxka ga 2u OHeciocodu iupazaquiie

[.]

(ParaSol)

The subject in get-passive clauses is typically animate, which is confirmed in
our sample: only 19 out of 135 examples have inanimate subjects. Inanimate sub-
jects are considered a sign of further grammaticalization of the passive use (Hundt
2001: 75), hence such clauses are expected to have passive counterparts. How-
ever, our data show that all types of equivalents are found (Table 3). The amount
of reflexive passive equivalents (around 30%) mirrors the affinity of the reflexive
passive to choose inanimate subjects, a tendency that calls for further investigation.

Table 3. Equivalents of clauses with inanimate subject
peri-

nomi-

Tra{lslatlon active phrastic reﬂe)flve middle  naliza- S total

equivalents . passive . transl.
passive tion

get-passive

with an inan-

imate subject 5 3 6 1 3 1 19

The documents we excerpted the examples from contained numerous sentences
with get+past participle that suggested mainly a middle reading, but some could
also be interpreted as passives. It seems that even contextual support is often not
enough to resolve the ambiguity, which is probably frequently contingent upon
subjective factors, as noted by Carter and McCarthy (1999: 54): “The key to un-
derstanding the get-passive is that it highlights the stance of the speaker in context
towards the event and the grammatical subject.” We selected and analysed the most
indeterminate examples for comparison with the central passive group. It turned
out that they exhibited a different ratio of equivalents, showing the closest affinity
with the Macedonian reflexive middle constructions and reflexive passives, often
also displaying middle/passive ambiguity (example 7 above). This indicates a con-
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nection between the English get-passive and the middle voice, a property that ac-
counts for its grammaticalization path to the passive (Haspelmath 1990; Mitkovs-
ka and Buzarovska 2011). An in-depth comparison with the Macedonian reflexive
constructions may provide more insights into the middle to passive development in
the get+past participle construction.

5 Concluding remarks

In this paper we present an analysis of the English get-passive construction and
its equivalents in Macedonian. The study has shown that in Macedonian there
are multiple structures that can represent translation equivalents of the English
get-passive: active (with a similar or a different verb), the two passive structures
in Macedonian — periphrastic and reflexive passive, middle, nominalization,
participle (verbal adjective) and free translation. As expected, most commonly
used in this case is the active voice due to the pragmatically governed word
order in Macedonian (Buzarovska 2020) in comparison to the grammaticalized
linearization in English, which allows agent demotion or patient promotion
without the use of passive forms. As for the two types of passive in Macedoni-
an, the periphrastic passive features more frequently than the reflexive passive,
which supports our observation that the ges-passive shares more properties with
the sum-passive than with the se-passive. Moreover, regarding the English ex-
amples involving middle/passive ambiguity, we noticed that their Macedonian
equivalents were reflexive middle and passive constructions, an observation that
warrants further consideration. Despite the limited number and style range of
the analysed examples, these conclusions, supported by theoretical claims, may
serve as a basis for future more extensive investigation of the Macedonian coun-
terparts of the English gef-constructions.
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This article analyses the transformation of verbal irony within literary works
during adaptation and subtitle translation processes. During the process of adap-
tation, verbal irony is often altered or lost. In the realms of Lithuanian cinema,
subtitling is a common mode of presentation, necessitating additional adjust-
ments to accommodate translation constraints. The study is structured into theo-
retical and empirical parts. Firstly, it delves into irony typology, characteristics,
adaptation strategies, and subtitling approaches. Then, it employs a comparative
methodology to analyse verbal irony in Ken Kesey’s novel “One Flew Over the
Cuckoo’s Nest” (1962), its cinematic adaptation by Milo§ Forman (1975), and
the Lithuanian subtitle translation by Narius Kairys (2018). This method unveils
how verbal irony can change or persist during adaptation and subtitling process-
es. The examples analysed illustrate that the verbal irony from the novel may
be lost or simplified and shortened in the adaptation, but it may also be com-
plemented by non-verbal elements, such as acting and intonation. This research
revealed that the film contains new cases of verbal irony absent from the original
literary work. Notably, the verbal irony in the subtitles is simplified by using a
near-synonym expression, omission or changes in word class and, consequently,
loses its original impact.

Keywords: verbal irony, abridgement, subtitling constraint, audiovisual trans-
lation
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Bo 0Boj Tpyz ce aHanmM3upa TpaHchopmarrjaTa Ha BepOaHaTa HPOHHja BO KHHU-
JKEBHUTE JIeJia TP MPOLECOT Ha aJlanTalyja v Ha TuTIyBame. [Ipu nponecor Ha
ajlanranuja, BepOajiHaTa UPOHHUja YECTOIaTH Ce MEHyBa MM ce Tyou. Bo smt-
BAaHCKHTE KHMHA, TUTIYBAETO YECTO C€ NPHMEHYBa, MITO 0apa JOTOIHUTEIHO
MIPUCTIOCO0YBamkE 3a J1a CE 3a/I0BOJIAT OTPaHUYyBambarTa IPU IPEBEAYBABETO.
Tpynot e mozneneH Ha TEOPUCKH U Ha eMnupucku jei. IIpBo, ce gaBa ocBpT Ha
THUIIOJIOTHjaTa Ha UPOHU]jaTa, Ha HEJ3MHUTE KAPAKTEPUCTHUKH, HA CTPATETHUTE Ha
ajianranyja ¥ Ha MPUCTAIIUTE KOH THTIyBameTo. [loToa, nmpeky KommapaTHBHA
METOZOJIOrHja Ce aHalM3upa BepOanHara npoHuja Bo pomaHor Ha Ken Kucej
»J1eT Haj KykaBHYMHOTO THe370° (1962), Bo kmHemaTorpadckara ajanraimja
o Munomr ®opman (1975) u ipu THTITYBamk-CTO HA TUTBAHCKH ja3uk ox Hapuyc
Kanpuc (2018). OBoj meTos mokakyBa Kako BepOaiHaTa HpPOHHja MOXE 11a Ce
MPOMEHH WJIH JIa Ce 3aJpKM BO TEKOT Ha ajianTalfjara u Ha THTIYBambeTo. AHa-
JM3aTa Ha MPUMEPHTE MOKaXyBa Jeka BepOaliHaTa WPOHHUja O] POMAHOT MOXKE
Jla ce U3ryOH WJIH 1a ce TI0eJHOCTaBH, OJHOCHO J1a C€ CKpaTH IpH ajanTanujara,
HO M J1a C€ HaJIOMOJIHU CO HEBepOAIHU eJIEMEHTH, Kako IITyMa 1 nHToHanuja. Hc-
TPaXyBamETO MOKaXka Jieka (GHIMOT COAPKM HOBM NMPUMEPH Ha BepOaHa UPO-
HHja, KOUIITO ' HEMa BO OPUTHHAIHOTO KHI)KEBHO 7e0. MIMeHo, BepOanHara
UPOHUja IIPH THUTIIYBAHETO € TIOSTHOCTABEHA IPEKY PEeYHCH CHHOHUMHU M3pa3H,
KaKo M CO MCIYIITabe WK TPOMEHH BO 300pOBHATA IPyIIa, 14, KAKO Pe3yJiTar Ha
TOA, C€ I'yOM OPUTMHAITHHOT E(EKT..

Kiyunu 360poBu: BepOaiHa NPOHH]ja, CKpaTyBambe, OTPaHNIyBaba P THTITY-
BabCTO, AYJMOBHU3YEIICH IIPEBO]
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1 Introduction

Verbal irony, a complex linguistic construct, has posed a formidable challenge
to both filmmakers and translators alike. The process of adaptation necessitates
changes that preserve the essence of the original while infusing it with novelty. In
most cases, the intricate nature of verbal irony is altered or becomes lost in the film.
An internationally distributed adaptation requires translation, and the verbal irony
is rendered in the target language. In the context of Lithuanian cinema, translations
are commonly presented by subtitling, demanding further modifications to the text.
After adaptation and subtitling, the final rendering of verbal irony may diverge
significantly from its source.

The aim of this study is to investigate the nuances of translating verbal irony
from its literary origin to its manifestation in Milo§ Forman’s cinematic adaptation
One Flew Over the Cuckoo s Nest, and subsequently into Lithuanian subtitles. Giv-
en the complexity of verbal irony as a linguistic concept and its susceptibility to
alteration during cinematic adaptation — an inter-semiotic translation — this research
aims to scrutinize the transformation that verbal irony undergoes in this process.
Subtitling as a specific method of audiovisual translation is introduced. These ap-
proaches allow for closely examining how irony is transformed in the process of
adapting a novel into a film and uncovering the strategies used in the Lithuanian
subtitles to convey this irony. The qualitative method is applied focusing on de-
tailed analysis and interpretation. Translation strategies are analysed to assess the
translation techniques used to convey irony, or the use of linguistic and cultural
equivalents.

While there have been some works on the translation of irony, there are none, to
the authors’ best knowledge, focusing on both cinematic adaptation and subtitling
concerning verbal irony. This article may provide an innovative and valuable in-
sight that may help translators subtitle verbal irony in the future.

2 The anatomy of irony

One of the leading authorities in the intricate realm of irony is Muecke (1970: 31),
who explains it as writing that leaves the literal meaning open. It does not just mean
the opposite of what is said but rather saying something that encourages multiple
interpretations. As such, irony functions deliberately to provoke interpretation, and
a single ironic expression may possess numerous different implications. According
to Kreuz and Roberts (1993: 98-99), there are four main principal categories of iro-
ny: Socratic, dramatic, verbal irony, and irony of fate. Attardo (2000: 795) explains
Socratic irony as feigning ignorance of a topic to teach the audience. Kreuz and
Roberts (1993: 98) provide an illustrative instance of a professor posing ostensibly
straightforward questions to make students realise their gaps in understanding. This
technique encourages deeper contemplation, driving the audience to find answers
and uncover deeper truths.

Dramatic irony creates a conflict between the audience’s awareness and the
character’s comprehension (Kreuz and Roberts 1993: 99).The audience knows
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more and can understand the irony of the character’s utterances and actions. While
unintentional from the character’s perspective, dramatic irony becomes intentional
when considered from the creator’s viewpoint.

According to Attardo (2000: 795), the irony of fate corresponds to situational
irony. Garmendia (2018: 3-5) explains this type as an action, occurrence, or event
considered unintentionally ironic. This form of irony is not planned, and the situa-
tion is ironic because of the way it occurred.

Verbal irony, delineated by Garmendia (2018: 7), is a form of communication
where the speaker imparts ironic content to an audience, whether that audience
comprehends the ironic intent or not. Both the creator and the character employ this
irony purposefully and with full awareness.

Thus, in the intricate landscape of irony, verbal irony is a deliberate form of
communication used to convey a deeper meaning beyond the literal one.

2.1 Characteristics and functions of verbal irony

Verbal irony contrasts a stark juxtaposition between reality and outward appear-
ance (Chevalier 1932: 42). The literal meaning should not be taken at face value,
as there is a more profound message. Muecke (1970: 34) explains that reality
takes shape through the eyes of the ironic observer. The audience must know
the situation from the ironist’s perspective to discern the true meaning. Booth
(1975: 28) remarks that verbal irony creates an inner circle of those who grasp the
meaning and agree. Thus, one of the functions of verbal irony is to foster a sense
of community among those who share the understanding. According to Muecke
(1970: 35), the true meaning is discerned from what the speaker says or from
the context. Verbal irony and its context are inseparable. Attardo (2000: 823)
contends that irony is inappropriate to the situation and relevant to the context.
The words alone are not ironic; their meaning changes with the context. If the
context is not grasped, only the literal meaning is perceived, and the audience is
deceived. Hutcheon (1994: 15) notes that those deceived are excluded and em-
barrassed and may be called “victims”’; however, deception and victimisation are
not the purposes of irony. Muecke (1970: 35) explains that the ironist pretends
not to be believed but to be understood. The irony is deceptive with the inten-
tion not to deceive but to enlighten. One of the main purposes of verbal irony is
to express one’s attitude (Garmendia 2018: 88). Speaking more simply would
require less effort from the speaker and listener, but verbal irony conveys more
information. Attardo (2000: 821) posits that the most appropriate elements are
the most predictable, the least informative, and the least appropriate ones are the
most informative. Verbal irony relays information germane to the situation and
alludes to deeper layers, encompassing absurdity, critique, and humour.

One of the prevailing devices within the realm of irony is hyperbole, the tool
used to criticise through exaggerating some features of the target (Muecke 1970:
57). This is used to emphasise positive features and then condemn them (Muecke
1970: 58-60). The ironist builds up the target only to knock it down.

A similar effect is achieved by understating. Colston (2017: 234) explains that
the features are portrayed as lesser than actual reality. This is used to make some-
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thing seem insignificant or feign ignorance (Muecke 1970: 61). Muecke (ibid)
marks that common sense or innocence may help reveal hypocrisy and irrationali-
ty. Thus, the ironist simplifies the situation and reveals its worthiness of criticism.
Clark and Gerrig (1984: 121-122) claim that pretence is one of the main features of
irony and creates a community of people who understand verbal irony and victims
who do not.

Irony by analogy is used to compare two situations to explain how the target is
worthy of criticism (Muecke 1970: 63). By criticising the situation and then com-
paring its target, the criticism seamlessly extends to the target itself (ibid). This un-
expected resemblance also creates a humorous effect. Hence, the irony is created by
employing hyperbole, understatement, and analogy. The main functions of verbal
irony are to convey one’s attitude, criticise, reveal absurdity, create a community,
and express humour.

2.2 Cinematic adaptation as inter-semiotic translation

The intricate nature of verbal irony pinpoints the substantial challenge it poses to
cinematic adapters who face the peculiar and demanding task of adaptation. Jakob-
son (1959: 233) calls cinematic adaptation inter-semiotic translation, a process in-
volving the “interpretation of verbal signs by means of signs of nonverbal sign sys-
tems”. In accordance with Cintas and Remael (9), an audiovisual production relies
on two codes: image and sound. The textual language of a book is transformed into
visual and auditory elements, and some elements may be altered and resonate with
the audience differently. Thus, verbal irony may undergo subtle shifts or complete
transformations.

The act of adaptation requires changing the original. Abbott (2008: 114) ex-
plains the logistical impossibility of faithfully transferring every line into a film
that only spans about two hours. A film is meant to be experienced in a theatre in an
unbroken manner, imposing limitations on length and pacing (Abbott 2008: 114).
Thus, the source text must be modified. Stam (2000: 59) posits that adaptation
should prioritise faithfulness to the medium over rigid fidelity to the source materi-
al. The adapter is constrained by time and the necessity to keep a balance between
faithfulness to the original and the cinematic medium.

Abbott (2008: 112) asserts that competent adapters are raiders because they
do not copy but steal what they want and leave the rest. Verbal irony deemed
unnecessary may be omitted, and some forms of irony might be simplified,
avoiding excessive contemplation. McFarlane (2007: 15) observes that reading
is an individual act of comprehension, interpretation and a personalised form of
adaptation. Since verbal irony requires understanding context and interpreting
the meaning beyond the literal, the adapter may decipher an ironic utterance and
render it into film uniquely. Adaptation is the process of interpreting a literary
work into a product that is faithful to the original and the cinematic medium.
Consequently, due to various constraints and the adapter’s interpretation, verbal
irony is susceptible to alterations during the process of adaptation.
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2.3 Adaptation strategies

Rauma (2004: 62) distinguishes a taxonomy of seven adaptation strategies: dram-
atisation, abridgement, elaboration, reassignment, rephrase, transference and in-
vention. Dramatisation entails transforming narration into dialogue and usually
involves rephrasing (Rauma 2004: 62). In cases where the original is written in
the first person, dramatisation can facilitate the conversion of the narrator’s irony
into lines of dialogue, fostering the characters to interact and express themselves.
Abridgement omits words or sentences to condense the text, wherein certain parts
of the original lines are transferred (Rauma 2004: 69—70). Since verbal irony relies
on specific wording in a specific context, abridgement may aid in rendering the
message more accurately; however, simplifying ironic expressions may affect their
nuanced impact.

Elaboration entails expressing the message more verbosely (Rauma 2004: 72).
The film’s duration is limitedand compels the adapter to discern the indispensable
elements.However, Sarah Kozloff (2000: 52) claims that cinematic texts often in-
clude “verbal embroidery”, suggesting that the adapter’s personal inclinations may
“embroider” verbal irony, potentially changing its meaning and effect.

Reassignment involves assigning a line to a different character (Rauma 2004:
74). Although Rauma (ibid) speculates that the reassigned line should not be heav-
ily characterisational, this may not be conductive to verbal irony, as it expresses
attitudes and reveals character traits.

Rephrasing pertains to conveying the same idea in different words (Rauma
2004: 79). Given that film dialogue imitates real speech, rephrasing may be used to
make the text more colloquial (Rauma 2004: 80). This may be used to simplify ver-
bal irony and make it easier to understand. Still, it may also result in an alteration
or loss of some ironic meaning.

Transference takes the exact wording from the novel and integrates it into the
film, sometimes relocating it to a different context (Rauma 2004: 83). For verbal
irony, transference is a prudent choice, enabling faithful and accurate transmission
of the original’s meaning. However, this strategy may not work with particularly
complex verbal irony.

The invention entails the creation of new lines (Rauma 2004: 86). By employing
the invention, the adapter can imbue the film with a more distinctive vision, foster-
ing a more personalised adaptation. This approach permits the adapter to introduce
their own instances of verbal irony should they feel they align better with their
version of the story.

These strategies offer diverse avenues of rendering verbal irony in unique ways
within the cinematic context. In some cases, a blend of multiple strategies may be
employed at the same time to capture the subtleties of verbal irony, meeting the
demands of adaptation.
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2.4 Constraints of subtitling as an audiovisual translation mode

Cintas and Remael (2014) provide a comprehensive definition of subtitling as
a translation practice that presents a written text positioned at the bottom of the
screen. These subtitles convey the original dialogue and the discursive elements
of the image, along with the auditory information contained on the soundtrack. It
is widely recognised within scholarly discourse that translation invariably entails
deviations from the source text. This process necessitates a willingness to embrace
certain variations to account for contextual nuances. The translation navigates
different values, cultural, linguistic, and communal landscapes and needs to risk
nicety. While alterations are inevitable, Adamou and Knox (2011: 21) note that
subtitles appear alongside the soundtrack, heightening the audience’s awareness of
translation incongruities. This prompts subtitlers to strive for a faithful rendition of
the dialogue. The translator interprets the dialogue of the adaptation, which is an
interpretation of the literary dialogue and may lead to significant changes. Verbal
irony has multiple meanings, and this double interpretation may alter them.

The constraints inherent to subtitling can be divided into spatial and temporal
(Cintas and Remael 2014: 81-99). Spatial limitations refer to the number of lines
and characters within a subtitle (Cintas and Remael 2014: 81-85). Aiming to ensure
an unobstructed view of the visual content, the number of lines is usually limited
to two, and the number of characters is restricted with varying practices(Cintas and
Remael 2014: 82—84). More characters on the screen cover more of the action, giv-
ing the audience more to read and less time to watch (Cintas and Remael 2014: 85).

The subtitler should condense the text as much as possible without significantly
altering the meaning. Since verbal irony may be quite elaborate and have multiple
meanings, condensation may lead to losing some of those meanings. Temporal con-
straints pertain to the timing and synchronisation of the subtitles and further shape
subtitling strategies (Cintas and Remael 2014: 88). As James (2007: 151) observed,
subtitling is affected by the length of camera shots. If the camera shots are long
and the speakers rarely change, the subtitles canbe longer and stay on the screen
for an extended time (James 2001: 151-152). Shorter camera shots, brisk dialogue
exchanges, and frequent shifts of speakers require more condensed subtitles, which
stay on the screen for briefer intervals (James 2001: 152). This further limits the
translator. The subtitler must also maintain the way the meaning is conveyed. Cintas
and Remael (2014: 88—89) suggest that the golden rule is to keep temporal synchro-
ny with the utterance so that the subtitles appear as talking starts and disappears as
it stops. This feels more natural to the audience and makes it easier to follow the
story. Cintas and Remael (2014: 91) establish another golden rule: a subtitle should
not remain over a cut. This is based on studies on eye movement, which show that
a remaining subtitle may be interpreted as new and re-read (ibid). This distracts the
viewer from the image and wastes their time. Due to these restrictions, verbal irony
may be altered to create easily readable and understandable subtitles.

Thus, the subtitler is limited by the number of lines and characters and time
restrictions, which may lead to altered verbal irony.
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2.5 Subtitling strategies

Cintas and Remael (2014: 145) mark that subtitles frequently condense spoken
text. Reduction facilitates timely comprehension and directs the viewer’s atten-
tion to on-screen action (Cintas and Remael 2014: 146). The subtitler must know
how to employ text reduction while preserving inherent meaning. This entails
two types of text reduction: total and partial (ibid). The former is achieved by
deleting or omitting lexical items, whereas the latter focuses on condensation and
a more succinct rendering of the source text (ibid). In exercising such reductions,
the subtitler should always consider retaining pivotal information while leaving
out less critical elements.

When employing condensation and reformulation, the subtitler spans a spectrum
of strategies. Some are employed on the lexical plane, such as simplifying verbal
periphrases through the substitution with shorter verb forms, generalising enumer-
ations, using shorter near-synonyms or equivalent expressions, using simple rather
than compound tenses, altering word classes, and using short forms and contrac-
tions (Cintas and Remael 2014: 151-153). Other strategies manifest at syntactic
level changing the mode of a sentence, simplifying indicators of modality, turning
direct speech into indirect speech, changing the subject of a sentence or phrase, ma-
nipulating theme and rheme, turning long and/or compound sentences into simple
sentences, turning active sentences into passive ones or vice versa, using pronouns
and other deictics to replace nouns or noun phrases, and merging multiple phrases/
sentences into one (Cintas and Remael 2014: 154-161). Typically, a combination
of these strategies is employed to achieve an optimal rendering of the source text
(Cintas and Remael 2014: 150). Linde and Kay (2014: 26) note that most subtitles
represent spoken dialogue and need to have an “oral flavour”. Herein, the translator
must create a translation that relays both what is implied and how it is said and
effectively applies strategies to achieve a faithful, understandable, and readable
rendering. Subtitlers must constantly adapt and choose the best approach to create
a text that would adhere to the limitations and faithfully convey the meaning. In
the context of these considerations, verbal irony emerges as a complex hurdle, as
changes for subtitling imperatives might inadvertently compromise the richness of
this linguistic construct.

3 From Ken Kesey’s novel One Flew Over the Cuckoo’s Nest to Milo§ Forman’s
cinematic adaptation of the Lithuanian subtitles

According to Knapp (2007: 44), Ken Kesey’s novel One Flew Over the Cuckoo's
Nest criticises a society that requires conformity to attain affluence. The narrative
follows Randle Patrick McMurphy, a criminal who pleads insanity and gets hospi-
talised in a mental institution, and a Native American patient, Bromden, who serves
as the narrator. McMurphy observes the oppressive hospital system, prompting a
confrontation with the authoritarian Nurse Ratched and initiates the patients to re-
bel. His primary weapon is language: jokes, games, obscenity, make-believe, and
verbal disrespect (Knapp 2007: 44). McMurphy’s arsenal includes verbal irony,
and he employs it more often than anyone else. He uses it as an inside joke with
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the patients and creates a community. Sullivan (2007: 25) points out how ridicule
is a weapon against oppression and is used to overpower Ms Ratched “in part gaily,
jokingly, in part grimly”. Notably, the humour of verbal irony stands in stark con-
trast to the cold demeanour of the nurse, providing levity to a heavy subject matter
while, at the same time, heightening its chilling undertones.

Skvorecky (2000: 342) observes that Milo§ Forman’s cinematic adaptation
significantly changes the narrative to align with the director’s vision. There are
various changes to the narrative, characters, and dialogue. Hames (2018: 275)
maintains that the film works on multiple interpretive levels, as McMurphy dies
as a victim of a system whose agents are not evil but are tools of power they do
not comprehend. Esteemed nursing professionals Boschini and Keltner (2009:
76—78) observe that the head nurse in the film is not irredeemable. Keltner goes
so far as to suggest that, despite the film being meant to be antipsychiatry, it “ac-
curately portrays a flawed system inhabited by complicated individuals”. This
contrasts with the novel, where MsRatched is characterised primarily as a cold,
controlling and cruel individual.

These changes affect how verbal irony is rendered and preserved in the film
during adaptation and subtitling. The following examples explore how verbal
irony is maintained or changed during adaptation and subtitling. The instances
sourced from the novel are marked as the source text (ST), while those from the
cinematic adaptation are designated as target text 1 (TT1), and the subtitles are
categorised as target text 2 (TT2). Table 1 showcases instances of verbal irony
affected by abridgement.

Table 1. Verbal irony affected by line abridgement

No. ST TT1 TT2

Here’s the Chief. The soopah
Chief, fellas. OI’ Chief
Broom. Here you go, Chief
Broom.

Vade.
Chief.
(Chief))

Now they tell me a psycho-
path’s a guy fights too much
and fucks too much, but they
2. ain’t wholly right, do you
think? I mean, whoever heard
tell of a man getting too
much poozle?

Na, spéciau todél, kad... per
Well, as near as I can daug musuos ir krusuosi.
figure out, it's cause
I... fight and fuck too (Well, I’d guess because

much. ...I fight and fuck too
much.)

The first instance pertains to the initial exchange between an aide and the Native
American patient Bromden in the novel and the film. The ST line features verbal
irony created through hyperbole. Bromden has no power as a patient; thus, the
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aide derisively addressing him as “Chief” is meant to mock and express humour.
This choice of address, loaded with sarcasm, is further amplified by the adjective
“soopah”, magnifying the notion of power — or rather powerlessness — attributed
to Bromden. As the hyperbolic tone reaches the height of its intensity, the aide
brings Bromden down by using the word “OIl’”, creating a patronising tone and
a sense of familiarity, and adds a pun made with Bromden’s name. The aide’s
dialogue effectively underscores their view of Bromden as feeble and pitiable.

In the cinematic adaptation, the aide’s tone shifts, addressing Bromden as
“Chief” calmly and authoritatively. As Bromden is also powerless in the film, the
use of the word is still ironic but considerably milder than its original incarnation.
This alteration aligns with the adapter’s vision. The aides are portrayed in a less
antagonistic light than their counterparts in the novel. Rather than being consistently
abusive, the aides in the film are more restrained and rational and resort to violence
in extreme circumstances. Thus, their verbal irony is less aggressive.

The subtitle is a direct translation of the adaptation’s dialogue TT1 and carries
over the same ironic meaning. This example demonstrates how line abridgement
may simplify the intricacies of verbal irony quite drastically. In this case, the
translation does not further impact this linguistic device.

Shifting to the second example of the ST, McMurphy feigns ignorance, assert-
ing his inability to grasp the concept of a psychopath and referencing an earlier
explanation provided to him. He doubts the reasoning and conveys the expla-
nation’s absurdity, which is enhanced by a rhetorical question. This interplay
creates humour and demonstrates McMurphy’s dismissive attitude towards his
diagnosis. The colloquial, vulgar language and contractions reveal McMurphy’s
character while critiquing the specialists who diagnosed him — a case of present-
ing irony through simplicity.

TT1 differs from the ST in context and phrasing evidently. The conversation
is not psychopathy but mental illness in general, and McMurphy explains why
he thinks he is suspected of being mentally ill. While the abridged line retains
elements of the ST, particularly the phrase “fight and fuck too much,” rephrasing
and omissions alter its impact. The line in TT1 intensifies McMurphy’s feigned
feeling of uncertainty but omits the doubt in the explanation, and the adaptation
becomes less overtly ironic. McMurphy does not cite an explanation provided by
a specialist but offers his interpretation of the reason, retaining the core message
but with altered phrasing, changing its impact. The language of TT1 is not as
overly colloquial and simplistic but still contains contractions and vulgarities,
maintaining some of the feigned ignorance.

The first part of the sentence of TT2 is rephrased using a shorter near-syn-
onym or equivalent expression, slightly tempering the sense of bewilderment.
In TT1, McMurphy expresses how he is trying to figure out the reason, but the
subtitle simplifies it to a guess. While irony remains present, its impact is diluted
in TT2. Contractions are absent from the subtitles, imbuing the language with a
less colloquial, more polished tone, although the use of vulgar language remains
consistent. In these cases, verbal irony rendered from the ST to TT1 is simplified
and loses much of its meaning. This carries over to the subtitles, which, in one ex-
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ample, causes a further loss in irony but does not in the other. Table 2 contains ex-
amples of verbal irony rendered using rephrasing as the main adaptation strategy.

Table 2. Verbal irony affected by line rephrasing

No. ST TT1 TT2

Velniai griebty, vaikine, tu

He gets his growth, he'll be Goddamn, bqy, you're aukstas kaip kalnas.
L. retty good-sized, won't he? about as big as 2
pretty & i ) mountain! (Goddamn, boy, you’re big as a
mountain.)

Anointest my head with

conductant. Do I get a crown Nedidelis brakteléjimas

of thorns? ¢

Alittle dab'll do ya. nepakenks. Ar ne taip. pone
2. “Get Wildroot Cream Oil, Ain't that right Mr Dzeksonai?
2 {)
cholly fackson (Alittle dab will do. Aren’t I
i ?
“Mage with thoothing- right Mr Jackson?)
lan-o-lin.”

In the first example, McMurphy employs ironic and humorous commentary
on Bromden’s towering stature. This reveals McMurphy as someone who likes to
joke around, and this facet of his character is illuminated by his consistent efforts
to elicit laughter from his fellow patients.

TT1 presents a rephrased line, with the only ironic part being the word “boy”,
which is inappropriate as Bromden is an adult. This form of address may be
seen as reductive and potentially racist, as, historically, it has been used to belit-
tle minority individuals (Nittle 2020). Subsequently, McMurphy uses the Native
American greeting “Hau” along with performative gestures, making the hand-
over-mouth war cry sounds (a stereotypical imitation). This rephrasing gives TT1
a racist undertone, reshaping the irony from light-hearted humour to derisive
mockery of the Native American. While McMurphy does use racist remarks in
the novel, these are directed against the African-American aides, never against
his fellow patients.

Conversely, TT2 is a direct translation using the address “vaikine”, intended
for teenagers and young adults. It retains the reductive undertone, but since the
term does not have the racial history in Lithuania as it does in America, it is not
perceived as overtly racist. The irony persists in TT2, althoughit is less severe
compared to the English rendition.

In the second example, the doctors put graphite salve on McMurphy’s temples
to prepare for electroshock therapy (EST) used as a punitive measure masquer-
aded as a therapeutic intervention. McMurphy cites Psalm 23, changing the word
“0il” to “conductant”. In the Psalm, God is referred to as a shepherd who anoints
a sheep’s head, which represents the believer, with oil to make its wounds heal
faster, i.e., oil signifies divine care, healing wounds symbolically (Morgenstern
1946: 17). However, in this context, doctors use “conductant” to punish and con-
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trol the patient under the guise of trying to cure them. McMurphy mentions the
crown of thorns imposed on Jesus to mock his title “King of Jews” and inflict
him pain (Encyclopedia Britannica 2019). Consequently, McMurphy reveals his
understanding that doctors torture patients, exposing their sadistic pretence of
treatment. Then McMurphy sings a commercial jingle from the 1950s to show he
is not scared of the procedure and encourages Bromden, who is preparing for the
same ordeal. In contrast to the depicted conductant, the referenced Wildroot Cream
Oil, a hair tonic for men, renders the situation absurd.

In TTI, the religious references are replaced with an advertising slogan from
the 1950s used for Brylcreem, a hair styling product for men (Farlex Dictionary
of Idioms 2015). The insight into the doctors’ motives is not present in TT1, and
McMurphy’s insight into the situation is diminished. He playfully addresses Mr
Jackson, who dons hair products, creating a humorous effect, then sings the jin-
gle for Wildroot Cream Oil, the words garbled by a mouthpiece. TT1 mocks and
makes light of the situation, showing that McMurphy is not scared and encourages
Bromden. The religious allusions are likely omitted due to their deemed inappro-
priateness for the adaptation.

TT2 rephrases the slogan, conveying McMurphy’s nonchalance towards the
procedure more explicitly compared to TT1, but sacrifices the hair product ref-
erence and slogan-like quality. The second sentence is a shorter near-synonym or
equivalent expression. McMurphy’s addressing Mr Jackson makes less sense in
TT2 and is less humorous, as the connection with the first sentence is not as strong.
The verbal irony in TT2 is more direct and less complex than in TT1.

Throughout these instances, rephrasing enables the expression of similar ideas
in novel forms tailored to the adapter’s vision. Some of the irony is lost and not
expressed through words, and some is conveyed through acting, which helps en-
hance the effect of the utterances. The process of subtitling further alters verbal
irony resulting in the loss of certain nuances and effects present in the adaptation.
Numerous cases of the verbal irony of the ST, some of which are presented in Table
3, are omitted from the adaptation.

Table 3. Verbal irony affected by line omission

No. ST

He told me that "psychopath" means I fight and fuh - pardon me, ladies - means I am
he put it overzealous in my sexual relations. Doctor, is that real serious?

Yeah? <...> You got a paper I can sign? <...>And why don't you add some other
things while you're at it and get them out of the way — things like, oh, me being part
of a plot to overthrow the government and, like how I think life on your ward is the

sweetest goddamned life this side of Hawaii — you know, that sort of crap. <...>Then,
after I sign, you bring me a blanket and a package of Red Cross cigarettes. Hooee,
those Chinese Commies could have learned a few things from you, lady.
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The first example presents another explanation of McMurphy’s understanding
of psychopathy. He facetiously dismisses the seriousness of the diagnosis and
ironically asks whether the doctor thinks that overzealousness in sexual relations
is serious. This is explained in the film, as exemplified in the second entry of
Table 1, rendering the repetition superfluous. Consequently, omission is used to
avoid redundancy.

The second example appears after McMurphy is sent to EST for attacking an
aide, and Ms Ratched asks him to admit his wrongdoing to avoid the treatment. Mc-
Murphy asks for a paper to sign, seemingly agreeing to the deal. Still, the following
line reveals it as verbal irony, as he employs analogy to compare Ms Ratched’s
actions to those of the Chinese communist government. This interaction is not ren-
dered in the adaptation, and Ms Ratched does not make the offer likely because her
depiction in the film is different.

The cinematic adaptation inevitably necessitates the omission of several in-
stances of verbal irony, as they are not suitable for the filmic medium or the narra-
tive of the adaptation. However, many new ironic expressions have been invented
to compensate for the loss. A collection of these newly conceived instances is pro-
vided in Table 4.

Table 4. Invented lines containing verbal irony

No. TT1 TT2

Kramtau guma klaséje.

. . 0
L. Chewing gum in class? (I chew gum in the class.)

Penkios kovos? Rokis Marciano kovési 40 karty,
Five fights, huh? Rocky Marciano’s ir dabar jis milijonierius.

got 40 and he’s a millionaire. (Five fights? Rocky Marciano fought 40 times

and now he’s a millionaire.)

Ne, man atrodé, kad tai tu ¢empionas.
3. No, I thought you were the champ.
(No, I thought you were the champion.)

The first example appears when the doctor reads McMurphy’s patient file, enu-
merating his behaviours, such as hostility, unauthorised talking, resentment towards
work, and indolence. McMurphy employs verbal irony by analogy and offers the
addition of “chewing gum in class”. This connects the behaviour in the patient file
and that of misbehaving schoolchildren. Thus, the patient file sounds absurd, and
McMurphy demonstrates that he does not take it seriously.

TT2 is a direct translation, but the mode of the sentence is changed from a
question to a declarative statement. Since the voice and rising intonation of the
actor are heard with the subtitles and the audience can perceive the question, the
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subtitle seems at odds with the film. The subtitled irony becomes subdued and
incongruent with the film’s delivery by transforming the rhetorical question into
a straightforward statement.

The second example introduces McMurphy and his attitude towards his situa-
tion. This case is similar to the first example from Table 3. McMurphy is talking
to the doctor of the mental institution. He uses irony by analogy to compare his
situation to a professional boxer and notes that they are treated differently for the
same actions. By feigning ignorance, McMurphy reveals the hypocrisy of the
situation. Although the irony in the film is more straightforward, it effectively re-
veals McMurphy’s character and stance, amplified by the actor’s vocal inflexions
and performance.

The exclamation “huh” expressing feigned surprise is omitted from TT2. It is
heard with the subtitle, and the character speaks condescendingly so that the au-
dience may grasp the implication. The second sentence of the line is rephrased to
sound more natural in Lithuanian, which affects the clarity of the irony. TT1 con-
trasts “five fights” and “40” using the number-noun structure in both sentences
(the noun is implied in the second one). The first sentence of TT2 maintains this
structure, but the second one changes it to a verb-number by changing the word
class of the noun “kovos” to the verb “kovési”. While the contrast is still there, it
is slightly less obvious,and the verbal irony of TT2 is less apparent.

The third example is after McMurphy’s comments on how the patients are ir-
rationally scared of Ms Ratched and think she is “some kind of a champ or some-
thing”. The ironic observation in the example is spoken condescendingly, empha-
sising the word “you”. This inflexion serves to portray McMurphy as a braggart
in the eyes of the patients, highlighting their perception of his demeanour.

In TT2, the subtitler uses the phrase “tai tu”, emphasising the irony more per-
ceptibly and facilitating understanding for those not well-versed in English. While
subtitling requires succinctness, additions may convey the message more accurate-
ly and ensure clarity for the audience.

The verbal irony in the film is more concise and less elaborate, but its impact is
amplified through the nuances of acting. Ironic expressions have fewer meanings
and are more straightforward in both the adaptation and the subtitles.

4 Conclusions

Verbal irony is a highly elaborate linguistic tool which serves as a prominent nar-
rative device in Ken Kesey’s novel One Flew Over the Cuckoo s Nest and its cine-
matic counterpart directed by Milo§ Forman. This irony is instrumental in unveil-
ing characters’ attitudes, offering critique, and injecting humour and absurdity
into the narrative. In adapting the novel to the screen, a process of inter-semiotic
translation occurs, where the film’s auditory and visual elements blend to bring
new dimensions to verbal irony. Verbal irony within the film is conveyed through
dialogue, the nuances of acting, and intonation, enhancing its effect.

Subtitling, a vital facet of the cinematic experience, faces constraints imposed
by its synchronising with spoken dialogue. Since the subtitles are displayed at the
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same time as the dialogue is heard, some parts of verbal irony, such as exclamations,
are left unrendered, as the audience often relies on intonation for comprehension.

Since verbal irony in the novel is usually quite elaborate, its portrayal in the
cinematic adaptation frequently involves abridgement and rephrasing. This process
inevitably leads to the omission of verbal irony, and there are also novel expres-
sions to compensate for these losses.

Subtitling further simplifies verbal irony by employing such strategies as using
a near-synonym expression and omission. Additionally, changes in word class can
impact the clarity of the conveyed irony. Should the translator not maintain the
authenticity of the characters’ speech, the subtitled verbal irony is at risk of losing
its intended impact.

This journey of verbal irony from Kesey’s text to Forman’s film, and its Lithu-
anian subtitles is marked by numerous transformations. Each medium contributes
to the irony, ultimately shaping the audience’s experience in subtle and signifi-
cant ways.
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Bo oBaa craruja ce npe3eHTHpaaT CoreayBamka 3a JHHIBUCTHUKUTE Crienudny-
HOCTH Ha MaKEJOHCKHTE, al0aHCKUTE U TYPCKHUTE MOCIOBHIN WU TIOTOBOPKH 32
JKEHaTa Of MOJPavjeTo Ha MparMaTHkara U Ha CEMaHTHKATa, KOUIITO 3aEIHO CO
CHHTaKcaTa I'l M3/[BOjyBaar MOCIOBUIIMTE U TIOTOBOPKUTE BO MOCEOEH CEMUOTH-
YeH U ja3uueH MUKPOCHCTEM, CO IITO HE CaMO LITO CE€ ONpEe/ieyBaaT OBUEe HUBHU
ja3n4HU 0COOCHOCTH TYKY M C€ UCTaKHyBa, TOCEOHO, HUBHATA TOJIOK0a BO Of1-
HOC Ha JIpyTuTe JUTEpaTypHHU KaHpoBH. LlenTa e 1a ce mokaxke janu MakemaoH-
CKHUTE, aI0aHCKUTE W TypCKHUTE MOCIOBHIM U ITOTOBOPKHM 3a JKE€HaTa HOCaT MCT
THII IOPAKH, KOU CE Pean3upaar BO pa3iIuuHu (JOPMaITHU CTPYKTYpH.

Koayunu 300poBH 1OCIOBHIIM U TIOTOBOPKH, IIparMaTika, CEMaHTHKa, ja3n4eH
MUKPOCUCTEM, JINTEPATyPEH JKaHP
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This article presents observations about the linguistic peculiarities of Macedo-
nian, Albanian, and Turkish proverbs about women from a pragmatic, semantic
and syntactic point of view. Proverbs and sayings build as a separate semiotic
and linguistic microsystem, so their linguistic peculiarities are described as well
as their position compared to other literary genres. The purpose of the paper is
to investigate if Macedonian, Albanian and Turkish proverbs and sayings about
women carry the same type of messages conveyed by different formal structures.
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1 BoBen

[Ipucramnor xoj TH cBexyBa rmociaoBuiuTe 1 moropopkute (I111) Ha MEKPOTEKCTORH,
HUBHATa UCTaKHATa KOMYHHUKAIIMCKa (PYHKIIM]a, KaKO U (haKTOT JIeKa THE CE BO TeC-
Ha BpCKa co (hpa3eoIoTH3MHUTE — KOMITOHEHTH Ha JICKCHYKUOT (OHJT Ha €/ICH ja3HK,
IpeTcTaByBaar J00pa Mojajiora 3a MPUMEHYBake Ha ONPEACNICHH JIMHIBUCTHYKU
npuoau. Taka, Ha oBa mosie o1 (QOJIKIOPOT, TPAAUIIMOHATHUTE TIPHUOAN OWie Hall0-
TIOJTHETH M CO CTPYKTYPATHCTUYKH, CEMaHTHYKO-TIPArMaTHyIKH, CHHTAaKCHYIKO-Ce-
MaHTUYKH CTYIuH. J{a ce moTceTnMe Ha HEKOW MO3HAa4YajHU OCTBapyBamba.
Jaxo6con u borarupjos (2010: 31-45) koHCTaTHpaar AeKa MOKpPaj Pa3IUKUATE,
MIOCTOjaT HEKOM aHAJIOTHHU ITOMETY jJa3MKOT M HAPOAHOTO TBOPEIITBO: BO /IBaTa CITy-
yau ce paboTH 3a CTPYKTYpHUPaHH OIMINTECTBEHU I0jaBU KOU COOJBETCTBYBaaT Ha
OpaNTHHOT (YCTEH) U KOJIGKTUBEH KapakTep. U, mokonky jasukot, ox Cocup rma HaBa-
My, ce CTyaupa Kako cucteM (langue), Kako KOJIEKTHBEH KOJI, BO OMO3HIIMja CO TOBO-
port (parole) — HHIWBHIyTHHOT HAYMH Ha YIIOTpeOa Ha KOJOT, ja3HKOT, Ha CIIMICH
HayMH Tpeba Ja ce noctanu 1 co Qonkiaopor. OBa nqoBeae A0 Oapama 3a eaHa rpa-
MaTuka Ha HapomHOTO ycHO TBopemTBo (IIporm Mopghonozuja na ckasnaia), kKako
U JI0 UCTaKHYyBamke Ha KOMYHHKAIMCKaTa (DyHKIHja Ha (OJIKIOPOT, OJHOCHO JO
JIMXOTOMHUCKara uaeHTudukanuja, crnopen benenr: donknop—jasuk(langue)/xau-
KeBHOCT-TOBOD (parole). CTpyKTypaIuCcTUTE U IPUBP3AHUITUTE HA CTPYKTYpaIHC-
THUYKO-CEMUOTHYKHUTE METOJIU, CMETajK1 JieKa HE € JOBOJHO CaMO MPOYy4yBambeTO
Ha tekctoT Ha III1, ja Hadpmaar maejara 3a orpaayBame Of JIUTEPAPHOCTA U TH
pasmiemyBaar [1I1 kako KBaHTYM Ha CTPYKTYPH, KaJie IITO CE MPOSKTUPa U MUCIIATA.
OcBeH ja3uyHara CTPyKTypa, Tpeda Jia ce 3eMar MPeIBU/ U JJOrMYKO-CEMHUOTHYKATA
Y CEMaHTHUYKaTa CTPYyKTypa, T0T0A U BOHja3WyHaTa (HaIBOpPEIIHA) 1 BHATPEIIHATA
(nnaboka) CTpyKTypa Ha CEMHUOTHYHUOT CHUCTEM, UHBAPHjaHTUTE KAKO EJIEMEHTH
Ha TOj CHCTEM W BapHjaHTHTE KaKo eJIeMEHTH Ha mepdopmanujara (Einozpaguja
Ha 2osopoud on X. Xajmc Bo 1962 rox., careHa Kako CHCTEM Ha CTPYKTYPH Ha
TOBOPHUTE YHHOBH — speech acts, Win Nak EiinoZpapuja na komynuxayujaiia —
MOLIMPOK KOHLENT, npumeneT no 1964 rox. — E. Upsac, A. [ljyHn), Kako U JMHT-
BUCTUYKHOT U CHTYallUCKH KOHTEKCT. Ha 0BOj Ha4MH, ja3MYHHUTE HCIEAyBamba Ce
cUCTeMaTH3upaar u ce npenusupaar. Of IenHa ToYka Ha TeopHjaTa Ha 3HAIUTE,
[epmjakoB (1968: 273-285) ro mOHyaW CBOJOT JIOTHYKO-CEMUOTHYKH KIIacHU(H-
KaIllMCKX CHCTEM, TIPH IITO MOCIOBUIINTE TH OIHUIIYBA KaKo: a) ja3WYHH KIUIIIea,
KOWIITO JINYAT Ha OOMYHUTE (PPa3eoqOru3Mu, HO C€ pa3IMKyBaaT Mo AUPEKTHOTO
U (UTYpaTHBHOTO MOTUBUPAHC HA YHUBEp3aJIHATA CMHCIA; 0) JIOTHYKH, OJJHOCHO
JIOTUYKO-CEMUOTHYKHU OOJUITH IITO MOJETHPAAT ONpeeieH OJHOC MoMery Tpe/-
MeTHTe; B) (DONKIOPHU (PEHOMEHH KOW TH OApa3yBaaT MOMEHTHUTE Ha pealHoCTa
BO 30MeHa, HO compkajHa ¢opMma. [lociaoBumuTe TM cdaka Kako 3HAIU 3a OIpe-
JICITyBakhe CUTYallud WIH ONPECIICHU peJalliy IMoMery HellTara U HyIu HHBHO
IpYIUpPakEe BO YSTUPH OCHOBHHU KJIACH, BO KOM CE BKITy4yBaar CIICJHUTE PEIalliuu:
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1. OgHOC moMer'y MpeaMEeTOT ¥ HETOBUTE 0COOEHOCTH, U3Pa3eH CO CTPYKTypHa-
Ta (hopmyra:

_ pPx)>q ) .
(Axo p ja uma ocoOeHOCTa X, TOTaIll Taa 0COOCHOCT ja UMa ! ¢.)

2. OmHOC TIOMETy TIPEAMETHTE:
pP~4q
(Axo p, Toram q.)

3. OxgHoc momely 0COOCHOCTUTE Ha MPEAMETUTE BO 3aBHCHOCT Off OJHOCHUTE
rmoMery caMuTe MPeIMETH:

>a)>[px)>q®)]
(AKo ¢ e BO 3aBUCHOCT O[] p, a p ja UMa 0COOCHOCTA X,
TOTAIl U ¢ K ja MMa ucTara 0CoOCHOCT. )

4. OnHOC TIOMery MPEIMETHTE BO 3aBHCHOCT O OZIPEJICHU 0COOCHOCTH Ha THE
MpeIMETH:
[(p>x)"~(q>X)]> (p> q)
(AKo p MMa HEeKaKBa MMO3UTUBHA OCOOCHOCT,
a ¢ ja HEeMa, Torami p e 1moo0po of ¢.)

OBHe MOCTaBKM MMaaT M MCTOMHCIICHUIM BO OJHOC HAa OCHOBHMTE LPTH (A.
Cemepkenu, B. @out), Ho u npotusauim (M. Kycu, A. Kpukman). Mako I111 ru Ha-
pekyBa coyujarnu metuagopu, 3ajren (1969) Bo cymrunaa ru TpeTrpa Kako 3HAIH,
HO HE NPUJIOKYBa JOTUYKH CTPYKTYPHHU (OPMYJIH, HAKO TOBOPH 32 JIOTUYKH KaTe-
ropuu (CTPYKTYpH, pellaliii ), He TH W3/IBOjyBa MeTapOPHUHHUTE UCKA3H OJ] UCKa3H-
Te 0e3 MPEeHOCHO 3Ha4Yewme. Bo OCHOBHU LPTH, CIIOMEHATUTE NPUOAM yTaTyBaaT Ha
KOMIUIEKCHOCTa Ha TPUTE HUBOA Ha CTpyKTypara (cropen Huxonoscka-Hejammuk
2000: 141): KOMITO3UITNCKOTO, JTOTHIKO-CEMAaHTHIKOTO W HHBOTO Ha MPEIMETOT.
OBue cdepu ce ox rojaeMo 3Ha4YCHE 3a JTUHTBUCTUKATA, 32 (POJIKIOPUCTHKATA U
3a cemuonorujara. Toa mTo coBpeMeHara mapeMHOIOTHja TO M3/BOjyBa BO OXHOC
Ha I1I1 e nexa THe ce 3HALM CO ONPENENICHO 3HAUYCHE (CEMaHTHKA), CO ONPEACIICH
OJTHOC KOH FTOBOPUTEJIOT W/MITH CITYIATENOT (IparMaTiKa) U co onpesesieHa OIIiTa
CTPYKTypa Ha MCKa30T (cMHTakca). Bo oBaa cTtaruja rm mpe3eHTHpaMe COTJIeTy-
Bamara OJ1 IO/IPayjeTo Ha CeMAaHIuUKaiia M Ha UpacMattiukaiid, KOV 3aeJIHO CO CHH-
Takcara Tu u3aBojyBaar III1 Bo moceOeH CEMHOTHYKH M ja3HUYCH MUKPOCHUCTEM,
CO IITO HE CaMo IITO C€ ONpeJieslyBaaT OBUE HUBHU Ja3HYHM OCOOCHOCTH TYKY Ce
UCTaKHyBa MMOCEOHO M HMBHATa TOJIOXKOa BO OJJHOC HA OCTAHATUTE JIUTEPaTypHU
KaHPOBHU.

! Benmukoscku 1999 : 206.
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2 HparMaTmca H CEMAaHTHKA

I'maBHOTO BHHMMaHHe Ha IMparMarukara, Kako M Ha CEMaHTHKaTa, € HacOYeHO
KOH TIOUMHUTE BUCTUHUTOCT, BaJIMIHOCT, KOM C€ TPETUPaaT U BO OAHOC HA KOHTEK-
CTOT Ha ynorpeba. OCHOBHATa 3a/1a4a Ha ceMaHTHKaTa € Aa 00jacHU Ha KOj HaYuH
OTIpENICTICHN 3HaYeHa Ce BP3yBaar 3a MOCEOHNTE MOP(POCHHTAKCHYKH KaTEeTOPUHU
Y KaKo 3Ha4YeHmaTa Ha KOMIUIEKCHHTE (ppa3u 3aBUcaT Of 3HAYCH-aTa Ha HUBHHTE
komrioneHTu ([TanzoBa 1996: 73). [Iparmarukara, mak, Mopuc (1964: 401-414) ja
MIPEeTCTaByBa KaKo JAUCIUILUIMHA KOja BO CBOjaTa aHAIIM3a, TOKPa] TMHTBUCTHYKHUTE
n3pa3u U 00jeKTUTE HA KOM THE C€ OIHECYBAat, TH BKIy4yBa KOPHCHUIIUTE H MOXK-
HHTE KOHTEKCTH Ha yroTpeda. Taa ro omndaka mpoydyBameTo Ha KOMYHUKAITICKHATE
Cpe/CTBa MMOBP3aHU CO YOBEKOT: LITO CE CIy4yBa CO YOBEKOT KOTra JaBa 1 IpuMa co-
OTIIIITYBama; O IITO 3aBUCH OOJMKOT HAa KOMYHHUKAIH]aTa (HAY4EITHO M KOHKPETHO);
BO KOja Mepa TUIIOT Ha KyJITypaTa ja yClIoByBa KoMyHHKaruckara ¢popma. Co Oyk-
BaJIHOTO 3HAUCH-C HAYKA 34 UpaKiiuKailia, IparMaTukara ce Je)MHIpa Kako Hayka
KOja ce 3aHMMaBa CO MCIMTYBAKETO Ha KOHTEKCTYaIn3upaHuTe nckasu. [lpomymm-
paHa of uieopujailia Ha 2060pHULIE YUHOEU, Tad BO JTUHIBUCTUKATa UMa 3aJa4a 1a
'Y UCIIUTA YMHOBUTE KOU CE ,,U3BEeyBaar’‘ Mpu U3roBapame Ha OJipe/ieHa peueHuIa
(WM HEeIITO eKBUBAJICHTHO HA PEYCHHMIIATa), OJJHOCHO, criopea Murecka-Tomuk
(1995), na ro nmpoyuu JIgjCTBOTO HA MCKA30T BO ojipesicHa (roBopHa) curyanuja. Ce
rmoara oJ] IpeTIHOoCTaBKara Jieka I0CTOjaT TPH OCHOBHHM TOBOPHU YMHOBH: 1. JIOKY-
LUOHEH — KOjIITO TO O7ipa3yBa OCHOBHOTO 3HAYCH-€ Ha MCKA30T; 2. WIOKYLIHOHECH
— KOJIITO ja ofpa3yBa HaMepara Ha TOBOPUTENOT IPY M3TOBAPAETO Ha OJpeeHa
pedyennna (na nodanu, KpUTHUKYBA, IPETyNPEaH, COBETYBa, HAPEIH, 3aMOJIU UTH.)
U 3. IEepIIOKYIIMOHEH — KOJIITO MPEABUJ IO MMa e(eKTOT MPOU3BENIeH O] N3roBa-
pameTo Ha JajieH nckas. Bo aHanm3ara Ha TOBOPHUTE YMHOBH IMOCEOHO BHUMaHHE
ce MOCBETyBa Ha HCIUTYBAKETO Ha T.H. Nep(oMaTHBHU TIIATr0JIH, KaKo IITO Ce: ge-
wyseam, ce 3a61a209apysam, 3a0pamnyeam, Hapegy8am NTH., CO KOU ce CIPOBELyBa
HMMEHYBaHOTO JIejcTBO. [ parMaTukara, UCTO Taka, ce 3aHMMaBa U CO Pa3IUKUTE BO
BpPEIHYBAmETO Ha €KBUBAJCHTHUTE 300POBH, U3pa3d M M3PEKH BO Pa3IIUYHHU OII-
KpPY>KyBama, CO MPeCyNO3UIUUTE (TIPETIOCTABKUTE) KOMIIITO CE COAPIKAT BO MCKA3-
OT, Kako M CO MPUHIMIIUTE Ha KoHBep3amujaTa. Co nmpobieMuTe Ha pa3iIuKHUTE BO
BpEIHYBAmHETO HA EKBUBAJICHTHUTE ja3MYHU IMHUIN CE 3aHNMAaBaar ¥ JICKCUIKaTa
CeMaHTHKa (BO PaMKHTE Ha pa3IiielyBaeTO Ha pa3fiuKara MmoMery JeHoTalujara
¥ KOHOTalpjaTa), CEMaHTHKAaTa Ha PEYCHHUIATa, JOACKAa CO TeMaTCKO-peMaTcKara
CTPYKTypa ce 3aHMMaBa ()yHKLMOHAJIHATa PeYeHUYHa nepcnekrusa. [lornupajku
ce Ha MHOTyTe ONMCKM Hadela Ha IparMarukara ¥ Ha CeMaHTHKaTa, BO HaIlara
aHaJM3a OBHUE TpHUcTany ce ordakaar Bo eqHa nennna. [Ipen ce, mokonky mopaka-
Ta ja uAeHTH(PUKYyBaMe CO CEMaHTHKa, a Hej3UHAaTa PUMCEHA ja WACHTH(HKyBaMe
CO TIparMaTuika, OWfejKu UMIYICOT (ITOTTUKOT) 3a ymoTpeda € mparmMarudeH. 3a
Jla IOCTUTHEME JeTyMHa (opMain3anyja, co mTo OM MOCTUTHANE U KiIacu(uKa-
[IMja KOjalITo OBO3MOXKYBa HMBHO THITOJIOIIKO CIIOPEAyBamke, PEIIUBME Ja TH JIe-
mudprpame MopakuTe Ha MakeJJOHCKHTe, andaHckuTe u Typckute [111 3a sxenara.
WzBenenute nmapadpasu ce Temenar Bp3 €Ha, YCIOBHO Ka)KaHO, TPaIHIIMOHAIHA
(BpeMeHcKa, MPoCTOpCcKa M COIMOKYATYpHA) KoHBeHIHja. IMeHo, mapadpasure ce
0JJpa3 Ha HAIIUTE CO3HAHU]ja 3a Ju1abokoTo 3Hauewe Ha [1I1. Ce Tpynesme undop-
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MalnujaTa Bo napadpasara jia He OuJie modorara o OHaa IITO € COApIKaHa BO CaMH-
te I1I1, ma xage mTo Toa Oerre MOXKHO, mapadpasute aa cooasercTByBaar co [111 u
Ha (opmaner miaH. Crnopea TpaauLUjaTa, ce CIy>KEeBME CO ja3UKOT Ha JIOTHUKaTa,
MIPH IITO JIyF'€TO TH 00ETCKUBME CO X, ), Z; IPEAMETUTE CO M, 1; 0COOCHOCTUTE CO
a, b; coctojouTe U cutyaruure co p, ¢, r. [loznarara ,,ono3unuja“ momery x u y
HU OBO3MOXH JIa UM TH MIPUPEAMME CIIPOTUBHUTE TOJIOBH: X = JKEHCKH T10J ; )y =
MAIIIKH TI0JT, TIPH IITO, BO 3aBUCHOCT O] Pa3IMYHUATE YIIOTH BO KOHUINITO CE jaByBaar,
UM JI0JlaBaMe U JAOTOJHUTEICH HHACKC (Ha mpuMep, x/ = Majka; x4 = makea; yI =
TaTKo WTH.). Hammot ommt npron ko I ce 3acHOBa Bp3 TEOPETCKUTE MOTIIEAN
Ha A. BorycimaBcku?, Kaj HaC MPUMEHET BO TPYIOT Ha KoaBTopute 3. Tomoaumbeka,
A. Cnacos, Jb. Criacos (1986), a unu Ti1aBHHU Te3U Ce CIeTHUBE:

1. OnmTroT KapakTep Ha TOCIOBHUIINTE CE TEMENH BP3 (PaKTOT JeKa THe 300py-
Baar 3a MOMMH; TOKMY TOa MM JI03BOJTYBa Jia IPETCTaByBaaT CaMOCTOjHH TEKCTOBH.

2. IlocmoBUITUTE CE TEKCTOBH KOHW: a) CE COCTABEHM O] eqHa peucHHIa; 0) ce
penpoaynupaar co MHTEHLUja 1a C€ PEpOoAyLHpa He caMo ONpeeIeHa COAPIKIHA,
TYKy U (hopma, a cerak He ce IIUTaTH Ha HEeUUH UCKa3W; B) MOXKaT Jia OujaT mpo-
TOJIKYBaHU KaKO CaMOCTOjHH TEKCTOBH; MOXKaT, HO HE MOpa Jia OujaT BMETHATH BO
MOLITMPOK KOHTEKCT.

3. OcHOBHaTa KJjlaca Ha ITOCJIOBHIINTE C¢ METaQOPUIHHU TOCIOBUIN (HEMETa-
(hopryUHHTE TOCIOBULIM OU MOXKeJIe 1a TH HapeueMe a(opru3MH WM CeHTEHIINN).

4. Hopmanina MeTadoprvHa IMOCIOBHIIA € OOMYHA PEUCHHIIA CO TEMA M CO COJIP-
JKUHA, OpraHU3upaHa CIIope/I OMIITATE MPaBHiIa Ha JaICHUOT ja3HK; HeMa PUYHHA
Ha Taka chaTeHUTe PeUCHUIIN JIa KM CE OJ[3eMa 3HAUCHETO Ha HUBHUTE KOMIIOHEH-
TH; CIIEJICTBEHO, HEYMECHO € 32 3HaueH-¢ Ha MOCIIOBHIIATA J]a ce Mpr(daTH Hej3uHaTa
,»Jl1a0boKka cMucia‘“ (coapKrHa Ha napadpasara) — Taa ce 1ojaByBa JypH OTKaKO Ke
mobueme ,,roToBa* peueHunIa (co Hej3uHaTa hopMa u 3Hauewne) . Hajecpeknn mapad-
pasu ce oHHue Off TUIOT: cekoe @ e I, unu cexolaws koca D, wmocaw I, a ve: axo D,
iwioZaw I, GUejku MOCIOBUIINTE O AeUHUIIM]a 300pyBaar 3a MpeaMeTUTe U/Uin
HACTaHWTE KOW TIOCTOjaT, a He 3a MOTEHIINjaJIHU MPEIMETH WM HACTaHU; IOCTO-
€HBETO (er3UCTEHIINjaTa) € MPETIOCTaBeHO! A OBa HE € HU YyJHO: HAPOJOT KOJIITO
T'H CO3/IaBa MOCIOBUIINTE ¥ TH KOPUCTH, TIPEKY HUB TO 3aIIBPCTYBA CBOETO MUCIICHE
3a paboTHTE IITO rO HHTEPECUPAAT, & TOA CE UCKITYYHMBO PA0OTH KO ITOCTOjar.

5. Penarnuure KoM ce IPUPEKYBAaT BO MOCIOBHIINTE, & KOUIITO CE TTOJIOKHH Ha
nHTEepIperanyja (MeTa)OpUIHNATE), C€ ET3UCTCHIIMjaTHU PENIAI[iK; ToJIeM JIeT OJl
HUB C€ HETaTUBHO eTr3UCTCHIN]aTHH.

Bo cute cepro3nu mpucTany ce HarracyBa 3Ha4ajHOCTa Ha MeTaOpUIHOCTA Ha
[II1. Mako oBaa 0cOOGHOCT HAjUECTO Ce pa3mieayBa O €CTeTCKa IIeAHA TOUKa, BO
OBa MPHUTOAA K€ TO HaIJIaCHMe 3HAUYEH-ETO IIITO MPETCTaByBa MPOU3BO/L O JOTTUPOT
Ha 3HAYCH-ETO Ha JaJieHa eJUHUIA CO MPEHOCHOTO 3Hauewme. ako Toj mpou3Box
MOXe Ja OHJie Ha pa3InYHO PaMHUINTE (HAa HUBO Ha OCHOBHA CHHTAKCHYKA €IIH-
HUI[a, HA HUBO HAa PEYCHHUIIA U HAa HUBO Ha TEKCT), BHUMAHUETO TO HACOUyBaMe Ha
TOA LITO CE HApEeKyBa CEMaHTHKa Ha PEYCHHUIATa, OAHOCHO MOCIOBUIUTE U IO-
TOBOPKHUTE CE aHaJU3Mupaar co mapadpasd Bp3 OCHOBA Ha TUCTHHKIIMjaTa TIOMETy
MOBpIIMHCKATa U AabWHCKaTa CTPYKTypa, KAKO W BO TOINIEA Ha MpOoOJIeMUTe Ha
pedepentHOCTa Ha aprymeHTuTe. Yrnorpedbenute enuaunn Bo I1I1 ro memaar toa

2 Pamietnik Literacki, 47/3, 1967: 144—170.
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3HaueHE IITO TO UMaaT BO OOMYHHUOT TOBOP, TYKY 3HAUCHHETO € IPEHOCHO. 3aToa ¢
rmoTpedHa:

1. HaZBOpEIIHOja3YHA aHAJIN3a HA CaMHUTE MeTaOpH — KaKBU C€ MapalieinTe,
0J1 KOU 00JacTH MPOM3JIeryBaar CIMKUTE Of1 KOM HacTaHyBaar MeTadopuTe, HaYH-
HOT Ha KOj C€ 0CTBapyBaar, KaKBM CO3HAHHja Hy/aT 3a CpeIuHaTa BO KOU (PYHKITHO-
Hupaar [1IT;

2. nemmppupame Ha [1I1 u ToNKyBame Ha CEMaHTHUYKATa aHAJIN3a Ha HUBHU-
Te nopaku. Op nmparMaruyHa TiieAHa Touka, kaj 11 mocron kopenamnuja momery
dhopmara u cogpxkunara — cute I1I1 co mparmaTndka Haarpamba My ce obpakaar
Ha aJipecaroT BO BTOPO JHIlE, BO uMIiepatuB, HO He cute 11 co oBaa dopma ru
tonkyBame kako I1I1 co coonBeTHa nparmaruyka Haarpaaoa.

a. [locnoBunu co mparmMaTidka Haarpaada, kajae mro (opmara COOIBETCTBYBa
Ha JTabMHCKaTa CTPYKTypa:

(D Kena mnaga u euno ciiapo semaj.
(3naj nexa Tpeda ja MOCTANUII Pa3IMYHO TP U300POT,
OuJejku eHa 0COOMHA HE BaYKH TIO/ICHAKBO 33 CUTE. )

2) Gruan e kalin zgjidhi veté.

‘YKenara n komOT 010epH TH caMm.’

(3Haj meka x Tpeda 1a oUTydyBa CAMOCTOJHO 32 HEKOM PabOTH.)

3) Kocana gore bagla basini, harcina gore pisir asini.

‘I'maBara Bp3H CH ja CIIOpe]l MaXKOT, jaJICHETO TIOATOTBYBa] CH IO CIOPE]

yebor.’

(3naj nexa x Tpeda ma ce oqHECYBA CIOPE]] CTaTyCOT Ha ).)

0. IlocnoBumm Oe3 mparmarmuka Haarpaada, kagemTo (opmara HE COOIBET-
CTBYBa Ha JUTaOMHCKATa CTPYKTYypa:

(nH AKo cu Hanyitiena CKOKHU 80 e3epo.
(He e BucTHHA JleKa IpyrUTe TH 3acera TBOjaTa Maka.)
2) Gjané e mirémerre edhe uié deré té jevgut.

¢ HoOpOTO HEWITO 3eMH Io ¥ O 1OMOT Ha I 'ynTuHOT.’
(He e BMCTHHA JeKa ako x € 100ap, HETOBOTO MOTEKJIIO € BayKHO. )
3) Besle kargayt, oysun goziinii.
‘XpaHU ro raBpaHoT Jia TH TO U3BaJIU OKOTO.’
(He e BHCTHHA JIeKa z Ke OHIIe a.)

Kaxko excrioHeHT Ha TIparMaTHdKaTra KOMIIOHeHTa, Brpaaena Bo I1I1, 3a mapad-
pasuTe To n30paBMe M3pa3oT 3HAj JIeKa, a BO 3aBHCHOCT o Toa nanu Bo [1I1 nma
MO3UTUBHO-CT3UCTEHIMjallHa WIIM TIOpaka co BrpaJieHa Heraiyja, ce JojaBaar u
EKCTIIOHEHTHTE Tpebda, OMHOCHO He Tpeda. CMeTaMe JieKa € BaKHA M TUCTHHKIIH]ja-
ta momery III1 co mparmaruuka Haarpaada MTO COAPIKAT KOMEHTAp U THE IITO HE
COZpIKAT JOMOJHUTEITHH KOMEHTapH.
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a. [IIT koumTo coapkar KOMEHTap:

(D) Axo ja caxaw scenaita caxaj ja u babaiua.
(3naj mexa Tpeda aa ro cakai 6e3ycioBHO X1.)
2) U ruaj nga gruaja nazétore.

‘UyBaj ce o pasrajieHara xxeHa.’
(3Haj neka Tpeda ja ce YyBalll of] X KOj € a.)
3) Ucuna bak bezini al, anasina bak kizint al.
‘Ha matHOTO mienaj My ro JIMIETO, Ha IeBOjKaTa IvieJaj 1 ja Majkara.’
(3naj nexa Tpeda ma BHUMABAII Ha IMTOTEKJIOTO MPU U300POT HA X)

(D He 2negaj na nyciiaivia, amu na jaiukaiua.
(3Haj nexa He Tpeda ga MPOCYAUII CTIOPET U3TIIEOT. )
2) Grues mos i shif hundét, po punét.

‘Ha >xeHata He v1eiaj i ro U3IIIEAOT, TYKy paboTara.’
(3Haj nexa He Tpebda ga MPOCYAUII CTIOPET U3TIIEIOT. )
3) Ergen gozii ile kiz alma, gece gozii ile bez alma.
‘Co OKO Ha epreH He M30Mpaj JKeHa, BO TEMHUIIA He N30Mpaj TKaCHUHA.
(3naj nexa He Tpeda J1a HOCHUII OJTTYKa KOTA CH BO ONPE/CIICHH OKOJIHOCTH)

0. I1I1 6e3 koMeHTapH, KOU ce TTOOPOJHU BO OIHOC Ha THE CO KOMEHTAPH:

(D Ako caxaut 9obpa dicena, 6uQu HeceHn Madic.
(3uaj nexa Tpeda p 3a na oune q.)
2) Kérko shkop prej thane, kérko bijé prej nane

‘bapaj cram ox mmnuHKa, 6apaj kepka ox Majka.’
(3naj nexa Tpeda ga M30OMpaIT BHUMATEITHO,
OmMaejKku eqJuHKaTa 0COOMHUTE TH HaceoyBa Ol KOHKPETHHOT MPETXOAHUK. )
3) Ucuna bak bezini al,anasina bak kizint al.
‘Ha matHOTO mienaj My ro JIMLIETO, Ha IeBOjKaTa IvieJaj 1 ja Majkara.’
(3Haj neka Tpeda ja M3OUpaIl BHUMATEIHO, OMAEjKH eMHKAaTa 0COOH-
HUTE TY HACJIelyBa O]l KOHKPETHUOT MPETXOIHUK. )
(D Haj 1t na orcena ysga, axko cakawt 9a iy 3aiyciiu KyKaiua.
(3Haj nexa He Tpeda x 1a TO BOIU 1,
OuejKu He MOXKE TOa J]a TO TIPaBU YCIICIIHO. )
) Alma soysuzun kizini, stirer anasinin izini.
‘He 3emaj sxeHa 0e3 coj, ke ce MeTHe Ha MajkaTa.’
(3Haj nexa He Tpeda p OuaejKHU q.)

Yecro, xora ce roopu 3a 111, ce ncrakHyBa aeka THe HE ce OOMYHH H3larama,
TYKy ¥ CBOCBUIHH TpocynyBama. Maxo I1I1 Hajaecto ce maBaat Bo ¢hopMa Ha TBp-
Jieba ¥ BO MOBPILMHCKATA CTPYKTYpa HE COAPKAT EKCIUIMIUTHH ,,yIIaTCTBA™ N/WIn
,,Hapenon, Bo HUBHUTE JJIA0MHCKH 3HaueHha WICHTH()HUKYyBaAME TOKMY TaKBH KOM-
MTOHEHTH KOMIIITO, HAKO HE Ce KaTeTOPUYHH, TIOTIHPAjKH ce Ha UCKYCTBaTa (KOM HO-
car 3aKIJIy4yolLlH, a He TIOyKH ), TIOBTOpYBambara 1 MOTBPAyBamara, 100uBaaT HiujaHCH
Ha 00BpCKa BO paMKHTE Ha BOCIIOCTABEHUTE TPAIUITHOHATIHH cTaBoBU. OBHE ,,HOP-
MU* 32 OIpeNeleHO OfHECYBamhe HE MPETCTaByBaaT 3aKOHU, TyKy C€ MOBp3yBaar
co MopanHara u ujejHo-socnutHata ¢pynkuuja Ha [1I1. Orryka, u Ha I1I1 konmTo
MMIUTHIIMTHO yTaTyBaaT Ha OTpeIelIeHO OIHECYBamke, BO MapadpasuTe UM ro aoaa-
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BaMe EKCIIOHCHTOT Tpeba, 0THOCHO He Tpeda. Opne ru uznsojysame 111 koutto
BO [TOPAKUTE HE COAPIKAT KOMEHTAPH O] THE KOUIIITO COJIPIKAT.
a. [1I1 6e3 momoNHUTENIEeH KOMEHTap:

(D Komy majka, komy markea.
(Tpeba na ce mocrarnyBa eIHaKBO CO NMPHUMAJHUIUTE HA €HA 3aeTHUIIA. )
2) Gazi me gaz, vaji me vaj...

‘CmMeara co cMmea, IUIAaYSHhEeTo Ce INIadee.. .’
(JIyfrero Tpeba ma ogbepar cooaBeTeH mapTHED.)
3) Yavrukus yuvada gérdiigiinii yapar.
‘MutaieH4eTo To IpaBy Toa MITO TO BUAEIIO BO THE3A0TO.’
(Tpeda na ce BHUMaBa Ha TOTEKIIOTO TIPH U300p HA X.)

(D Kena éepa nema.
(He Tpeba na ce BepyBa Ha X.)
2) Arka plot, syté me lot.

‘Kacara monna, ounTe HaCcOJI3CHU.
(He Tpeda 1a ce cTaBUII BO p O KOPHUCT.)
3) Sabahtan karninmi doyuran, kiiiikken evlenen aldanmamas.
‘Koj mojamyBa paHo U paHO ce JKeHH, HE CC M3JTaKam.’
(PemaBameTo Ha mpoOIEMOT He TPeda J1a ce OJI0KYBA.)

6. IIpumepu Kaje mITO BO JTa00KOTO 3HAYEHHE HEKAKO Ce 00pa3nioKyBaar Io-
CTaBeHHTE Oapamba:

@) Madicoiu iiocunen e 09 dicenaiua, 3aitioa Wpedaiud 9a upemoniyea JHeHaia.
(X Tpeba ma ce cTaBu BO p OMAEjKH g.)
2) Martesa thinjur leshté, bjer kvacké né vjeshté.

“Kenunnda Ha cTApPOCT HOCH KBAYKH HA €CCH.’
(ITpoGnemoT Tpeda 11a ce pey Ao/ieKa € aKTyeleH, OuaAejKu p.)
3) Ot kalsa kéz olur, kiz kalsa soz olur.
‘AKO ocTaHe TpeBa ke MMa JKap, ako OCTaHe JICBOjKa ke MMa 0300pyBame.’
(ITpoGiiemoT Tpeda fja ce pely JIo/IeKa € aKTyelicH, OuIejKu p)

(D) Og sicena koj maoic 3ema tapu, Mapas ke cu omeopu.
(He Tpeda ma ce cTaBuII BO p O/ KOPUCT, OMIEjKH TOa UMa TIOCIIETUITH. )
2) Martesa e papjekun — fémija jetim.

‘Hespemna xeHnnbda — qeTero cupax’
(He Tpeda na ce cTaBulll BO p, OMAejKH TOa MMa MOCIEANIIN.)
3) Avradibet (kétii) olanin sakali tez agarr.
‘Koj mma noma xena, 6p30 ke My obenu Opangara’
(He Tpeba na ce uzbepex koje a, ouaejrku p.)

Bo onnoc Ha open6ara nomery I1I1 ko nmpeHecyBaar er3uCTeHLUjaIHO MTO3H-
THBHH W TIOPAKW CO HAArpajeHa Heramwja, KoHCTaTupaMe aeka moopojau ce T111
KOW Haco4yBaaT Kako He Tpeda Jja ce MmocTaru, OuJIejKu TOKMY THE U TO OTPpaHHYy-
BaaT HAYMHOT Ha OJHECYBame. Er3ucTeHInjaiHoO HeraTuBHATa [TopaKa MoXe Jia ce
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MojaBu BO TMapadpaszara, Hako BO M3pa30T ja HEMa, a OBa HE CE€ OJHECYBa CaMoO Ha
WCKa3WTe Off TUIIOT Ha TOPEHABEIACHNUTE TIPUMEPH, TYKY U HA CUTE APYTH UCKa3H:

Q8 Cenotuio 2opu, babaita ce weutna.
(He Tpe6a na ce pearupa HeCEpHO3HO BO CEPUO3HA CUTYaIH]a.)
2) Bukuri e nuses — njé muaj gjé.

‘YbaBuHaTa Ha HEBECTaTa — €IeH Mecell padboTa.’
(He e BuCTHHA JeKa U3IJIEAOT Ha X € BaKEH. )
3) Kadin mali, kapt mandali.
‘YIMoToT 011 J)KeHaTa e HaJIBOpelIHa OpaBa.’
(He Tpeba na ce cTaBuIll BO p 071 KOPUCT, OM/IejKH Toa NMa TOCIETUIIH. )

JIoKOJIKY TOBOPHUTE YUHOBH TH pa3riielyBaMe CIIOpe KATETOPUUTE — ACCPTHBH,
JIMPEKTHBH, KOMHUCHBH, EKCIIPECUBH M JICKJIAPATUBH — NIPETCTaBeHU Kaj byrapckn
(1989), Bo HamMOT city4aj HACHTU(PHUKYBAME CaMO JIeJ O HUB: JTUPEKTHBH U acep-
tuBH. CIIE[ICTBEHO, TOPCHABE/ICHUTE MPUMEpPH O ce BKIIyYWJIE BO Kareropujara
TUPEKTUBY OUIEjKU BO HUB, OMIIO EKCIUTHIIUTHO OMIIO0 MMILTUITUTHO, C€ UASHTH(H-
KyBa MHCTPYKIIWja, TMPEKTHBA Kako OU Tpebano/He Ou Tpebaso Aa mocTamy coro-
BopHUKOT. [[pyrute 111, oMHOCHO OHIE KOWIIITO BO HAIIMOT CIy4aj ce U HajOpOjHH,
I'M BKJIy4yBaMe€ BO KaTeropujara acepTHBH, OMIEjKH BO HHUB J0OMBaMe M3BECHU
WHOPOPMAIMH U TBPJICHa, TIPH IITO Pa3IMKyBaMe HEKOJIKY KaTerOpUH NCKa3u: TaK-
BH IIITO J]aBaaT €T3MCTEHIIMjalTHA KOHCTAaTallH]ja, KOja ce OJJHeCYBa Ha COCTOjOH MIIN
nyfe, ¥ OBJIE ce BKIIy4yBaaT U OHUE [TOPAKH KOMIITO COAPIKAT HETaIuja, a KojariTo
BO MICKA30T MOXKE U JIa HEAOCTACyBa. 3aeHUYKHU EIEMEHT Ha apadpa3nuTe Ha OBHE
HCKa3u ¢ BUCTHHA € /IeKa, OJHOCHO He € BUCTHHA JeKa:

(D JKencko Ko2a ce pala, ciupeuite inavai.
(BucTHHA e AeKa Kora ce para x € TaxHO.)
2) Shpia asht e grues.

‘Kykara e Ha >xeHarta.’
(BucTuHA e qeKa m ce TeMEIH BP3 X.)
3) Begigi sallayan el diinyaya hiikmeder.
‘Pakara Koja ja Jyna KoieBKara, BIajiee Co CBETOT.
(BucTtuHa e 1eka x2 e MHOTY MOKHa.)

Q8 Epzenn’x eezupi k.
(He e BHCTHHA JIeKa CO X CH BO MPEITHOCT.)
2) Gocni —mbretni.

‘ J1eBOjYMHCTBO— KPaJICTBO’
(He e BuCTHHA A€Ka CO y CH BO MPEIHOCT.)
3) Kiz evi, vezir evi.
‘MOMMHCTBO, BE3UPCTBO.’
(He e BuCTHHA J€Ka CO ¥ CH BO MPETHOCT — CE OJHECYBaaT Ha COCTOjOH.)

u
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(D) Kaj je? — Kaj e kom grun.
‘On xazme cu? — Op Kaje IITO MU € JKeHara.’
(BucTrHA e 1eka y IPUKIOHYBa KOH X.)
2) Nerelisin? Daha evlenmedim.
‘On xane cu?Ce ymre He cyM oxernetT/He ce oxxeHUB’
(BucTuHA e qeKa y MPUKIOHYBA KOH X. )

(D) JKeHckuotu ym e maitier HOOK.
(He e BHCTHHA JIeKa X MOXE JIa Pa3MHCIyBa jacHO/OUCTPO.)
2) Njerkéza — piperkéza.

‘Makea — nunepka.’
(He e BucTHHA 1eka x4 e 100po.)
3) Kaynana pamuk ipligi olupraftan diisse, gelinin basini yarar .
‘CBekpBara M Jia € KOHel[ OJf MaMyK, ako MajHe o padToT, Ke ja paHu
IJaBara Ha HeBecrara.’
(He e BucTHHA eka x3 e 100po — ce oJJHeCyBa Ha Jyre.)

0. TakBU KOUIITO COApPIKAT UMILTAKAIIM]ja aKO > TOTalll:
(D Ako e madicoiu iujanuya, sxcenaiia Ke buge maveHuya.
(Axo p Toraiu g.)
2) Né marshi kudo, del shkado.
‘AKo 3eMeTe of1 Kajie Onyto, U3Jerysa cemro.’
(Ako p Toram q.)
3) Kadin evde kalinca hig olur, erkek evde kalinca kog¢ olur.
‘JleBojkara ako octaHe JiomMa € 0e3BpeIHa, a MaIlIKOTO CTaHyBa OBEH.’
(Ako p Torami q.)

B. TakBU KOMILITO COIprKaT CIIOPEaOH, Kaj KO CKOPO PELOBHO Ce M0jaByBa JICK-
cemara Kako — CUTHaJl Ha caMaTta criopeada. OBaa jexceMa ja Coap)kaT ¥ HUBHUTE
napadpasu co mTo jacHo ce u3aBojysaar on apyrure I1I1. Osoj tum I1I1 ce kapak-
TEpU3UPa U CO Toa IITO He TpHaT MeTadopusaimja:

(D Kena tiujana e kaxo ynasa ceurva.
(X x0j € a e KaKo yaBa CBUbA.)
2) Puna e grues — si puna e merimangés.

‘Paborara Ha jkeHaTa — Kako paboTara Ha 1ajakorT.’
(PabotemeTo Ha X € KaKo padOTEHETO Ha I1ajaKoT. )
3) Kocasiz kadin sahipsiz eve benzer.
“Kena 6e3 Max € KaKko Kyka 06e3 COICTBEHHUK.’
(X koj e 6e3 y e kaKo Kyka 0e3 COICTBEHHUK.)

. TakBM KOMIITO Ce TpeTHpaaT Kako NMPOHM3BOIM HA OOWYHUOT TOBOP, BO KOH
U He ce 3a0erexyBaar HEKOM eCTeTCKH BpeqHocTH. [IpeTnocraByBame aeka mpu
MTOJITOTOBKUTE Ha alOaHCKHUTE W Ha TYPCKUTE U3aHW]ja, U3PEKUTE Ol OBOj THI Ce
3a00MKOJICHH TOKMY TTOpaJ HUBHUTE €CTETCKH aClIeKTH, JOACKa BO MaKEIOHCKHUTE
mnanuja (M. llemenkoB — HaI U3BOP), BEPOjaTHO CO IIET 1a C€ JaJaT aBTCHTHIHA
3aIiCH, C€ BKIYYCHHU M JEJ O]l BAKBUTE U3PEKU:
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Mnuody je nuuna u xkpacua.
(BucTuHa e geka x € a.)

3 3akmy4ok

[MocnoBunTe W MOTOBOPKUTE, Kako crenuduyHa JUTEpaTypHa peanusainuja,
CBETOT T'0 MEPLMINpPAAT, 'O INPE3EHTUPaaT 1 ro TOJIKyBaaT Ha crneun(puieH Ha-
YMH: HEKOTalll HUBEH MpPEAMET ce TeHEpallHu I0jaBH/coCcTOjON, Hekoramn (par-
MEHTHPAHO CE OCBPHYBaar Ha YOBEKOBUTE MpeoKymanuu. Mako umaart 10MUpHA
TOYKH CO JPYTUTE JIMTEPATYPHH KaHPOBH, HUBHUOT CIIEUU(UUEH JUCKYPC, HUB-
HaTa QUTYpPaTUBHOCT, KAKO U HUBHATa MOKHOCT Jia C€ MPUMEHAT CAMOCTOJHO U
BO paMKHUTE Ha JIpyr AUCKYpC, BO BUJ HA IUTAT WM Ha 3aKIy4OK, T H3/1BOjyBaar
KaKO IIOCEOHH TBOPOH.

Ocsgen I1II mro HOcaT mparMaTH4ka Haarpaada ¥ KOMIUTO eKCIUIMIUTHO yIia-
TyBaaT Kako iupebda/ne iipedba na ce MOCTaNM, ceMaHTHKata oTkpusa Aeka I111 n
WMIUTUIIATHO cOAp Kat HHCTpyKiun. [loHaTaMy, ce U31BOjyBaaT H3PEKH BO YHHUILITO
MOpaKy Ce JlaBaaT M JONOJHHUTEIHW KOMEHTapH 3a MOocTaBeHHUTe Oapama. Cure
OBHE MPUMEPHU BO KOM, OWJIO CKCILTUIIUTHO OMJIO0 UMILIAIUTHO, CE HICHTHU(PHUKY-
Ba MHCTPYKLHja, T'M BKJIydyBaMe€ BO KaTeropujara gupexiuusu. Jlpyrure uckazu
I'M BKJIydyyBaMe BO KaTeropujara acepiuugu, Ouiejku BO HUB JOOMBaMe M3BECHU
nH(pOpMaIH, a TH JeIMMe Ha: UCKa3u KOUIITO J1aBaaT e23UCiieHyUjaiHa KOHCIUA-
ilayuja, Xoja ce OfHECYBa Ha COCTOjOM MM Ha Jyfe (OBIE c€ BKIydyBaaT U OHUE
MOpaKH KOM COJpPIKAT HeralMja, KojamTo BO CaMHOT MCKa3 MOXE U Jia ja Hema);
HCKa3W KOMIUTO COAp’KaT MMIUTHKALKja aKo > o2awd; UICKa3u KOMIITO COApXKaT
criopeAdH M UCKa3H KOUIITO Ce MTPO3BOJ] Ha OOMYHHOT TOBOD.

On mpuMepuTe MOXKeE J1a C€ 3aKJIy4dH JeKa aTpuOyTUTEe KOUIITO TOBOPAT 3a Hera-
TUBHHTE CTPAHH Ha JKeHaTa OOMYHO CITy>KaT Kako MITyCTpalyja Ha COCTOjOM KO Ha-
CTaHyBaaT JIOKOJIKY CyOjekToT (3keHara) ru nmocemyBa. Ce paboTu 3a cOCTOjOM KOU
ce HEeMPUBJICYHN U U3PEKUTE LITO T'Y IPETCTaByBaaT Ce €/ICH BUJ IIPEAyPeayBamba,
OJ] THIIOT: JIOKOJIKY KeHaTa 'l IMa OTIpe/IeJICHUTE HeraTHBHU 0COOEHOCTH, CIIeyBa
HemnpujaTHa cutyanuja. Ho, HeraTuBHHTE Ha3HAKM HEKOTAIll C€ MCTAKHYBaaT U 0e3
oBaa MoTHBalMja. Kako HajucTakHaTH HEraTHBHU OCOOCHOCTH Ha KEHATa, KOMIITO
ce uueHTUUKyBaaT BO paMkuTe Ha aHamusupanute 111, ce: mmynocra, 3m06ara,
HEMOPAJHOCTA, JIOLIOTHjaTa, MP3EIMBOCTa M UTPUHATA (JOKOJIKY OBaa OCOOMHA
MOXeE JIa C€ CTaBH BO OBaa KaTeropuja). 3a Jia ce MOCTUTHE HITO IMTOCIMKOBUTA ITAHO-
pama 3a HEKOH 0]l OBUE OCOOEHOCTH, Ce MpaBaT U CrIopei0M NPBEHCTBEHO Of1 asie-
Tara Ha )KUBOTHHCKHOT cBeT. OJ Apyra cTpaHa, Toa IITO ce HyJH KaKo KBaJIUTET Ha
YOBEKOBUTE BPEAHOCTH, BO HAILIMOT CIIy4aj IPBEHCTBEHO CE II0BP3yBa CO YMHOCTA,
yOaBuHaTa, noOpuHara, pabOTIMBOCTa, YecHocTa (MopaioT). M Bo oBOj ciyuaj,
MHOT'Y pETKO OBHE 00eexja Ha )KeHara ce JIaBaar 3a Jia ja IpeTcTaBar BO IIO3UTHB-
Ha cBeTIMHA. THe HeKaKo ce MoBp3yBaar co MPETHOCTaBKaTa ako. 3Ha4M, CaMo ako
JKeHaTa TU TI0CE/IyBa MO3UTUBHHUTE BPEJAHOCTH, CIIEyBaaT COCTOjOH CO TIO3UTHBHU
obenexja. M3pekute Ko CompKaT O3UTUBHU aTpUOYTH 3a )KEeHaTa Ce CBOCBHIHU
UHCTPYKLUH CO BrpajJieHa KOHIULUOHAIHOCT: aKo cakaul ga bugeul 6o tpujaiina
cutyayuja, usoopoi ipeda ga 2o 3acHosaul 6p3 UPUCYCIUBOIO/OMCY CIUBOTO HA
dosutduenuitie ocovernociuu. Bo MakeJOHCKUTE PUMEPH, HArIacyBameTO Ha IO-
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3UTHBHUTE 00elIeKja OJ]1 MapajIeIHO CO HEraTUBHUTE, 10JeKa BO alT0aHCKUTE U BO
TYPCKHUTE CE TIOHAIIACCHHU MTO3UTHBHUTE aTPUOYTH.

[IprMeHEeTOTO THIIONOMIKO MOApENyBae T'M IOTBPAYBa CO3HAHMjaTa MIeKa
OpojoT Ha MMOCIIOBUIIUTE W IIOTOBOPKUTE € MHOTY MOTOJIeM 071 OPOjOT HA HUBHHUTE
MOpaKH, KOUIITO ce MOBTOpYBaar. VIcTo Taka, BAKBUOT ITPUOJ BO HaIlIaTa KOMIapa-
THUBHA aHaJM3a HA OBO3MOXKHM J]a KOHCTAaTHpaMe JIeKa MaKeJJOHCKUTE, all0aHCKUTE
U TYPCKUTE ITOCIIOBHUIIN 1 IIOTOBOPKH 3a )K€HATa HOCAT UCT THUII IIOPAKH, KOHIIITO Ce
peanu3upaar Bo pa3iuuHu (GOpMaHi CTPYKTYpH.
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Bo 0Boj Tpyx ke mokaxxeme Jieka IIOCTOM CYHITHHCKA MOBp3aHOCT nomery [lpa-
sunailia Ha ymeiuHoctia, raBHoTo neno Ha Iljep Bypaje, moBp3aHo co KHIKEB-
HOCTA M HeroBara KpUTHKa Ha HEOJIMOEpaIn3MOT, OCTBapeHa BO MOJOIHE)KHUTE
nena. imeHo, mounyBajku of [lociukpuiiinoiu Ha [Ipagunaitia Ha ymeiiHociua, ke
TTOKa)KeMe JIeKa CTEKHaTaTa aBTOHOMHjaTa Ha KHIDKEBHOTO 1oJie Bo XIX Bek (co
CETO OHA IITO TOj MPOIIEC TO MOAPa3oupa: Xapu3MaTH4IHO ,,CIIaBEH-E* Ha aBTOPOT,
¢derummzalmja Ha KHWKEBHHUTE Jiesa, eTablInupamke aHTHEKOHOMCKA JIOTHKA Ha
KHIDKCBHOCTA M CHMOOJIMYKH KaIllUTall, €TabIupare,,eCTCTCKH MO UTH.) HE
€ HUKaKBa rapaHIyja Jeka Taa Hema ja Oujie 3aryoeHa Bo uaHuHara. Bo nmpeuor
JIeNl Ke ja IPeTCTaBuMe M K€ ja aHAIM3HpaMe KPUTHUKaTa Ha HEOMHOepaIm3MOT
BO TIOJIMTHKATa M BO ekoHomwmjaTa Ha [ljep byprje, ocobeHo MOTeHIMpajKku TH
MTOCIIEIUITUTE BP3 aBTOHOMHjaTa Ha KHIDKEBHOCTA M BP3 OCTaHATUTE KYITYPHH
nonmnmba. Ke o6pasznoxkume (cienejku ro bBypije) 1eka eIuMHCTBEHHOT HAYHH 14
ce cary aBTOHOMHjaTa Ha KHW)KEBHOTO I10JI€ M HA KHMYKEBHOCTA BOOIIIITO €
Jla ce IOCTaBU BO OBOj KOHTEKCT Ha HeonnOepaiHa NOJIUTHKA U eKoHoMHja. Bo
BTOPHOT W TJIaBEH JIeN Ke TO MPETCTaBUME IMOMMOT ,,JJBOjHA MCTOpH3aImja’™ Ha
[Tjep Bypmje, kako MeTOA CO YMjaIITO MTOMOII TOj ce OOHMIyBa da OATOBOPH Ha
MPEIU3BUINTE IITO HEOTHOSPaTM3MOT TH TOCTaByBa MpPEA KylITypara M Ipej
KHIKEBHOCTA. JleTaliHO Ke To aHaIu3upame 0BOj ITouM, koj bypje ro mocraBysa
KaKo aJITepHaTHBa Ha ,,BHATPEIIHUTE U Ha ,,HaJIBOPEIIHUTE  ynTama. Bo jBara
Cllydad — W BO IIPBHOT M BO BTOPHOT JIeJI — K€ TU ITOTEHIMpPaMe HErOBUTE Te-
OPHUCKH CIIMYHOCTH CO OIPEIACHU CTPYH Ha aHITIO-aMEPHUKAHCKHOT MapKCH3aM
(Pejmonn Bunmmjamc, Tepn Urnron, @penepuk [lejMrucon) n HeKon IpyTH TEO-
perndapu, kako Bantep benjamun u XKax Pancuep. Ha kpajoT, nmpeky Tpu TOUKH,
ke ce obuaeMe 1a Ti CyMupame [eauTe Ha [Ipasunaiua na ymemnocia BO 0BOj
TTOLITMPOK KOHTEKCT.

Koayunu 300poBu: 1ojie Ha KHW)KEBHOCTA, KYATYpa, COLHOJIOTHja Ha KHUKEB-
HOCTa,aBTOHOMH]a, XeTEPOHOMH]ja, HeoNnOepain3aM, IOIeH KamuTalu3am, Kyl-
TypHa MHAYCTpPHja, MapKCH3aM, MapKCUCTHYKA KHIKEBHA KPUTHKA



58 Benpan [usnapesuk

BOURDIEU’S RULES OF ART, NEOLIBERALISM
AND THE METHOD OF “DOUBLE HISTORIZATION”

Vedran Dizdarevi¢
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vdizdarevic@yahoo.com

The purpose of this paperis to show that there is an essential connection between
Rules of Art, Pierre Bourdieu’s main work on literature, and his critique of neo-
liberalism, presented in his later works. Namely, starting from the Postscript at
the end of Rules of Art, I show that the autonomy of the literary field obtained in
the XIX century (with all its implications: the charismatic “celebration” of the
author, the fetishization of literary works, the establishment of the anti-economic
logic of literature and symbolic capital, the establishment of an “aesthetic gaze”,
etc.) does not guarantee that the field will remain autonomous forever. In the first
section of the paper, I present and analyze Pierre Bourdieu’scritique of the
politics and economy of neoliberalism, particularly emphasising the consequences
on the autonomy of literature and other cultural fields. Following Bourdieu, I
argue that the only way to understand the autonomy of the literary field, in par-
ticular, and the autonomy of literature, in general, is to place them in this context
of neoliberal politics and economics. In the second and main section, I present
Pierre Bourdieu’s notion of “double historicization” as a method through which
he tries to respond to the challenges that neoliberalism poses to culture and
literature. I present a detailed analysis of this concept, which Bourdieu sets up as
an alternative to both “internal” and “external readings”. In both cases — both in
the first and in the second section — I emphasize his theoretical similarities with
certain lines of thought of Anglo-American Marxism (Raymond Williams, Terry
Eagleton, Frederic Jamieson) and some other theorists, such as Walter Benjamin
and Jacques Ranciére. Finally, I summarize the objectives of Rules of Art in three
points viewed in this wider context.

Keywords: literary field, culture, sociology of literature, autonomy, heteronomy,
neoliberalism, late capitalism, culture industry, Marxism, Marxist literary theory
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Bosep,

Bo noctkpunror Ha llpasuraiua Ha ymeiinociia, bypije eKCIUTMIMTHO TH OTIpeie-
JTyBa IJIaBHUTE MOTTHUIIM 32 IMHUITYBake Ha HETOBaTa KHHTA, IOCBETeHa Ha (hpaHILy-
CKHOT KHIKeBeH XX Bek, Ha KHIDKEBHATA TEOpHja, Ha CAMOOIMYKHOT KaluTal, Ha
CTaTycoOT Ha aBTOPOT ¥ Ha JeJI0TO BO KHMKEBHOTO Tone. MiMeHo, aBTOHOMHjaTa Ha
KHIKEBHOCTA CTEKHaTa (WM, oA00po KaxkaHo, ocBoeHa) Bo XIX Bek, co ceTo Toa
IITO TOj TMPOIIEC TO ToApa3dmupa (Xapu3MaTUIHO ,,ClIaBeHEe Ha aBTOPOT, (DeTUIITH-
3alMja Ha KHWKEBHUTE TEKCTOBH, €TA0IMpamkhe ECTETCKH TOTIIE, CO3/IaBame ,,aH-
THEKOHOMCKA' €KOHOMHMja Ha KHH)KEBHOCTA WTH.) € MPOLEC KOJIITO HE € 3aBPIICH
e/THaIl 3a cexorail. ABTOHOMHjaTa MOXKe Ja C€ 3aryOd 3a MUT, IOl IPUTHUCOK Ha
XETePOHOMHHTE CHIIM Ha MOJIeTO Ha MOK.! Toa 3Ha4M JieKka MOMMambeTO Ha KHUKEB-
HOCTa €IMHCTBEHO MOXKE J1a ce caTh BO THE paMKH Ha TIPOTPECUBHO 3r0JIEMYBambhe
U pErpecuBHO omnarame Ha aBToHOMHjaTa. [lomeMoT Ha HeoaMOepasIn3MOT BO IMO-
JUTHKATa ¥ BO EKOHOMHjara, cMeTa byp/je, mpeTcraByBa HCTOBPEMEHO MPETU3BUK
Y IIaHca Jia ce MoMMa KHW)KEBHOCTA, HEj3MHATa MCTOpHja M Hej3uHara MmoceOHa
JIOTHKA 33, KOHEYHO, J1a Ce J0Ipe HAjBayKHOTO Mpallame: 0e3 KOU MperyciIoBy Taa
Ke TpecTane Ja IOCTOH.

Bo 0B0j Tpyx, HajuIpBO Ke ja MpeTcTaBuMe MOJIUTHYKATa 1 eKOHOMCKATa Iporpa-
Ma Ha HeOIHOEePaIN3MOT U eDEKTOT IITO Taa TO MMa BP3 KHIDKeBHOCTA, Ke mokasxe-
Me JIeKa KpUTHKaTa Ha KalnTaIu3MOT Ha bypje Moxke 11a ce criopein co KpuTHKara
Ha ,,KYJITypHaTa HHAYCTpUja“ Ha AJOpPHO M Ha XOpKXajMep M CO KPUTHKara Ha
nmorHUOT Karnntanu3am Ha @penepuk [lejMucon. Bo BTropuoT aen ke ro mpercra-
BHME LIEHTPATHUOT METOA Ha Bypaje 3a aHanu3upame Ha KHIKEBHUTE TEKCTOBH U
Ha KHIDKEBHOCTA, IIOUMOT ,,JIBOjHA HCTOpU3anuja‘ (WiIH ,,IBOJHO YHTamke ), CO Koja
TOj ja HAIMHHYBa OIIO3MLIMjaTa Ha ,,BHATPEIIHUTE" U HA ,,HAJIBOPELIHNUTE  YNTambA.
HeroBara Metomonoruja ke ja cnopeauMe Co HM3a MapKCHCTHYKH TEOPETUYAPH,
KOMIIITO ja IIOMMaaT KHM)KEBHOCTA Ha CIIMYeH HAauWH, KakBU 1mTO ce Banrep benja-
muH, Pejmonn Bunujamc, Tepu Urnton u @penepuk [lejmucon, HO 1 ke ykakeme
Ha HEKOW PA3JIMKH IITO MOCTOjaT moMery HUB. Ha KkpajoT, ke mokaxkeme Kako Me-
TOZAOT Ha ,,JIBOjHA UCTOpHU3alMja’™ € LEHTPaJIeH KaKo 3a MPaBWJIHO pa3Oupame Ha
KHIDKEBHOCTA M HA KHUKCBHUTE TEKCTOBH Taka U 32 0(hopMyBame (DyHKIIMOHATHA

! Henocuuor uurar ox [lociickpuiiiow riacu: ,,JacHo e (...) Jeka MHTeICKTyalHOTO (WM, YIITe
110jaCHO, @BTOHOMHOTO I10JI€ ILTO I'0 NPAaBHU HHTEICKTYaJICHOT BO3MOXKCH) HE € BOCTAHOBEHO C[HAII
3acexoranr co 3oJ1a ¥ JieKa JPYruTe MOCeIHUIM Ha KYJATYPHUOT KalUTall CeKOrall MOXe Ja ,,perpe-
cUpaar”, Kako pe3yitar Ha Je3MHTErpallfjarta Ha Taa HecTaOMiIHA KOMOMHAIM]jA IITO 0 AehUHHUPA
MHTEJIEKTYaJIeLOT, KOH e/[Ha WJIM Jpyra, HaBUIyM, €KCITy3UBHA MO3HLH]ja, MM KOH YJIOraTa Ha ,, 4MCT
nucaresl, HayYHUK WM NPUNAJHUK Ha akajeMmckara cepa, Wi KOH yjorara Ha IOJUTHYKH aKTep,
HOBUHAp WJIM NOJUTHYKH EKCIIepT. 3ropa Ha TOa, COCEMa CHPOTHBHO O TOA LITO HaWBHATa Xere-
JIMjaHCKa BU3Wja Ha MCTOpHUjaTa Ha HHTENISKTYIILUTe HE Tepa Ja BepyBaMme, IPaBoOTO Ha aBTOHOMH]a,
IITO € BIMIIAHO BO CaMaTa €r3UCTEHIIM]a Ha MOJIETO Ha KYJITYPHO IIPOM3BOJICTBO, MOPA IMOCTOjaHO J1a
MHUCIIH Ha NIPEYKHUTE U Ha MOKTA IITO MOCTOjaHO ce 0OHOBYBa, O3 pasiiMKa Jaju ce CIpaByBaMe CO
HaJIBOPEIIHH U3BOPU HA MOK, KaKo IITO € I[PKBaTa, ApKaBaTa WM FOJIEMUTE €KOHOMCKH IIPETIpHja-
THja, WK Ha BHATPEIIHA MOK, 0COOCHO OHME KOMIIITO CE MOBP3aHK CO KOHTPOJIATa Ha CTICIIUPUIHUTE
WHCTPYMEHTH Ha MPOM3BOJACTBO M Ha AUCTPUOYyLHja Ha MOKTa (M3IABAIITBO, paauo, TeJIeBHU3Hja)
(Bourdieu 1995: 243).
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cTparervja Bo Oopbata MpOTHB THpaHWjaTa Ha TOJIETO HA MOK, MaHU(ECTHPAHO
MPEeKy MOJUTHYKATa U eKOHOMCKATa IporpaMa Ha HeOInOepatn3MoT.

1 ,,KoHsepBaTuBHNUTE peBOMYIUN , HEOMMOEPATN3MOT ¥ KHIDKEBHOCTA

I'maBHaTa 3akaHa 3a KHIDKEBHOCTA Ha KpajoT Ha XX Bek, criopea bypaje, € noze-
MOT Ha HEOJHOEpaTU3MOT BO TIOJUTHKATa U BO ekoHOoMHUjaTa. Hekame om 80-tute
roguHu Ha XX BEK, TOj HHTEH3MBHO CE 3aHMMaBa CO HEOJIMOEPaIM3MOT U CO MOCTIe-
TUITATE IITO TOj TH OCTaBa BP3 Ieara KyaTypHa cdepa, BKIyIyBajKH ja U KHUKCB-
Hocta’. Heonmubepanu3mMoT € WHayrypupaH BO 3amaJHUOT CBET IIIABHO O[] MpPHU-
TUCOK Ha HU3a MOJUTHUYKH OJUTYKH, 3aTCKpPHUEHHU 331 AUCKYpPCOT Ha €KOHOMUjaTa.
Taa HM3a HA MPUTUCOLM — U3€jCTBYBAaHH IVIAaBHO IO BJIMjaHUE HA MOJIMTUYKHUTE
nporpamu Ha Maprapet Tauep Bo Benuka bpurtanuja u na Ponang Peran Bo CA/J]
— Bypunje ru umMeHyBa co mapagokcarHara KOBaHHIIA ,,KOH3€PBATHBHU PEBOIYIIHH >,
[lonuTnukata U eKOHOMCKaTa MporpaMa Ha HeoJHOepaIn3MOT MOXKE Ja CE CyMH-
pa BO CIIeIHUBE HEKOJIKY TOUKH: 1. 3aTCKpUBambe Ha MOJUTHYKATA HJICOIOTHja 32T
,»O00JEKTUBHUOT, ,,HEYTPAITHUOT " U ,,YHUBEP3AIHUOT TUCKYpC HA €KOHOMHjara,
YHEIITO TOTEKIIO € ,,ICCOIHjaTu3upano u aeuctopusupano’ (Bourdieu 1998)%. 2.
3arckpreHara OJUTHKA ¢ OHaa KOMIUIETHA ,,)UHAHCHUCKA Ieperyilapu3aimja’, cé
CO LIeJI eJIMMUHHpamhe Ha CeKoja CTPYKTYpa KOjallTO MOXKE J1a IIpecTaByBa Ipeyuka
Ha JIOTWKaTa Ha cio0onHuOT ma3ap. Ha TakoB HauMH ce OBO3MOXKYBa KOMILIETHO
aTOMU3UPAE Ha areHTUTE U HeNpeueHo (PyHKINOHUPAe HAa EKOHOMUjaTa laissez-
faire, ITO KOHEYHO PE3YATHPA CO KOMIUIETHO YHUIITYBamE Ha jaBHaTa cepa, Kako
1ITO, HA TIpUMep, ¢ onuinana ox Jupren Xabepmac (ibid, 1998)°. 3. Ctecneto mo-
UMamke Ha PalMOHAIHOCTA MPEKy CBEAYyBambe Ha CEKoja JOTMKa Ha JIOTMKara Ha
cJI000HUOT Ta3ap U CEKOE Pa3sMUCIIYyBalkE HA YTWINTAPUCTUUKO Pa3MHUCIYBAbE,
JBETE MIOBTOPHO NMPETCTABEHU KaKo ,,00jeKTUBHU, ,,HEyTPATHU " U ,,yHUBEP3aJIHH '

2 CranyBa 300p 3a [Ipotiue02Hosu: Upuiosu KoH otiopotd upotius Heonubepannaiia Haesga (Contre-
Feux: Propos pour servir a la résistance contre l'invasion néo-libérale), 3a wienesusujaiia (Sur la
télévision) n 3a [onuinuukuy uHitlepeeHyuu: otiwilieciiéena Hayka u tonuituuxa akyuja (Interventions,
1961-2001: Science sociale& action politique), kako 1 3a HU3a APYTH ITOKPATKH CTATUH M TOBOPH,
KaKOB IITO €, Ha MPUMEP, BAKHHUOT ecej HACIOBeH Ecenyujaiia na Heonubepanuszmoiu (L essence du
néolibéralisme). EnvHCTBEHO MpBaTa M BTOpara KHUIA Ha OBaa JINCTA Ce NMPEBEICHU U JOCTAIIHN Ha
MaKeOHCKH ja3HK.

3 TToBeke 3a MOUMOT ,,KOH3EPBATHBHH PEBONYIIMU Kaj Bypjije, Kako 1 3a HErOBHOT OJIHOC KOH HEOJIH-
OepaJIM3MOT, 3a MOBJIIEKYBAmbETO Ha p)KaBaTa O jaBHUTE CITyXKOH, 3a 34PABCTBOTO, JOMYBAbETO, 00-
Pa30BaHUETO, Ky/ITypara, 3a JCLECHTPAIN3UPaHaTa IIOJINTHYKA KYJITypa, BTEMEJICHa BP3 CAMOIIOMOLI
U caMooIIpeieNyBambe, 3a BiIajgeemheTo Ha Ponana Peran Bo Coequnernte AMepukancku Jpxasu u
nHa Maprapet Tadep Bo bputanuja, Buiy BO 10I1aBjeTo ,,AKTH Ha OTIOP®, BO 1€10TO Bypgje: aleniu
iposoxatiop o Majki I'punden (Greenfell 2004: 141-163).

* Micropujara Ha 1oJieTo Ha eKoHOMHEjata Bypije ja packaxysa 1 ja mirycTpupa Bo aenoto Ouuitecti-
6eHullle CUPYKupy Ha exkoHomujaiia. KHUTaTa ja MOYHYBa CO MO3HATHOT KOMEHTap Ha AHpH
beprcon nexa ,,ce MOTpeOHM BEKOBM Ha KyNTypa 3a Jla Ce CO3/aJe €eH YTUINTAPUCT KAKOB IITO €
[Jor Crjyapr Mun“. Bo BoBenoT 3a0enexyBa eka eKOHOMCKHOT XaOHUTyC HE € HUTY BPOJICH, HATY
WHTPUHCHYEH, HUTY YHHBEp3aJleH, TyKy € IIPOMU3BOJ Ha JIONTra M KOJEKTHBHA UCTOpPHja, MOCIEANIA
Ha crenuQuYHaTa ONIITECTBEHA, MOJUTHYKA, PEJIUTMCKA M Hay4YHA TpaJulMja Ha 3aMaJHAOT CBET
(Bourdieu 2005: 1-14).

° ToBeke 3a oBa mpamame Bo Ciipykiyparnaiia wpancghopmayuja na jasnaiia cepa on Jupren
Xabepmac (Habermas 1991).



I[TpaBuIaTa Ha yMETHOCTA, HeO/IMOepam3MOT U METOLOT Ha ,,iBOjHa ucTopusanuja“ Ha [Tjep Bypaje 61

(Bypnje 2006; Bourdieu 1998). 4. O0un 3a HUBEIMpame Ha aBTOHOMUjaTa Ha T0-
ceOHMTE, MTOTyaBTOHOMHH HOJINEbA, KAKO IITO C€ OHME Ha KyATypara, Ha YMETHO-
CTUTE M Ha HayKara’.

LennoT 0BOj TpoIIEC € MOTIIOMOTHAT OJ TIOJHIbaTa KO UCTOPHUCKH HE yCIie-
aje ga ce nu30opar 3a CBOja aBTOHOMH]ja ¥ HE Pa3BWIIC CBOj MAPTUKYIIapeH XaOu-
TyC ¥ illusio. TakBu ce TIOJIETO HA HOBUHAPCTBOTO U IOJICTO HA TEJICBU3MjaTa, Ma
Mopajgy Toa THE ,,IPUPOJHO TMPUKIOHYBaaT KOH JIOTMKaTa Ha TMOJETO Ha MOK,
OJTHOCHO Ha ekoHoMHUjara 1 Ha nonutukara (bypaje 2006). [locnenuuure Ha Heo-
nUOepau3MOT BP3 aBTOHOMHHUTE OTIITECTBEHH MOJHba byp/ije Th IMeHyBa Kako
»~Tupaanja“. Bo HeroBuot BokaOymnap (rox Biujanue Ha [lackanm u Kanr), Tupa-
HHUjaTa € BCYIIHOCT XeTEPOHOMEH TPUHIIUII Ha BiaJleehe, Kora MoJIeTo Ha MOK
T'H TIPETIaByBa M I'M HAJBIIAJyBa IMOCCOHUTE 3aKOHHM HAa aBTOHOMHHUTE ITOJMHA
(Bourdieu 2014: 221). Bo kHmKkeBHOCTa’, HeonnOepaiHaTa UICOJIOTHja PEYHCH
IIEJTOCHO TO IMMHUHUPA IMPONU3BOICTBOTO HA ,,TOJITH TIATeKu'* (d long terme), Koe-
IITO C€ CTPEMH KOH aKyMyJaluja Ha CUMOOJIMYKY KaruTall, CO3aBambe Ha aBaH-
rpajHu Jena u o0jaByBame Ha KJIAacHIM, a To (paBopH3upa MpOU3BOJCTBOTO Ha
,,KPaTK¥ MaTeku™ (a court terme), KOGUITO € UCKIyYUBO OPHEHTHPAHO HA aKyMy-
Jlal[ija Ha MaTepyjasieH MPOoQUT U U3JaBake Ha OSCTCeNepH U Ha KOMEPIIHjaTHH
nena®. OBHe TEHIEHIINT Haj00po ce IyIeaaT BO BOAEHETO Ha H3aBAYKUTE KYKH
ounejku bBypaje cmera eka U TaMy ce CiIy4yBaar ,,KOH3epBaTUBHH PEBOIYLHHU ",
1oJ| BIMjaHHE Ha ,,KOH3EPBATUBHUTE PEBOJYIUHU BO MOJUTHKATA M BO EKOHO-
mujata’. VIcTo Taka, HamajHaTta € aBTOHOMHUjara Ha HHTENICKTYaIel[O0T — MPOoIec
KOJILITO € HajMHOTY MOTIIOMOTHAT O]l MEJUMYHUTE U O]l HOBUHAPCTBOTO — KOU BO
JABHHOT MPOCTOP €AMHCTBEHO IO JI03BOIYBAaT NPUCYCTBOTO HA MOJIUTU3IUPAHH U

¢ ,Bea morpeOHU MOBEKE CTOJIETH]ja, KAKO LITO TOKAKAB BO MOjara Kuura [Ipasuiaiia na ymemnocia,
3a MPaBHULUTE, YMETHUIUTE, MUCATEIMTE, HAYYHHUIUTE JIa ja CTEKHAT CBOjaTa aBTOHOMHja BO OHOC
Ha BJIACTUTE — MOJIUTHYKATA, PETUTHO3HATa, EKOHOMCKATa — 1 JIa MOJKAT /[a TH HAMETHAT CBOUTE COII-
CTBEHH HOPMH, CBOMTE CIEM()UIHI BPSJHOCTH, 0COOEHO HA BUCTHHATA, BO HUBHUOT COTICTBEH YHH-
BEP3yM, BO HUBHHOT MUKPOKOCcMOC (...) OBHe mpuIoOHBKHY Ha ciiobojiara ce HaceKa/ie 3arpo3eHu, 1
TOA HE CaMO O] MTOJIKOBHHIIUTE, IUKTATOPUTE U Ma(HjaTa; 3arpO3eHH CE O] HajIIOIAMOIHHUTE CUIH, Of]
onue Ha mazaport (...)“ (bypmje 2006: 104).

7 ,,Bo 1OMEHOT Ha (UIMOT, O] NPUTHCOK HA TOJIEMUTE HPOAYKIMCKU KyKH YMjaIlTO [JIaBHA LIEJ €
Jla ce HalpaBH IPOQHUT, aBTOPCKHOT (PMIIM HCUE3HyBa. ABTOHOMHHUTE PEXKUCEPH MMAaT c¢ MOMAJIKY
MOK TP OJUTy4yBame Ha IOCICAHUOT pe3 Ha GuimoT. PexxucepoT normnara moj TupaHujara Ha 1po-
JYLEHTHTE U Ha OCTAHATHTE TEXHUYKHM yuna. MiMame perpecuja o yMETHHYKO JIeJI0 KOH IPOHU3BOL,
071 aBTOP KOH MHIKEHEp MJIM TEXHUYap 3a CHELHjaIHU e()eKTH U OJ] aKTep KOH sBe3za. Bo goMeHoT Ha
My3HKara — 0COOCHO Ha MOI-My3UKaTa — CIIy4ajoT € CIIMIeH, OM/Ijekn KBAJINTETOT Ha My3HKaTa ce Oll-
pezietyBa Cropes; CIyIIaHoCTa Ha TOI-IUCTHTE, & yMETHUYKATa aBTOHOMMja € 3aMEHEeTa HCKIIy4UBO
co Gapamara Ha myonukata. (Bourdieu 2009: 343).

8 Bo [lpasunaitia ha ymetunoctia, Bypaje ja wiycTpupa pa3nukara moMel’y Asara THIa IIPOU3BOICTBO
MpeKy cropeadara Ha GpaHIlyCKUTE U3IaBaYKu KykH ,,Jlapon™ u ,,Munyn“. Hacnporu 6ecrcenepure
Ha ,,JlJapon* ce nocrasenn npamara Yexajku 2o I'ogo on Cemjyen beker u pomanot Jbybomopa of
Anan Po6-I'puje. JlonropouHHoT ycrex Ha JiBeTe aBaHTapAHU Jeia Bypje ro miycrpupa npexy rpa-
(bUKOH Ha MMpoJaieH! NPUMEPOIN HU3 TeKOT Ha roxuauTe (1993: 97-98).

° Bo ecejot Konespsaitiuena pesnyyuja 60 u39aeauineoilio, bypje 3adenexysa Jeka 0BOj Mporec ce
MaHH(peCTHpa CO TOA LITO MAJIMTE, ABAHTAP/IHH U CICLUjaIn3UPaHN H31aBauKH KyKH CE IPOTOJITaH!
O] TIOTOJIEMHU KOPIIOPALUH U XOJIANH3H, ,,0pOCHETO™ TO 3aMEHYBa ,, YUTAKETO™, INIABHUTE YPEIHHLH
ce 3aMeHyBaaT CO MEHAlIepH, a YPEAHMYKUOT CEKTOp € JOMHMHMPAH Ofi CEKTOpPUTE 3a Ipojaxda u
MapKeTHHI. HakpaTko Ka)kaHO, XeTepPOHOMHHOT MOJiel Ha (DYHKIMOHUPahe H301MBa BO IPE/ICH IUIaH
Ha paboTemeTo Ha u3naBadkara kyka (Bourdieu 2008: 123-153).
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KOMEpIHjaTu3upaHd MHTEIEKTYalIlH, U KOM TOBOPOT HA MOCEOHUTE MOJIUbA IO
XOMOTE€HHM3MpaaT U ro HuBenupaar'’. 3a 1mojeTo Ha MOK, HAKPATKO, KHUKEBHOTO
JIeJI0 HE ITOCTOU KaKo aBTOHOMEH YMETHHUYKH 00jeKT, TYKy Kako IIPOU3BOJ CO KOj
Tpeba na ce TpryBa. Jleka bypije cmera oTu moumMameTo Ha KHHKEBHOCTA MOpa
Jla c€ OIBMBA BO KOHTEKCT HA MOJIUTUYKUTE U HA EKOHOMCKHUTE IIPUTUCOLY HA HE-
0JIMOepaTu3MOT, Ce CI0XKYBa MOTOJIEM JIeJl O]l KPUTHUKATa U Off TeOpHjaTa Koja ce
3aauMaBa co HeroBute nena (Lane 2006; Robbins 2000; Speller 2011).

Mopa na ce moTeHIUpa JieKa OBOj HAaYWH Ha pa3MHCIyBambe 32 KHHKEBHOCTA,
BO KOHTEKCT Ha COBpEMEHATa IMOJIMTHYKA U EKOHOMCKA 3aJHWHA, To ctaBa bypje
BO OJIN30K KOHTAKT CO HEKOJIKY LIEHTPAIHU aBTOPH O]l MApKCUTHUYKATa TPajuLHja.
Toa ce, Ha mpumep, AZOPHO U XOpKXajMep, OAHOCHO HUBHOTO IMOMMAILE Ha ,,KYJI-
TypHara HHIyCcTpHja‘“ Bo Jujanexiuuxaiua Ha ipocseiuutuenciusoiuo (Horkheimer,
Adorno: 2002). [loroa, nuHMjaTa Ha aHIIKMCKaTa KPUTHKA, KOja BOAM MOTEKIOT OJT
®. P. Jlusuc u Keuncu JIuBuc — ocobeno nenoro Qukyujaiua u vuinaiuenckaiia
iyonuxa (Leavis 1939) — a ce pazBuBa Bo Mapkcu3MoT Ha Pejmon Bunujamc u Ha
Tepu Urnton.!" Ha kpajot, Mopa 1a ce Jomaae U 0COOCHO CHIIHOTO MOMMame Ha
KHIKEBHOCTA (M BOOIITO Ha KyATypara) BO paMKHTE Ha T.H. ,,JJOLEH KalUTaJIH-
3aM* Ha @penepuk LlejMUCOH, BO MOMEHTH KOTa ,,pa3MEHCKaTa BPEJHOCT CTaHyBa
IO Taa TOYKa FeHepa3upana, IMTo ¢ N30pHIIaHa U camara MeMOopHja Ha yIoTpeo-
Hara BpenHocT (Jameson 1991: 18)'2. Cenak, noumamero Ha byp/je e 3HaunTeIIHO
Pa3INYHO, MAaKO CIMYHOCTHTE TOMely HEero W aBTOPHUTE O] aHIIO-aMepPHKAaHCKa-
Ta MapKCUCTHYKa Tpaguliuja 3aciayKyBaaT mojyadoka aHanusa. ViMeHo, MeTonoT
Ha Bypaje Bo HHeIEH cilydaj HE MOXE J]a ce CMeTa 3a JHMjajieKTUYKH, a OHOj Ha
MapKCUCTHUTE € ANjaJIEKTUUKN BO CBOETO jaJpo; IIOKPaj TOa, ABETE TPalulMi NMaar
LIEJIOCHO pa3inyHa BU3Hja 3a CTpaTernuTe Ha OTIIOP IITO Tpeda Jia ce mpe3eMar Bo
OZIHOC Ha OBHUE IOJMTUYKHU M €KOHOMCKH 3axkaHu. CTaHyBa 300p 3a IPEOIIINPHO

12 OBoj acmeKT Ha KOH3ePBATHBHHUTE PEBOTYIIMH U Ha XOMOTCHH3AIMjaTa Ha MOJIHHATa, IO IPUTHCOK
Ha HeonbepaliHaTa XereMoHuja, bypjije HajMHOTY TO HCTaKHYBa BO CBOMTE Pa3rOBOPH CO ITHCATe-
mute ['matep [pac (Bourdieu and Grass 2008), co Tonn Mopucon (Bourdieu and Morrison 1998)
u co BusyenHuoT ymerHuk XaHc Xake (Bourdieu and Haacke 1995). , Kontunyupanuor tpyn Ha
JIeMopame Ha (urypara Ha MHTEIEKTYalleloT, Kako IITo Oemre erxabopupana, Bo Ppanuuja, ox
3osa 10 Caprp, LITO IO IpaBat MEANYMHUTE ¥ HOBHHAPUTE BO MEAUYMCKHOT IIPOCTOP, CE IPABH IIPEKY
HAIa HO [OCHOCTABYBAkbE H BYJIrapu3iparme Ha HHTEICKTYATHHOT AUCKype. Kareropunre kako To4-
HO/NOTPELIHO, OPUTHHATIHO/0aHAHO U y0aBO/TP/IO Ce 3aMEHETH CO IIHMK/HEIIHK, HOBO/CTAPOMOIHO
UTH. — WIH, CO JPYTH 300pOBH, aBTCHTHYHATA HHTEJICKTYaJIHA MUCJIA CE 3aMCHYBa CO MOJa M CO MOJI-
HH TPeHJO0BU. VHIMBUyaJHUTE CTABOBU Ha MHTEJICKTYAILUTE CE PEAYyLIMPaHU Ha ’nyfe ox ciiama’
(MapkcHuCT, Baluct, paanKai uTH.), a YMETHHUYKUTE Jielia ce TPpy00 H3BJICUCHH O/ CBOUTE MOJIUEbA H CC
peayLMpaHH Ha M0JeTO Ha eKOHOMHjaTa K Ha nonuthkara.” (Bourdieu, Haacke 1995: 52).

' OBaa TpaauIHja e packaxkana oj] cTpaHa Ha Tepu UIToH BO MPBOTO morasje Ha Kuuoicesna ieo-
puja: 6oseg, iofi HacnoB Ilogemoiu Ha aninuckaiua auinepaiiypa (Eagleton 2008: 15-46).

12 Bo mpexarosopot Ha [onutiiuukoiio HecgecHo ja Haorame crieqHara 3abenemka na [lejmucon:,,Ce
0o0OHJIOB J1a OIp’KaM CYHITHHCKY MCTOPUIIMCTHYKA MEPCIEKTHUBA, BO KOja HAIINTE YHTamha HA MUHA-
TOTO ’KMBO 3aBHCAT O]l HAIIUTE UCKYCTBA OJl CEralllHOCTa, OCOOCHO OJf CTPYKTYPHHTE OCOOCHOCTH
Ha OHA IITO MMOHEKOTall ce HApeKyBa société de consommation (WM *OUCAKyMyTaTHBHUOT® MOMEHT
Ha JIOLHUOT MOHOIOJMCTUYKH HJIM KOH3YMEPHUCTHUYKH HJIM MYJITHHALMOHAJICH KAlUTAIU3aM), LITO
I'm Jle6op ro HapekyBa OMIITECTBO Ha CJIMKATa WM Ha clekTakioT. [loeHTara e BO Toa IITO BO €IHO
TaKBO OIIITECTBO, 3ACUTEHO CO MOPAKH U CO '€CTETCKH UCKYCTBA OJ] CEKAKOB BHJI, CAMHTE IIPOOIeMU
Ha cTtapara (Gmi0o30(cKa eCTeTHKa MOpa PAJUKaIHO Aa OMIAT UCTOPU3UPAHU M OYEKYBAaHO € THE Ja
OHJaT HeMpPEeno3HATINBO TpaHchopMHUpaHu BO Toj mporec.* (Jameson 2002: XI).
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npaiame koe Tpeba 1a ce JUCKyTHpa BO Jpyra IMPHUroja: 3aT0a, BO OBOj TPY/I IOHA-
TaMy Ke ce KOHIIEHTPpHpaMe MCKIYIHBO HA CIMYHOCTHUTE. !

2 ,JIBojHaTa McTOpU3aNUja“ KAKO aITePHATIBA HA ,BHATPENIHNTE
U Ha ,,HAIBOPENIHNTE  YNTAIba

Baxsara cocToj6a BO KHIDKEBHOCTA, KoTa — yIoTpeOyBajku ja (hpaszara Ha EpHer
T'omMOpux — ,,eKONOLIKUTE MPeayCciIoBH Ha ymeTHocTa ce yHumTeHu (Bourdieu
2009:342), 6apa HOB METOAOJONIKA IPHUCTAIl U TEMEITHO MPEOCMUCIYBAHE HA
KIIyYHHUTE KaTeropHu BO TEOpHjaTa Ha KHIKeBHOCTA. [ToTpeOHa e TeopHja KojarTo
HCTOBPEMEHO Ke I'M 3eMe MPeIBU/I U rpydara KoMoauHKairja Ha KHIDKEBHOCTA U
noceOHOCTa Ha KHIYKEBHOCTA KaKO aBTOHOMHA ONIITECTBEHA CTBAPHOCT. TokMy Toa
ro nipaBu Bypaje Bo Bropuot aen Ha [lpasunaitia na ymeiinocilia, HacloBeH Bitie-
Menysarbe Ha HAYKAilld 3a yMellHuuKuile gend, peKy BOBeyBambe Ha [IEHTPaTHU-
OT TIOUM ,,JIBOjHA UCTOpH3aLUja‘ Win ,,ABOjHO untame™ (la double historicisation)
(Bourdieu 1995: 309-312)". OBoj moum He camMo LITO My TTOMOTHaJ Ha Bypje npu
MOMMAETO Ha KHM)KEBHOCTA BO BPEMETO Ha HEOINOEPAIN3MOT, TYKY HPOIOIDKUIT
Ja Ouje KOPHUCEH U 3a JPYTH TEOPETHYapy U TI0 CMPTTa Ha aBTOpoT. O[In4eH npu-
Mep ce nemara Ha [Tackan Kazanosa 3a Cemjyen beket (Casanova 2006), 3a @panir
Kadxa (ibid, 2016) u 3a ,,cBeTckoTo nojie Ha kHMxkeBHOCTa  (Casanova 2004), kou
ce TeMeliaT Ha JIBOjHaTa UCTOpU3allija Ha KHWIKEBHOCTA M HA KHHIKEBHUTE TEKCTO-
BH 1ITO byprje ja moctaBwui Bo [lpasunaitia Ha ymeiiHoca.

Cropen Bypije, kora aBToHOMH]jaTa Ha KHUKEBHOCTA € HA CBOJOT BPB, KHIKEB-
HHUTE TEKCTOBH C€ MepIenupaaT Kako (heTHII, CAMOIOBOIHHU U 3aTBOPEHH €CTETCKU
00jeKTH KOM Mopa Jia ce MOMMaaT UCKIIyYUBO BP3 OCHOBA HA CBOWTE BHATPEIIHU
3aKOHUTOCTH U CBOjcTBA. PEeTUIIOT HAa KHIPKEBHUOT TEKCT CTaHYBa OCHOBHA doxa
Ha KHIDKEBHOTO T10JIE ¥, UMIUTMIMTHO U HECBECHO, IIPETCTaByBa LIEHTPaJIHA TTapa-
JIUTMa Ha CUTE OHHME TEOPHH ,,KOW TBPJAT JIeKa CMHCTBCHATA IIeJ Ha €Ha IToeMa
€ camara roemMa, Kako CaMoJI0BOJIHA CTPYKTypa Ha O3Haku' ‘. EKCIUIMIIMTHO mak ce
MaHH(decTHpa BO KOMIJICKCHUTE TEOPUU Ha AHINIO-aMEepHKaHCKaTa HOBA KPUTHKA,
Crpykrypamm3mot, ®opMann3MoT, HHTEPTEKCTyaTHOCTa U HEKOM (JOPMHU Ha Xep-
MeHeBTHKara. OBOj Kopiyc Ha Teopun byprje ro HapeKyBa ,,BHaTpELIHN YhTamba™
(les lectures internes)'>. OHa MITO Ha OBHE TEOPUU MM CE U3MOJKHYBA (HJIH IMaK

13 ®penepuk [lejmucon, Ha mpuMep, He ja npudaka Te3ara Jeka ,,[0JyaBTOHOMHjaTa™ Ha KyJITypara
BO eIoxara Ha JOIHHOT KallUTalIn3aM € YHHIITeHa. Toj, O CBOjaTa IHjaJleKTH4Ka U MapKCUCTHUIKA
IVIeiHa TOoYKa, 300pyBa JeKa ,,pa3lioKyBambeTo Ha aBTOHOMHaTa cepa Ha KylaTypaTra Tpeda MoIpBo
Jla ce 3aMHUCJIH KaKo eKCIUIO3Hja: e[jHa BIIallyBayKa eKClIaH3Mja Ha KyJATypaTa HU3 LEIHOT OMIITECT-
BEH MPOCTOP [0 Taa TOYKa, [ITO MOXKE Ja Ce Ka)ke [eKa c€ BO HEro — O €KOHOMCKATa BPEIHOCT U
JpKaBHATa MOK JI0 MIPAKTUKUTEUIO caMmara CTPYKTypa Ha ICuXara — CTaHyBa "KYJITYPallHO® BO ¢IHA
OpHUTHHAITHA, a CeMaK C¢ yIITe HeTeopeTu3upana cmucia’ (Jameson 1991: 48). Taka, ctanyBa 300p 3a
JIBe, MOKeOH, HECIIOjJINBH TEOPETCKH TISJHU TOUKH.

' Bpenu a ce HAaImOMeHe JeKa 3a pasnvka of [Ipasuiaitia Ha yMeiliHociiia, Kaie TOo JOMUHHIpA YII0-
Tpebara Ha MOUMOT JIBOJHO YNTaHE, BO JAEJOTO MOCBETEHO Ha XajIerep u Ha ToseTo Ha ¢uino3oduja-
Ta, HacNoBeHO [lonuitiuukaitia oniionoduja na Mapiuun Xajgelep, ToMUHUpa yrnoTpedara Ha IIOUMOT
,,JIBOjHA HCTOpH3alHKja“, NaKo MOCTaNKaTa ocTanyBa naeHtnuHa (Bourdieu 1991).

15 Bypje HaBeayBa HH3a HMHbA 3a JIa TO WIIYCTpUpa KOPIyCoT Ha ,,BHaTpetHu yntama™: T.C. Ennor

1 HeroBara 30upka eceu Ceeiliaitia wiyma, BO KOjalITo MOE3MjaTa ja HapeKyBa ,,aBTOTEINYHA" ; Hca-
tenute Ha Hysen Pesu @parces, ocobeHo noetoT u kpurudap Ilon Banepu; BinjarenHara KHIKEBHA
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THE CUCTEMAaTCKU To oT(piaar) € QakToT AeKa ro mpe3eMaar KHIKEBHUOT TEKCT
Ha KpajoT O] HeroBaTa UCTOpHja, Kora OWTKaTa 3a HeroBaTa aBTOHOMHja Beke Omma
13BOjyBaHa. JJOMHHAHTHOCTA Ha KHIDKEBHATA doXa BO CBECTa HA areHTUTE € TOJIKY
CHJTHA IITO JIOBEIYBa 10 MIOCTOCHE HA MpeeTadirpana XapMOHHja IOMery TeKCTOT
Y €CTETCKUOT MOTJIeN Ha KpUTHYapoT. DETHITUCTHYKAOT TUCKYPC Ha OBUE lectora
HE caMo IIITO I'0 OMHMIITYBA CTaTyCOT Ha TEKCTOT (CaMOJOBOJIHOCT, ,,aBTOTEIMYHOCT",
ABTOHOMHOCT), TYKY HCTOBPEMEHO TO CO3/1aBa M 00jEeKTOT Ha HUBHHOT HHTEpEC
Kako TakoB. [lopaau Toa, THE HEe MOXKaT Ja 100HjaT 00jeKTUBHA CIIMKA HUTY 3a KHH-
JKEBHOCTA KakKo ICJIMHAa, HUTY 3a MOCEOHNTE KHIKEBHU TEKCTOBH, a YIITC ITIOMAJIKy
MOJKaT J1a ja 3a0elekar 1 J1a ja aHaIu3upaaT XeTepoOHOMHjaTa Ha KHIKEBHOTO IT0JIe
u koMoauduKanujaTa Ha KHIDKEBHOCTA. [IpobIeMoT e mTo THe He ce TOBOJIHO (MIn
BOOIIIITO) CBECHHU 3a MCTOpHjara, IMTO HE ja KOHTEKCTyalu3upaaT KHIKEBHOCTA
BO OIIITECTBCHW PAMKH W IITO HE TH 3eMaaT NPEABUJ OCTAHATUTE WHCTUTYIIUU
KOM ja co3aaBaar (peTHIn3anmjara Ha KHHKEBHOTO JEII0, & KOW IO IPUTHUCOIINTE
Ha HeonOepaIu3MOoT ToJIeKa ja ry0ar mousara moj Ho3eTe. Taka, THE OCTaHyBaar
HEMOKHH J1a ja MOMMaaT KHIKeBHOCTa BO XX BeK H J1a 1a/1aT OAroBOp Ha CEPHO3-
HUTE MPEeNn3BHUIN Ha Heonnbepamm3MoT (Bourdieu 1995: 194-202).

On ppyra cTpaHa, Kora aBTOHOMHjaTa Ha IOJIETO € Ha CBOETO JHO — WJIM MaK
ce TepIienypa Kako BOOMIITO Aa He MOCTOM — KHIDKEBHHUTE TEKCTOBH C€ IMTOMMaaT
KaKO eKCIIpecHja Ha HEeKOja PeJIMTHCKA JI0TMa, OMIITECTBEHO-TIOIUTHYKA TCHICH-
IMja WITH, TTaK, KaKko MPOU3BOJI CO KOJIIITO MOKe Jia ce TpryBa. OHa ITO € 3aeTHIYKO
3a 0BOj KOpIyC Ha Teopuu 1mTo bypaje ro HapekyBa ,,HaABOpEIIHU uuTama’ (les
lectures externes) e ieKa ro cMeTaaT CEK0j yMETHHUYKHU 00jeKT 3a ,,pedieKkcuja‘“ uim
,»CIMOOIIMYKa eKCTpecrja’“ Ha OMIITECTBEHUOT CBeT. Ha TakoB HauWH, THE TO MTOBP-
3yBaaT KHUKEBHHOT TEKCT CO ,,0NIITECTBCHUTE KaPAKTEPUCTUKH HA aBTOPOT WU
Ha TpyIara KOH KOWIITO OWjie ampecupand, Wi Tpedaio aa Ouaar aapecupaHu’.
OBoj koprtyc Ha Teopuu Bypjje ro moBp3yBa o OPTOAOKCHUTE MAPKCHCTHYKH Te-
opetnuapu kako I'epr JIykau u JIucjen T'ommman,'® Kou ja 3aTekHaje KHHKEBHOCTA
BO BpEMETO Ha MHTEH3WBHA KoMoau(uKanyja Ha Hej3uHuTe pousBoan. [Ipodite-
MOT CO ,,HaJIBOPEIIHUTE YUTamA* € IITO CE MPEHAIrTIaceHO PEIyKTUBHU U IITO CE€
OJTHECYBaaT Kako CIleru(puIHaTa HCTOpPHja Ha KHIKEBHOTO TI0JI€ BOOIIIITO J1a HE
noctou. OBUE TeopeTHYapy ro 3aHeMapyBaar ,,e(DeKTOT Ha MPEeKPIIyBame ™ MITO
rosieto ro u3BpiryBa ([ effet de réfraction exercé par le champ) Bp3 cute dhakropu
OJ] TIOJIETO Ha MOK KOW JIeTTyBaaT Bp3 HET0, KAaKBH IITO CE IMOJUTHKATa, EKOHOMH]ja-
Ta, HaIMOHAJHOCTa, penurnjata utH. (Bourdieu 1995: 224). Ha TakoB Ha4uH —
CIIMYHO KAaKo ,,BHATPEIIHUTE YUTAYU'* — THE TO CO3/aBaarT 00jeKTOT IITO MHUCIAT
JICKa r'O OIUIIIYBaaT, a HUBHUTE TCOPUH OCTAaHYBaaT UCTO TOJKY PEyKTUBHU KOJIKY
1 PEeIyKTUBHUTE CHJIM HA MTOJIETO Ha MOK, KOHIIITO HE ja MPU3HaBaaT aBTOHOMHjaTa
Ha YMETHUYKHUTE MOJIMKa — KAKOB IITO € JUCKYPCOT Ha HEOJIIMOEepaIn3MOT, Ha Me-

Teopuja Ha Pene Benek u Octun Bopen; Teopunte Ha Poman UurapzaeH, [lon Kpoy Pencom, Kinuut
Bpyke u Anan Tejt ox HoBara kputika; Unkanikara mkoja Ha KHH)KEBHA KPUTHKA; pyckuTe Qop-
mamucth, Poman JakoOcoH, XKepap JKener, crpykrypamucrture, ['acron bamumap, Heokantujanckara
Teopuja Ha cuMbonmuku popmu utH. (Bourdieu 1995: 194-202).

16 Bo oBoj zen, Bypaje ynaryBa — Hako Toa eKCIUIMIMTHO HE O HaBeIyBa — HAa TEKCTOBUTE [TOCBETCHU
HA PEATHCTHYHATA KHIDKCBHOCT H HA eCenTe 3a MogepHu3MoT Ha Lepr Jlykau (1964a; 1964b) u na
Kown coyuonoduja na pomanoiu (Goldman 1975) u Coxpuenuoii 60é (Goldman 2013) na Jlucjen 'on-
JIMaH, JieJia KO Ce IO/l CUITHO BIIMjaHue Ha TeopunTe Ha Jlykad.
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JUYMHTE M Ha HOBHHApUTE 3a KOW 300pyBaBMe mperxonHo. dopMynanujara mTo
HajuecTo MOXeE J1a Ce Hajlle BO OBUE AUCKYPCH €: ,, KHMKEBHOCTA HE € € HUILTO Jpy-
r0 OCBEH...“ MJIH ,,[€KCTOT HE € HUILTO APYro OcBeH...” . OBOj 00NMK Ha penyKuuja
u Byarapusaiuja bypuje ro Hapekysa ,,ionieq Ha Tepcut™, TUIMUYEH 32 HOBUHAP-
ckoro mose (Bourdieu 1995: 202-204; 191-192).

Hacnporu ,,iBeTe antepHaTuBU®, TOj Npeajara TPEeT METO/, KOj OU ' HaMHu-
HaJl cTabOCTHUTE Ha JIBaTa MPUCTAIia, OMHOCHO BeKe CITOMEHATHOT TTOWM Ha ,,JBOjHA
uctopuzanuja’. Kopucrejku ro Toj METOA, TEOPETUUAPOT HA KHIDKEBHOCTA HUTY
HECBECHO O ,,cakpalim3upai’, Kako IpBara rpyna KpUTHIApH, HUTY HEHAMEPHO
(v HaMepHO) Ou ,,IEeMOHHM3HpAJI*, KAKO BTOpara rpyna KpuTH4apH, TyKy Ou My
MPUCTANWI Ha 00jEKTOT HA CBOjOT MHTEPEC — UMEHO, Ha KHIKEBHOCTA — pediie-
kcuBHO'”. Co MOMOIII Ha 0Baa ajaTka, TeOPETUYAPOT MOXKE [1a UCTOPU3UPA Ha JIBE
paMHHUIITA: [Ia ja MOMMa KHIKEBHOCTA KaKO MCTOPUCKH ()EHOMEH M Aa TO TIOMMa
COIICTBEHHOT II0IVIe]] BP3 HEa KaKO HCTOPUCKH (PEHOMEH; CUMYIITAHO J1a FO OIMIILY-
Ba 00jEKTOT Ha HHTEPEC, HO M JIa TO 00jeKTU(HUIMPA COIICTBEHHOT O] IITO IO
omnpeneinyBa Toj 00jekT kako o0jekt Ha unTepec (Bourdieu 1995: 309-312). Camo
Taka, cMeta bypzje, € MOXXHO Ha paBWJICH HA4YMH J1a ce pa3depe KHIKEBHOCTA BO
ceTa CBoja KOMILIEKCHOCT, Kako ()éHOMEH KOj TIOCTOjaHo ce JBIKHU MOMery TeHeH-
IHjaTa Ha aBTOHOMH3aIlMja W TEHACHITMjaTa Ha XeTepoHOMM3aIfjara. BeymrHocT,
0BOj METOJI MpeTcTaByBa e¢AHa (opMa Ha pajuKalHa KOHTEKCTyajHu3aluja LTo ja
MoMMa KHIDKEBHOCTA JTA00KO MCTIpEIIeTeHa CO TOJMTHKATa U CO €KOHOMUjara.
Ho, 3a pasnuka ox ,,HaJBOpEIIHUTE YUTama“, Bypaje Bo EHTapoT Ha CBOUTE HMC-
TpaxKyBama ja MoCcTaByBa crenn(uiHaTa HCTOPYja Ha KHIDKEBHOTO T10JIE, KOCIIITO
r'o TeHepupa ,,IPEKPLIyBambETO ™ Ha HAJABOPEIIHUTE CHIIM KO IIOTEKHYBAaT OJf I10-
JIETO Ha MOK W HMB T'l TIpeBelyBa Ha CBOjOT MoceOeH, eCTeTCKH BokaOynap. Ha
TAaKOB HAYMH C€ 33J0BOJICHU Oapamara Ha ABaTa IIPETXOAHO KPUTHUKYBAHU IPHUC-
tanu. Llenra Ha KPUTHUAPOT — CIIYKEjKU ce CO JBOjHATa MUCTOpHU3aLHUja — € Ja TH
MIPOHAjJIe XOMOJIOTHUTE MeTy IPOCTOPOT Ha Jiesata, 1eUHUPaH UCKITYYHBO MPEKY
cuMOOIIMYKaTa COAPIKUHA U ,,0c00eHO GopmaTa‘ (bapameTo Ha ,,BHATPEITHOTO YH-
Tame*) ¥ MPOCTOPOT Ha MO3UIMUTE BO MOJIETO HAa TPOU3BOJCTBOTO (OapameTo Ha
,,HaBopemHoTo unTame ). ITogokbara Ha KHUKEBHOTO JIENO, HA KPEATHBHUOT
MIPOEKT U Ha aBTOPOT Tpeba J1a ce ONpeeNy BO pealnja co urpara Ha XOMOJIOTH-
uTe mWTo ce opopMyBaar Mery MmoJeTo Ha KHIKEBHOCTA (aBTOHOMHjaTa) U MOJIETO
Ha MOKTa (xerepoHoMHjaTa). Bo Toj citydaj, cekoj KHIKEeBeH ()EHOMEH BO CBOE-
TO MaHU(ECTUpakE ke Ouie onpeiescH o Ba (aKTOPH: €CTETCKH U MOJTUTHUKH,
BHATPEILECH U HaJBOPELIEH — KOU BO HEro ke ce MaHH(eCcTHpaar BO UCIIPEIIIETEHO
€IMHCTBO (HUBHATA I0JIe)I0a €, CeKako, HOMUHAIHA U TeopeTcka). Bo [lpasunaiua

17 3a 11a ce u3BJedYe HA BUJIEIMHA TOA IITO € par excellence CKpUEHO, TOA IITO ¥ Gera Ha MOMIeI0T Ha
HayKaTa 3aToa IITO € CKPUEHO BO CaMHOT TIOTIIe]] HA HAYYHUKOT, OJJHOCHO TPAHCICHAECHTAIHOTO He-
CBECHO, MOpa JIa Ce HCTOPU3HPA CYyOjeKTOT KOj HCTOPU3HPA, 1a ce 00jeKTHBH3Upa Cy0jeKTOT Ha 00jek-
THUBH3AIIMja, OMHOCHO UCTOPUCKOTO TPAHCIICHICHTATHO — 00jeKTHBH3AIIM]a KOJallITo € MPEAYCIIOB 3a
MPUCTAIOT Ha HayKaTa KOH CaMOCBECHOCTa MM, CO APYTU 300pOBH, KOH 3HAKETO Ha CONCTBEHUTE
nuctopucku npernoctaBku.” (Bourdieu 2004: 86). IToBeke 3a pediaekcuBHOCTa BO nenoto Hayka 3a
pegnercusnocii u pegpnexcusrociu (Bourdieu 2004).

18 HajjaceH npumep 3a BaKBO YHTAHC MOXKEME 14 HajJieMe Ha [I0YCTOKOT Ha [Ipasunaiiia Ha ymeiiHoc-
wwa, xkaae mro bypaje ro ananusupa pomanot Cenitiumenitianio ociutiysare Ha ['ncras dnobdep u
Ha Kpajot Ha [Ipasunailia Ha ymeiuHocitia, BO aHanu3arta Ha Egna posza 3a Emunu on Bunjam ®oknep
(Bourdieu 1995: 3-34; 322-329).
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Ha ymetunociua, bypje ja wiyctpupa oBaa T€OpHja IPEeKy BOCIIOCTaBYBAEE XOMO-
JIOTHH TIOMETy HeoapeeHaTa mojaoxoa na drodep Bo MOIETO HA TTOJUTHKATA U Ha
€KOHOMHjaTa, HETOBUOT M300p Jia TBOPHU 32 CUMOOJIMYKH KaluTall, a He 3a Mapu U
ynorpedara Ha c10009nuoil ungupexiuer 2060p Bo CeHUMEHIUANHO GOCHUTLY-
same M BO ocraHarute HeroBu pomanu (Bourdieu 1995: 205-206).

Baksuot npucTar, 0co0eHO BO MOTIe]] Ha XOMOJIOTHUTE U ,,CO3By4YjaTa’, BO He-
KOM eJIeMEHTH HaJIMKyBa Ha ecente Ha Banrtep beHjamuH, kazme mocTojaHo ce 1mo-
COYyBaaT MPEKJIONyBamaTa U NPeKpIlyBamkara Ha YMETHOCTA M Ha TIOJIUTUKATA, Ha
€KOHOMCKOTO TTPOHM3BOJICTBO M Ha YMETHHUYKOTO Tpou3BoACcTBO (benjamma 2010).
[Tonaramy, Bypaje moxe na ce criopeau co crienuduIHaTa AHIIIO-aMepPHUKaHCKa
IIKOJIa HAa MapKCUCTHYKU KpUTHYapH, KakBu ITo ce Pejmona Bummjamc, Tepn
Wrnronn u ®penepuk [lejMucoH,"” KOUIITO BO CBOUTE aHAIU3H 3a3eMaatr CIHYHO
TEOPHUCKO cTojaiuiuTe. THe, KaKo M MapKCHCTUTE O TpeBOCHATa TeHepalyja, ja
aHAJIM3HUpaaT KHIKEBHOCTA KaKO HCTOPUCKH, TIONUTHYKH M HJICOJIOMIKN (heHOMEH;
HO, HCTO TaKa, OTEHIIMpaar Jieka Taa Cerak IoceayBa CBoja MoceOHa aBTOHOMHU]a
KOja Mopa j1a ce 3eMe npeasu . [IouMoT Ha ,,[TIOJTMTHYKOTO HeCBeCHO“ Ha LlejMucon
€ Hajo0ap mpuMep 3a Taa TEOPUCKa OPHEHTAIH]ja, Kajle IITO aBTOPOT, CITMYHO KaKo
Bypaje, nHcucTrpa Ha IBOjHA HHTEPIIpETalUja U Ha IBOjHA ncTopu3anmja (Jameson
2022). [1apaena, KCTO Taka, MOXe JIa C€ HAIPABH U CO 1enoTo Hem 2osop Ha JKak
PaHncuep, Bo koe (GpaHIlyCKHOT TeopeThdap O]l MAPKCHCTHUYKA TIPOBCHHUECHIIN]a 3a-
OerexyBa Jieka TUCKYPCOT Ha KHH)KEBHOCTA U JMCKYPCOT Ha OMIITECTBEHUTE Ha-
YKH HeCclly4ajHO HacTaHalle HCTOBPEMEHO U JIeKa HUBHOTO IOCTEHE € Mel'yceOHO
ycnoBeno (Ranciere 2011). CraBoBure Ha bypjje, ounrieHo, ce HajMHOTY HAKJIO-
HETH KOH MapKcHucTHIKaTa KHHKEBHA TEOPH]ja; CEKaKo, TOCTOjaT 3HAYNTEITH! pa3-
JIMKH 1 THE, KAKO HITO BeKe MOCOYMBME, Tpeba MOAETAIHO Jia Ce UCTPaXar.

Cemnaxk, Kaj cuTe OBHE aBTOPH — 0coOeHo kaj UrtoH, [lejmucon u Pancuep — ce
IOCTaByBa €Ha IIEHTpajHa Te3a, KOH Koja bypje KoMIuIeTHO MPUKIIOHYBA: JIeKa
WHTEpIIpeTanyjara He € HeIlToO MITO BPEMEHCKH W OHTOJIONIKH MYy MPETXOAW Ha
JIEJIOTO, TYKY JIeKa JIENOTO W WHTepIpeTaljara mocTojaT BO BPEeMEHCKa CUMYII-
TAHOCT, TEHEPUPAJKU C€ U PENPOAYIHPAJKH Ce, eHO CO Jpyro. Toa e HEemTo IITO
,»BHATPEIIHATE YNTAYU * HE MOXKaT Ja ro mpudarar, JaBajku My €CTETCKa eKCITy-
3MBHOCT Ha YMETHHUYKOTO JIEJO, KO 32 HUB UMa CTaTyC CIUYCH Ha MOHAJUTE Ha
Jlajonun™; a He MoXkar a ro npudarar HATY KOH3epBATHBHUTE KPUTHYAPH KaKO,
Ha nipumep, [lopu llltajaep, kojmrTo Bo kHUTaTa Peannu ipucycitiéa AHCUCTHPA Ha

1 ViaryBame nHa Kyniiypa u ouwiteciugo: 1780-1950 (Williams 1960),Mapkcuzam u nuitiepaitaypa
(Williams 1977) u JJonéaiua pesonyyuja (Williams 1961)on Pejmonn Bunujamc; Knuowcesna weopuja:
606eg (2008), Hgeonocujaitia na ecimetickoimio (Eagleton 1990) u Haciianoiui na nuinepaiiypaivia
(Eagleton 2012) ox Tepu Urnrton. [Ipoanabouenu AMCKycHH 3a MIPUPOAATa HA TIOMMOT XOMOJIOTH]a,
0J1 MAPKCHUCTHYKA TIIEHA TOYKa, MOXKE J1a TpOHajaeMe B0 Mapkcuzam u quitiepaiiypa Ha PejMoH/
Bunmjame, xako u Maprcuzam u gopma(Jameson 1971)u [Horuinuukoiio necéecno Ha Ppenepux
[lejmucom.

20 EkjlaTaHTeH IpUMEp 3a TOa € HCTAKHATHOT KPUTHYAP OJ1 LIKOJIaTa Ha AMEPHKAHCKaTa HOBA KPUTHKA

Knuat Bpyke, oco6eHo Bo IPBHOT U BO IOCIEAHUOT €Cej O] HeroBara Hajlio3HaTa KHUTa Y6aeo ucko-
6aHailia ypHa: cuiyguu 3a ciupykiuypaiia Ha ioesujaitia (Brooks 1960).
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TEMIIOpaHATa M OHTOJIOUIKA MPUMAapHOCT Ha JEI0TO HACTIPOTH KPUTUUKHOT JIHC-
kypc (Steiner 1989)2!,

Bypaje nononHuTenHo ja 3acuiryBa oBaa HEHTpaHa Te3a OuejKu, HOKpaj Teope-
TUYapOT, Ha JIMCTAaTa HAa HCOIIXOJAHN YUMHUTCIIU IITO ja co3JaBaaT KHU>KEBHOCTA U I'0
o(opMyBaar KHWKEBHHOT TEKCT JI0/[aBa Iiefia apMHja HA areHTH U HA MHCTUTYIIUU
KOUIITO C€ HEMOCPEAHO WM TOCPEIHO BKIYUYSHH BO PENpPOAYKIMjaTa Ha TOJIETO
Ha KHIDKEBHOCTA: KPUTHYAPHUTE, PEIICH3CHTUTE, U3/IaBAYKUTE KyKH, YPCTHHUIIUTE,
npodecopute, KyATYypHUTE U 00pa30BHUTE MHCTUTYUUH UTH. OCBEH TEOPHCKOTO
MIPEOCMHUCITYBah€ Ha CTaTyCOT HA YMETHUYKHOT 00j€KT, TO]j 1aBa M KOMITJIETHO TTpe-
HMHAYyBambe Ha yJI0raTa Ha aBTOPOT BO MPOAYIUPABETO Ha KHIKEBHOCTA — KPHUTHKA
KOja ce JBIDKM Ha CIMYHA JIMHHMja CO KPUTHKATa HAa BHATPEIIHUTE YUTamka U CO
CaMOJIOBOJIHOCTA HA KHIDKEBHHOT TeKCT. OBOj aCMeKT Ha HEroBaTa METOI0JI0THja —
3a Koja He 300pyBaBMe MOOIIIMPHO, TOPaaX HEJOCTHUT OJ] MPOCTOP — CE€ OIHECYBa
Ha KpUTHUKATa HAa T.H. ,,AJICOJIOTHja Ha Xapu3Ma‘' M Ha TeopHjaTa Ha ,,IPBOOUTHUOT
npoekt™ Ha XKan-ITon Captp (Bourdieu 1995: 187-191). Bo cymtuna, nBere kpu-
TUKU — OHaa Ha (peTuImM3aujara Ha JeJI0To U Ha ,,iJICoJIorhjaTa Ha Xapu3ma' — ce
TeMenar Ha OT(HPIAmeTo Ha ,,CYNCTAHIIUjATHOTO  Pa3MHUCITYBakhe BO KHU)KEBHATA
HayKa ¥ HEj3HHO 3aMEHYBAamE CO ,,peNlallCKUOT  HAYMH Ha Mucliewme (le mode de
pensée relationnel), nmpesemen on Epact Kacupep, nzpaszen Bo kaurara Cyiciuan-
yuja u ¢ynxyuja (Bourdieu 1995: 181; Cassirer 1953).

Bypnje cMera nexa momMOT TOJIE M TIOUMOT ,,IBOjHA UCTOpHU3anuja‘ Tpeda ma
I'Ml HAJIMUHAT OBUE TCOPUCKHU HeocneAHoCTH. CO HUBHA MOMOIII, KHIKEBHOCTA Ke
MOXKE HajIIPBO MPABHIIHO JIa ce pazdepe BO ceTa CBOja KOMIUIEKCHOCT; a TI0Toa, THE
CO3HaHM]ja Ke TIOMOTHAT BO M3HAOTamheTO MPABMIIHM HAYWHU 32 3aIITUTa U OTIOP
MPOTHB THUpaHMjaTa Ha TOJIETO Ha MOK, MaHU(ecTUpaHa MPeKy ceonaTHHOT THC-
Kypc Ha Heonubepann3MoT. OTHOCHO, HCKIIYIHBO MPEKY MPABIITHO pa30upame Ha
HAYMHOT Ha KOJIITO KHIKEBHOCTA CE CO37[aBa MOXKeE J1a ce oopmar LEeHTpaHUTE
CTparerum 3a 0,116paHa OJ1 Pa3JINYHUTEC BUAOBU TUPAHUN — €KOHOMCKHU U IMOJIUTHUY-
ku. Taka, MpoeKTOT 00pasiokeH Bo [Ipasunaiia Ha yMeiHOCa MOXE JIa CE CYyMHU-
pa BO HEKOJIKY TOYKH:

1. PackaxkyBameTo Ha UCTOpHUjaTa Ha €JIHO TOJIC € SANHCTBEHUOT HAYHH HETo-
Bara eceHIlrja MpaBIIHO Ja ce pa3depe’. Mcropujara Ha MOJIETO ja OTKPUBA HETro-

2! Kako pernpe3eHTaTHBHH MOXAar Jia Ce 3eMar CJIEIHHUTE MCKa3d OJ TPETOTO TOIVIaBje Ha KHHraTa,
HacJoBeHO Peannu ipucyciuea, kane mto llltajHep ja mokakyBa HaBOJHATa ,,3paBOpasyMcKa‘ H
,,CAMOEBHJICHTHA IPHPOJIa Ha HETOBUTE MCKa3u: ,,CMeTaM Jieka CTaHyBa 300p 3a MOpaseH | 3a Ipar-
MaTH4KH ()aKT AeKa MecHarTa, CIMKaTa, COHaTaTa — My TPETX0aT Ha aKTOT Ha PEIenIuja, Ha KOMEH-
TapoT, Ha OIleHyBameTo... HajpBo, Tyka e mpruopureTot Bo Bpeme. [lecHara goara npex KOMEHTapoT.
KoHCTPYKTOT ¥ MpeTxXoay Ha JAeMOHCTpanujara... [[pHopuTeToT BO BpeMe HalloKyBa M €CEHIHjall-
HOCT BO TIOIVIE HA CaMOTO JIEJI0 M Ha OHA INITO jJo0ara MoToa... TeMIoparHO-OHTONOMIKOTO JBHKEHE
0] TIPIMapHOTO KOH CEKyHJApHOTO € JBIKEE OJ] aBTOHOMHja — BO paMKH Ha OTpaHUUyBamara Ha
YOBEKOBATa IMMOTEHIIMjATHOCT — KOH 3aBUCHOCT.” (Steiner 1989: 149, 150,151).

22 HeBO3MOXHO € COLIMOJIOLIKH JIa CE HCTPaXKyBa eJIcH COBpeMeH (peHOMEeH 6e3 Jia ce 1ajie FeHeTHYKa
HCTOpH]ja ¥ TCHETHYKA COIMOJI0rUja Ha TOj peHomeH. COIHOIOrHjaTa, KaKo IITO jac ja 3aMUCITyBaM, €
IEHETHYKH CTPYKTypajIn3aM WIH CTPyKTypaiHa rene3a. COLHOI0roT € HeKOj KOJIITO Ce 3aHMMaBa Co
COBpEMeHaTa UCTOpHja Ha e/ICH MapTUKYJIAPEH CIIy4aj BO CEraliHOCTa; COLUOJIONOT € HCTOpHYAp KOj
ja3ema cerairHocTta Kako 00jeKT, CO MPUKPHUEH MOTHB JIa ja KOHCTHTYHpPa CeraliHOCTa Kako apTHKY-
JIapeH CITyyaj U J1a ja JIOKaau3upa BO YHUBEP3yMOT Ha MokHH ciydan.” (Bourdieu 2014: 87). [Toseke
3a OHOCOT MOMel'y HCTOpHjaTa U COLMONIOTHjaTa BO cepujara pasroBopu nomery bypaje u lllaprue,
o0jaBenn Bo kuurara Coyuonoeom u ucmopuuapom (Bourdieu and Chartier 2015).
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BaTa CTPYKTYpa, IIEHTPAIHUOT conatus, paBuiaTa Ha Urpa, illusio, ekoHomujara u
XaOWUTYCOT IITO CE OTEIOTBOPYBA BO areHTuTe. Ho, MOXKeOM HajBa)KHO 32 HAIIHOT
TPYA, Taa TH OTKPHBA HEOIXOIHHUTE MPEIYCIOBH 3a MOCTOCHETO Ha MOJIETO U 3a-
KaHUTE U OMACHOCTHUTE IITO MOXE JIa ja HAPYIIAT TEIIKO CTEeKHATara aBTOHOMHM]a.
Hakparko, 6opOara 3a 3adyByBame Ha IOJIETO € HEBO3MO)XKHa Oe3 pa3Oupame Ha
HEroBaTa eCeHIrja, OJHOCHO ucTopHja. 3aroa, Bypaje moBropHO — Bo 1992 roguna
— ja packaxyBa J0OpOTIO3HaTaTa NCTOpHja Ha (hpaHIyCKMOT KHIKeBeH XIX Bek
U CTPEMEKOT Ha areHTHUTE 3a CO3/1aBam¢ aBTOHOMHO KHWKEBHO IOJIE, HACIIPOTH
MOJIETO HA MOK (MHIYCTPHCKHOT KamuTaau3aM, OypKoackara eTHKa) ¥ TOJIeMU3H-
pa co aenara Ha JKan-Ilon Captp n Ponan bapt, kou ro nenar HEroBUOT HHTEpPEC
3a oBaa Tema.”® bBypjje cMmera jieka HCTOpHjaTa Ha KHHKEBHOTO ITOJI€ HE CE IBHKU
JIMHEeapHo, TyKy Jleka MHOTY decto ce moBTopyBa (Bourdieu 2009: 212). Toxmy
TaKOB € CIy4ajoT CO MOJIeTo Ha KHIKeBHOCTa Bo XIX Bek u Ha KpajoT Ha XX Bek.
CrTpykTypara Ha TIOJIETO € OIpeaeiieHa, TAOOPUTE Ce IMOACTICHHU, HEIPHjaTeloT €
MO3HAT — OCTaHyBa Jla Ce OAAUTpaar MOTe3UTe, a 3a Toa € MOTPEOHO Ja ce Mo3HaBa
ucropujara. Hae3nara Ha Heonmbepanu3MoT | crieiupuunara popmMa Ha Heropara
THpaHUja eIMHCTBEHO MOXeE J1a ce c(haTh BO KOHTEKCT Ha HCTOPHjaTa Ha IOJIeTO Ha
KHIDKEBHOCTA U CO TIOMOII HAa METOJIOT Ha JIBOjHA UCTOpPHU3alldja IITO TO 00pasiio-
’KMBMeE TIPeTXoHO. 2. bopbara mpoTHB XeTepOHOMHHTE CHIIM € BO3MOYKHA CO TIOBH-
KyBame Ha ,,cCTapHOT OPEAOK™ M PEKy LPICHE Ha PECYPCUTE ILUTO TOj I'M COAPKU
— ,,Ha CTapuTe CONIMJIAPHOCTH U Ha ,,pe3CPBUTE HA ONIITECTBEH KAIUTa ", aKyMYy-
JMpaHu Bo HcTopHjaTa Ha nosieto. Criopern Bypaje, Toa He ce KOH3epBaTUBHU CHJIH,
TyKy cuim Ha otnop (Bourdieu 1998). 3. [onumara Mopa aa ce penpoayiuupaar
3a J1a MPOJOJDKAT Ja rmoctojar. Tue He ce ancTpakTHU €HTHTETH, TYKY HEIITO IITO
ja pIiM cBojaTa CTBAPHOCT OJ] MaTEPUjaTHOCTA HA MHCTUTYIIMHUTE U O] XaOUTYCOT,
BJIOTOT W WHTEpecoT Ha areHTuTe. C¢ J0oIeKa MOCTON KOJICKTHBHA Bepba oIl OBOj
BUJ U Taa ce pPenpoAylpa BO MaTepHjaIHOCTa HA WHCTUTYLHHUTE U Ha KHUTHUTE,
Kako ¥ BO MEHTAJTHUTE CXEMH U BO OTEIOTBOPEHUTE AUCIO3HUIIUH HA areHTHTE, [10-
CTOCHETO Ha MOJIETO Ke OHJIe 3arapaHTHpaHo. 3aToa Mopa J1a ce HaMHHE (EeTUIIH-
CTHYKOTO TIOKJIOHYBam-€ Npe/i KHIKEBHAOT TEKCT M XapU3MaTHYHOTO CIIABCH-E Ha
WJe0NIoTHjaTa Ha aBTOPOT BO TeopujaTta. bpojoT Ha YHHUTETN KOUINTO ja MTPOU3Be-
JyBaar U ja penpoAylHHUpaaT KHIKEBHOCTAa € MHOTY IMOTOJIEM O aBTOPUTE Ha Jie-
nara, a MHTepIpeTanyjaTa Ha KHIDKeBHUTE TEKCTOBH € MHOTY IT00OEMHa 0J] HUBHO
€IHOCTABHO OIUINYBambe M KoMeHTupame (Bourdieu 1995: 172—-173).

3akiyuok

Bo 0BOj Tpyxn mokaxkaBme Jeka (heTHIINCTHYKOTO MOKIOHYBAE TPe]] KHIKEBHH-
TE Jiefla U CIaBE-ETO Ha Xapu3MaTa Ha aBTOPUTE HE MOXKaT Ja ja 3allTUTaT KHH-
’KEBHOCTa OJI THPaHHUjaTa Ha CJIOOOAHHOT Ia3ap M Of MOJUTHYKATa Iporpama Ha
,,KOH3epPBAaTHBHHUTE PEBOIYLMH " ¥ Ha HeoInOepann3mMoT. Bo Ilpasunaiua na ymeiu-
HOCiG ¥ HETOBUTE TEKCTOBH IOCBETCHU HA COBPEMEHATA MMOJUTUYKA U CKOHOMCKA
CUTYyallja BO 3alla/IHAOT CBET, bypje uctoBpeMeHo (opMylpa HOBa METOOIIO-
rja 3a pazoupame Ha KHWKEBHOCTA, HA KHIPKEBHHOT TEKCT M Ha aBTOPOT B POPMY-

2 Pedepupame koH kuurure o e widepaiiypaiua? (Sartre 1988) ox XKau IMon Caprp u Knuoices-
Hociua Ha wyniuu cinetien (Barthes 1970) on Ponan Bapr.
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JMpa cTpaTeruja — BTeMesieHa Bp3 o0pasioxkeHara Teopuja — 3a 6opOa Ha KHIKEB-
HOCTa M Ha OCTaHATUTE KyJITYPHH IIOJHMEA 3a 3a4yBarb€é HAa HUBHATA aBTOHOMMU]aA.
Taka, cnmnuno Kako Teopunte Ha Openepuk LlejMucon, TeopujaTa Ha KHHKEBHOCTA
mTo ja pasBuBa bypaje Bo [lpasuna na ymeiinocitia € CylITUHCKH MOBpP3aHa CO
KOHTEKCTOT BO KOjILTO KHHKEBHOCTA C€ HA0I'a JIEHEC — NOJUTHYKUTE U EKOHOMCKH-
TE MPUTUCOIM HA HEOTHOEPATHUOT KalTUTaIN3aM.

Mertonor Ha ,,IBOjHa UCTOpH3anuja’ (WK Ha ,,BOJHO YHTAmE ‘) CE TIOKaKyBa
KaKo [ICHTpaJIHa ajaTKa U BO HETOBUOT TEOPHCKH MOZET U BO HEroBara cTpareryja
3a 3a4yByBam€ Ha aBTOHOMHjaTra Ha KHMKeBHOCTa. OBOj MOWM BJIETyBa BO AMja-
JIOT — UMIUTULIUTEH U eKCIUTUIHUTEH — CO PEYUCH CHTE MOMO3HATH TEOPETCKU MO-
JIelT BO TIOHOBaTa KHIDKEBHA UCTOPHja U PECKO Ce CIIPOTHBCTAaByBa Ha J[BaTa BUIA
PEAYKIMU Ha KHM>KEBHOCTA, ,,BHATPELIHOTO U ,,HAABOPEUIHOTO unTame. CaMo
MpeKy MPaKTUKYyBame Ha JIBa MOTIesa, cMeTa byprje, eAHHOT eCTEeTCKH, a IpyTruoT
IOJIMTUYKH, KHIPKEBHOCTA MOXeE /1a ce pa3depe BO ceTa CBOja KOMIUIEKCHOCT: KaKo
0JIe O] MCIIPEIUIETeHN PEelaluy, a He KaKo CylcTaHIMja, 0e3 UCTOpHja U UIHUHA.
Camo Ha TakoB HaYHMH Taa MOXE Jla C€ 3allITUTH 0] OECKPYITYJO3HUTE 3aKaHU H O]
YPreHTHHUTE MPEAM3BHLM LITO HEONNOEPaTU3MOT I'M IOCTaByBa Ipex cute chepu
Ha KyATYPHOTO TIPOU3BOJICTBO.

Ha kpajor, ucro taka, mokakaBMe M 30IITO HCTOpHjaTa HAa (OPMHUPAFHETO Ha
¢panyckoto nose Bo XIX Bek Moxe Ja MpeTcTaByBa eHAa KOPUCHA U pelie-
BaHTHA CTpaTervja JAcHec: HajIPBO, HA TAKOB HAYMH CE OTKPHBA €CEHIMjaTa Ha
MOJIETO U jacHO Ce OIpeJielyBa HeroBara CTPyKTypa; MOToa, ce OTKpHBaaT pe-
CypCH Of TpaAMIIMjaTa U OJ] UCTOPHjaTa KOUIITO MOXKE Jla C€ UCKOPUCTAT JICHEC;
ce MOKaXyBa [IeKa KHIKEBHOCTA MOCTOM MOBEKE KAKO IMPOLEC, a TIOMAJIKY KakKo
CYIICTaHIIMja, ¥ JieKa HEj3MHOTO MOCTOCHE 3aBHCH O] MOCTOjaHaTa PermpomyK-
nuja. Cute oBHE acIeKTH, BO HUBHATa CUMYJITAaHOCT, cMeTa bypmje, Tpeba na ce
3a4yBaar 3a aBTOHOMM]jaTa Ha KHIXKEBHOTO TI0JIE U ,,6KOJIOMIKUTE IPEAYCIOBU Ha
YMETHOCTA JIa MOXKAT J1a OTICTaHaT.
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This text considers the problem of Self in literature through analysis of the po-
sition of the “narrative I”” in Marcel Proust’s novel In Search of Lost Time. This
novel unites the fictional with the autobiographical discourse and directly ad-
dresses the problem of the fictional representation of the Self. This article thus
examines the aesthetics of simultaneity and supplementing, which in the case
of Proust represents the initial and the final point of the artwork. Through sim-
ultaneity in the narration, Proust creates a rather specific relationship with tem-
porality, which in turn, dismisses time as a constant present, but also initiates a
collision of the positions of the “narrative I, and by that, propels a dissemination
of identity. These narrative strategies of Proust provide a systematic abolition of
the borders between the fictional and the autobiographical discourse. Thus, with
Proust, autobiography gains the status of interpreter, which affords an interpreta-
tive recovery of life (the documentary) within the novel (the fictional). One of the
key objectives of this article is to emphasize the transformation of this interpre-
tative tendency in terms of time and selfhood in an aesthetic act. These complex
and multilayered relations in the novel In Search of Lost Time reveal that Proust’s
“journey into the depths of selfhood” in fact represents an evocation of a certain
loss of selfhood and of temporality which is neither given nor regained, but in
which time is continuously lost or forgotten..

Keywords: narratology, fictionalized autobiographic discourse, Self in literature



74

Aco Peroski

HAPATUBHOTO ,,JAC*“ HA IIPYCT

Ano Ilepockn
HesaBucen ucrpaxysad, Cxorje
aco_peroski@yahoo.com

OBOj TeKCT ce OCBpHYBa Ha MpoOJIeMOT Ha ceOCTBOTO BO JINTEpATypara IpeKy
pasrmieayBamke Ha TO3HIMjaTa Ha HapaTHBHOTO ,,jac™ BO POMaHOT Bo ioiupasa
ito 3a2ybenotuo epeme on Mapcen [Ipyct. OBoj pomaH ru 00ennHyBa (PUKIHO-
HAJIHUOT W aBTOOMOTPa)CKUOT AUCKYPC W AUPEKTHO TO JOMUpPa MPoOIeMOT Ha
(uKIMOHAIHATA TIpe3eHTanrja Ha ceOCTBOTO. BOo Taa Hacoka, OBOj TEKCT ja
pasmienyBa ecTeTHKaTa Ha CUMYJITaHOCTa U HaJIOMECTYBamheTo, Koja Kaj [Ipyct
MIPeTCTaByBa MOYETHA M KpajHa TOYKa Ha YMETHHUYKOTO Aeio. [Ipexy cumynta-
HOCTa BO Hapamujara, [IpycT rpaan efeH crenuduyeH OIHOC CIpeMa TeMIIO-
paNHOCTAa, CO KOj Ce YKUHYBa BPEMETO BO ITOCTOjaHa MPE3EHTHOCT, HO FICTO Taka
Joara M 10 KOJM3HUja Ha TIO3UITUITE Ha HApaTHBHOTO ,,jac™ U, CO TOa, 10 AeTepH-
TOpHjaIu3uparme Ha WAEHTUTeTOT. Bp3 oBaa HaparuBHa ctpareruja Ha [Ipyct ce
OCTBapyBa CHCTEMAaTCKOTO YKHHYBabhe Ha IPaHUIUTE IOMel'y (PUKIIHOHAIHUOT U
aBroOHnorpadckuoT auckype. Ha toj HaunH, aBroOnorpadujara kaj [Ipycr noou-
Ba CTaTyC Ha TOJIKYBAamE CO KOE CE BPIIM MHTEPIIPETATUBHO HAJIOMECTYBamke Ha
JKUBOTOT (JOKYMEHTapHOTO) BO poMaHOT ((ukiujara). Eqaa on xiryaHnTE 11ETH
Ha OBOj TEKCT € Ja ce MOTEHIUpa TpaHchopmanujaTa Ha Taa HHTEPIIPETaTHBHA
TEHJICHIIM]ja BO TOTJIe]] Ha BPEMETO M CE0CTBOTO BO €CTeTCKU YrH. OBHUE CIOKEHN
U TIOBEKECIJIOjHHU OJJHOCH BO POMAHOT Bo oiipaza o 3a2y0eHoiio epeme OTKPH-
BaaT JieKa ,,llaTyBameTo” Ha [IpycT BO ,,1i1a004nHKUTE HA CEOCTBOTO BCYIIHOCT
MpeTcTaByBa €BOKAIlHja Ha OpecHa 3aryda Ha ceOCTBOTO U Ha TEMITOPATTHOCTA
KOja HE € JaJieHa WM OJHOBO MPOHAjIeHa TYKy BO KOja BPEMETO IIOCTOjaHO ce
ryou nim ce 3abopasa.

Kayunn 3060poBu: Haparonoruja, (GUKIHMOHANM3UpaH aBToOMOrpadcku muc-
Kypc, ceOCTBOTO BO JIUTEpaTypara
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In the theory of autobiography certain tendencies exist which point out the rela-
tionship between the autobiographical and the fictional discourses, respectively,
through the position of the narrator and the first-person singular narration. The
attempts to distinguish between these two types of discourse are reduced to several
formal markings. Likewise, the difference is supported by the fact that in fiction the
subjective narrative position, and all of the implications of the “narrative I”” are tied
to the functions of literature, namely, its aesthetic, social, cognitive character. How-
ever, if we put aside the formal divisions and examine more closely the theoretical
specificities of fiction and autobiography, while taking into account the character of
the representation and the referentiality of these discourses, then it becomes quite
apparent that a strict polarization between the two is virtually impossible. Or, as
Paul de Man would conclude, autobiography “is not a genre or a mode, but a figure
of reading or of understanding that occurs, to some degree, in all texts” (de Man
1979: 921). Such a stance does not propose that autobiography should become syn-
onymous with fiction, or that all fictional texts are in fact autobiographies; rather,
it means that there is certain impossibility to separate the fictional layer from what
should represent an unproblematized and truthful representation of life in autobi-
ography. In fact, the same element used to trace the verisimilitude and the bond
between these two types of discourse — and that is “the I-position” in narration — is
the element which implies the impossibility for distancing in the narration, and with
that, an impossibility for an objectivity in representation. The use of the so-called
“I-speech” in narration presupposes a strong subjective position, limited by the
knowledge, context and specificities of the one who narrates. However, apart from
these narratalogical and theoretical claims, we can examine an additional aspect
of the same issue, according to which the inevitable interlacing between autobiog-
raphy and fiction is the result of that very fact which states that autobiographical
speech is always a self-description, a self-representation, with which the subjective
position of the auto-reflection directly determines the content, the meaning, and the
sense of the narrated.

One of the most frequently mentioned examples in the ‘debate’ on the relation
between autobiography and fiction is the novel In Search of Lost Time by Marcel
Proust. In this novel, not only is the collision between the autobiographical and
the fictional discourse quite pronounced, but this very collision is a part of the
structure, and even more importantly, a part of the semantics of the work itself. In
Proust, this collision has been intentionally pronounced and used as a basis for the
construction and creation of this lengthy novel, so that the subjective position in the
narration gets involved during the plot, and a link between reminiscence and aes-
thetics is established. Therefore, the uncertainty of the distinction between fiction
and autobiography in the work of Proust becomes a strategy of the narration, or a
segment of poetics. To depict this specificity, we are to start with the implications
of the characterization of autobiography as self-description.

Autobiography is a particular kind of description: self-description, self-expres-
sion, auto-narration. According to Niklas Luhmann, self-description can be viewed
as a “mode of operation”, through which the one who describes (the narrator),
“becomes his own theme; he claims an identity of his own” (Luhmann 2000: 248).
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Henceforth, we could conclude that on the one hand self-description represents a
narrative act of self-expressing, whence a certain internal core of identity of the one
who expresses himself is manifested, presented and shared. However, on the other
hand, we could conclude that even self-expressing, the very speech about the Self
generates, forms the identity of the one who is expressing himself. Both conclu-
sions, which at first may appear antagonistic, are valid, since self-description is at
the same time a representational but also a creative act: the very act of self-express-
ing does generate the Self and is a part of it. Finally, expression itself as a linguistic
structure implies the creation of certain (new) meanings which additionally become
a constitutive part of self-knowledge.

Self-description in autobiographical discourse is a process of simultaneous cre-
ation, manifestation and affirmation of the identity of the narrator. It is a kind of
interpretation of the Self, which as with any interpretation, produces meanings and
inclines towards sense. Through self-expression the semantically empty spaces are
filled out, the different contradictions are interpreted, and that which in reality may
appear senseless or absurd is given meaning. In autobiography, this interpretative
tendency, which is specific to fiction, is equally dominating and present, as is the
tendency for objective referentiality, for a clear positioning in a historical and spa-
tial context, and for reliable self-knowledge. The autobiographical discourse is a
kind of (re)modeling of life and reality, which showcases an immanent tendency
for self-conceptualization. Based on this, the identity cannot be ascertained (only)
as “the internal essence” of the Self which is manifested through language as a me-
dium, but we can conclude that self-description, or “the speech about one’s self”,
constitutes the fragments of identity and, with that, strives to grant them sense.
This conclusion leads to two significant characteristics of the Self which are di-
rectly linked to autobiography as a genre. Firstly, that the Self is not merely an
archive and thus cannot be memorized; rather it must be narrated. This implies
that it needs to seek out a medium, a language as a mode of constituting the Self
through the fragments of experience which are (re)modeled in language. Second-
ly, that self-description is a supplementation of the Self and its re-affirmation and
further conceptualization, which presuppose an interpretation of life from a univer-
sal position that needs to be produced, created by the “I-position” of the narrative
speech about one’s self. Such a creative interpretation, which has a character of a
signifying process since it generates or ascribes meanings that constitute identity,
is a fictional type of a discourse. The fictional in autobiography (and in the speech
about one’s self, in general) is essential, constitutive and unavoidable. This is con-
firmed also by the very need for a (retroactive and memory-based) completion of a
kind of totality of life or reality that can never be fully realized due to its fictional
and supplemental character (immanently implying the inability for closure and to-
talization), and which stands in a constant dynamic and is continuously regenerat-
ed. In part, the same has also been conditioned by language itself, by the linguistic
structure of autobiography, since it presupposes the semiotic functions of language
and the tendency for arbitrary understanding. According to Paul de Man, “what we
are deprived of is not life, but the shape and the sense of a world assemble only in
the private way of understanding* (de Man 1979: 930), and autobiography as “a
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speech about one’s self” is exactly that kind of understanding, that is to say, self-un-
derstanding.

As mentioned previously, the novel In Search of Lost Time is one of the most
frequent and most discussed examples of the collision between the autobiographi-
cal and fictional discourses, since this collision is the basis for aesthetic effect and
aesthetic function of this novel, thus creating a link between memory, temporality,
narration, identity and aesthetics, i.c., the artistic work as it is. This link starts with
the opposition loss-search, or amnesia-memory. If we are to start with the previ-
ously outlined thesis, that the Self is not a memory archive, then we come to the
distinction that amnesia itself is the initial impetus for “the search for one’s self”,
which in Proust’s novel is realized through autobiographical narration. Thus, in this
novel, the amnesia generates the particular “I-position” of the narration, with which
Proust realizes two key strategies in constructing his novel, which in turn, are tied
to simultaneity. Namely, instead of a classic report of the events, the narrator in this
novel insists that here memory-contents are being recollected. The expression of
memory, which is accomplished through the potentials of the sensory experience,
and which has as its goal self-description and identity-formation, is realized as
fragmentary, in series of a kind of “apocalyptic epiphanies”. These “apocalyptic
epiphanies” in the novel, in fact, are narrative sequences and episodes in the plot,
which are mutually exclusive, oppositional and contradictory, while the “new” epi-
sode leads to a revelation that admonishes all meanings, conditions and conclusions
from the “preceding” episode. That way, the plot is constantly moving backwards
and forwards along the temporal axis, the events and the episodes (and all that is
tied to them: the characters, the atmosphere, the meanings) entwine and the struc-
ture of the novel slowly grows complex in multiple symmetrical fragments. This
structural characteristic in the narration brings about a temporal collision which we
can describe also as a unity of the “I-positions” from various chronological points
and segments, with which the inclination towards a “living present” (that should
be established during the entire work) has been intensified. Therefore, by connect-
ing the different positions of the narrator from the different episodes in the novel,
specific links are formed, to connect and unify different chronological points in
the plot. This means that there comes a point when time is abolished into induced
present and a condition of temporal simultaneity. This way the second strategy
of constructing the novel is created, with which the simultaneity in time through
the unity of the narrative positions is reflected into an obsessive and universal /
that constantly dominates the narration. The repetition of the first-person singu-
lar in the narration throughout the whole work, at the same time, points also to a
(egotistical) dominance of the subjective position, but it also relativizes the same
position, which seems to disappear in the sweeping course of the events, conditions
and atmosphere, given through the narration. With that, at the level of identity, the
Self is practically abolished so that it can be regained, similarly to how previously
time had been abolished in order to be regained. Through this kind of analysis of
the structuring of the novel In Search of Lost Time, it can be concluded that the
opposition amnesia-memory establishes the link between temporality and identity,
but also it can be seen that these complex webs and the hidden desire for meaning
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which lurks in their midst are the basis for the key subversion in terms of the Self
that dominates in Proust’s work.

The induced motivation may also be specified through certain segments, whence
the desire of the narrator has been directly borrowed from some of the other char-
acters. For example, in a scene from the novel, the narrator experiences an intense
desire to see Berma, the famous actress. Berma becomes the object of this desire
and passes through a series of concretizations and transformations within Marcel’s
imagination. However, he had never, prior to this, met the actress, nor seen any of
her performances, which means that the desire does not hold an experiential or a
memory-based foundation. Due to this, there is in fact no object present in this de-
sire. Which does not mean that the actress is a fictitious character within Marcel’s
consciousness, namely, its desire-based fiction; quite the contrary, she exists in the
real world, outside of the Self who desires her. As a matter of fact, as an object of
the narrator’s desire, she will be called upon by a third party. “Marcel knows that
Bergotte admires the great actress. In his eyes Bergotte enjoys an immense prestige.
The slightest word of the master becomes a law for him” (Girard 1976: 30). From
the moment Marcel “borrows” Bergotte’s desire, the object of this desire is trans-
formed several times, in various directions and under different influences, since
it does not carry within it any direct experiential basis. The desire grows fluid, so
that even at the moment when Marcel finally attends one of Berma’s performances,
his experiences are again borrowed from those of others. “Not only does the Other
and only the Other set desire in motion, but his testimony easily overcomes actual
experience when the latter contradicts it” (Girard 1976: 30).

Finally, the fluidity of the impressions and the brittle foundation of the motiva-
tion bring about a particular effect in this novel which refers to the construction of
the characters. Namely, the constant fluctuations of the narrator’s position not only
lead to contradictory findings and antagonistic episodes, but they also cause certain
doubts in terms of the identity of the characters. This is particularly apparent in
the descriptions of Albertine, but also in the relationships Marcel constructs with
her. As a character, Albertine is only a summation of contradictory impressions,
of fantasies and delusions, of Marcel’s jealous suspicion and blind desire, so that
instead of being given a character, who throughout the course of the novel is slowly
constructed, by becoming more “visible” and “clearer”, in fact, we are presented a
character who fades away and disappears ever more so, until the point it becomes
just an empty marker within Marcel’s narration. Albertine is just one of the absent
objects of Marcel’s desire, and she initially dies, in the emotional sense, in the nar-
rator’s consciousness, so that later her physical death is to be reported through the
short, prosaic and even ironically absurd telegram. From this perspective, Marcel’s
jealously can also be decoded as a kind of a distorted love projection of the absent
object, which reduces to imagining and an obsessive interpretation of the fantasies.
“The jealous lover imagines because he wishes to possess his imaginary gallery,
something precious that his perspicacity has already destroyed...Once the incisive
imaginary is awakened, love becomes lethal, and jealousy becomes fiction” (Kris-
teva 1996: 26). The relationship which the narrator initiates with the imaginary
Other, in fact, cannot be reduced to anything else but jealousy, since all that Marcel
has in store in this relationship are illusions, projected into an empty marker, which
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cannot for certain identify the object of his desire as present. Certainly, this prob-
lematic identity, up to a point, is characteristic of the other characters in the novel,
ultimately culminating in a scene from 7ime Regained, where the narrator notices
how “the giant faces” are slowly deformed and decomposed under the touch of
time. Thus, the problematic identity ends with erasing the contours of all which can
be supposed for a clear “content” or “essence” of the Self.

From these examples, we can clearly see how in this novel, when identity is
concerned, the formula “I am all that I am not” is slowly constituted and becomes
functional. In Proust’s narration, there is an alternating withdrawal from others and
a triumph over self-centeredness, by establishing a more intensive contact with
others. Such an oscillation, in fact, is a kind of opposition to the obsessive insist-
ence of the subjective “I-position” in narration, so that a specific dynamic is actual-
ized, which allows for a more substantial understanding of the Self. “Victory over
self-centeredness allows us to probe deeply into the Self and at the same time yields
a better knowledge of Others... Everything is revealed to the novelist when he pen-
etrates this Self, a truer Self than that which each of us displays... This profound
Self is also a universal Self” (Girard 1976: 298). The emptying of the Self from its
contents and the erasing of its contours leads to a specific Self, deprived of concrete
traits and contextual markings, and, due to this, a universal Self that can only exist
through its relationship with Others. In such a state, the obsessively repeated “I-po-
sition” in the narration gains a higher sense as the mediating positions, or stops-
along-the-way, in the search for one’s self. Henceforth, the Proustian formula can
be extended with a claim by Lyotard, who, in an entirely different context, while
examining St. Augustine’s Confessions, concludes: “I am that which I am not yet”
(75). Such a stance affirms the character of the search and views in self-description
a process of self-knowing. The constant transformations, the absence of objects,
the inconsistency in the motivations — these are mere fragments of the contents of
identity, which in fact function as signs of the dislocation, or - more aptly put — of
the absence of the Self. Therefore, we can point out that universalization is the
erasing of the Self in the name of the search, in the name of “the speech about one’s
self”. Through this very specificity we can identify and explain the forsaking of the
relevant autobiographical tendencies and their replacement with the principles of
fiction. The representation has been transformed into an infinite (re)invention, since
this process generates sense. The voids in the self-description and the absence of
relevance are just an opening to the possibility for generating meanings and con-
ceiving sense.

From the previous explorations and analyses and from the presented conclu-
sions, we can sublimate a certain theoretical supposition in Proust, which gives rise
to the novel’s construction and to the specific narrator’s position and technique, and
which is directly related to the Self. Namely, identity — or “the content of the Self”
—is not a cumulative phenomenon, meaning, “a summation” or “a whole” or “an ar-
chive”; rather, it is a dispersed, differential, disseminative and dissipative phenom-
enon. Identity is a shattered non-unity of fragments, which are mutually incompat-
ible, contradictory and disconnected. The only distinction which can identify such
non-unity refers to the principle of its constant spiraling out, of the impossibility for
its transformation into a complete totality. “The content of identity” is present only



80 Aco Peroski

as a non-presence, as a prolongation of the absence. The constituting of identity
stems from a loss, from amnesia, and continues through a series of losses, but it is
this series of losses which slowly becomes the content of memory and a fragment
of the identity of the narrator. The supplementation of this loss is realized through
the narration, which at the same time constitutes the Self and the literary work.
The main element through which this concept of Proust’s is realized is exactly the
potential of “the speech about one’s self”, i.e., the self-descriptive autobiographical
discourse which functions according to the principles of fiction.

We had mentioned previously that self-description as a process of cognition is
based on the principles of fiction. However, starting with the very need to choose
fiction when discussing one’s self, we come to the conclusion that self-description
has a paradoxical character. In order to examine this paradoxical nature, we need to
go back to the very character of self-description. Namely, if identity is constituted
through the fragments of the narration of the Self, then this self-narration stands
as a kind of an autopoietic process, which as with all other autopoietic structures,
strives for certain autonomy. This implies that self-description exhibits a tendency
for independence from the context and the objective parameters which would veri-
fy its reversible bond with reality, because only in this way, from those broken and
contradictory narrative fragments, can a certain kind of a “whole” be ascertained,
or at least (pre)suppose a kind of an idea about a whole, like the Self. This means
that the expressive and cognitive tendency of self-description leads immanently
towards a closeness with fiction, that is to say, towards the implementation of ele-
ments which — provisionally put — are alien to the narrative Self. Thus, accordingly,
the autopoietic autonomy of self-description includes also self-negation. Hence, we
are directly faced with the question which depicts the paradox of auto-description:
is self-negation also a self-description? The answer to this question can be linked to
the previously stated claim that the fictional elements that are implemented in the
self-description — bearing in mind that the speech about one’s self constitutes iden-
tity — are also fragments of the Self. Therefore, even the negation of certain aspects
of the Self produces the “discursive contents” of identity. In a similar way, in Proust
too, the “narrative I takes over those aspects and elements which initially are not
a part of it, while later it starts the process of dual modification — it modifies those
elements and aspects in accordance with its own perspective, and at the same time,
it is modifying itself in accordance with the adopted traits.

These paradoxical specificities of the self-description can be explained by the
fact that in this process the difference and the borderlines between describing and
the described are cancelled. “Observation and description presuppose a difference
between the observer/describer and his object, whereas the intent of self-descrip-
tion is to negate precisely this difference” (Luhmann 2000: 302). However, this
does not mean that everything in self-description and in the process of generating
identity is arbitrary and senseless. Quite the contrary, this paradox demonstrates
how self-description helps the Self which talks about itself adapting and integrating
in the course of the historic and social evolution, while safekeeping its autopoiet-
ic autonomy. In other words, through the paradoxical process of self-description,
which unities the fictional and the relevant autobiographical elements, a certain
whole from the fragments of identity is completed, or a certain kind of order is
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generated out of the chaos which we may term as the Self. Such an outgrowing of
the paradoxical nature requires a use of a specific medium through/within which
the same can be accomplished, and — as Proust’s search verifies — such a medium
is art. “Art always demonstrates the arbitrary generation of nonarbitrariness or the
emergence of order from chance” (Luhmann 2000: 315). Art as a system possesses
the potential for a collision among the discourses, which in turn opens up the possi-
bility and the way to narrate the Self. Such a conclusion can show us that the poietic
and artistic principles and specificities of Marcel Proust are directly connected with
the very elements of the novel /n Search of Lost Time to achieve the aesthetic effect.
While the aesthetic effect, on the other hand, reversibly determines the conditions
of the narration and the development of the novel’s plot. This forms a kind of a
circle of mutual conditionality, where the central slot is kept for the work of art,
which is why at the center of the novel, as a main thematic problem, stands the very
question about the work, i.e., the novel which the narrator Marcel tries to write.
Thus, the poietic, technical and thematic aspects of the novel In Search of Lost Time
are conjoined into a complex and multi-layered open whole, which, bottom line, is
nothing other than a pure reflection of the Self that tries to articulate itself.

Such theoretical determinants of autobiography and of the aspects of the Self
can be viewed in Proust in connection to the term experience - namely, in con-
nection to that which the criticism calls “Proust’s experience”. In her book Time
and Sense, Julia Kristeva defines “Proust’s experience” as an experience of the
imaginary. According to Kristeva, the transformation of reality and of “the reality
of an experience” in a literary work presupposes that the author perceives the real
as imaginary. Hence, the literary experience for every author is an experience of
the imaginary. As far as Proust is concerned, in his novel “the experience of the
imaginary is none other than the experience of time regained. This strange and
new experience of time regained resides in the dynamic of subject and meaning”
(Kristeva 1996: 195-196). In the time regained, a new code is formed, a new syntax
according to which the sensations and the signs are set and put to use, and with that,
they acquire new, deeper meanings. Such a re-coding of reality is typical for the
sphere of the imaginary, so this is exactly where we may see the link between the
experience of the imaginary and the time regained. Apart from that, Kristeva under-
lines that in Proust experience can be defined also at the experience of limits, since
Marcel, due to his illness, lives his social life on the cusp, turned away from others
— at a constant distance and always under a mask. Thus, “Proust’s experience” is a
product of the Self, or a kind of “an internal transformation” of experiencing and
enlivening the world and life. These two claims of Kristeva’s lead towards the same
conclusion, that all which encompasses “Proust’s experience” is in fact an experi-
ence of fiction, or the experience of the fictional: it is an experience which can be
re-shaped, i.e., re-conceived and formed only in the novel, through the narration
and interpretation of the “narrative I”. “Hence, we should try to read Proust’s novel
in order to read Proust’s experience” (Kristeva 1996: 197). Kristeva completes this
brief analysis of Proust’s experience with the claim that experience leads to jouis-
sance, because only through it can we establish a relationship with the world and
realize ourselves in the world. “Experience is the unique configuration by which
we attain jouissance” (Kristeva 1996: 198). Yet, the questions about experience, in
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particular about experience as a link to pleasure, may be connected also with the
previously laid out theoretical implications and aspects of the Self, which are, in
fact, the basis of Proust’s work. Hence, we face the key question — what kind of
experience are these aspects of the Self, how are they experienced and enlivened?
How are self-description, disidentification, aesthetization of the Self, self-concep-
tualization through fictionalization, experienced?

If we start with the defining of the Self as an endless differentiation and sepa-
ration from a kind of a finite, final distinction, then we easily come to Kristeva’s
realization that Proust’s experience is the experience of the imaginary, of the fic-
tional re-modeling and re-semantization of reality. However, the question of how
this process is experienced and if it indeed leads towards the bliss and the pleasure
of establishing relationships with the world is another matter altogether. If we take
into account that in this process, as a kind of auto-referential tendency, it is discov-
ered that these very relations with the world have been compromised by fiction,
by the desires of the ego, by the all too human need to compensate the emptiness
of living, then at the same time, the senselessness and the absurdity of reality is
revealed. In this process, almost running parallel, it is discovered that the addi-
tional sense is a construct, that the aesthetization of the Self in an artistic whole is
also a construct — falsifying and repainting landscapes over the waste land of the
Self. And all these interventions and additions, all fictional “falsifications” stand as
mere decorum against the only certainty of reality and life: death. Henceforth, the
experiencing of the aspects of the Self, or — more aptly put — of each speech about
one’s self, with which its own identity is articulated as a self-expression, is an im-
manently traumatic and devastating experience. Every confrontation with one’s self
is traumatic, since it represents a confrontation with the fictions we construct so as
to please our needs and ego-projections, even when those needs — as is the case with
Marcel Proust — are artistic works. The destructiveness of this experience in Proust
is usually interpreted as “the destructiveness of time”; however, such a statement is
incomplete since the key element in this case is the Self and its sense and percep-
tion - namely, its sensitivity for those traumas and destructions. The destructiveness
in the experience of one’s self is a reflection of the devastation of life, of reality, of
the Others, of one’s own body, of one’s ideas. Hence, we come to the conclusion
that the experience of the Self, or the self-experiencing, is an experience of one’s
own dying. Certainly, this too is one of the approaches through which the work of
Proust can be read and the “Proust’s experience” can be interpreted. In the novel /n
Search of Lost Time the experiencing of one’s own dying is just one more fragment
of identity, re-modeled as an aesthetic element, in which life and fiction are bound
as a totality of sense.
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This paper analyzes the expression of otherness as interpreted by modern phi-
losophers and thinkers of, such as Emmanuel Levinas, Jean-Paul Sartre, Simone
de Beauvoir through the prism of the film Under the Skin (2013). This paper will
explore how otherness is expressed in the movie, be it from the position of the
alien towards the human and of the human towards the alien, the implications
this has for cultures and individuals living in a society, as well as possible hy-
potheses about how this process of othering can be overcome for the sake of a
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philosophers such as Donna Haraway. We will see how by interpreting the movie
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1 Introduction

Under the Skin is a sci-fi film directed by Jonathan Glazer, based loosely on the
novel by the same name, from the Dutch author Michel Faber. It premiered in
2013 and was released worldwide in 2014. The film was a box-office failure, yet
it managed to captivate audiences, receiving generally positive reviews by critics
and audiences, even being ranked number 61 in the BBC’s 100 Greatest Films of
the 21* Century list.

The subject of the film revolves around an alien that takes a woman’s form,
preying on males in the city of Glasgow, Scotland, seducing them sexually, and in
the end harnessing them for an unknown reason. The general ambiguity of much of
the reasoning and thoughts behind the actions of the alien specifically, has created
the possibility of multiple interpretations and viewpoints, which can be viewed
from different perspectives and schools of thought. In this paper I shall examine
some of the ideas and themes which may be expressed through the film, especially
the othering in cultures, and also try to put it in a modern context. It is by doing
this process that works of art, such as films, express one of their greatest powers:
the ability to put the self-reflexive nature of the human mind to work. Modern-day
society, especially in Europe and the US, has the tendency to often highlight this
otherness, through politics and media. This is an all-too-human phenomenon: hu-
man beings wish to be differentiated from each other, yet media and access to
technology has created a space of over-information and over-identification of this
otherness which otherwise would have been expressed in smaller circles and soci-
eties. It doesn’t take much to find media articles from Europe where immigrants,
manly of African descent, are portrayed as perpetrators and criminals, especially
highlighting their racial or ethnic background. The same has been witnessed in our
region: the Balkans. It is not hard to find numerous articles highlighting the ethnic
background of people involved in murders, killings, tragedies and crimes, without
there being any logical need to highlight that ethnicity, except to rouse people to-
wards nationalistic feelings by creating a dichotomy of us and the others. By using
theories of otherness, feminism, posthumanism and morality we will see how, may-
be even ambiguously, this film tackles themes of identity, acceptance and non-ac-
ceptance, selfhood and otherness, morality and immorality, and ideas of feminist
theories, which can be of use especially in such confusing and “fake news”-ridden
times for our societies.

2 The human as “the other”

The philosophical idea of “the other” and “otherness” take up an important space
in modern philosophical and cultural thought, maybe made even more important in
a modern context by general spread of right-wing politics (especially in Europe),
rapid spread of information and technology, and the even more rapid development
of Al sciences. What is the other and how can we understand it? Without getting
into a deep philosophical rabbit hole on the meaning and definitions of “the oth-
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er,” we can understand it as “that which is not me,” or in a larger context, as “that
which is not us,” something which is outside of ourselves and through this distance
is ungraspable. Jean-Paul Sartre managed to define the other as “others are the
Other, that is the self which is not myself” (Sartre 1956: 230). Emmanuel Levinas
describes the other as that which is outside of our grasp, that which is outside our
conception and “invasion,” that which is metaphysical as he says: “The Other is
metaphysical ” (Levinas 1961: 87). He expresses this idea in reference to other
humans, other “selfs,” but this idea has been used to respond to even greater con-
cepts of otherness such as God, which Levinas also refers to as “The Other,” not
as a being in itself, but as an other who calls towards ethical responsibility and
openness, an idea tackled specifically in his 1974 book Otherwise than Being, or
Beyond Essence.

What interests us the most is the relation the characters of the film have with
this concept of otherness and the other. The film can be understood as playing
from two perspectives: the perspective of the alien, and the perspective of hu-
manity. What is characteristic of this film is the fact that as an audience, we are
drawn to empathize with the alien, not antagonize it. The alien is never shown in
its true form (except the end), rather it is always presented in a woman’s form.
As an audience, this creates a tension and question for us: who is the other in
this context? Are the humans the others, or is it the woman (alien)? Here the film
seems to play on Levinas’ concept of “the face of the other” — the idea that when
confronted with the physical face of a being, we are called, maybe even ordered,
to be responsible, open and accepting of the other being, as Levinas states, the
face forbids us to kill (1974). “To kill” in this context can be understood not
only as a physical wish to kill the character, but a wish to antagonize, to distance
ourselves from the perceived threat to humans and humanity as a whole. Yet, the
position created in the film makes it tough for the audience to create a moral high-
ground over the plot, thus making the audience part of the plot’s dilemmas and
not just an observer. We are drawn to empathize with the alien, from a feminist
viewpoint — with the woman. By creating this complex context we are invited to
attend to the film from two viewpoints: that of the alien towards the humans, and
of the humans towards the alien.

First, let’s analyze this otherness from the viewpoint of the alien. The alien
positions itself in the position of “the predator,” or “the dominant being.” As
such, the film stars by creating a dichotomy of “me” and “us” from the view-
point of the alien. The alien, presented by a woman, has one goal in her mind:
harnessing humans (the others) for her personal benefits. The humans, with their
overdependence on sexuality and biological instincts provide an easy target for
the alien, which uses female sexuality to attract interested men. They, humans,
are not “beings” for her, rather they are beings which can be used as a means to an
end: personal benefit. This can very well be compared to general human attitudes
towards other worldly beings, and thus raises questions of morality and ethics,
raised also by posthumanists and ecocritics of modern society: is nature (animals
specifically) treated in an ethical manner? Or another important question which
can be highlighted by this dichotomy of relationships presented in the beginning
of the film is: is an anthropocentric view of the world a moral and ethically ac-
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ceptable viewpoint? For now, it is important to notice a dichotomy which is pre-
sented from the very beginning, by the stance of the alien towards the humans.
The humans are others from the alien’s viewpoint. They express ethical values
which are unknown and ungraspable for the alien as such, thus there appears a
deep disconnection between their worlds, highlighted very beautifully, in the sea
scene, where we can see the alien expressing her moral/ethical values, and also
humans expressing their own moral/ethical values. By choosing not to help the
drowning couple, by leaving the child to cry alone by the shore, the film shows
the deep disconnect between these two worlds. The alien doesn’t understand hu-
man values; thus she doesn’t have a moral compass which resembles a general
human one. This reflects a core situation presented in the first half of the film:
the alien hasn’t recognized the face of the other, in this instance, the face of the
human, she is shown as invincible towards it, thus it isn’t able to recognize traits
that we might define as “human” or “of beings” in their presence.

This reflection raises questions about our intra-human relations towards other-
ing politics. It raises questions on how modern societies tend to other-ize groups
of humans (but not only), be it on basis of gender, sexuality, race, ethnicity, politi-
cal partisanship, asking us to find our own position regarding these other-ings. It
also raises the question of what it means to notice the face of the other, and how
much of the process of noticing that face of the other is in our own ‘hands,’ or
how much in contrast depends on the position of the other, and how much of it
is a biological process. The film seems to suggest that a process like that cannot
be achieved without “putting ourselves in the shoes of the other,” without under-
standing what it means to be the other, expressed in the second half of the movie.
This will be expanded in the latter part of the paper.

Another philosophical and social theme which is often expressed through the
film, is the idea of “the gaze,” evidenced even by the first scene of the film: the
creation of an eye.The philosophical idea of the gaze, as the act of looking, ob-
serving or contemplating someone or something is widely discussed in modern
philosophy and cultural studies. For Sartre, the gaze is, firstly, a central aspect of
human subjectivity and self-awareness. It creates a sense of self, of a being that
is being experienced by the outside world, yet oftentimes objectified and turned
into a mere object, a collection of flesh. As he states: “But the Other is the indis-
pensable mediator between myself and me. I am ashamed of myself as I appear
to the Other. By the mere appearance of the Other, I am put in the position of
passing judgment on myself as on an object, for it is as an object that I appear to
the Other” (Sartre 1956: 222). Put into the context of the movie, we can notice
the physical act of gazing, looking, or noticing, from the very beginning of the
film; noticed on the stance that the alien takes towards humans, looking at them,
gazing them, hunting them, we can even suppose, for their flesh (as mentioned in
the book on which the film was based). This act of gazing is even more pronounced
in the last moments of the victims’ lives: falling into the dark abyss, they are con-
fronted with the look of the alien, the last gaze of the other, which gives them the
sense of self, which is then being lost while they come to their end. In this context
the gaze of the alien alienates the humans, it isolates them and, in a way, destroys
the humanity that they achieve from it.
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The concept of the gaze is perfectly expressed by the camera work. The visuals
often focus on the alien’s act of looking and gazing for her next prey. The gaze, acts
in this sense as an act of judgment and a tool of judgment, highlighting the weak-
ness of the others (humans in this case) by consciously looking at them as a means
to an end. By this process of gazing which becomes so evident through the figure
of the alien, we are asked to position ourselves morally in that context. How much
of our gazing is a process of judgment which leads to other-ing and disconnect
between people and groups? It clearly reflects a political struggle: of the powerful
— predator (alien) and the weak — prey (humans). This gaze of the alien thus is used
to express this differentiation even more, it highlights differences, and creates even
more of those, as acts of judgments often do.

Yet, the film plays on another modern and quite interesting perspective of the
gaze. Something, often called in feminist circles, the male gaze. As defined by Lau-
ra Mulvey, the concept of the male gaze has played an important role in our ideas
around films and culture in general. She argued, in her essay “Visual Pleasure and
Narrative Cinema” that mainstream cinema and films was built around a male, het-
erosexual perspective, which placed women as objects of male desires, as she says:

In a world ordered by sexual imbalance, pleasure in looking has been split between
active/male and passive/female. The determining male gaze projects its phantasy
on to the female figure which is styled accordingly. In their traditional exhibition-
ist role women are simultaneously looked at and displayed, with their appearance
coded for strong visual and erotic impact so that they can be said to connote to-be-
looked-at-ness. (Mulvey 1975: 11).

It is not hard to find examples of this behavior in public media, be it cinema or
music videos for example. Building on this concept of the male gaze, the film gives
anew perspective, here we do not see the male gaze, but we witness the female gaze.
The positions of active and passive have been reversed, challenging the normal and
ever-present existence of the male gaze in world culture, creating thus a reversing
of roles which highlights feminist calls to reverse and challenge patriarchal struc-
tures, of which the male gaze is a part. This female gaze shown in the movie gives
“power” to the woman, yet it also creates a new problem: by expressing the female
position through the creature of a monster, alien in this case, which has negative
tendencies towards humanity, we can start to question the effects of this reversing
of roles: doesn’t this express right-wing and conservative positions that a changing
of traditional social norms is an idea pushed by “female predators”? Doesn’t this
concept play into the idea of conservative thinkers that feminists and “femi-nazis”
as they are often named, wish to completely overpower males? Yet, counterarguing
this position, looking deeper into the context of this reversal of roles, we can try
to understand the alien not just as an expression of female desires, but contrary, it
can be used to express already established positions of male-dominated societies
and traditions, in which, contrary to what the literal scenes of the films show, it is
the power-rulers (males) which behave in the way the alien signals (since the alien
can be used to express dominant structures in this situation), it is often argued that
male power-structures are those that try, have tried, and often in history managed,
to dominate, overpower, neglect and repress female presence in culture and society.
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Thus, this concept presented by the film can be used to express a more nuanced
and present tendency of power struggles: general other-ing and objectification of
less powerful structures by dominant structures, expressed not only through the
male-female dichotomy, but also racial, social, class and ethnic lines.

This discussion of power relations can be used to express one of the most im-
portant themes of the film: the struggle between dominant and “lesser” structures.
Thus, we can notice how through the perspective of the alien the film expresses ten-
sions in the relations of others. The alien, as a figure, is the mechanism which high-
lights the expressed dichotomizations of our world, of our societies and cultures.
We can notice that the figure of the alien is a break from the typical, a break of the
traditional conservative and social values often expressed in dominant structures of
already-established societies, and by expressing this break, by showing the totality
of the human race as the other, the film highlights the often-present mechanisms
of other-ingused to divide human beings into politicized “us” — “them” pairs, often
misused for power benefits, hegemonic rule, or economic profit, meanwhile ostra-
cizing less present and powerful groups and cultures.

3 The (dis)connection between others

Yet, the narrative arc through which the figure of the alien passes during the
second part of the film is of great importance to the messages and themes that
the film elicits. The alien experiences a mental transformation, expressed as
a transition specifically in some scenes of the movie. The first of these events
is expressed through the appearance of empathy and sorrow towards humans,
breaking the until-then established relation between predator and prey. This sec-
ond part of the film seems to indicate a tendency towards an idea expressed by
Hannah Arendt as world-building. By participating in social interactions, by ac-
cepting the other as part of one’s experience, we become part of collective and
individual world-building. As Rosine Kelz summarizes: “Finally, it is up to those
who remain on the sidelines to establish, by judging and narrating, the actor’s
identity. Arendt asserts that the reality of the political realm has a narrative char-
acter” (Kelz 2016: 28). This position very clearly represents the ways in which
the alien begins being part of the human world and in return participating in her
own world-creating (a process of establishing connections and relations with the
world and herself), a process which will be affected by relationships between her
and humans present in that world. This participation in the human world, and in
return, the start of her own world-creating begins to happen during the second
part of the film, when the alien lures into her van a man with a deformed face,
played by the actor Adam Pearson. This character clearly expresses other-ing:
by being so different physically, he has been deprived of acceptance by conven-
tional social, sexual, and human norms; he has become an other. One would not
be entirely wrong in association him with another expression of the subaltern.
“The subaltern cannot speak,” says Gayatri Chakravorty Spivak, and truly, this
character cannot speak; he is eliminated from general society by the existence of
a feature (his face deformity) that is not of his or anyone’s choosing, as are race,
caste or ethnicity (Spivak 1994: 104). Faced with this representation of ostraci-



92 Tlir Saliu

zation the alien faces another example of other-ing: the other (character played
by Adam Pearson to humans) ostracized by the others (humans to the alien).
This confrontation seemingly has a psychological effect on the alien, making her
question her own relation to humans. It is of great effect that a character with a
deformed face is the force that pushes the alien towards noticing of the face of
the other — the power to notice other entities as unique and irreducible identities,
not only as objects or means to an end. This confrontation with the concept of the
face of the other is the moral turning-point for the alien, aligning her moral com-
pass to a more “humane” one. This turning-point is also interestingly expressed
by the fact that she decides to not kill the character played by Adam Pearson,
rather accepting his existence as an independent entity. This throws us back to
one of the main concepts expressed by Levinas and the face — as a call, to, first of
all, not kill, yet also calling her to respond to his humanity and especially, vulner-
ability. Yet another cinematic moment which expresses this reevaluation of the
alien’s moral stance is expressed by the contact she has with her own face after
releasing the character played by Adam Pearson. By gazing herself'the alien goes
through processes of moral perfectionism as expressed by Stanley Cavell. Kelz
defines Cavell’s moral perfectionism as follows:

Cavell’s perfectionist ethics... is part of a tradition of moral philosophy where eth-
ics is defined as a reflexive turn towards the self. Two ways of assuming moral
responsibility come into play here: First, the individual becomes a moral subject
by assuming responsibility for her actions... Second, ethical responsibility, in the
perfectionist sense, implies that the individual takes responsibility for who she is
and could become. (Kelz 2016: 83).

Yet Cavell does stress that this process of concern over the self, nevertheless
unfolds itself in its engagement with others (ibid). One could argue that by exam-
ining herself in the mirror, the alien goes through the process of self-examination
and self-criticism per Cavell’s ideas, re-evaluating her moral stance in the world by
positioning it with regard to the presence of others which have their own identity
and right-to-life, and conflicting it with her own ethical stance and position. It is
through this self-examination, even in a literal sense, that the alien can notice that
she is ‘more human’ than she would think, even in a physical, bodily sense. This
discovery now plays an important role in the direction that her moral stance takes:
she starts to see herself as part of the others, she has already become one of them in
a physical form, now being transformed even morally.

Analyzed from a different angle, this process of becoming human shares simi-
larities to Judith Butler’s ideas of performativity regarding gender, identities, and
through this film, species. By using the idea expressed by Butler that “identity is
performatively constituted by the very ‘expressions’ that are said to be its results”
we can get a new understanding towards the figure of the alien in the film (But-
ler 1990: 25). One could argue that this process of humanization, of “changing
of identities,” could be a process forced by species-related norms (cultural and
social forces), of which the alien is now a part of, especially by physically be-
coming a human. By recognizing the face of the other and as a result becoming
part of their world, she is now part of a social construct of humanization which
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relates to every human: she becomes part of the humanizing machine. It would
be interesting to delve deeper into the psychological aspects that could influence
this transition, yet the film pushes us towards an understanding that this process
of humanization is something which the alien wishes for and enjoys. Here, per-
formative identity is in action: by wanting to hecome human, the alien acts as a
human, during the second part of the film. She tries to eat as a human would, tries
to have sex as a human, tries to experience human feelings, yet she mostly fails at
these tasks. She spits back the cake that she tries to eat, she isn’t able to have sex
since she doesn’t have human reproductive organs and in return, she gives up on
trying to experience the human feeling of love.

These situations are interesting in the way that they position the concept of
performative identity. Does the alien fail at being human because of her biological
difference (even though it is similarities in biological appearance which appear
to push her towards humanization)? Could this be understood as a criticism of
performative ideas as outside-of-biology? One could argue that by creating a per-
formative identity from the very beginning of the film, the alien putting itself in a
woman’s body and acting as a woman in a social context, and then later on trying
to accept this identity but failing to be part of humanity by her biological differ-
ences, the film could suggest a more traditional viewpoint on the topic of identity
construction, emphasizing the importance of biological construct in identity con-
struction. Isn’t the effort to become part of that human structure an expression of
the power hegemonic structures have on individual identities, and by accepting this
pressure, and actually wanting to actively participate in them, show the alien to be
the opposite of an independent entity?

Yet, alternatively, this situation presented in the film, could raise other ques-
tions on the importance of biological construct in the construction of identities.
Does the inability to have sex and eat as a human deprive someone from the right
to be human? The concept of biological identification plays an important role in
the latter part of the film. This can be seen during the second encounter the alien
has with herself, when she gazes at herself now by literally and metaphorically
“shedding light” on her biological situation: the scene after she fails to have sex
with a human and is examining her genital organs. This moment becomes a scene
of another realization: she cannot be human fo others since she isn’t really bio-
logically human. This could be understood to represent a stance of defeat to the
impossibility of becoming something due to biological limitations, yet it could
also be understood as the ostracization of someone we do not count as someone,
something similar to the character played by Adam Pearson. We will return to
this matter in the next chapter, but it is important to notice similarities between
non-acceptance regarding gender or identity in our own societies, and the non-ac-
ceptance of the alien, thus being seen even as a critique of hegemonic powers
and structures of mentalities. We can see that this second part of the film has an
important role in exploring themes of identity, morality, acceptance, conformity
and alterity. It tackles big questions of the importance of systems and practices
of cultures, the way we connect and/or disconnect from others, and troubles that
rise from the tensions between these stances, even in our own way of identifying
with ourself and the world.
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4 The alien as “the other”

As mentioned previously, the film could also be interpreted from the position of
the human as the hegemonic structure which sees the alien as the other. First, let’s
analyze the figure of the alien as an expression of womanhood and women’s pres-
ence. The woman seems to play on the general patriarchal tendency of the male
gaze: she is an attractive young woman, seemingly open to sexual relationship, and
quickly becomes other-ized in the eyes of the males. It is quite of interest to note
here that almost all of the scenes where the woman communicates with men in the
streets of Glasgow have been filmed with a hidden camera, and their reactions are
as true as they can get. Keeping this in mind the film manages to break an important
barrier which often doesn’t allow people to feel the effects of art in “real” life: the
scenes are a representation of reality, not of a reality imagined by the director, thus
it speaks even more strongly on the presence of male tendencies to objectify the
female. It is in this context that we witness the other-ing that happens from humans,
specifically males, and which in turn ties to the tendency of expressing the male
gaze explained beforehand: they experience the woman (alien) as an object through
which they could possibly fulfill their sexual desires and fantasies. This tendency
could point to something which ties to the character played by Adam Pearson. He,
being ostracized by general human society, being deprived of sensual and sexual
contact in his human life (expressed clearly by his inability to communicate with
others), might represent the act not of sexualizing and objectifying the woman (al-
ien), but of finally having the ability to have a humane connection with someone.
It might be the case, then, that this vulnerability and weakness expressed by Adam
Pearson’s character, this expression of moral and deeply Aumane values is the force
that pushes the alien towards “humanization.” Or yet, it could be understood as
a moment of connection or empathy between two entities which have been oth-
er-ized by the same structure: humans.

It is not by coincidence that the woman is only shown naked in two instances
during the film, even though she has numerous sexual contacts: the first, when she
lures Adam Pearson’s character in her house, and the second time, in the house with
the man she tries to have “real,” “human,” sex. In both cases this signifies vulnera-
bility shown on the part of the alien, in the first case, as explained beforehand, she
is changed from the encounter she had with Adam Pearson’s character, and on the
second instance, she is showing vulnerability in a “human” manner as an attempt
to become human. These scenes express changes in her attitude, yet they also ex-
press attempts at connection between two entities that would otherwise be others to
each-other. And the second instance could yet be used as an example of a difference
in attitudes towards others when analyzed from a male-female perspective in a pa-
triarchal society. In this case the man doesn’t just see her as a means of achieving
his sexual desires, as an object of pleasure, but rather as an identity to be respected
— expressing another possibility of humans to coexist, also expressing another idea,
that of vulnerability and the existence of humanhood only when we see each-other
in a respectable manner.

But this seemingly idyllic scene is quickly halted by the “realization” that she
can’t be human, thus deciding to leave the house and visiting a cabin, meeting a
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logger during the way. It is through this logger that we as an audience are again
thrown into a position of other-ing. She falls asleep and wakes up with the logger
touching her sexually, thus she attempts to escape. In this scene we again witness
a change of attitudes in the film: the gaze, once deployed and used by the woman
(alien) now returns to the man (logger), again it returns to its contemporary holder
in our societies, she has become “prey” and man has become predator. This could
easily be understood to represent rape and harassment culture present throughout
cultures, now coming as a shock to the alien, which had until now not experienced
such an attitude towards her. She has blatantly been other-ed, though not as an al-
ien, but as a woman. This situation could be interpreted as a strong commentary on
crimes, rape, harassment, and general disrespect shown towards females: she has
become the object of a powerful structure which blatantly and repeatedly mistreats
members of her gender.

But it is interesting to note the ending scene of the film: the woman trying to
escape is tackled by the logger. As she tries to escape from his grip, he rips her
skin, showing to us and the logger her true alien form. The logger then kills the
alien, lighting her on fire. Yet again we notice a shift in attitude towards her: from
an object of desire and sexual gratification, the alien becomes an object of fear and
disgust — now she expresses the fear of the other. We could argue that this scene
highlights a tendency of humans to other-ize and judge others strictly by their ap-
pearance. This holds valuable importance when put into a racial and ethnic context,
possibly connecting it with attitudes towards immigrants and people of different
races which oftentimes we are quick to judge without knowing them in a “human”
level. This attitude is especially present in western right-wing medias which are
having a great presence in social media with the rise of popular figures such as
Donald Trump, Ben Shapiro, Andrew Tate and Jordan B. Peterson. Highlighting
and blaming immigrants for societal and economic problem has become the norm
in numerous political and social circles and it is of interest to note that one often
used term to refer to immigrants is aliens. By expressing this fear towards appear-
ances the film pushes us to consider our own individual and social stances towards
the acceptance of others and their right to the opportunity of living a more fulfilling
life. Thus, by the end of the film not only has the process of other-ing and gazing
been reversed, and returned to their contemporarily established positions, but these
reversals also push us to explore the depths and layers of other-ization that we ex-
press and experience in society and culture, since the alien is not only other-ized as
a woman, but as another identity or being entirely. This expression of the politics of
otherness fits with the general purpose of these politics: to maintain and establish
already-existing structure. By being other-ed as a woman and as an alien, the alien
is excluded from the moral responsibility of the man (logger), arguably represent-
ing the dominating structure of modern (but not only) societies. Being gazed as an
other from different aspects, the alien represents layers of otherness which feed
from one-another to create a mosaic of hatred and disgust, but also of rebellion and
resistance, to the man.

Another process which happens in the last part of the film is a process of change
and realization, as she “sheds her skin,” holding her human face on her hands, un-
derstanding again that under the skin, she is still an alien. Again, as in the mirror
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scene, she witnesses “her” face, but not as herself, not as part of that performance,
but as an outsider. It is not random that the name of the film is “Under the Skin”.
As an idiom in the English language, it is used to mean “in reality, as opposed to
superficial appearances,” suggesting again that, this could be a criticism of per-
formative identities as suggested by Butler, since “in reality” as much as the alien
wants to be human, she cannot ever be one. Yet again though, the question of who
judges whether she can become human arises, and what does it mean for someone
or something to become human? — is it the appearance, or behavior? Explored from
this angle, we can come to something of a conclusion that the alien, even though
not able to “fully” live as a human, identifies as such in the end. This psychological
change can even be understood by the shocked and sorrowful expression implied
by her when she sees her human skin dismantled on her hands: she wanted to be a
human, yet in the end, she wouldn’t be accepted as such.

By showing the audience two expressions of otherness — one towards humans
and the other towards the alien — the film nevertheless explores themes and topics
of the same kind: isolation, ostracization, judgment, objectification and other-ing
present throughout societies and cultures. The film raises questions of identity, how
we create them, how we place them in different worlds created by different identi-
ties, how we connect and disconnect from these others, and how we are influenced
by the process of being other-ed. It raises questions of morality, acceptance, com-
munication and openness, expressing vulnerability as a means of identity and world
creation. It highlights self-examination and self-criticism, it highlights questions of
what it means to be oneself, what it means to be stepped on and alienated, bringing
to the forefront topics and problems very much present in today’s societies and
politics.

By expressing these themes and ideas, and by often creating dichotomies of “us”
and “them” the film manages to put the audience in the middle of a juxtaposition.
Where do we find ourselves in the relations that are expressed by the alien and its
adventure in the human world? We are pushed to dislike the alien for its inhumane
behavior, yet at the end we feel sympathy for it. But is that a fair moral judgment
from our part? Do we like her in the end just because she behaves in accordance to
our own “human moral compass” and does this call to something related to moral
relativism? How can we judge the morality of another species? These are all ques-
tions raised if we try to distance our idea of morality from an anthropocentric point-
of-view, and these are question which also have a deep philosophical importance
to modern society.

5 The shift towards understanding

Now, having analyzed the ways in which the film represents the above-mentioned
themes, during this chapter I will try to expand on ideas that try to give solutions or
viewpoints regarding these themes, and how can these ideas expressed in this film
be tackled in our modern society. By exploring these themes and by using ideas
from different contemporary thinkers the film manages to push us towards attitude
of more openness and acceptance in society. When Simone de Beauvoir says “oth-
erness is a fundamental category of human thought ” she seems to hint at a funda-
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mental truth of the human condition: we are a species that divide and other-ize (de
Beauvoir 1953: 16). It might well be this tendency to divide and categorize others
that has helped us survive and develop as a species to this stage. It has allowed us
to differentiate friend from foe in prehistoric times, it has allowed us, at the same
time, to create a sense of identity and what it means to be / in a world full of other
I-s. Yet, as much as this process of other-ing can be seen as a natural process, it is
nevertheless not neutral. The times of prehistoric anxiousness over survival have
passed, and now, especially Western societies, find themselves expressing different
nuances of this non-neutrality. This process of other-ing is the same process that
creates enemies and targets even in our own species.

Let’s analyze this process, first in our country, and then try to find examples of it
from all around the world, in the meantime noticing implications it may have on our
societies. The Republic of North Macedonia is a multi-ethnic country, including in
it, majority Macedonians, a significant minority of Albanians, and smaller, yet also
quite present, minorities of Serbs, Bosnians, Turks and Roma populations. Being
comprised of such varying people and cultures, and being quite far from the general
idea of a nation-state, North Macedonia has historically been a breeding ground of
ethnic and multicultural collaboration, yet also of tension and conflict. It is not at
all rare to witness purposefully provocative mentions of ethnic background in news
and articles about criminal happenings or fits of violence in the style of “Albanian
man...” or “Two Macedonians...”But this phenomenon is not something pushed
only by medias and blogs, it is a purposeful play on general nationalistic and ethnic
tensions and feelings bred through years of other-ing nationalities and ethnicities.
It is not just a push towards other-ing, it is also a phenomenon created by it. This
phenomenon is not something typical only to North Macedonia, it can be found
in every country where different cultures or ethnicities co-live. We might be more
familiar with racial separation in the US, yet nuances of other-ing can be also found
in Africa (between tribes and ethnicities), in India (from the caste system), and in
pretty much every part of the world. This again shows to prove De Beauvoir’s point
that this process of other-ing is a fundamental category of human thought. Yet some
questions which arise from these situations, expressed so sharply by the film, are:
should it be overcome, can it be overcome, and how do we go about this process?

Should other-ing be a process that we resist? If we use the viewpoint of The
Golden Rule: “Do unto others as you would have them do unto you”—an idea pres-
ent in every Abrahamic religion, religious ideas of the East such as Buddhism and
even Confucianism, yet also echoed in Kant and other philosophers of the Western
tradition—then yes we should! Being such a widespread idea, present in independ-
ent cultures and schools of thought, one would not be wrong in believing that this
idea has a deep significance in the way that humans need to see the world and so-
ciety. Seen as an echo of acceptance towards the other, this quote also reminds of
the importance that the collective efforts of humanity have had in building societies
and cultures. It is only through cooperation and acceptance of each other that we
truly become human, otherwise nothing greaft that has come from the human world
would have been possible. From this perspective, we can easily answer the first
question: Yes, we need to learn to overcome this process of other-ing those that we
perceive as different from us and our culture/tradition.



98 Tlir Saliu

But can this be done? I believe history is full of cases when cooperation, accept-
ance and openness to others has been achieved and has resulted in new attitudes. |
would argue that one of those examples is the United States of America. Yes, this
country has deep-rooted notions of racism and otherness connected with it, but the
idea of the existence of the U.S. from a European point-of-view is quite fascinating.
Settlers, coming from totally different national and ethnic backgrounds get togeth-
er to create a new country which encompasses all of them under the same name
of American. This in itself is even more fascinating when connected with gener-
al attitudes of otherness present historically in Europe regarding its nationalities:
one shouldn’t forget the enormously long wars and battles, genocides and killings,
that have happened in the European continent, and yet, those ‘life-long’ enemies
got together to create a new identity, that of American. This argument shouldn’t
be seen as a justification of racist and imperialist tendencies (ways of other-ing)
expressed by the U.S. throughout history, but it is quite an astonishing moment of
overcoming one aspect of other-ing. One other example that comes to mind is that
of Switzerland, a state made up of mainly four different nationalities and cultures,
yet which coexist under the same state and institutional power which has overcome
this process of other-ing in some respects. I wouldn’t know if this is a sentiment
expressed by the general population there, yet the institutional powers do express
this openness and acceptance of others as an important part of its existence. These
are just two examples out of a lot of times when, at least, aspects of other-ing have
been overcome by a society or institutions, and these examples could be used to ex-
press the possibility that these changes can actually happen, and in result, produce
societies which create rich cultures, economies and freedoms.

And how do we go about undoing this process of other-ing in our societies?
This is one of the most important and complex questions regarding modern socie-
ties. And if we establish that otherness is one of the fundamental categories of the
human thought, it is a process that would probably require deep rethinking on how
we view the world, others and ourselves. One rather interesting and quite possible
way of looking on how to treat this problematic process of othering, might be the
idea expressed by Donna Haraway in her 1985 essay titled A Cyborg Manifesto. By
proposing the idea of a cyborg, which knows no biological connection, and which
is independent of traditional (especially Western) schools of thought and action,
such as patriarchy, colonialism, essentialism and naturalism, this cyborg society
could escape traditional and problematic forms of taxonomies, which is another
way of expressing the idea of other-ing. So, male/female, culture/nature, civilized/
primitive etc. shall make no more sense in a society which has disconnected its base
from the human tradition. In this sense, a connection with machines, the creation
of a new form of “Frankenstein’s monster” though which is not connected to a
specific creator as he is, would bring the possibility of blurring of boundaries and
differences between categories of others. Analyzing this idea, I would add that even
though this concept is a viable one, maybe one which is closer than we think (we
need not look far for such great technological developments that are happening as
of late all around the world), yet, a serious problem arises: if this cyborgism takes
its literal form of real creation of “a new species,” and goes hand-in-hand with the
general tendency of hegemonic powers to maintain that power and make it inac-
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cessible to the general population, this could potentially lead to a society where the
already-established elites (rich people, influential figures of politics and society,
etc.) use this technology and privy it from less privileged groups to maintain their
supremacy. It is reasonable to think that these kinds of developments in technology
would not be restricted only to bio-technological spheres, but be used to influence
political and social structures, creating a dystopian future where the few control
these technologies and use them inside their own circles, while the mass continues
its existence under this influence. Thus, a change of this nature, I propose, would
need to be connected with a general world-wide change in attitudes towards these
technologies, not appropriated for the few, but available to all, in a regulated and
safe manner.

But, it is quite possible that these kind of technologies and developments will
never be achieved, or at least for a long period of time. What in this case? I propose,
that the fastest and most direct way to tackle this problem would be a change of
perspective of human societies. Post-humanists and eco-critics have long wondered
over the nature of our anthropocentric view over the world. Yet to achieve a total
all-centric view on life and world, we need to be able to escape individual and
group-centric viewpoints. It is a development away from the us-centric that could
allow us to achieve a/l-centrism. In my viewpoint this would encompass firstly, a
shift towards empathetic and self-critical viewpoints, as expressed by Cavell, but
also Butler and Arendt. It is only through a tendency towards understanding and
acceptance, by following the Golden Rule, by being able to put ourselves in the
place of the other, that the first base of a shift towards an a//-centric viewpoint will
be available — I propose that as a step towards this acceptance can be the inclusion
and practice of ethical subjects in schools from a very young age. Next, general
human societies need to create a system of checks and balances with regard to
institutional and cultural integration, a system to educate on, yet shun other-ingas
a means of functioning in a public sphere. And more radically, I would propose
a shift away from national identification, towards human identification. This last
step would encompass, most importantly, the loss and disappearance of ethnic and
different languages, to be replaced by one human language, a language similar to
Esperanto, or whatever form it may take, since it is language, our means of commu-
nication and miscommunication that often disallows us from having a human and
empathic contact. This in return could allow for a general creation and acceptance
of new forms of culture and society, new forms of ideas and thoughts, which could
create a connected and accepting world-society.

But, as utopian (or dystopian) as this proposition may be, we are far from this
situation. We need action now, and that action needs to take the form of more public
presence of liberal intellectuals in media and society in large. It needs to take the
form of education on the values of acceptance, cooperation and mutual-respect. It
needs to take the form of distancing from other-ing activities and provocations,
and we need to remind ourselves more often that behind all the different languages,
cultures, rituals, traditions and beliefs, in the end, we are all, all too human.
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Typckure TeNeBU3UCKHM CEPUM OCTBapWja 3HAaUYMTENIHA TpaHchopmalyja U ru
HaaMuHaa reorpadcekute rpanuny Ha Peryonmuka Typuuja. OBoj KynTypeH ¢e-
HOMEH T'0 TIPOIIUPH CBOjOT aocer 10 Pemy6inka CeBepHa MakeqoHHja U CTEKHA
OrpOMHa IoMyNIapHocT. Bo HacTojyBameTo 1a ce 00jacHaT KapaKTepPUCTHKHUTE Ha
(heHOMEHOT, BO OBOj TPy, IIPEKy CIIpOBE/IeHaTa aHKeTa MEl'y CPETHOITKONIINTE,
ce aHAJIM3MpaaT CTaBOBHTE Ha MJIaJaTa TeHepanuja U ce MICHTH(HKyBaar I0-
TEHIMjaJHUTE MPUIOOMBKY M MPEAU3BHIIM ILITO MPOU3JICTYBaaT O/ KyJATypHATa
pa3Mena. OBa HCTpaxyBambe UMa LeJI Ja TU COIVIe/la IOBEKEeCIOJHUTE TUMECH3UH
Ha BJIMjaHUETO HA TYPCKUTE TENCBU3UCKU CEPUH, KAKO HUBHATA MOMYJIAPHOCT,
TaKa ¥ HUBHOTO BJIMjaHHE BP3 YCBOjYBAaHETO HA TYPCKHOT jasuK. Pesynrarute
OJ1 aHKeTaTa OBO3MOXKYBaaT CO3HaHMja 3a yJjorara LITO ja IMaaT TypPCKHTE TeJe-
BU3HCKH CEpPUH BO OOJIMKYBAmETO HA NPOGHIOT Ha JIMYHOCTA U 32 OIHOCOT HA
MIIaJara HoIyJjlalyja KOH COBpeMeHaTa KyaTypa.

Kiyunu 360poBH: cOBpeMeHa KyNTypa, TeJIEBU3UCKU CEPUH, MITaan, mpodut Ha
JUYHOCTA, ja3uK
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Turkish television series have achieved a significant transformation and tran-
scended the geographical boundaries of the Republic of Tiirkiye. This cultur-
al phenomenon extended its reach to the Republic of North Macedonia and
achieved immense popularity. To explain the features of the phenomenon, this
paper analyses the attitudes of high school students via a survey, as well as iden-
tifies the potential benefits and challenges arising from such cultural exchange.
It also aims to analyse the multifaceted dimensions of the influence of Turkish
television series, their popularity, and their influence in language acquisition.
The results provide insights into the role played by Turkish television series in
shaping the personality profile and attitude towards contemporary culture among
young people.
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1 BoBen,

Bo crarmjara, npumapHo, OKYCOT € CTaBeH BpP3 HCTPAXKYBAHETO HA OCHOBHHUTE
NPUHLUIN U KITyYHUTE KOHIENTH KOU TO MOTKPEIyBaaT MPOydyBambeTO Ha COBpE-
MeHara Kynrtypa. [Ipeky KOopucTemeTo Ha pa3jiMYHHUTE TEOPUCKH PAMKH M Iepc-
MEKTHBH, OBaa CTyJIWja ce OOHMIyBa Jia TO pa3jacHH 3HAYCHETO HA COBpEMeHAra
KyJTypa BO OOJIMKYBamETO Ha OMIITECTBATA U OCAUHIUTE BO COBPEMEHHOT CBET.

Crynujara BO TECOPUCKHOT JIeJ O/ aHAJIM3aTa ce MOTIHPa Ha HHTEPAUCIUILIIHA-
PCH KyJITYPOJIOIIKY MPUCTAIl HAa IPOYYyBamke KOj MMa I1eJT JIa BOCIIOCTAaBU I[BPCTA
OCHOBA 33 aHAJIN3a Ha BJIMjaHUETO HA TYPCKUTE TEICBU3UCKU CEPUH BP3 MIIAJIHUTE.
Bo HaTaMOIHUOT TEK, TPYJAOT M UCTPAXKYBA MPUIHHUTE 33 BAKBATA MOMYIAPHOCT
W TO aHaJM3Kpa BIMjaHUETO HA OBHE CEPUH BP3 CTABOBHUTE, OJHECYBamara u Kyi-
TypHHUTE npedepeHinu Ha miiaante Bo Penyonuka CeBepHa Makenonuja. 3aBpii-
HHOT JIeJI O]l HCTPa)KyBamhEeTO BKITydyBa aHKETEH MPAIIATHUK 33 CPSIHOIIKOJIIINTE,
MIPUIITO COOPaHUTE OATOBOPH CE aHAJIM3HPAHH CO 11T Jia ce UICHTH(UKYBaaT Mo-
JeMTe, TPEHIOBUTE U KOpEJIaluuTe MTO 00e30eayBaar BpeHH YBUIM 3a BIIUja-
Hueto Ha oBue TB-cepun. Co koMOMHUpame Ha TEOPUCKO NMPOyUyBambe, EMITUPU-
CKO HCcTpaxKyBame Bo Peryonuka CeBepHa MakeoHHja U aHATM3a Ha TIOIaTOIIMTE
07l aHKETHHUTE MpallalHUIY, OBaa CTyluja ce o0uayBa Aa To OTKpUe MOBEKecoj-
HOTO BJIMjaHUE HA TYPCKHUTE CEPHH BP3 KYJITYPHHUTE MEPCIICKTUBU M HJCHTUTETOT
Ha MJIajiaTa myOIuKa.

2 Teopuja Ha MacOBHaTa KyITypa

Henec, couyjaqHUTe MEAUYMH KOU OeJieKaT M3BECHO NPEIUMCTBO BO OJHOC Ha
TpaJULMOHATHUTE aJaTKH 32 KOMyHHKaIja, Op30 ro TpancopmMupaar cekojJHeB-
HUOT XMBOT U KyITypHHOT TipocTop. CorpjanHuTe MEANyMH, Kako HOoBa (hopma Ha
MoIyJIapHaTa KyJITypa Ha JBaeCeT U IPBUOT BEK, HECOMHEHO CE BO CBETOT HAjIIOITy-
JapHara akTUBHOCT BO CIIOOOAHOTO BpeMe. BiydyBajku Jiyfe o] CUTE BO3pacTH,
COLIMjaJTHUTE MEIUYMH CTaHaa CPeIUHM BO KOM CE CO3[aBaaT W IIUPAT MPOHU3BO-
JUTE Ha MOoMyJapHara KyiTypa. Mako nojaByBameTo Ha MOIyIapHaTa KyaTypa Ja-
THpa OIl aHTHYKO BpeMe, Taa cTaHa (heHOMEH Koj JoOMBa Ha 3HAYCHE 0COOEHO CO
TEXHOJIOIIKKOT pa3Boj. On apyra cTpaHa, HE MOXKE Jla c€ HEerupa yiorara Ha Ma-
COBHUTE MEJUYMH BO ()OPMHUPAKHETO U MPEHOCOT Ha MPOHM3BOAM O]l MOIyJapHara
kyarypa. Ocobeno no 2000-tute, counjalHUTe MEIUYMH, KOU MHOTY Op30 cTaHaa
JIeT Ol CEKOjTHEBHHUOT JKMBOT, C€ BOCTAHOBHja BO Ba)XCH (PaKTOp BO JKUBOTOT Ha
MWINOHH JIyf€ CO pa3jIWYHO HUBO Ha 00pa3oBaHHE, CTaTycC, NPUXOH, CBETOINIE,
Bo3pacT u noi. [Tokpaj Toa, Taa momynapHa KyaTypa A00u coljainHa, KylITypHa 1
nHIycTprcka Gopma. HamecTo na Oume TeXHOIOMIKA aiaTka, Taa CTaHa ,,HajIoITy-
JlapHara aAMUHUCTPAaTUBHA ajlaTKa 3a KOMyHHKallKja Koja ro HOCH, TOKaXyBa, Ipe-
3€HTHpA, OIIEHyBa U BEJINYH OHA IITO € MOMYJIapHO U IITO caka jJa Ouje mormynap-
HO BO CEKOjIHEBHUOT XKHMBOT U € HEIITO LITO KOHLU3HO 'O COUMHYBA UJCHTUTETOT
Ha nomynapaocta™ (Erdogan 2004: 15). IlonynapHara uiy T.H. MacOBHa KyATypa
II0JIECHO HABJIETYBAa BO OMNIUTECTBEHOTO TEJIO NMPEKY COLMjaJHUTE MPEXHU U Ha TOj
Ha4YMH BJIMjae BP3 HACTAHUTE, COLMjaTHUTE yCJIOBU, CMHCIATa HA KUBOTOT U BP3
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OOJTMKYBam-ETO HAa HOBHUTE KMBOTHU CTHJIOBH. J{eHec, TaMy KaJie IITO COLMjaTHUTE
MEIUYMHU CTaHaa HEM30€XHU U HE3aMEHJIMBH 3a Jyl€TO, KOPUCHUIIMTE Ha OBHE
aJIaTKH Ol CUTE BO3PACTH UTpaaT BajkHa yJIOra BO CO3JaBa-ETO M MPEHECYBABHETO
Ha TOMyJapHara KyJITypa ¥ Kako MPOHM3BOAWUTENM M Kako IOTPOIIYBayM Ha
Pa3HOBUAHU COIPKUHH.

Menuymure, KOpUCTEjKH TH 0OpacuTe Ha TpaauIHjaTa, ja MpOU3BeIyBaar co-
BpeMeHara Kyirypa. Kako mrto Harnacysa n Bunmjamc, kyntypara e ceondarexn
TEPMHH IITO ja TOKPUBA PAa3HOBUIHOCTA HA OHOCUTE, BKIIYUUTEITHO U TEICBU3HUC-
kara uaIycTpruja (Raymond 2011: 19). 3a Taa men, HOBHOT MOPEIOK CE CO3/1aBa U
ce MIUPHU 0COOCHO MPEKY MACOBHUTE MEAMYMHU BO KOM JIyI'€TO MMaaT MOXKHOCT J1a
r0 PEMHTEPIPETUPaaT MUHATOTO, Ja ja OI[CHAT CEeralrHoCTa U Jia IMeKyIupaar 3a
naanHaata (Giiloglu 2012: 86).

Hcto Taka, TeneBU3NCKUTE MPOTPaMH KOM CE COCTaBEH JIENI O]l COBpeMEHaTa
KyJATypa, COAP>KaT BU3YEJIHU €JIEMEHTH KOU M Ce IPeTCTaByBaaT Ha IyOiukara, u
MIPUTOA ce BPLIM NPEeHOC Ha mopakata. MiMeHo, mpu nepuenuyjara Ha OHa IITO €
MIPETCTABEHO CO BU3YEJTHU €JICMEHTH, KOJMPAHNUTE TIOPAKH BO COJP)KMHATA CTUTHY-
Baar u 10 npumaresor. OBaa MHTEpaKIMja MOXE Jla Urpa pelaBayka yjaora Bp3
MOIIeJUTE Ha MOESIUHINTE BO OAHOC Ha pabOTUTE CO KOM ce cpekaBaar. Xoi ro
HCKa)KyBa MHCICHETO JIeKa TEJIEBU3UCKUTE NPOrpPaMU CE PEJaTUBHO OTBOPEHU
TEKCTOBH, CIIOCOOHHM J1a C€ YNTaaT Ha pa3jIMYHMA HAYMHU OJ pa3inuyHu nyre. Taka,
MpaKTUKaTa Ha TIIe/Iaibe TEIeBU3Hja ce OIpeieyBa Kako Mpoliec Ha IIperoBapame,
IITO MPETCTaByBa TUCKYP3UBEH KOH(MIHUKT oMery riemaqoT u Texcrot (Hall 2003:
400). 3ropa Ha TOa, BepojaTHOCTA 3a NnpHUdaKkame Ha PUKIMjaTa KAKO MOICI/TIPH-
Mep KOj HOAOIIHA MOXKe 1a Ouzie MPAKTUKYBAH OJ] CTpaHa Ha INIEAauuTe, ja 3roIeMy-
Ba HUBHATa BaKHOCT.

Mosxe na ce Kake AeKa MOAEIMPAameTOo WIM HACHTH(UKaLuUjata € eIeH OJ
HAjKOPUCTEHUTE METOIM 32 Yuewe. BeylHoCT, Ha 0BOj HaYMH, YUCHETO Ha IIea-
YHTE Ce OJIBUBA MTPEKY MOJICTMPahe Ha COCTOjOUTE, CTABOBUTE M OJIHECYBAhaTa Ha
JIMKOBHUTE IIITO C€ cpekaBaar Bo TeneBu3uckute cepun (Diken, Laustsen 2010: 28).
Kako pesynrar Ha Toa, Iiejaq4nTe MOXKaT Ja TH KOPUCTAT BO CEKOjTHEBHUOT KUBOT
300pOBUTE IUTO I'M MCKAXyBaaT OBHE JIMKOBH, Ja TO MIMUTHPAaT HUBHUOT CTHJI Ha
00JIeKyBame, J1a T’ KOPUCTAT BO CEKOjIHEBHATA KOMYHHKALMja PETUIMKUTE WITH IIe-
TUTE O]l OBUE JINKOBU. [ToHATaMy, TEJIEBU3UCKUTE CEPUH, KAKO HAjBAKEH U3BO3CH
MIPOIYKT, ja 3allBPCTyBaar cBojara e(peKTHBHA MO3uUIHja OnarogapeHne Ha 3a0p3y-
BamkbETO Ha TEXHOJIOIIKUOT Pa3BOj CO TOA IITO MPEKY Ja3HKOT, OMHOCHO MOPAKHUTE
IITO TH COApIKAT, THE MOXKAT Ja jorpar a0 myonukara (Hall, 1994: 185). Kaxko pe-
3yJATaT Ha TOA, IEAAUYUTE Ce TPYIAT Ja TH YCBOjaT KapaKTePUCTUKUTE Ha CEPUCKUOT
JIMK, IIOTOYHO J]a c€ MICHTU(HKYBaaT CO HEro; T0a YKaKyBa JIeKa OJHECYBABETO U
CTaBOBHUTE Ha JIMKOBHUTE BO CEPUUTE MMaaT MOIIHE Ba)KHA MTO3MLIMja Kaj TyOIuKara.
Co npyru 300pOBH, MACOBHUTE MEJMYMH T COOMPAAT YOBEUKUTE 3aCIHUIIA OKOTY
3a€AHNYKHY ja3UK U MHTEPECH U UM OBO3MOXKYBAaT Ja CTEKHAT KAPAKTEPUCTHKH Ha
3aeaHunara. Cekako, TEIEBU3UCKUTE CEPUH C€ CO3/1aBaaT Ha Ha4YMH IITO BO cebe
I'l BKJIy4yBa KapaKTEPUCTUKUTE Ha OpPEAEHa COLMjaIHaTa CTPYKTypa; MPOAYKIH-
UTE IITO CE HAMEHCKH HACOUSHH KOH BPEAHYBambE Ha OJIPEICHO OIIITECTBO, CTaBa-
ar BO IMPEJICH IJIaH €JIEMEHTH IIITO MpHIaraaT Ha COIMO-KYJITypHAaTa TEKCTypa Ha
TOA OIIITECTBO. BeymHocT, Toa ykaxkyBa Jieka, BO Taa MefyceOHa MHTepakiyja,
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OIITECTBOTO M TEJICBU3UCKUTE CEPHU CE MEHYBAaT M ce TpaHc(hopMUpaaT mopaiu
MeryceOHO BiIHjaHHE.

MeryToa, He Tpeba 1a ce urHOpupa (pakToT JAeKa BO3pacTa, MOJI0T, EKOHOMCKATa
cocrojba, HUBOTO Ha 00pa3oBaHKe Ha MTOSIUHEIIOT, MOXKAT J1a OUJIAaT OTyqyBauKU
BO TepIeNiyjata U HHTepIpeTalrjaTa Ha COIPKUHATA HA TEJICBU3HUCKATa cepHja.
Bo 0B0j KOHTEKCT, CTpYKTypaTa Ha CeMejCTBOTO, OHOCOT Mel'y YJICHOBHTE Ha Ce-
MEjCTBOTO, OJTHOCOT CO OKOJIMHATA M YJIOTara Ha MPHjaTelIuTe, Ce UCTO TaKa MOIII-
He BaykHH. Taka, criopes CTaBOBUTE Ha MAaCOBHATa IICUXOJIOTHja, HACTAHHUTE JIECHO
MOXe Jla ce TpeHecyBaar u Jia oujar npudareHu o WICHOBUTE Ha OMIITECTBOTO.
ITos AejcTBO HA MAacOBHATA MICHXOJIOTH]a, TYIeTO MOXKAT Jia IpaBat paboTH IITO HU-
Koram He OM ' HaIllpaBuiIe Kako MOeAMHIM. MacoBHaTa IICHXO0JIOTH]ja, Koja He ce
pas3nuKyBa Ol TIOTUIABATa, HE My OCTaBa HUKAKOB M300p Ha MOSIUHEIIOT U TO Biieue
KOH ozipesieHa nectunanuja (Gustave 1997: 32). Kako npumep 3a Toa MOxke Jia ce
HaBeJlaT CepUHTE CO HACHITHA TEMaTHKa YHHINTO e(DEKTH BP3 COIMjATTHOTO OJIHECY-
Bam€, NeplelnlyjaTa Ha ONIUTECTBEHUTE HACTAHHU U MPOLIECOT Ha COLMjaIn3almja,
Moxar nia Ouyar 3actpanryBadku (Gerber 2011: 2).

3ronemMyBameTO Ha OPOjOT Ha TypckuTe cepuu Bo PenyOnuka CeBepHa Make-
JIOHHWja KaKo JIeJI OJl COBpEeMeHara KylTypa, Kako U (akToT JeKa THE ja OKyIupa-
aT jaBHaTa areHja, co3aaje MmoTpeda of NCTUTYBamke Ha HUBHOTO BIIMjaHUE BP3
MJIQJIUTE.

2.1 BiujanneTto Ha Typckure cepuu Bo Peny6nnka CeBepHa Makegonnja

Nako mocroemero Ha mHmycTpujara 3a TB-cepun Bo Typumja matmpa om 1970-
TUTE, CC YMHU JIeKa Taa TIOBTOPHO 3a)KMBEa CO JIAHCHPAETO Ha MPUBAaTHUTE KaHa-
11 Bo 1990-tute. Cemak, Typckute TB-cepun mouHaa na ce mojaByBaar 3a IpB I1aT
Ha cueHara Bo crpancTBo Bo 2001 ronuna co npoaaxbara Ha cepujara Jeau Jypex
Ha Kazaxcran. (Karlidag, Bulut 2014: 85) Typckure TB-cepuu ycrieaja aa gornpar
IO pa3IIUYHU 3eMjH BO CBETOT, HO 3HAYHMTETHO MOITyJIApPHHU c€ Ha bankaHoT, BKITy4y-
Bajku ja u PenyOnuka CeBepna MakenoHHja, Kaje MITO Beke UMaaT GOpPMUpPAHO
CBOja MyONIMKa U ToJieM Opoj 00oKaBaTelH.

Co mpucturayBameTo Ha Typckure TB-cepun 10 nommpoxa my6nuka Bo Pemy-
6muka CeBepHa Makenonuja, IpOMEHH MIPETPIIE U yIoTpedara Ha IPYTUTE MACOB-
Hu Meauymu. Co 1pyru 300pOBH, TYPCKUTE TEJIEBU3UCKH CEPHUHU, KAKO CPEICTBO
3a colfjajin3alija Bp3 OCHOBA Ha JIMYHU MOTPEOH, JIOBE/IE 10 MOBUCOK CTEIICH Ha
ynorpeba Ha Apyru MacoBHH Menuymu. [lorouno, Typckure TB-cepun mounaa na
ce IIefaaT, He caMo Ha TeJIeBU3HWja, TYKY M Ha MHTEPHET, Taka IITO c¢ IMOBEKe ce
CO3/1aBa HABHMKA CEPUHTE Ja C€ CIIEAAT MPEKy COIHjaTHUTE MPEXKH.

Enna on mpuumHMTE 32 MOMyJapHOCTa Ha TypcKuTe cepun Bo PemyOnuka Ce-
BepHa Make/ioHHja € KYJITYPHHOT adUHUTET IITO BO MOCICTHUBE METHACCETHHA
TOIMHU JI0j/Ie JI0 M3pa3 CO CEpUjaHHOT cekrop. [Ilemaunte moka)kyBaaT royem
WHTEpEC 3a JIMKOBUTE BO CEPUUTE M ce OOMayBaaT Aa J03HAaT 32 HUBHUOT HaYMH
Ha KHBOT, 3a HUBHATa 3eMja H 3a kKyatypara. Co Op3MOT mopacT Ha TIIeIaHOCTa,
Typckure TB-cepuu ce cTekHaa co ronemMo BiIMjaHue Bp3 HepLeNnuuTe U chakama-
Ta Ha MOSAMHITUTE KOWIITO, HA TOj HAYMH, CTAHyBaar IJIaBHATA MOpTa MPEKy Koja
ce BHECYBaaT pPa3JInYHH €IEMEHTH O] TypcKaTa KylITypa, OTBOPajKH HOBU HAUWHU
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MpeKy KOU AUPEKTHO MM MHIUPEKTHO CE YCBOjyBaaT BPEJHOCTHTE Ha Taa KyJITypa.
TeneBu3ujara, Kako HajMaJKy CKara M Haj3acTaleHa Off MACOBHUTE MEIUYMH, NMa
TEH/ICHIIM]ja, IPEKY KOHCTPYUPAHEe HA CONCTBEHA PEaHOCT, J1a TM KOJUpa MacH-
TE BO KOPUCT Ha JJOMHHAHTHATa KyJITypa; Taa ja TpeTupa MmyOlimKara Kako Maca u
€ IpeTcTaBeHa NpeKy MoequHuu of cdepara Ha MacoBHUTE Meanymu (Postman
2004: 90).

IIpucyctBoto Ha Typckute TB-cepun Bo makenoHckuotr TB-cBer 3amodna co
ycCIlelHara TeJeBu3ucKa cepuja ,,1001 HOK®, koja 3abenexa HezamaMmeTeHa Iyie-
manoct Bo 2009 ronuna. /lenec, typckute TB-cepun Oenexar 3HauajHO BIIMjaHHE,
MIPULITO Ce 3roJIeMH MHTEpecoT 3a copaboTka Mery CeBepHa Makenonuja u Typ-
1Mja, Kako u morpedara 3a pa3BUBakbC MOBEKE ME'YHAPOIHH MEXaHU3MH Ha J1ja-
JIOT KOH K€ IIpe3eMaT OAPEeICHH YEKOPH 3a IPOMEHA HA HETaTUBHUTE MEPLEILIH O
MuHaToTo. Co BoCIocTaByBame Ha MOMHTCH3UBEH AMjaJIoT Mely JIBETE ApKaBU KOU
MMaar 3aeAHUYKHU BPEAHOCTH BO OHOC HA )KUBOTHUOT CTHJI, KYJITYpPHUTE, UCTOPH]ja-
Ta U Ja3MKOT, MOXKE Jla Ce Kake JeKa TYPCKUTE TEIEBU3UCKU CEPUU BO BUCTHHCKA
CMHCIIa CO3/1aBaaT CBOBHJIEH KyATypeH noMmeH. Ho, 3a »ai, nocera He ce cripoBe-
JIeHN 1oceon(aTHU UCTPa)KyBauKu CTyAMH BO KOU CE€ aHAIM3MpPA BIMjaHUETO Ha
TYPCKHTE TeJleBU3UCKU cepun Bo Permybnuka CeBepHa Makenonuja. EnuncTBeHO
MOXE J]a C€ N3ABOM MCTPAXyBambETO LITO € CIPOBEICHO Ol CTPaHa Ha CTYACHTHUTE
on MIHCTUTYTOT 3a IpaBHU M TIOJIMTHYKU UCTPAXyBama Ha YHUBEP3UTETOT ,,l ome
Hemues® — lItum Bo xoe 40% o BKyMHHOT OpOj UCTIMTAHUIM KO C€ CPETHOII-
koiuu u cryneHTd ox Lltun u Crpymuua ce nzjacHuiie Aeka riegaar aHrio-ame-
PHKAaHCKH cepuH, faojaeka 37% o1 HUB cakaar Ja Tiiefaar Typcku cepun'. Mmajkn
ja ImpenBH BakBaTa CTaTHCTHKA, OBOj TPYI NPETCTaByBa UCTPAKyBambe BO KOE CE
aHanmM3upaar epeKTUTEe Ha TYPCKUTE CEPUU BP3 MIIAJINTE, a HUBHATA IIEAAHOCT CE
coIieZlyBa Kako IPUYKHA 32 HUBHATA IIOIYJIaPHOCT U yCIEX.

3 AHKeTHM NpalIama I MHTepIpeTanyja Ha pe3yaTaTire

Lenna rpymna Bp3 Koja € U3BPILICHO UCTPAKYBABETO CE YUCHUIIH O CPEIHUTE YUH-
numTa Ha Tepuropujata Ha Cromje. Toa ce:

Henuraanoun

10,85% B 1. CVTC ..Jocun Bpos Turo® — Cromje 321

HCIIHTAHHLIH;

2. CVTC ..Pazge Josuescku Kopuarnu“— Cromje
177 HCTIHTAHHITH;

® 3. CVTC .,Opne Hukomos” — Cromje 238
HCIIHTAHHLIH;
4. CYI'C ,.Huroma Kapes* — Cromje 156
HCIIHTAHHLIH;

B 5 CVTC . Kouo Paunn® — Cromje 98 HenurasHuy;

5300, 1070%
- 0

B 6. CMYI'C .. JI-p Iarue Kaparosos — Cromje 71
HCIIHTAHHLIH;

m7.CYTC ..Jlasap Tanes”— Cromje 32
HCTIHTAHHALIH;

I'paduxon 1.

! https://strumicadenes.mk/kultura/kolku-i-kakvi-serii-gledaat-mladite-strumichani/
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Bkynuauot 6poj ucnuranuny e 1393 yuenunu, on kou 925 ce o1 MalIKkH 1od, a
468 ce ox sxencku noi (I'paduxon 1).

mOoJI NCIIUTAHUIIA %
Mariku moja 468 33,60 %
JKencku moma 925 66,40%
He oxrosopuine / /
Bxynno 1393 100%

Bospacra Ha ucnutanunure € Bo omncer ox 14 no 18 ronunu (I'paduxon 2),
OIHOCHO:

Bospacr
¥ 144 germTanuny Ha 14-rogumma
BO3PAacT;

W 3289 HenHTAHHLK HA 16-roIHmHa
BO3pacT.

W 4636 menmraHuny Ha 1 7-rogunmaa
BO3pacT;

5. 248 wecrmmTaHmHE Ha 18-
TOTHITHA BO3pAacT.

I'paduxon 2.

3a moTpebuTe Ha OBa UCTpaKyBame Oellle M3TOTBEH MONyCTPYKTYpUpaH Ha-
LPT-TIPAIATHAK, KAKO HHCTPYMEHT €O KOj K€ Ce YTBP/H BJIHMjaHUETO Ha TYPCKHUTE
cepuu Bp3 mianute Bo PemmyOnuka CeBepna Makenonuja. Iloaroreurennara ¢asza
Ha HCTPaXKyBambeTO COAPIKEIe KOHCYATAIMH CO MPOPEeCcOpr U KOOPAMHATOPH BO
YUMIIMIITATa KOUIITO 00e30e1ja CoIuIHa OCHOBA 3a NPUOUpam-e Ha MOJaTOLUTE.
AHKETHHOT ITpalIajHUK € COCTAaBEH O] BKYITHO JICBET IMpalliamka, O KOU: YeTUPH ce
co 1300p Ha TOBeKe Of] e/leH Of MOHYACHHUTE OATOBOPH, a MET C€ 0Jf OTBOPEH TUIL
npamama. J{uctpudynunjara Ha aHKETHAOT MpallalHUK Oellle 3Be/ieHa PeKy Mpo-
rpamara Googleforms. AHKETHHOT TpaImIaTHAK Oelle TOCTaBeH JI0 MPEeIMETHHUTE
npodecopu u Oelre MOMOJHYBaH M MPENpaTeH 3a BpeMe Ha KJIaCeH 4ac Of CTpaHa
Ha ydeHuIuTe. POKOT 3a momonHyBame Ha IpamaiHukoT Oeme mo 30 HOeMBpH
2022 ronuHa.

Ha npamameto: ,,[Ipexy koja ruiardopma Hajuecrto mienate cepuun? (Ipadukon
3), ICTIUTAaHUIIUTE OJITOBOPHIIE CO TIOBEKE MOYKHHU O/ITOBOPH:
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¥ a) Hureprer - 784

u6) TB- 422

" ) Herdmure - 118

r) He raezaum - 69

I'paduxon 3.

[IpamameTo o aHKeTaTa WMaIle IeN J1a ja oApean IuiaTdhopMara MpeKy Koja
UCIMTAaHULIUTE OOMYHO menaar cepuu. McenuranuuuTe Aagoa NoBeke MOKHH Of-
TOBOPH, a CJIC[JHABA aHAJIM3a I'M CYMHpPa Pe3yITaTHTe: 0J] BKYIIHUOT Opoj McruTa-
HULY, 784 y4eHHUIIM TOCOYMIIE IeKa HajuecTo IiielaaT Cepuu peKy uarepHeT. OBoj
OITOBOp YKa)XKyBa Ha 3HAUMTENHATa MPETHOCT IITO UM CE JlaBa Ha OHJIajH-TLIaT-
(opmure, IWITO Cyrepupa JeKa MHTEPHETOT CTaHa IOIYJIapeH MEIUYyM 3a IPUCTaI U
CTPUMHHTI Ha COAPXXHMHU 07 ceprH. BoenHo, MHTEpHETOT 00e30e1yBa MOro{HOCTH
Y IIUPOK OTICET Ha OMIUH 32 TIIeIAYMTe JIa HCTPAXKYBAAT PA3HOBUIHU CEPUU MPEKY
Pa3NMYHU ONLMH 33 CTPUMHUHT WK BeO-cTpaHuuu. Bropara Hajuecta miuardopma
€ TeJeBH3HjaTa, npyu ITo 422 UCTIMTAHWIIM M3jaBHIIE JIeKa IIIe/laaT CepUH MPEKy
0BOj TpaguuuoHajieH MeauyM. OBa OTKpUTHE MOKa)KyBa JieKa U MOKpaj opacToT
Ha MIaTGOPMUTE 33 OHJIAjH-CTPUMUHT, C¢ YIITE MMa 3HAYUTEJICH OpOj MoenIuHIN
KO IPETIIOYNTAAT Ja IVI€AaaT CEpPUHU Ha TeJIeBU3Hja.

Herdnuke, nomynapnara niardopma 3a crpuMuHr, go6u 118 ogroBopu. Osa
YKaKyBa JIeKa 3HA4YMTENICH JIeN O]l UCIUTaHUIUTE ro Kopuctar Herdmuke kako
npernodnTana mwiardopma 3a mename cepud. Herdmuke ce 3100u co 3HaunTenHa
MOIMYJIAPHOCT BO MOCJICTHUBE TOUHH, HYJISjKH OrpOMHa OMOIMOTEKa CO CEPUU BO
pa3nu4HU KaHPoBU. JlecHOTHjaTa Ha KOpUCTEHE Ha Iuardopmara, IepcoHaIn3u-
paHHTE MPETOpaKu U MOKHOCTA 32 HEOTPAHUYEHO IVIeAahe CEPUH,BEPOjaTHO TPH-
JIOHECOA 3a Hej3MHATA IIPUBIICTHOCT Kaj ucnuTanuiute.Ha kpajot, 69 ncnuranumm
MIOCOYMIIE IeKa He Iieaar cepur. Mako e oa penaruBHO Majl Opoj Bo criopenda co
BKYITHHOT OpOj MCIIUTAHUIIM, CETMaK OBOj MOJATOK YKKYyBa JIeKa UMa JeJ O MJia-
Jata IoIyialyja ITo He € 3aMHTepecupaHa J1a Iviefa Cepuy, Uik MokeOu nmaar
JpyT HauuH Ha 3a0aBa.
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Tinenanoct Ha Typcku TB-cepun

HECTO IiIeJaaM -

M a) JTa. wecto raeman - 202
r) He rnenam -
50% eKoramt ¥ 0) Ha, moHexoram riaegam - 346

B) Ja. peTxo raemam - 152

1) He rremam - 693

I'paduxon 4.

Lenta Ha BTOPOTO Tpaliame € Jla TH aHAJIM3Upa OATOBOPHUTE TOOMEHU O aH-
KETHHOT IpaIlaHUK BO OJHOC Ha IVIEaHOCTa HA TypckuTte cepuu. [Ipamamero
Koe MM Oellle OCTaBeHO Ha ydecHuuuTe oOerne: ,,Jlanu rienare typcku cepum?
(I'pacduxon 4). Bp3 ocHOBa Ha TOOWEHNUTE OJTOBOPH, OIIIIUUTE U COOBETHUOT OPO]
YUYECHHIIM, CTaHYBa OYMIVICHO JEKa 3HAYMTENIEH Ae OJ MCIHTAHHWLUTE Iiiegaar
Typcku cepud. Bpeau na ce ombenexxu Jieka HajrojeM Opoj wcnutanuim, 346, ja
n30pane omnuujara ,,Jla, monekoram rienam™. OBa cyrepupa JeKa TYPCKUTE CEepHU
“MaaT yMEpeHO HUBO Ha MOMYJapHOCT Me'y MCIUTAHHULUTE BO HUCTPaXKyBambETO,
OTHOCHO JIeKa THE IMOBPEMEHO T'M riemaar. OBOj OATOBOp IOKAaXyBa JeKa OBHE
JIUIIA ce 3a03HACHU CO TYPCKUTE CEpUH U BEPOjaTHO MMaaTr OIpeAeH MHTEepecC 3a
HUB, HO HE TW mIeAaar peaoBHo. Ommujara ,,/la, gecto megam* ro cobpa BTOpuoT
HajroieM Opoj oxroBopy, rpu wto 202 HCIMTAaHULIK O HanpaBuja oBoj nu3bop. Toa
YKaXyBa JI€Ka IMOCTOM 3HAYUTCIIHA I'pylla NOCAWHIN KOU CE€ CTpaCHU Iieaa4yu Ha
TYPCKUTE CEPHUU U PEIOBHO TH cieaar. OBHE HCIMTAHUIM BEPOjaTHO Ce JbYOUTEn
Ha aHPOT, WM UMaaT Noce0eH HHTEPEC 3a TYPCKOTO PACKAKYBAHE U MPOAYKIIH]a.
[Tonaramy, 152 ucimTaHuIy U3jaBHuja qeka peTKo Tenaar Typcku cepun. OBa cyre-
pHpa JieKa, HaKo ce 3aro3HaeHu CO OBHE CEPHUH, THE, [TOPaIN IPyTH NpedepeHLn,
petko ru crenar. KitydHo e a ce uctakHe 3HaYUTETHHOT Opoj on 693 nenuraHumnm
KOM M3jaBWJIE JIeKa BOOIITO HE IIeaaT TYpcKu cepur. OBa OTKPHTHE yKa)XyBa
JieKa TYPCKHUTE CepUr MOKeOU HeMaar IHPOKO PacpocTpaHeT 1o¢art, HUTY MPHUB-
JIEYHOCT, OWJIEjKN 3HAYUTEIIEH Jel OJf YISCHHUIINTE BO HCTPAKYBAHETO MOKaKaIe
HEIOCTAaTOK Ha MHTEPEC 3a OBOj JKaHp, MU ciada M3JIO0KEHOCT Ha 0Baa TEJeBH-
3ucKa MoHy/a. Kako 3akinyqok, pe3ynTaruTe of NpaliamkeTo MOKaXyBaar Jeka Typ-
CKUTE CEpHH UMaaT pa3IMYHA HUBOA HA TNIEIAHOCT Mel'y ucnutanuuuTe. Mako nma
3a0eIIeKIHUB JIENT Off CTPACHUTE IVIeIadl KOU PEJOBHO TIIeaaT TypCKH CEPUH, IMa 1
MOE/IMHIIN KOW MM C€ TIOCBETYBAaT MMOBPEMEHO WIIH PETKO.
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4% 1%

ma) /Ta- 798

B 6) He - 405

uB) JlemymHoO - 132

r) He rmemam - 50

¥ 1) He oaropopmume - 8

I'paduxon S.

Ha yyecHunure Bo aHkeraTa UM Oelie MOCTaBEHO MpallambeTo ,,Jlanu Muciu-
T€ IeKa TyPCKHUTE CepUU BY IOMOTHAA /12 ja 3al103HAETE TypcKaTa KyJITypa U Typ-
ckuot Hapon? Ha koj naunn? (I'padgukon 5). On BKynmHHOT OpOj MCIUTAHUIIH,
MHO3MHCTBOTO 07 798 aHKeTHpaHU OATrOBOPHUJIC MOTBPAHO, HaBEIyBajKH JcKa
TYPCKHUTE CEpUU MM IIOMOTHAJE Ja I'M 3all03HAaT TypcKara KyATypa U HapoOT.
OBoj 3Ha4aeH OATOBOP MOKaXyBa JeKa TYpPCKUTE CEpUU HABHCTHHA OAUTpAIe
yJora BO IIHUPEHETO Ha UHTEPKYITYpHUOT aujanor. [lorouno, menaunre oumiie
M3II0KEHW Ha Pa3IMyHU acleKTH Ha TypcKaTa KyJTypa, BKIy4yBajku oOWdYau,
TPaIUIMU U CcOllMjaliHa nuHaMuKa. [Ipexy mpukaxxyBame Ha ja3WKoT, KyjHaTa,
oOnekara U apXMTEKTypaTa, OBUE CEPUU MOHYAMIE ceon(aTHO MPETCTaByBakE
Ha TYPCKOTO OTIITECTBO, MOTTHKHYBAjKH TOTroieMa JbyOOTMTHOCT Kaj myOinKa-
ta. Ox apyra ctpaHa, BKynHo 405 y4ecHHUIIM ONTOBOPHIIE HEraTUBHO, CyrepH-
pajku Jexa He BepyBaar JeKa TYPCKHTE CEpHH IToMaraar 3a mojgoopo pazoupame
Ha TypcKara KyJITypa MM Ha HEJ3MHHMOT Hapox. Mako mpUYMHHTE 3a BAaKBOTO
corneayBame He 0ea eKCINTMIUTHO CIIOMEHATH, TOa MOXE Ja Ce MPHIHIIEC Ha
WHIMBUAYATHUTE NpedepeHIIny, OrpaHnYeHaTa H3JI0KEHOCT Ha TYPCKH CEPHU,
WM HAa MOXXHOCTA OJpPENeHH KyJITYpHU HHjaHCH Ja HE C€ COOABETHO IpEHece-
uu. [lonatamy, 132 ucnuranunu HaBele JAeKa CEPUUTE OBO3MOXKYBAaT ACITYMHO
paszOupame Ha Typckara Kyintypa. OBa cyrepupa [OeKa, MaKO TypCKHUTE CEpUHU
JaBaat oJpeJeH YBUJ BO TypcKara KyaTypa, OCTOeJIe OTpaHiuyBamba BO MO
Ha MOKHOCTA I[EJI0OCHO J]a ce pa3dupaT 0COOEHOCTUTE Ha TypcKaTa KyJlITypa u Ha
Hej3uHMTE JIyfe. BakBoTO neiymMHO pa3dupame MOXKe J1a ce JOJKH Ha CEJICKTUB-
HaTa MpHUpOJa Ha CONP)KMHATA Ha cepujaTa, WM Ha OTpaHMuYeHaTa U3JI0KEHOCT
Ha yYECHHMLIUTE Ha MOIINPOK OICETr Ha TYPCKU KyJITYpHH eneMeHTu. Mana noa-
rpyna og 50 ucnuTaHUIKM OATOBOPHIIC JIeKa He 3a0enekane HUKAKBO TUPEKTHO
WM MHIUPEKTHO BIIMjaHUE HA TyPCKUTE CEPUH BP3 HUBHOTO KYJITYPHO pa3ou-
pame. [IppunHuTe 32 BAKBOTO MIICAHILTE MOXKE J1a BApUPAAT, BKIYUyBajKU JTUYHU
npedepeHnu, pa3IuiHd OYCKYBamba 0J] TEJICBU3UCKHUTE CEPUH, HITU HEJJOCTATOK
Ha MHTEPEC 3a UCTPaXyBame Ha CTPaHCKU KynTypu. M Ha kpajot, mas O6poj ox
8 ucnuTaHMIM HE Jajie OJroBOp Ha mpamiameTo. HejacHo e 3o1mto u3bdpaie jaa
HE OJr0BOpAT, HO TOA MOXKE Ja OuJe IopaaAu He3auHTEPECUPAHOCT, UM IOpaan
BPEMEHCKHU OTpaHUYyBamba.
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Jen ox onroBopuTe Ha y4EHULIUTE:

—  [a, wypckuite cepuu 6CYWHOCH Me 30IUNCUJA CO JAZUKOW KAKO gell 09
Kymuypaua.

—  Ce 3aiiosnas co eepysarvaiia, obudauitie u pegrHOCiuUiie Ha WypCKUO
Hapog u woa iipegussuka ga ja sacaxam Typyuja xaxko gporcasa iocaxkysajku egex
Q€eH 9a QObUjaM MONCHOCT Qa ja Toceiluam.

—  Ma, nayuues kaxo ce tpasu wypcKu uaj u MHOZy WypcKu 300posu.

- Ma, co o2neg na iioa witio 2negam wypcKku cepuil CKopo cexkoj QeH, Hay4us
mnody padowu 3a Typyuja, 3a nyeitio, Kyridypaiua, WpaguUYUuoHAIHamla Xpana u
iwoa mu 1obygu Jicenba 3a iloceilia Ha Waa gpacasa U WOoKMy Hopagu woa Ke 2o
ioceiam Ucmianbdyn 3a 3UMCKU paciycil.

—  Ha, bugejku nu 2u tiokasicysaait obuyauite upexy 3a06asHu Upocpamu u 2u
yuume Ha MHOZY 3a0a6eH HAYUH.

—  [a, mnody cakam Ko2a Ke HalloNHAM OCYMHAeCeill 20QUHU 9d SU Upouleiam
cuiie Mecia Wiio 2u 2negam 6o cepuultiie.

—  Hayuus gociua wuypcku ciieyujanuivieiuu!

—  Hewma iiotupeba o9 wypcku cepuu 3a wiaa yen. bugejku scueeeme 60 iio-
BEKEHAYUOHATHA QPIAHCABA TUAKA WO MOICAM QUPEKIUHO Qa Ce 3aU03HAAM CO HO-
6eKe Kyniuypu mMedy Kou u WypcKaiia, iupexy Mouile COHapogHuyl 09 WypcKaiia
HAYUOHAIHOCUI.

—  He, bugejru ce cunxponusupanu.

—  He, 3awioa witio cmeiiam gexa He ja HoKasxcyeéaaid KyIuiypaia uyKky He-
camueHuine KapaKiiepuciuuky UCIAKHAWu Kaj IUKosuile u co uioa modce 9a ce
Qobue tlo2pewHa 1 HepeanHa cIuKad 3a WypCKUoil Hapog.

—  He, eqguncuigenaitia yen na wiypckuiie cepuu e MapKeiiuHoul.

—  He2negam, no 6aba mu mooice ga 20 09206opu osa tipauiarse bugejKu cexoj
gen 2u 2nega. Mooice ga ce kaoice.

3% 1%

Ha) Jla - 646

6) He - 348

" B) Jemxymeo - 341

r) He rnegam - 45

¥ 1) He oarosopmue - 13

I'paduxon 6

Ha npamamero ,,Jlanu TypckuTe cepuu nomaraar jaa ce 30JrKar JBeTe Kyil-
typu? HaBenere mpumepu.* (I'paduxon 6), 3HaunTenen 6poj on 646 ncnuTaHun
OJITOBOPHJIE JIeKa TYPCKUTE CEPUM HABUCTHHA TPUIOHECYBAaT 3a MPUOINIKYBAHE
Ha MakeZloHCKaTa M Typckara Kyiarypa. OBue JMia BepojaTHO TH IEHAT KYJITYp-
HUTE JIEMEHTU MPUKAKAHU BO TYPCKHUTE CEPHUHU, KAKO IITO C€ ja3UKOT, TPaHIIH-
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ute u Bpeanoctute. O apyra crpaHa, 348 UCIMTaHUIM ce M3jacHUIIE JieKa He ce
coTyIacyBaart, TBP/EjKH JIeKa YeCTONaTH Cce MPUKaKyBaaT WACaTN3NPAHHA W CTe-
PEOTHITHU OPTPETU KOH HE TH PeIEKTUPAAT TOUHO PEAIHUTE KYJITYPHH HHTEPaK-
nun. Tre, UCTO Taka, MCKa)KyBaaT 3arpHKCHOCT 3a TIOTCHIIM]jATHOTO 3aCCHYBAmbE
Ha MaKeJIOHCKara KyJATypa OJ IOMUHAHTHOTO BJIVjaHHUE HA TYPCKUTE TEIEBU3UCKU
cepun. 341 UCTIMTAaHUK Ce M3jacHWIIE JIeKa BIMjaHUETO € JIETyMHO, CO TOa ILITO Ha-
BENyBaar JIeKa TYPCKUTE TEIECBU3NUCKU CEPUN HE CE EAUHCTBEHUOT KaTaau3arop 3a
TaKBa KyJITypHa pa3MeHa. Criopesi HUB, ICTOPUCKHUTE BPCKHU, MOJTUTHYKUATE OJJHOCH,
00pa30BHNTE MHIMjaTUBU M MEI'YHOBEUKUTE WHTEPAKIINU, UCTO TaKa C€ KIyJHH 3a
peanm3ainmja Ha KyJITypHara pasMeHa. Mai jen o 45 UCTIMTaHUIU TBP/IAT JieKa He
iefaaT 3a0eNeKUTEeITHO BIIMjaHne BO 30JIMKYBambeTo Ha ABeTe KyaTypu. HuBHH-
OT OZITOBOP Cyrepupa moTpeda off 3roJieMeHa CBECT W aHTaXKMaH CO IIeJl o00po
Jla ce OIICHU U Jia ce pazdepe MOTSHIIMjATHOTO BIMjaHUE HAa TYPCKUTE CEPUH BP3
KyATypHaTa KOHBepreHuuja. Mama rpymna ox 13 ncnuTaHuny HEMaaT OJrOBOPEHO
Ha MPALIAKETO U TOa MOXKE J1a YKaKe Ha HE3aMHTEPECUPAHOCT 3a TeMaTa, WK 3a
CaMHUOT AHKETEH IpallaJIHUK.

—  Ciiopeg mene ga, ceca u manye tiosexe ipexy cepujaiia “‘Balkan Ninnisi”
witio ce cnuma 6o Crotije. JIuuno cym 6una u jac Ha HeKOIKY CHUMAILA U CILeKHAB
MHo2y Upujaiuenciiea co ayeeiio o9 Typyuja.

—  Mucnam geka ga, 3auitio K02a cme U3N0NCEHU HA QPY2U KVIULYPU HUe ceé
ilogeKe 2u Hopmanuzupame, Wito e yoago Hewio Ougejru ja Hamanyea QUCKPUMU-
Hayujamia upowiue gpy2aia Hayuja u Hapog.

—  Ha, bugejru 3abasaitia e 9obap nawumn ga ce Hayuu wysa Kyuuypa.

- Jla, mu tiomozna ga 2u Hayuam WypyusMuiiite 60 MakegQOHCKUOWL ja3uK.

- Hegunuinusno. Co 02neg na wioa wiitio uma CIuyHOCHIU 80 KYNILypaiia Ha
Maxkegonuja 6o munaiuoitio u 6o Kyniuypaiua na Typyuja 60 Mmunaiuoio.

—  Ma, ce chuma wiypcka cepuja 6o Maxegonuja 3a geuxo Typuun u gesojka
Maxkegonka kage na 3a6agen Hauum 2u negame CIUYHOCUUILE U PA3TUKUINE HA
geetue KyIuuLypu.

—  Mucnam gexa ne, Modicebu Hue ce 3ai03Hasame co WypcKaa Kyuuypd, Ho
He u wiue co Hawaila.

—  Kyniuypuitie modice 9a ce 36udicaitl, HO He UpeKy WiypcKuile cepuu.

—  Cilopeg mene, Hema eaujanue 6p3 OnUcKoOCa Ha geeille KYIuypu ougejru
600UIUILO He 3a6UCalll eQHA 09 gpYy2a.

Crnennuot TpaduKoH 7 T OTCIMKYBa OITOBOPUTE HA TpamrameTo ,,Jlamm Typ-
CKUTE CEPUU IO MOTTUKHAA HHTEPECOT J]a FO HAy4YUTe TYPCKHOT ja3uk?*
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49, 2% 3%

Ha) Jla - 632

5 6) He - 640

# 5) Jerynto - 52
r) He raenam - 33

¥ 1) He oaroeopuie - 36

I'paduxon 7.

Nmeno, xenbara 1a ce Hay4YH HOB ja3HWK € TUPEKTHO TIOBP3aHa CO eMOILIMOHA-
HaTa cTpaHa Ha enHa JJM9HOCT. Kako mro Benu u [lejmc Pacen, ,,EMonmute t1 omi-
penenyBaaT IpUOPUTETHTE BO akTHBHOCTa Ha 4oBeKOT (Russell 1991: 426-450).
Bo koHTEKCT Ha OMIITOTO BJHjaHWE HA CEPUHUTE BP3 €MOIMHTE, L[EITa Ha METTOTO
npamame Oemre Aa ce yTBpAM Jalld TYPCKUTE CEPUU UrpaaT OUTydyBadka yiora
BO TIOTTUKHYBak€ HA MHTEPECOT Kaj MJIaJUTE J]a TO HaydaT TYpCKUOT jazuk. Cie-
JlyBa JIeJI O OATOBOPUTE HA YUCHHUILIUTE KOM CMETAaT JIeKa TypPCKATE CEPUU UM IO
MOTTHKHAJIE MHTEPECOT Jia TO HayyaT TYPCKUOT ja3uK:

—  Hako 2u 2negam co MaKeQOHCKA CUHXPOHU3AYUjA, Me UOWIMUKHA Qa
iouHam 9a du pazoupam u Ha WypcKu.

—  [a, wue ce egna 09 upununuile 3a dcenbawia 9a 2o y4am wiypcKkuoil ja-
3UK.

—  Ha. Og¢ imypckuite cepuu nayuug nexkou pasu u 360posu u Moicam 9a
pasbepam Hekou Qelosu, a HACWPAara 09 Woa ceciupa Mu me HogHAYYU 3a Spama-
wuKawia 60 WypCcKuol jazux.

—  [a, wuypckuoud jazux e MHOZY y0as u paguo@oHUuyeH u MUCIAM QeKa 8pegu
9a ce iipoba ga ce Hay4u jazuKou.

- MHa, 2negajru du cepuuitie Ha WYPCKU jaA3uK €O MAKEQOHCKU UPEBOQY MOdice-
ou u if0gobpo enujae Ha camaiia MUYHOCI U paciide pasdouparbeiio u UHepecoil
3a yuerve U 3HAerbe HA WLYPCKUOWL Ja3uK, uUciilopemeno e yoaso u 9ociiojuo ga ce
3Haaill tloseKe jazuyu.

—  Cé ywitie 2o Hemam Hay4eHo, HO OU caKan ga 20 Hay4am.

—  He 6aw. Owiu cepuuitie ce CUHXPOHUSUPAHU HA MAKEQOHCKU.

—  Typckuouijaszux He eipucyiiien 6o iiperocuiiie 60 Makegonuja. Ciiopeg itioa,
092060poill e 1e.
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2%1%

Ha) a - 45

=6) He - 1265

= B) Jemym=o - 28

r) He oarosopune - 20

¥ 1) He raegam - 35

I'papuxon 8.

Ha npamameTo ,, Jlanu Typckute cepuu BiIHMjaaT HETaTUBHO Ha MaKeIOHCKAaTa
kyntypa? Hasenu npumepn.” (I'paduxon 8), 45 ox ucnuTaHUIITE U3pa3wile CTaB
JieKa TypCKUTE CEpUU MMaaT HeTaTUBHO BJIMjaHUE BP3 MaKeJIOHCKaTa KynTypa. Hac-
MIPOTH OBa, OTPOMHO MHO3HMHCTBO Of 1265 MCIIUTAaHWUIIM OTOBOPHIIE HETAaTUBHO.
OBoj pe3ynTar cyrepupa JAeka MHO3HHCTBOTO OJ HCIIMTAHUIIUTE HE TH 0KHBYBa-
aT TYpCKUTE CEPHU KAKO IITETHO BIUjaHNE BP3 MAKEIOHCKUTE KYJITYPHU BpPEIHO-
CTH, TPAJIULUH WU UACHTUTET. [[ppnunHNTE 32 OBa NIEAMIITE MOXKE J1a Bapupaar u
MOXe J1a OMJIaT 1moj BiIujaHue Ha (JaKTOPH KAKO LITO Ce TOMYJIAPHOCTA Ha TYPCKUTE
cepun Bo PermryOmmka CeBepHa MakenoHuja, KyATYpHHTE CIMYHOCTH MeTry JIBETE
JpKaBH M CIIOCOOHOCTA Ha TENAaYuTe a MpaBar pa3iruka Mel'y U3MHCICHUTE Ha-
paTWBH ¥ HUBHHUTE COTNICTBEHM KYITYpHHU MPAKTHKH. Maj mpomeHT of 28 ucnuTa-
HUILM JEITYMHO CE COIIaCHJIE CO TOA JIeKa MMa IIOTECHIMjalHO HETaTUBHO BIIMjaHHUE
Ha TypCKHTE CEpHH BP3 MaKeJOHCKaTa KyaTypa. 20 MCIIUTAHWIN OUTydHIIe J1a He
OJITOBOpAT Ha MpPAIIamkeTo, a 35 NCITUTAHMIIN TIOCOUNIIe JeKa He 3a0eseKyBaar HH-
KaKBO BJIMjaHUE.

[en on onroBopuTe Ha YUEHULIUTE:

—  He, mucnam gexa Hema HUWIILO 10ULO 60 WOA Qa Ce CUO3HAeME CO gpYyuiiie
KYAuypu.

—  He, uypckuitie cepuu modicaiul ga e Hay4ait 9ociua paboiiu Kou Ke io-
MOZHAUL 60 CEKOjQHEBUCULO.

—  Moe mucnere e gexa He enujaaiti HE2AWIUEHO, HAUPOUIUS, YYUME HOBU
paboiiu 3a HUSHATUA KYIUYpA, YYuMe HO8U 6PEQHOCIUU UPUIOa CHOQeny8ajKu u
HeWiio 09 HAWAta Kyauypa.

—  He snujaaiu ne2aiiusHo, HO He wipeba 9a uMaail 6adicHa yioza 60 MaKe-
QOHCKATUA KYIUYPA.

—  He emujaaiu 6ugejku uma MHOZY CIUYMHOCUU HOMEZY MAKEQOHCKAA U
wypckawa Kynuypa.

—  Mucnam gexa ne, Ho Ko2a ce paboiu 3a OCMAHAUCKAIUA UMIlepuja e imoa
6eKe e OonHa ilema 3a MakegQoOHCKUOIL Hapog.

—  He éwujaaiu nezaiuusno. Cepuja xaxo cepuja. Axo e 3a tuaxa, tocaut ce-
Koja cepuja modice ga éiujae He2aiusHo.

—  He snujaawi necaiuusno, Ho 3apasnu ce.
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—  He, ne mopa ga 3nauu axo negame cepuu 09 gpy2u KyIypu gexa imoa Ke
HU Hauiiueuu Ha Hawaid.

—  Hma uexou iipumepu Kako Ha Upumep HOBATUA cepuja Wilo ce CHUMA 60
Ckoiije u iloxadicysa gexa ako ce enyoaiu Typuun u Makegonxa, iwozaw ke mopa
uaa ga ja cmenu eepauia 3a He2o.

—  3asucu 09 cogpacunaiua Ha cepujaiua. Ho Zenepanrno cmeiiam gexa He
saujaaiid 10uo.

—  Mucnam geka iwioa fiogexe uma 6pcKa co MakegOHCKUOW MEHIUATUTILEl.

—  Mooice ga genysaaiu xaxo iiponiazangu, HO oA 3a6uUcl 09 603pactua, iep-
yeuyujauia.

—  Ceilax 60 Makxegonuja cepuuitie ce CUHXPOHU3UPAHU, THAKA WITHO 6lUjaHUe-
o e gociua UomMakKy.

—  Henymno, 3auioa wito miaguilie cenepayuu Kou 2negaaiil Uypcku cepuil,
umaail tiogexe Ho3HABAe 3a TUYPCKAla KYIUypa 1 HUsHUIlle odudau, OKoIKy 3d
ceojaiua, tia co wWoa wiyzaiia Ky1iiypa goaza 6o iupegeH inan.

—  Ha, bugejku jac 2o 9oaxcugysam iwoa Kako KpajHo UOHUNHCYBAUKO W0a WO
cme Oune WonKy S0QUHU 1109 HUBHA GNACT.

—  Ha, ja 3abopasame Hawamia o9 wio ja cnegame wlyeaiid.

- la, iiopagu inoa witio 60 iloeKeitio cepuu e ioKaA*CaAHO HUBHOUIO 6lAgeerse
ucuio Kaxo 60 munaiiouio wiio Maxegonuja iipesxcuseena iekon 60 wioj iuepuog.

—  Ma, éaujaaiu. Mojawia majka goma cu muciu gexa dcuseee 60 WypcKa ce-
puja u koa Ke ce ckapame mu ce obpara xaxo Anu Puza og cepujaiua ,, Koca nucja-
wa dazaaiu .

—  Mucnam gexa enujaaiui 10uio Ha 1yée witio cakaaii 9a 2o chaimiaii Ha 10w
Hauun. Ha iipumep, nexoj damipuoid wio 2o 31ae MUHAUIOWO U ce gpiic CIUPUK-
o Ha Woa Modcebu ou My cmeiiano woa 30audxcysarse u upugarare Ha gpyau
KYIUypu.

- [Ma, ipumenysame HusHu 0buuau, Kopuciaume mwypyuzmu u ja sabopagame
Hawaia.

—  Ha, cozgasaaiui mecyeiuinuuka imeH3uja.

- Ha, nemame 90680IHO HAWLU CepU U UHQYCIUPUJATHA 30 MAKEQOHCKUUe Me-
QuyMU TIpOTIaza Hopagu MHO3UHCIUIBOUWIO HA WYPCKULE Cepull.

—  [a, co woa wito ce eenuyu wiypckaiia Kyaiypa 9ogeKka MaKkegoOHCKauia
ce UOUWUCHYEA.

- Ma, enujaai, co woa wito tipomosupaaiu 3aciiapenu epegrociuu. Ha ipu-
Mep, cygbuHaiiia Ha KepKailia e 60 payeiiie Ha MAWKUiie TUYHOCHIU 60 CeMejCii60-
wo.

—  Ma, mnody ce gpamaiuuunu u ce kaxo fastfood.

—  [a, nacunciueouio e MHOZY 3aCUANEHO QOQEKA MOQEPHOUIO OUULIUECIUBO
€ 60 CeHKa.

4 3akIy4ok
Bp3 ocHOBa Ha CIIpOBEZCHOTO HUCTPAXKYBaWkE, MOKEME Ja 3aKIydyuMe AeKka Typ-

CKHTE TEJIEBU3MCKH CEpUH UTpaar aKTHBHA yJOTra BO MOTTUKHYBAambeTO Ha MHTE-
PEecoT Kaj MiazuTe Jyle 3a 3alo3HaBame Ha TypcKara KyjiTypa M 3a H3ydyBambe
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Ha TypckuoT jazuk. Co apyru 300pOBH, TOJIEM JIe] O]l HCIIUTAHUIINTE, KO UMaar
Pa3IMYHO €THUYKO IMOTEKJIO M €€ CO Pa3IMYHU PEJIMIHO3HU BepyBamba, MoKaxaa
HMHTEpEeC KOj MOXKE JIa C€ MHTePIPETUPa Kako 00CAMHYBAaUYKU €JIEMEHT BO OJTHOC Ha
TEJICBU3UCKUTE CEpUU. AKTEpPHUTE, My3UKaTa, MECTara Kaje IITO C€ CHUMAar Typ-
CKHUTE TEJICBU3UCKU CEPUU ycIieaja Jia CIojar Jiyre co pa3inuHu Pa3MUCIyBamba U
Jla TO 3rojieMar HUBOTO Ha COLMjali3anrja Ha noeaunure. O4uriejHo, coBpemMe-
HaTa KyJITypa 1 TeJIeBH3HjaTa ce BO Mer'yCceOHa KOMyHHUKAIIH]a, [IOTOYHO, CE XpaHaT
CO 3aC/HUYKK KOHIIeNTH. BO MepcreKTrBa Ha MEAMyMCKara KyJaTypa, BO TPYJAOT
CC IpUKaXaH! PE3YITATUTE OJ OATOBOPUTEC HA MCHHUTAHUIU CPCIAHOIIKOJIIU, THE
YKaKyBaaT Ha HAUMHOT Ha KOJIITO MJIAJIUTE TH IOXKHUBYBAAT TYPCKUTE TSICBU3UCKU
CepuH, Ha Toa KaKBH C€ MEPIENIMUTE IITO TH (OPMUPAAT MU TH MEHYBaar Bp3 MH-
JMBHJIyaTHA U COIMjalTHA OCHOBA, U KAaKBO € BIIMjaHUETO HA MACOBHUTE MEINYMHU
Bp3 jaBHATa arcHja Ha MJIaJIUTe.
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