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NOTE ON BARTHES’ CRITICISM OF PROUST AND
THE DUALITY SENSE/FIELD OF SENSE

Jean Bessiere
Université Sorbonne Nouvelle
jean.bessiere@sorbonne-nouvelle.fr

The position that Barthes holds when reading Proust can be easily characterized today,
thanks to the publication of Barthes’ main texts about Proust in Marcel Proust,
Meélanges (2020). Barthes’ reading of Proust highlights the play of a duality between
‘sense’ and “field of sense’ in 4 la recherche du temps perdu (In Search of Lost Time).
It also examines the specific temporality of the narrative, which enforces an equality
of past, present, and future, as well as the remarkable reflexivity and conclusion of the
novel that makes Proust’s past the future of the narrator. Barthes” comments on 4 la
recherche du temps perdu illuminate and revise the main concepts of his literary
theory, and find in the interplay of the sense/field of sense duality a means to redefine
literature on one hand, and on the other, to surpass the critical impasses addressed
in Le Degré zéro de l’écriture (Writing Degree Zero).

Key words: Barthes, Proust, sense/field of sense, literary theory
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BE/TEIIKA 3A BAPTOBOTO KPUTYKO YUTAILE HA
ITPYCT U 3A IYATHOCTA CMUCIJIA/ITIOJIE HA
CMUCITATA

Kan becjep
Yuusepsurer Hosa Cop6ona
jean.bessiere@sorbonne-nouvelle.fr

Jenec mMoxe necHo na ce aeduHupa mosunujata mrto ja 3azema Ponman Bapt npu
yutameTo Ha Mapcen Ilpycr, OnmarogapeHne Ha 00jaByBameTO Ha HETOBHUTE
Haj3Ha4YajHU TEKCTOBU BO Bpcka co Ilpycr, Bo nmemoro Marcel Proust, Mélanges
(2020). BaproBoTo umrame Ha IIpycT ja HarjgacyBa Wrpara Ha QyaJHOCTa MOMery
,,CMHCITA“ 1 ,,rone Ha cMucnaTa® Bo A la recherche du temps perdu (Bo iiofpata iio
usiybenoitio epeme). VICTOBpeMEHO, 0Ba YHTAE TH HCTPAXKYBA KAKO CrCIU(pHIHATA
TEeMIOPAIHOCT Ha HAapaTHBOT, KOja HAMETHyBa MCTOBETHOCT HA MHHATOTO,
CeranrHocTa M MIHWHATA, Taka 1 HEOOMYHATA OBPATHOCT M 3aBPLICTOK HA POMAHOT,
KOHM TIpaBaT MHHaToTO Ha IIpycT na Omzme maHWHA HA HapatopoT. KomeHTapute Ha
Bapr Bo Bpcka co A la recherche du temps perdu v pacBeTIyBaaT U Il PEBHIMPAAT
IJIABHATE KOHLENTH Ha HEroBaTa KHIDKEBHAa TeopHja. [Ipeky WHTepakuujaTa Ha
JyaJIHOCTa CMHCJIa/ToJIe Ha CMMCIIATa, THE YIaTyBaaT Ha Toa Kako, O/l €lHa CTpaHa,
Ja ce penedHHUpa KHW)KEBHOCTa M Kako Jla C€ HaJMHHAT, OJ Jpyra CTrpaHa,
KpUTHYKUTE O0e3u3i1e3HOCTH KoumTo bapT ru cornena Bo Le Degré zéro de l'écriture
(Hynitiu citieiien Ha iucmoinio).

Kayunu 300poBu: bapt, [Ipycr, ceTnino/ceTHiiHO mosie, KHIXKEBHA TEOpHja
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The position that Barthes holds when he reads Proust can be easily characterized
today, thanks to the publication of Barthes’ main texts about Proust in Marcel
Proust, Mélanges (2020). These texts are followed by a selection of notes that
Barthes wrote about Proust without intending to publish them. These notes are
brief, punctual and disparate, like illustrations of reactions to 4 la Recherche du
temps perdu (In Search of Lost Time)*. Barthes’ criticism of Proust should be read
literally; it refers to specific aspects of 4 la Recherche du temps perdu using
methods inseparable from descriptions of the novel. It is not based on any
constraining paradigm or on a prescriptive identification of 4 la Recherche du
temps perdu. It is free from unequivocal methodological commitments. It is all the
more instructive to characterize what constitutes Barthes’ critical thought.

1 Barthes’ criticism of Proust and its implications

All the documents to be read in these Mélanges, along with other quotations and
references to Proust by Barthes in his other works, make it possible to identify
Barthes’ position from three perspectives: the “scientific” orientations of Barthes’
reading; characterizations of his readings by Barthes himself; and biographical
analogies between Proust and himself that Barthes highlights. These analogies
mainly relate to the mourning of his mother and his temptation to write a novel.
The first two characterizations are almost constantly contemporary with each other,
while the last one largely belongs to the 1970s. Barthes' criticism becomes more
personal, as the publication of Roland Barthes par Roland Barthes (1975) and his
courses at the Collége de France show. These three characterizations correspond to
the chronology of his reading of Proust; however, this chronology is not as
illuminating as one might think. Let us consider two examples. Barthes’ article
“Proust et les noms” (Barthes, 2020: 17)? is viewed as properly scientific, but it
also implicitly refers to the vision of the world that Barthes personally recognizes
in Proust and the ontology that this vision entails. The preparatory notes for the
seminar “Proust et la photographie: Examen d’un fonds d’archives
photographiques mal connu” (ibid, 167) consist of literal comments about Nadar’s
photos of individuals who might have been role models for Proust. These notes are
more than simple identifications of possible sources that Proust might have used;
they outline a theory of representation. Many of Barthes’ comments about Proust
have implications that disclose or relate to the principles and structure of Barthes’s
criticism. They serve as reading operators.

The implications of Barthes’ criticism of Proust cannot be disassociated from
the paradox that structures it: Barthes reads the temporality of 4 la recherche du

* The editors have provided English translations of the quoted French material in footnotes,
whenever such translations were available.

! Roland Barthes by Roland Barthes. Macmillan, London, 1977.

2 First publication of the article in 1967.
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temps perdu through the atemporality of the novel, which he perceives as a whole.
This paradoxical reading does not suggest the duality that many commentators have
identified in the novel: on the one hand, a disparate world, and on the other, a kind
of Platonism that counterbalances this world’s disparities. The paradox of Barthes’
reading is tied to the recognition of the infinite temporal games of 4 la recherche
du temps perdu and the relativism they imply, on one hand, and, on the other, to the
sense and field of sense (for these notions, see Markus, 2015) that each temporal
game reveals. Each temporal game exemplifies a sense — that is, the way in which
an “object” — a memory, a person, a thing — appears, and a field of sense, which
refers to the conditions of this apparition — its place and moment. Proust’s
“madeleine” remarkably illustrates this duality. The “madeleine” appears as a
“madeleine” at the time and place where it is viewed, and these elements constitute
the field of this apparition. Moreover, the “madeleine” episode bears another
apparition — a sudden memory — of which it is the field. Barthes did not specifically
comment on the “madeleine” episode, but the sense and field of sense duality
organizes most of his arguments about Proust. This duality enables Barthes to read
the temporal disparities of 4 la recherche du temps perdu as many apparitions in
the various fields of sense that qualify the many contexts of the novel's world as a
totality. Barthes” comments about the photos of individuals who were or might have
been models for the characters in A la recherche du temps perdu confirm the sense
and field of sense duality. Reading is a “leurre” (lure); it invites readers to think
that they can explicitly decipher the relationship between sense and field of sense.
It may be a “leurre” because there are many decipherings, but just as many
appearances or apparitions of an “object” that is not deconstructed by this
multiplicity.

This double phenomenology does not prevent Barthes from confessing the
personal character of his criticism in his lecture “Longtemps, je me suis couché de
bonne heure” (Barthes, 2020: 121) Many of his comments about Proust are
explicitly or implicitly about himself. He did not consider himself an expert on
Proust, but rather a reader. His reading is generalizable because it is personal and
uses his own specific vocabulary that “covers” Proust’s work, offering a
comprehensive approach to it. The development of his final reflection on Proust is
inseparable from two biographical facts: his desire to write a novel and the death
of his mother, which he viewed as parallel to the death of Proust's mother and which
prompted the writing of La Chambre Claire (1980)3. The desire to write a novel is
linked to the time paradox of 4 la recherche du temps perdu. Photography, with its
constant present and its relationship to past scenes and events, redeems the death
of the mother. Its atemporality renders the erasure of temporal distance useless and
confirms deletion and loss. The phenomenology of photography in La Chambre
claire is inseparable from the paradoxical temporality of 4 la recherche du temps
perdu and the sense/field of sense duality.

3 Camera lucida : reflections on photography. Hill and Wang, New York, 1981.
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Remarkably, the sense and field of sense duality, as well as the double
phenomenology that Barthes identifies in Proust, should be examined in Barthes’
discourses about signifier, text, textuality and literature. The essays about Proust
offer a kind of archaeology of Barthes’ criticism and invite a revision and re-
situation of the linguistic references and the prevalence of signifiers that he
privileges.

2 From the charcterization of A la recherche du temps perdu to the sense
and field of sense dualtiy

Barthes clearly characterizes A la recherche du temps perdu, its narrative system
(2020: 31),* its paradoxical reflexive conclusion — which highlights the play upon
memory — its use of proper names, and its cultural and sociological views, such as
worldliness and social sharing. For Barthes, Proust's work is continuous and
multiple and should be read with this continuity and multiplicity in mind, as they
are effective means to manifestly expose memories. These critical propositions are
remarkably objective. However, the descriptions of A la recherche du temps
perdu that they induce remain far from the magnitude that Barthes perceives in the
novel. 4 la recherche du temps perdu should be read as presenting a “mathesis”
and a “mandala” (Barthes, 1973: 59 and note 6 infira). These propositions, however,
carry implications that allow for a broad vision of the novel, commensurate with its
magnitude, and justify viewing the narrative system, the string of proper names,
and the sociological descriptions as exemplifications of the sense and field of sense
duality.

2.1 A larecherche du temps perdu, its narrative and reflexivity, imply a
play upon the appearance/ apparition of time and the equality of past,
present, and future.

Barthes stresses the importance of questioning the relationship between the author
Proust and his work, or, in other words, between life and literature. He notes that
this question should have a straightforward answer: although the novel suggests no
shared identity between the author and the narrator, both share the same functional
characterization: both want to write according to the past, which is the future of the
work: “Le passé de Proust est le futur du narrateur.” (Barthes, 2020: 37). The book
that the reader has just read is the one that, according to the narrative argument, has
yet to be written. 4 la recherche du temps perdu deals with moving away from the
past while highlighting the past as its own future. Barthes believes that the reading
of A la recherche du temps perdu develops according to the social signs and

4 See “Dossier d’enseignement pour un cours donné a Rabat”, Marcel Proust. Mélanges,
31-44. First publication of the article in 1970.
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identities that the novel represents.> He assumes that, due to the relationship
between past and future in the world of the novel and the projection of this
relationship in the world of the reader, these signs are constantly recognized. In the
manner of Deleuze, he suggests a Platonism of 4 la recherche du temps perdu,
which is confirmed by its reflexive conclusion. Barthes, moreover, links this
reflexivity to the figuration of the difficult entry of literary creation into literature
at the beginning of the 20th century. In other words, it is challenging to recognize
the sense of a work and to identify it as fully literary.

More remarkably, Barthes” comments about the paradoxical reflexivity of 4 la
recherche du temps perdu are complemented by his approach to Proust's
presentation of time.

1. InA la recherche du temps perdu, the temporal theme should be read
according to the characters, their social and historical backgrounds, and the
world's time. Because we are historical and temporal beings, we can view time
as the envelope of all beings and things.

2. Without time and its envelope, we would not be able to perceive the constancy
of signs; in other words, the equality of present, past, and future. The past can
be constantly present without losing the evidence of its obsolescence.

3. Without this equality, we could not speak of loss or death. Because of this
equality, we must not neglect the emotional power of the novel. (This is one
of the reasons that led Barthes to want to write a novel.)

4. Because of this equality and its innumerable moments, time serves as the field
for any apparition/appearance of any “object.”

These views about the paradoxical temporality of 4 la recherche du temps
perdu and the envelope of time explain why Barthes reads the novel as a kind of
whole, presenting literature’s possible entirety and the world’s extension: “Je
comprends que I'ccuvre de Proust est, du moins pour moi, l'ccuvre de référence, la
mathésis générale, le mandala de toute la cosmogonie littéraire.” (Barthes, 1973,
59)°. The world’s expanse and the entirety of literature cannot be fully articulated,
but can be designated through moments in time, the equality of past, present, and
future, and their constant apparition/appearance.

5 Barthes describes the inscription of Proust in the Third Republic, at the turn of the 19th
and 20th centuries, the social classes evoked by 4 la Recherche du temps perdu — aristocrats,
bourgeoisie of high finance, of Jewish origin, that to which Swann belongs, bourgeoisie of
the new rich, still close to the petty bourgeoisie (the Verdurins), the liberal bourgeoisie and
the people.

6 I recognize that Proust's work, for myself at least, is the reference work, the general
mathesis, the mandala of the entire literary cosmogony” (The Pleasure of the text, Hill and
Wang, New York, 1975, p. 36)
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2.2 Proust’s Proper Names’

The semantics of proper names in Proust, which Barthes analyzes, is valid in itself
and carries a paradox that guides Barthes’ reflection. The proper name is a “rigid
designator”; it also organizes several interrelated “meanings.” The linguistic
perspective that Barthes chooses leads him to see this system of proper names as
homogeneous. Although he does not explicitly characterize this homogeneity,
Barthes notes that this system is homogeneous because it belongs to literature.
However, a close reading of this article shows that Barthes conceives each proper
name in A la recherche du temps perdu as something that exposes several fields of
sense, and that the various proper names form a system in relation to one another,
as these fields of sense, more or less extensive, intersect. Objects, realia, and all
kinds of thought belong to several fields of sense and are characterized according
to the specific field in which they appear. In 4 la recherche du temps perdu, the
system of proper names is entirely pluralistic, making each proper name and the
character who possesses it a composition of multiple fields of sense. Contrary to
what Deleuze asserted and what Barthes initially accepted, denominations —and, in
particular, proper names — do not suggest Platonism but raise the question of the
form that the set of everything belonging to these denominations and proper names
can take. The form is what develops the series of names and draws attention to their
intersections. The novel is a vast picture of combinations of
apparitions/appearances — all equal — and shows a broad relativism and the
innumerable relationships of agents in the world. It is the perfect presentation of
the broadest field of sense.

3 Alarecherche du temps perdu : an inclusive and readable novel

In his remarks on narrative reflexivity, the equality of past, present, and future, and
proper names, Barthes implicitly notes that 4 la recherche du temps perduis a
novel that encompasses many different times and fields of sense. In other words,
the novel is a field of sense that makes many apparitions/appearances possible —
memories are examples of these apparitions/appearances, which can function as
fields of sense. Because of the sense/field of sense duality, many realities can be
seen as reflected in the novel; they appear. These apparitions/appearances do not
necessarily imply a strict realism. They are representational versions of the
intersections of fields of sense and the equality of times.

In what is the preparation for the seminar that will not take place, “Proust et la
photographie”, Barthes proposes to examine photos of individuals who might have
been sources for Proust’s characters. Barthes does not actually engage in a search
for sources but tries to read these photos as if they were included in 4 la recherche

7 Roland Barthes. “Proust et les noms”. Marcel Proust, Mélanges, 17-29.
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du temps perdu. They are dated, historical portraits of social figures, making it
possible to link them to the historical world of the novel. They are entirely
compatible with the equality of times in the novel, might serve as
apparitions/appearances within it, and can be inserted into its fields of sense.

In the preparatory pages for this seminar, Barthes remarks that the attention
given to these photos relates to the imagination. The imagination can be understood
as the actualization of what is not there through photos. Photos eternally present
what is, just as eternally, not there. The imagination makes 4 la recherche du temps
perdu a constant presentation of an absent world, inclusive of many moments and
places.

These critical propositions of Barthes, viewed in terms of their implications,
offer a very specific description of 4 la recherche du temps perdu. Barthes affirmed
that his attitude toward 4 la recherche du temps perdu is first and foremost that of
a reader, not a Proust specialist or interpreter (Barthes, 1973: 59). To put it another
way: Barthes, as a critic of Proust, would be foreign to any hermeneutics, any search
for meaning, and any deep characterization of the link between the author, Proust,
and his work. Anyone who agrees with Barthes’ stance should conclude that his
criticism is only a literal criticism — a literal reading of the names, the narrative play
and reflexivity, and the photos linked to the novel. This literal criticism does not
appeal to meaning because, through its names, its narrative duality, its inclusive
imagination, and its equal temporality, 4 la recherche du temps perdu is a novel
exemplarily readable: everything is historical and permanent, seeming to follow a
consistent mimesis.

Barthes’ criticism can be viewed as the reading device for 4 la recherche du
temps perdu. The reader Barthes can read the novel “personally” and identify its
architecture: the “fact” of the novel does not contradict the “fact” of the reader.
Barthes’ personal reading is cohesive with the apparition of the reader Barthes and
the identification of the novel as the field of sense of this apparition. The reader is
in no way independent of the many ways in which he can appear in the novel’s
fields of sense. Similarly, the novel is not independent of the various ways and
fields of sense that qualify its reader. In other words, the work symbolizes what
exists in reality. The reflexivity of A la recherche du temps perdu shows that the
narration can refer to many of the realities it evokes and their possibilities.

4 Barthes’ reading of Proust and elements of his literary theory

Barthes’ reading of Proust and its main arguments and notions shed light on central
concepts in Barthes’ theory. Let us associate central notions of Barthes’ theory with
the main ideas he uses to describe the world of Proust and A la recherche du temps
perdu.

Literature — Apparition/Appearance. In the first two pages of Le Degré zéro de
I’écriture, Barthes wrote: “Il n’y a pas de langage écrit sans affiche, et ce qui est
vrai du Pere Duchéne I’est aussi de la littérature. Elle doit aussi signaler quelque
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chose, différent de son contenu et de sa forme, qui est sa propre cléture, ce par quoi
précisément elle s’impose comme Littérature.” (1953: 5-8)%. This opening of Le
Degré zéro de [’écriture is paradoxical: the literary work is a kind of closure;
however, it must also be an appearance and an apparition — that is the meaning of
“affiche.” Whatever characterization of literature and “écriture” literary works
prioritize, they reveal that their specificity or autonomy, on the one hand, and their
situation in the world and the way they address a possible audience, on the other,
are inseparable. The appearance/apparition is the first characterization of “le degré
zéro de I’écriture.”

Signifier — Reflexivity. Barthes’ reading of Proust indicates that A la recherche
du temps perdu is a document — a text — and that it cannot be dissociated from what
it says about itself through its reflexivity and from what readers say about it;
Barthes is one of these innumerable readers. Seeing literature as prioritizing
signifiers amounts to basing reading on the union and dissociation of the text, its
reflexivity that confirms its emergence (apparition), and the freedom of the reader.

Textuality — Equality of Past, Present, and Future. In Le Plaisir du texte,
Barthes wrote: “Lisant un texte rapporté par Stendhal (mais qui n’est pas de lui),
j’y retrouve Proust par un détail minuscule. [...] Ailleurs, mais de la méme fagon,
ce sont les pommiers normands en fleurs que je lis a partir de Proust. Je savoure le
régne des formules, le renversement des origines, la désinvolture qui fait venir le
texte antérieur du texte ultérieur. [...] Et ¢’est bien cela I’inter-texte : I’'impossibilité
de vivre hors du texte infini.” (58).° These remarks lead to two explicit conclusions.
Time makes the text and generates textuality, which is defined by its paradoxical
present. Any text, or any work, can serve as a basis for the apparition of another
text and function as a field of sense. The equality of past, present, and future makes
this apparition constantly possible.

Narrative — Reflexivity. In his article “Introduction a 1’analyse structurale des
récits” (1966 : 1-27)1° Barthes draws attention to the difficulty of reconciling the
countless diversity of narratives with a structural approach to that diversity. This
structural approach does not help determine whether the chain of events and actions
exemplifies succession or consequence and whether the understanding of the entire
narrative depends on a vertical integrative reading or a horizontal reading open to

8 “It is impossible to write without labelling oneself: as with Le Pére Duchéne, so equally
with Literature. It too must signify something other than its content and its individual form,
something which defines its limits and imposes it as Literature”. (Writing degree zero. Hill
and Wang, New York, 1977, p. 1-2)

9 “Reading a text cited by Stendhal (but not written by him) I find Proust in one minute
detail. [...] Elsewhere, but in the same way, it is the blossoming apple trees of Normandy
which I read according to Proust. I savor the sway of formulas, the reversal of origins, the
ease which brings the anterior text out of the subsequent one. [...] Which is what the inter-
text is: the impossibility of living outside the infinite text...” (The Pleasure of the texte, 35—
36).

10«“An Introduction to the Structural Analysis of Narrative”, New Literary History, Vol. 6,
No. 2, On Narrative and Narratives. (Winter, 1975), 237-272.
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all divergences. Any narrative, even a brief one, is too complex to be structurally
accounted for. In fact, in a narrative, everything is a play on the sense and field of
sense duality. This play may have the appearance of succession or consequence.

Effect of Reality — Sense and Field of Sense. Barthes's article on the “Reality
effect”™! seeks to justify the realism of minor descriptions that have no clear
function within the work. Barthes is confronted with a realism that he cannot
account for. To address this issue, it is useful to return to the “sense” and “field of
sense” duality. A realistic description without a specific function brings its object
into view; it makes it appear. However autonomous this description may be, it is
understandable only according to the field of sense to which it can be related.
Descriptions without justification mimic the apparition/appearance of the literary
work.

5 Barthes reading Proust: the reading subject

The re-reading of Barthes’ main theoretical notions under the duality of sense and
field of sense reveals that these notions, in their strict definitions, reflect a flattening
of the literary object, a form of disqualification.

The notion of degré zéro de [’écriture must be understood literally: degré
zéro means that writing loses the obviousness of its composition and presents itself
as a form of exteriority: “Cette Faim du Mot, commune a toute la Poésie moderne,
fait de la parole poétique une parole terrible et inhumaine. Elle institue un discours
plein de trous et plein de lumiéres, plein d’absences et de signes surnourrissants,
sans prévision ni permanence d’intention...” (1953 : 71).? In a way, the reader
becomes a stranger to this writing.

The signifier, considered literally, makes words evident, frees them from
relationships, and exposes them as forms of exteriority. In its strictest
characterization, the text leads to the indistinction of literature and removes all
singularity and individuality from any discourse. The hypothesis of a relationship
to what can be considered a literary work fades away.

The article on the structural analysis of narrative is so complex and diverse in
its characterization of narratives that the hypothesis of a strict characterization
dissipates.

The notion of the “effect of the real” is paradoxical: it maintains the hypothesis
of mimesis while acknowledging that one cannot account for its function. The
“effect of the real” does not allow for a statement about a relationship to exteriority,
except to say that it can be recognized as visible. In the case of all these notions,

' Roland Barthes, “L’effet de réel”, Communications, 11, 1968, 84-89. (“The Reality
Effect”, in The Rustle of Language, Blackwell, Oxford, 1986, 141-148).

12 “This Hunger of the Word, common to the whole of modern poetry, makes poetic speech
terrible and inhuman. It initiates a discourse full of gaps and full of lights, filled with
absences and overnourishing signs, without foresight or stability of intention...” (ibid, 48).
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the perception of the written characters is effective; it does not specify what the
relationship of perception consists of.

Barthes’ reading of Proust corrects all these points and defines the conditions
for a complete identification of the literary work and for an effective relationship
of perception and reading. A la Recherche du temps perdu thinks and perceives
itself through the play of narrative reflexivity, which is manifest in the conclusion.
This conclusion exposes the condition of the recognition of the novel as a literary
work. Because it exemplifies the duality of sense and field of sense, it presents the
conditions of its accessibility: the reader, who is also defined by this duality, is thus
capable of penetrating the work, any work. This is why Barthes finds himself
included in the infinity of the text.

Barthes notes, as we have already pointed out, that reading is undoubtedly
imaginary and a lure. From this remark, one should not conclude that it is an illusion
but rather observe the difficult balance of reading: it is the intersection, the
superimposition of two fields of sense, that of the work and that of the reader; it is
the moment of a specific appearance of the reader, inevitably provisional. The
reader is then explicitly constituted as a subject. The commentaries of Proust
Meélanges are testimonies to this constitution. We understand why Barthes states
that his reading of Proust is a personal reading and why his work has become
increasingly personal.

The counterpart to Barthes as a reader is Proust as a writer, as he can be
explicitly or implicitly characterized in Proust, Mélanges based on the various
fields of sense described by Barthes and the implications of Barthes’ formula:
"Proust's past is the narrator's future" — the narrator is the apparition/appearance of
Proust that is yet to come. Proust constructs the games of appearance/apparition,
which imply his person and are his signature, much like how in Cy Twombly's
work, writing appears and disappears and constitutes the painter's signature. We
must return to the opening of Le Degré zéro de [’écriture. In this essay, Barthes had
the project to express “une Passion de I’écriture qui suit pas a pas le déchirement
de la conscience bourgeoise" (1953: 13) and he read Proust only as an introduction
to literature. Barthes, as a reader of Proust, surpassed these starting points. He made
aremark from Le Degré zéro de [ ’écriture: Proust composes his narrative according
to a phenomenological order (ibid, 56), serving as the starting point for entering the
sense and field of sense duality.

13 «_..a Passion of writing, which recounts stage by stage the disintegration of bourgeois

consciousness.” (ibid, 5).
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Bo oBaa cratyja ja pasriieqyBaMe CeMaHTHKaTa M IparMaTHKaTa Ha YecTHIaTa 3ap BO
CTaHIapIHHOT MaKEIOHCKH jasHK, KOja ce jaByBa HaW3MEHHYHO CO BapHjaHTaTa
sapem. CMetaMe Aeka 3ap/3apem ce ynorpeOyBa BO NPECYHOHHpPAHW Hpallamba co
ga/He, KOW Ce TNparMaTH4Kd HAjCOOJBETHH BO KOHTEKCTHTE KaJe LITO IOCTOH
KOHQIUKT Mel'y IPETIoCTaBKaTa Ha TOBOPUTEIIOT M HEKOj TUPEKTEH MM UHIMPEKTECH
JI0Ka3 IITO ja ToOKMBa Taa MPETHOCTaBKa. Bo HCTpaxyBameTo cakaMe Jia ja OTKpUeMe
yjorara Ha 3ap/3apem BO TPECYNOHUPAaHWTE Ipallamba U Ja TH ONpeAeIUMe
(GYHKIMHTE Ha TAaKBHUTE Mpallaka BO IMCKYPCOT. 3a Ja ja MOCTUTHEME LeNTa,
aHAJIM3HUPaBMe [IPUMEPOK COCTABEH OJ Ipalllarba KOU COIPIKAT 3ap, EKCLEPIUPAHHU O]
COBpeMeHaTa MakeJOHCKa Ipo3a. Pesynrarure Ha aHanM3aTa IMOKaKyBaaT AeKa
4ecTUllaTa 3ap/3apem He € 3aJ0JDKUTENHA, TYKY CIIy>KH Ja ja 3TOJIEMH acepTUBHATa
KOMIIOHEHTA 32 CMETKa Ha WHTepOraTHBHATa BO CEMaHTHYKaTa CTPYKTypa Ha 3ap-
npamamero. Toa ce MaHH(pECTHPa CO 3aCHIyBalkbe HAa HEBEPYBABETO U HA YYICHETO
Ha TOBOPHUTEJOT JIeKa MPOIO3MIMjaTa, KOAUPaHa BO IPAIIAkETO, HE € BUCTUHMTA,
0cOOEHO BO KOHTEKCTH IITO COJApXAaT KOHTPaAWKIMja. TakpBarta ceMaHTHKa
O0BO3MOXYBa 3ap-TIpalllamkara Jia ce yrnorpedyBaaT BO peTopHuka (yHKIH]ja, WIN Ja
n3pazyBaaT WHIUPEKTHU TBPJCHA KOMIITO CIIYyXKaT KaKo YCIEIIHH CTPAaTeTHH 3a
yOenyBame.

Kayunu 300poBu: mnpecynoHnpaHu Mpailama, PeTOPUYKU Ipaliama, yOemyBame,
emdaza, KOHTEKCT
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In this article, we look into the semantics and pragmatics of the particle zar in the
standard Macedonian language, which is used interchangeably with its variant zarem.
We argue that zar or zarem is employed in biased polar questions, particularly in
contexts where there exists a discrepancy between the speaker’s presupposition and
contextual evidence that contradicts it. Our investigation aims to uncover the role of
zar/zarem in biased polar questions and determine the discourse functions of zar-
questions. To achieve this goal, we conducted an analysis using a sample of questions
extracted from contemporary Macedonian prose. The results of our analysis indicate
that the particle zar/zarem in biased questions is not obligatory but rather serves to
enhance the assertive component at the expense of the inquisitive component in the
semantic structure of such questions. This enhancement is reflected in the speaker’s
disbelief and surprise regarding the truth of proposition encoded in the question,
especially in contradiction contexts. Such semantics enable zar-questions to serve
rhetorical purposes or perform indirect claims, thereby functioning as effective
persuasion strategies.

Keywords: biased question, rhetoric questions, persuasion, expressiveness, context
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1 Bosep

Bo crarujaTa ru nznarame pe3ynTaTuTe O] HalllaTa aHAJIM3a Ha [paliamkaTa IITo ce
BOBEIyBaaT CO 3ap WM 3apeM 3a Jla TH ONpeAelrMe HHUBHUTE (DYHKIMU BO
CTaHIAPIHUOT MakeTOoHCKH ja3uk. Co orjen Ha (akTOT MWTO Mery 3ap W 3apem
HeMa 3HAYeHCKa pas3liiKa, Ke To KOPHUCTHME TEPMHHOT 3ap-Tpallama 3a
MpamamaTa BOBEJCHH CO OBUE YECTUIIH.

Bo ToKOBHUTE peUHUIIN HA MAKEIOHCKHUOT ja3uK, 3ap/3apem ce AehuHupa KaKko
YecTHIa Koja ce yrnmoTpeOyBa BO MpallajHd PEYEeHHIH, 32 M3pa3yBambe COMHEK,
4yZeHme U HeBepyBame. Bo mpeaMeTHarta nuteparypa, 3ap/3apem ce TpeTUpa Kako
NparagHa YecTHI, 3aeAHO cO ., Henu u garu (Muuosa-I'ypkosa 1994: 151).
Yectuuara € 01 TypcKo TOTeKNIo0 (zahir)! u ce cpekasa BO 1Be BapHjaHTH: 3ap W
3apem. 3a Hea Hema IOjeTANHA aHanm3a, Ho Mumnosa-I'ypkoa (1994: 152)
HaOpOjyBa HEKOJIKY BaKHHM CBOjCTBA: JIKa 3ap/3apem Ce jaByBa BO PEYCHHUIIU CO
KOH ,,C€ M3pa3yBa CIPOTHBHO 3HaUeHe: Japem Ke ogume?™, neka e ,,IpuaApyKHUK
M n3pa3yBad Ha eMmdasza“ m jaeka ce ynorpeOyBa ,3a H3pa3yBambe UylIeHe H
Heo100pyBame.

On THHoNOIIKAa TEPCHEeKTHBA, CIMYHA CIELHjaTn3upaHa JeKCHYKa eIMHUIIA
MOCeyBaaT HEKOJIKY COCEIHH ja3WIM: TOa € CPICKOTO M XPBATCKOTO 3ap H
oyrapckoro numa (Tumesa 2018). Yectnim co canunu GyHKIUM Ce CpekaBaar u
BO JIPYTU CJIOBEHCKH jJasuIM: pazee W Heysiceiu BO pyckuot (Jlerontuna 2014),
copak BO 4eIIKUOT, czyz/chyba BO TIOJICKHOT U Xu6a BO YKPAHMHCKHOT jazuk. Bo
NOTJIel Ha CHHTaKcaTa, 3ap/3apem TpOjaByBa OrpaHMYeHa MOOWIHOCT BO
peudeHnnaTa: oOMYHO ja 3adaka rMoyeTHaTa MO3MLHMja BO ga/He-TpallambeTo, Ipes
(OKYCHpaHHOT peucHHYEH EJIEMEHT KOj MOXKE /1a C€ TOMUKAIU3HUpa Mpel 3ap: 3ap
co neio ke oguw? Co nefo 3ap ke oguw? Munosa-I'ypkosa (1994: 152)
3abenexyBa JieKa ,,MOXKe Jia Ce jaBH CO KOj OMJIO peueHHUeH wWieH: 3apem iioj?
3apem twamy? 3apem yitipe? NTH.*.

Uectuniata sap/3apem ce jaByBa BO JMjaJIONIKH JTUCKYPC, Ia C€ HaMETHYBa
NpaIIambeTo KOj € HEj3MHHOT 3HAYEHCKH M MparMaTH4YKu noTeHnujan. Cmerame
JeKa criopendarta Ha JIBe INpaliamba CO UCTa MPOMO3UIIMCKA COIPXKHMHA, CO U 0e3
YecTullaTa 3ap/3apem, ke TIOMOTHE Jla ce OJIOBOPH OBa Mpamiame. Jla 3amuciime
CHTYyaIlHja BO KOja COTOBOPHHIIUTE CEIaT BO MCTa coda M OHAIBOP MOYHYBA J1a Ce
CITyIlIa TUBKO LTyMoJiekhe. Peaknunjara Ha TOBOPUTENIOT MOKe J1a Ouje Bo hopma Ha
ga/ne-npamame (1), uiu 3ap-nipamame (2).

(1) Iouna na BpHE?
(2) 3ap mouna na BpHe?

Co mpoOTOTHUNHUTE ¢ga/He-Tpaliakba CcO HEMapkupaHa uHTOHauuja (1),
TOBOPHUTENOT Oapa Ja ce TOTBpAM WJIM Ja ce€ MOPEKHE BHCTUHHUTOCTA Ha
[IPONO3UIMjaTa KOAUPaHa BO mpamiameTo. CIyIaTesnoT He 3Hae JaJld OArOBOPOT

' Co 3naueme ‘ounrnenno’ wim ‘Bepojatno’ (Bmajuh-Ilonmosuh 2016).
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IITO O4YeKyBa 1a ro aodue e ga win ne.? MefyToa, 3ap-Tpamamara He ce
HEYTpaJH{; Taka, Ha mpamameTo (2) ce OYeKyBa HEraTUBEH OATOBOD IOpaau
CIIEMEHTHTE Ha M3HEHAyBambe U Ha HeBepyBame. JlogaBameTo Ha 3ap/3apem Ha
ga/He-TIpalllalbeTO HE ja MEHYBa HETroBaTa MPOMO3UIMCKA COAPXKHHA. 3ap/3apem
CUTHAIIM3Upa JieKa TOBOPHTEJIOT HWMa IMPETIOCTaBKa 3a BHUCTHHUTOCTA Ha
MpalameTo, OAHOCHO MMa HM3BECHO OUEKYBame JEKa OJrOBOPOT ke Ouae BO
COTJIACHOCT CO Taa MpeTnocTaBka. VcTara mpecymo3wnuja ce TEeHepupa ako
npamameTo (1) Ma MapKkupaHa HHTOHANH]jA, CO PEYEHUYEH aKIEHT Ha TIIarojoT
(ITouna ga BPHE?!). Toa mokaxyBa JeKa ga/He-Tipalamara co eMpaTnvHa
WHTOHAIIMja CO3/[aBaaT MPECyNO3uIlija CO CIPOTHUBEH IMOJIAPUTET, 32 PasIhKa O]l
ga/ne-npaliambaTa BO KO HEMA HETalMja WIM MapKUpaHa MHTOHauja.?

Opn npyra cTpaHa, HETHpaHUTE ga/He-TIpamama (3) He ce HeyTpallHu OufejKu
rmoceyBaaTr IMO3UTHBHA mpecynosunuja. [lpucycrBoro Ha 3ap/zapem (4) ja
3acuilyBa Taa MpPECYIO3WIMja, MMIUIMKYBajKH JeKa T'OBOPUTEIOT BEpyBa BO
CIPOTUBHOTO M OYEKYBa MOTBPJIcH oroBop. Ha mp., mpamameTo (3), co akIeHT Ha
HerainujaTta, IMa CIIMYeH MparMaTHIKu eeKT KaKko 3ap-TipamameTo (4).

(3) He BpHe HagBOP? (Mucnam ieka BpHE)
(4) 3ap ue BpHe HagBOp? (MHuCEB JeKka BpHE)

loBopuTenoT MOXe J1a pearupa co 3ap-mpaiiamke He caMo Mopay MpoMeHaTa
Ha KOHTEKCTOT, OJJTHOCHO Ha CHUTYyallljaTa BO KOja ce OJ[BUBa Pa3roBOpOT (Ha TIp.
MOYHYBAkHETO HA JOXKJOT), TYKy M TOpaaud TMpPETXOJHATA pEIJIhKa Ha
COTOBOPHHKOT, Ha TIP. aKO COTOBOPHHUKOT COOMIITYBA 32 HEKOja MOCTAarKa IITo € 3a
ocynyBame (5). TakBOTO ga/He-TIpaliame UMa HaJOJHO-HArOpHA HHTOHaIHja (5) u
€ UCTO CIOpE/] 3HAUCHETO U KOMyHHKaIuckaTa GyHKimja co (6): 1 [BeTe npaiiama
Ce PETOPHYKHU U WU3pa3yBaar ocyja W MPEKop, a BapujaHTaTa co 3ap YIITE MOBeKe
r'0 MOTEHIMpa HETATUBHUOT cTaB Ha ropoputenor. Ce YMHM JieKa yrnorpedara Ha
sap/3apem BO ¢ga/He-TIpalllarbaTa ja 3rojeMyBa HHBHATa MPECYIIOHHPAHOCT U
emdasa, koja MuroBa-I'ypkosa (1994: 151) ja meduHMpa KaKO HATIACYBAbE HIIH
UCTaKHyBame.*

2 Bo nuteparypara, ga/me-Tipaniamara ce TTO3HATH KaKO MOJIAPUTETHH, OUIEjKH OIrOBOPOT
(ga nnm ne) ce Haora Ha MO3UTHBHUOT WIIM HA HETATUBHHUOT TIOJ O/ eMHCTEMHUYKaTa cKajia
Ha BepojaTHOCTa. Bo MakeOHCKHOT CTaHJAp C€ pa3NuKyBaaT TPH BHIA ga/He-TIpalllama;
co M 0e3 yecTHUa i, WIX BOBEACHH CO CEMAaHTHYKM Tpa3Ha 4ecThia gaiu. MuHOBa-
I'ypkosa (1994: 151) ru HapekyBa U ,,3aTBOPEHHU TIPAIIAHkHA*.

3 3a ynorara Ha MHTOHAIMjaTa BO TE€HEPUPAK-ETO HA MPECYTIOHUPAHWUTE Mpallama (Ha
AHIIMCKH TIO3HATH KaKo ,,biased”), Bumu kaj Amiep u Pu3 (Asher and Reese 2007).

43a criopenba laBame JIBe CIIMYHU peTOpHuKK npamama oj K. Yamryne (Bejra na eitipoiii),
€IHOTO CO 3ap, a APYroTo CO Heranuja: 3ap He 6e6 jac Wioj witio co geHosu U geHO8U il
30opysaue ... ? He 6es nu jac wwioj witio itie Moied ga ce wxoaysaut?
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(5) He 1 e cpam?!
(6) 3ap ne Tu e cpam?!

3abenexxaBMe JeKa BO Pa3TOBOPHHUOT ja3WK C€ KOPHUCTH W TPET BUI 3ap-
Mpaiiama, KOUIITO MHOTY JMYaT Ha PETOPUYKH Tpalllakha, HO HeMaaT IpaliaiHa
uHTOoHanuja. [Ipamameto (7) Moxe 1a ce ynotpedu Bo oJlpe/ieH KOHTEKCT: Ha TIp.,
aKo JBajIia mpujarenn 6apaar M He MOXKAaT J1a HajJaT OTBOpeHa TpaduKa BO HeJelna.
EaHHOT rOBOpUTEN KOMEHTHPA CO ,,HeTIPAIATHO* 3ap-TIpallakhe 3a J1a FO IMOTKPEn
MPETXOAHUOT apTyMEHT JieKa HeMa CMHCIIa [ja ce MPOJOIIKH OaparmbeTo.

(7) 1labe merame, 3ap BO Henela ke OTBapaar.

On 0BOj Kyc mperien HpousJieryBa JeKa 3ap-TipallamaTa MOXKaT Ja uMaar
MOBeKe TMCKYPCHU (DYHKITUH, KO TIPETIIOCTaByBaMe JeKa ce CIEIUPUIHN caMo 3a
oBaa ¢opMa mnpamama. Bo HaleTo UcTpaxkyBame cakaMe Jla TH ONpeaeIuMe THe
¢dyHKIMM 32 /12 ja oTKpueMe PpyHKIHMOHATHATA AUCTPUOYyIHja Ha 3ap-Tipaliamkara.
3a Taa men, anamusupaBme Han 200 mpumepwm, coOpaHH O] COBpeMeHara
MakeZoHCKa Mpo3a.

Tpynot e opranusupan Bo net noriasja. Bo cienHoTo normnasje, ce n3noxyBaat
TEOPUCKHUTE MOCTABKH IUTO T'M KOPUCTHME BO HCTPa)XyBambeToO, IO IUTO CICAU
W3JarambeT0 Ha HUCTpaXyBaukara IIOCTanka. Bo 4YeTBPTOTO ToOrjaBje ce
JIMCKYTUpaaT pe3yJITaTuTe o] aHaimu3ara. Ha kpajoT, ce naBa KpaToK Iperjes Ha
U3BEJICHUTE 3aKITy4OLH.

2 Teopucku cornegypama

Bo oBa mornasje ce HM3N0XKyBaaT TJIABHUTE TEOPUCKH TOCTABKH, MOBP3aHH CO
HACTaHYBAaKETO U CO (PYHKUMOHUPAETO Ha IMPECYINOHUPAHUTE Ipallama, KOU
TyKa ce TpeTCTaBeHH CO 3ap-Tipamama. llpecymoHupaHocTta € 3aeqHHYKA
CEMaHTHYKa OJJIMKA Ha HEKOJIKY BHOBH IIpallialba BO MaKEIOHCKHOT ja3uK. 3a
WIycTpauyja, HaBelyBaMe HEKOJIKY Mpallama KOW, Ha NpUMEp, MOXar Ja ce
CIlyIIHAT HA MEPOHOT Ha HEKOja >KEJIEe3HWYKAa CTAaHWLA: HETUpaHUTe ¢ga/He-
npamama (He ipuciuuina eozoii?), mpamama cO MapKupaHa UHTOHAIH]a (Bo3oil
ipuciiuina!?) v mpamama co YSCTUIUTE ga He, Heau ¥ 3ap ([a ne tpuciiuina
6030i? Henu ipucitiuina 6030i? 3ap dpuciiuina 6030iu?).>

[Ipecynonvpanure mpamama, Kako IITO C€ IpamamaTa Co Heau W 3ap, ce
OJUIMKYBAaT CO rojieMa KOHTEKCTyallHa 3aBUCHOCT OMJIEjKH OCHOBHHUOT MPEJyCIIOB
3a HUBHATa I[parMaTuika COOJBETHOCT (WJIM YCIEIIHOCT) € 3aJ0JDKUTeNHaTa
MOBP3aHOCT CO KOHTEKCTOT. THe He MOXKaT Ja ce yrnoTpedyBaaT BO CHUTyaIlH KOTa

5 Tomonumcka (2009: 52-53) cMera Jieka oBUe mpaiama ce npecynonupanu. [loseke 3a
npaiamara BOBEJCHN CO I'paMaTHKaJIM3MpaHaTa YecTulla ga He BUAM Kaj byxapoBcka u
MuTtkoBcka (2015).
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COTOBOPHHIIUTE HE Ce ITO3HABaaT, WM HE ja 3HAaT TeMara Ha pasroBOpoT. 3a
pasnuKa Of MPOTUTHITHHUTE ga/He-nipamama (0popMeHn co Wim 0e3 ganu), 3ap-
MpamamaTa Ce jaByBaaT KOTa COTOBOPHHIIMTE THM O0EIMHYyBa HEKOja 3aeTHHYKA
TeMa WM CHTyaluja, OHOCHO KOTa THE TIOCELyBaaT 3aeIHUIKO 3Haeme.® Criopen
Cramnakep (Stalnaker 2002: 704), 0Boj TepMUH 03HauyBa CIOJCICHA 3a¢THUYKA
nHpopMalrja Mel'y y4eCHHLIUTE BO Pa3rOBOPOT, Koja CUTE ja mpudakaaT Kako
BUCTUHHTA. 3a€OHUYKOTO 3HACHE I0Jpa3dupa IBa BHIA 3HACHE: OIIIITO,
CHIMKJIONIEIUCKO 3HACHE 32 CBETOT M HMHTEPIECPCOHATHO 3HACHE, KOCIITO TO
MoceZyBa TOBOPUTENIOT 32 COTOBOPHUKOT M 3a CHTyalldjaTa BO KOja C€ O/IBHMBa
maujasorot (Berio et al. 2017). 3aroa, oBue mpaiamba HE MOXAT Ja HHUIMPAAT
pa3roBop M Ja ce IOCTaBaT HAaIBOP OF KOHTEKCTOT, OJHOCHO 0Oe3 MpPEeTXOIHO
BOBEllyBalb¢ Ha TeMaTa. TWe TMpPEeTCTaByBaaT pPEakUUM Ha TOBOPUTEIOT Ha
MPEeTXO0IHATa PEIUINKa Ha COOECeTHHUKOT, MM Ha TOCTOjHATa CUTYyaIfja Koja He
OJIrOBapa Ha HErOBUTE O4YeKyBawa. Ha mp., npawmamero: 3ap ipucituina 6030iu? €
YCIIEIIHO €CaMO BO KOHTEKCTOT Ha YKEJE3HHMYKUOT MEPOH M aKO TOBOPUTENOT
MPETXOHO MHUCIIEN JIeKa BO3OT HE MPUCTUTHAI, HO J03HABA 32 MPUCTUTHYBAKHETO
Ha BO3OT (O HEKOj IPYT, WIH TAaK CaMHOT r'o TJieJla BO30T Ha MEpPOHOT). 3ap-
NpaIlambeTO CUTHAJIM3HMPA JeKa TOBOPHTENOT CTaHyBa CBECEH JeKa HerosaTa
MPETIOCTaBKa HE Or0Bapa Ha BUCTHHATA MOPaIy HOBATa CUTYaIHja.

[IpecynonnpanuTe mpamama ce TpeTHpaaT BO JIHTepaTrypara Kako BepOasHa
peakiuja, reHepupaHa oJf eMUCTEMUYKHOT KOH(IMKT Mery NpeTHocTaBKkaTa Ha
TOBOPUTEJIOT M HEKO] KOHTEKCTYaJIeH JIOKa3 INTO ja MoOWBa Taa MPETIIOCTABKa
(Goodhue 2018; AnderBois 2019, mery apyrute). KonhaukToT € noBeke nzpaseH
BO CIy4aWTe Kora TOBOPHUTEIOT HE caka Ja To mnpudaTH [TOKa3oT 3a
HEBUCTUHHUTOCTA HAa HETOBaTa MPETIOCTABKA.

ABTOpHTE KOM MUINYBaaT 32 aHTJIUCKUTE HETUPAHH IMOJAPUTETHU Mpallama
WCTaKHyBaar Jieka ce npecynonupanu (biased) u gexa ce morogHU 3a KOHTEKCTH BO
Kou ce u3paszyBa KoHTpaaukimja (Biiring and Gunlogson 2000; Romero and Han
2004). Bo HaleTo ucTpakyBambe Ha HETMpaHHUTE Tpallialka BO aHTJIHMCKUOT ja3UK
(Mitkovska and Buzarovska 2024), ytBpauBme jeka, BO MaKeJIOHCKHOT jas3uK,
HUBHHTE HAjUECTH CKBUBAJICHTU CE€ HETMPAaHUTE Npalllamha U MpallamkaTa BOBEACHN
co 3ap W Heau. Tue ce pasnukyBaar Mery ce0e M0 MOJIAPUTETOT Ha MPAIIAHETO
(manu MMIUTAIUpaaT TIO3UTHBEH WIIM HETATHBEH OATOBOp) W IO yOejeHocTa BO
npernocTtaBkara. Mcro Taka, yTBpaMBME JeKa 3ap-Tpalllambara MpeTHovnTaar
KOHTEKCTH CO IMOBEKE MJIH TIOMAIIKy M3pa3eHa KOHTPaJUKIHMja. 3aT0a THE YECTO ce
ynoTpedyBaar BO TOBOPHUTE YHHOBH, HAMEHETH KaKO KPUTHKA HA COTOBOPHUKOT.

Bo npeaMerHara auTepaTypa ce HCTaKHyBa JI€Ka MPECYOHUPAHUTE Mpallamba
ce BCymHOCT TBpAewma. Ha mpumep, Puz (Reese 2007: 8) TBpau Jieka aHTIIUCKHUTE
mpaimiamka cO T.H. HajaBopelnHa Herauwja (Isn’t it right?) mnpercraByBaatr

¢ TepMMHOT ,,32€JHMYKO 3HACHE* TO KOPUCTUME KAKO IPEBOJ HA TEPMUHOT ,,COMMOon
ground®, oj1 MpeIMeTHATA aHTJIOja3udHA JIUTEpaTypa.
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KOHBEHIIMOHAIN3MPAHH HMHIMPEKTHUM TBpAewma.’ OBaa KOHCTaTanuja Haora
IoTKpena u Bo 3abenenikata Ha Munosa-I'ypkosa (1994: 57), koja npuMepure of
tunot: Koj moowcewe ga 3nae? v Llito wiu e Tajre?, TH HapeKyBa ITIpanIamba
TBpACHa. BcymrHoOCT, THe mpeTcTaByBaaT PETOPHYKH Tpallama OHuaejku ce
CEeMaHTHYKH EKBUBAJICHTHM Ha acepuuu (OJHOCHO TBpACHA) CO CHPOTHUBEH
nonaputeT. Taka, mpamamerto: Koj moowcewe ga 3nae? ce mapadpaszupa Kako
‘Hukoj He Moxeme na 3Hae’ (MHHOBa—fypKOBa 1994: 57). Toa 3Haum paeka
PETOPUUKHTE TIpaliama He KaKyBaaT HUIITO HOBO, TYKY HCTaKHyBaaT HEIITO IITO
UM € M03HATO Ha COTOBOPHHIIUTE, OJHOCHO LITO € JeNl O] 3a¢IHUYKOTO 3HACHE
(Caponigro and Sprouse 2007: 131). HeuHpopMaTHBHOCTa Ha PETOPHUKUTE
Ipaliama ce MOBp3yBa CO HUBHATA IJIaBHA OAJIMKA: UMIUIMLKMPAHUOT OATOBOP HA
PETOPUYKOTO Tpallamke € OuurieeH 1 no3Hat Ha coroBopHunute (Rhode 2006:
135).

Bo mornen Ha QopmaTa, peTOpHuUKMTE Mpallama Ce Pa3HOBUIHM: Ha IIp.,
MOJIApUTETHUTE Mpaliamka co W 0e3 mpamanHa vectnua (Jaru umawt ym 60
mnasaiua? [a ne nemaws ym 6o inasaiia? Henu umaws ym 6o inasaiwia? MUmaws nu ym
60 1naeaiua?), Kako W MpallamkaTa LITO JIMYAaT Ha WHPOPMATUBHH U KOH Ce
BOBeZyBaaT co mpamaineH 300p (Og xoia cu fo umaw iipeiHaitio yMoil 80 Koaailia
na inyiiocitia?).® 3aeqHMUKO 3a OBUE NIPUMEPU € KOMyHHKalUcKaTa (yHKIHja:
CTPEMEXOT Ja To yOenaT CIyLIaTenoT/dYUTaTeNIoT 1a TO CMEHH MUCIICH-ETO WU
OJHECYBamETO MpPEKy HamajJ Ha HETrOBHOT YMCTBEH KamauuTer. [ oBopuTenor
n30upa npamanda Gopma 3a HaBpeAJIUBOTO TBPJCHE ‘TH HEMall yM BO TIiiaBata’,
U co Toa HaBpesara cranyBa unaupektaa (Celle 2018) 6uzaejkn ummmmpa nexa
HUKO] CO YM HE IIOCTallyBa KakO COTOBOPHHMKOT. 3a Toa MpUIOHECYyBa U
CeMaHTHYKaTa HEKOMIIaTHOMITHOCT Ha JIEKCHUKATA, IITO € KapaKTePUCTUIHA OJJTHKA
Ha peTopHuKuTe npamama (Spago 2016: 111).

Bo namara ananu3a ce HaJOBp3yBaMe€ Ha TEOPUCKHUTE IOCTAaBKH, 00jacHETH
Morope, Moce0HO HarlacyBajKy ja BAYKHOCTA HA 3a€AHUYKATA L[PTA HA PETOPUUKHUTE
W Ha MpeCcyNoHUpaHHTE Tpalliamba — U JIBETe ce IMpallamka TBpeHka. Toa He 3Ha4n
JieKa CHUTE 3ap-Tipalama ce peTopuukd. DyHKIMjaTa Ha NpallambeTo 3aBHCU Ol
KOMYHHKAIMCKaTa HamMepa Ha TOBOPUTENIOT: Ha Np., NPAlIalkeTo: 3ap He iu e
Woilno? GyHKIMOHUPA KaKO MPECYIIOHUPAHO ga/He-TIpalllaibe — TOBOPUTENIOT HE €
CUT'YpEH BO CBOjaTa IPETIIOCTABKa (JIeKa Ha COTOBOPHHUKOT My € TOILIO) U Oapa Taa
na ce nmotBpau. Ho 3ap-mpamameTo € peTopruyuko ako ce CTpeMH Aa BiHjae Bp3
OJTHECYBAETO HAa COTOBOPHUKOT, Ha MpuMmep: 3ap He iliu e cpam? € BCYIIHOCT
KPUTHKA CO 3HaueHe ‘TH Hemalr cpam’. OBa peTOpHUKO Mpaliamke ce OJUIMKYBa CO
cuiieH KOH(IMKT Mery mpermnocTaBkata (‘Tpebda ga MMaml cpam’) W peajHara
curyauyja (‘T Hemam cpam’). Ilpamamero e emdarnyHo Ouaejku BHecyBa

7 Bo opurmHasor crou: “tag-questions and negative yes-no questions are complex speech
acts: they are simultaneously assertions and questions” (Reese 2007: 79).

8 Tlocnennure nBa npumepa ce ox nposara Ha I1. M. Annpeescku (Hebecka Tumjanosa) v
Cp06o UanoBcku (JKenaitia na benotapgeeyoii),
http://85.214.197.73/ngram/view/umu/ym/mipei/Bo
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JIpaMaTHIHOCT M EMOTHUBHOCT. [IpermocraByBamMe jeka emdaszata TH IpaBU
PETOPUYKHTE TMpaliamka e()EeKTHBHO CTHIIMCKO CPEICTBO 3a yOeoyBame Ha
COTOBOPHHKOT. 3aToa OYeKyBaMe JeKa 3ap-Tipallamara BO MPUMEPOKOT Ke OumaT
YeCTH, CO PeTOpUIKa (PYHKIIH]a.

3 HcrpakyBayKa mocTanka

3a nma ja ompemenmMe (yHKIMOHATHATA IUCTPUOYIHMja Ha 3ap-TIpalamara
aHanusupasMe 206 mpuMepH CO 3ap-Tipalllamka, eKCIEPIUPAHU O]l COBpEMEHAaTa
MakeJoHCKa npo3a. ['u kopuctesme nenata Ha brnaxe Konecku (bK) Jlosje, Crane
[onos (CI) Kanew Ania, Bnano Manecku (BM) H360p, Cnasko Janescku (CJ)
Tepgoinasu, Kone Yamryne (KH) Bejra na seiupoiu, Cumon Ipaxyn (CJ1) benaitia
gonuna, Yopru A6aymes (I'A) ITyciuna, Jopan Crpesoscku (JC) Boga: 3apex,
Humurap Cones (C) Kpaiukaitia iiponeiu na Mono Camonukos, brnaroja lBanos
(BN) U360p, lletpe M. Amnppeescku (IIA) [lupej, Josam bomkoscku (JB)
Conynckuie aitieniiaiuiopu, Meto JoBanoBcku (MJ) Byganeiiunku v HEKOJIKY Aeiia
on momtamute aBTopu: Pymena Byxaposcka (Pb), Kammna Manecka (KM) u
bunmjana Lpsenxocka (bLl). HajogoBme BkymHO 209 mpumepn, on kou
aHayimzupasme 206 CO UHUIM]ATHOTO 3ap/em; 3 IpUMEpPH co PUHATHO 3ap He Oea
ananmsupanu.’

Crnopenbara Ha OpoOjOT Ha NpETJIEAAHUTE JUTEPATypHH Jena co OpojoT Ha
MPUCYTHUTE 3ap-TIpalliaka MOKaKYBa JIeKa THE HE C€ YECTH BO MUIIAHUOT ja3HK.
Toa ja HaMeTHyBa NpPETIIOCTaBKaTa Jieka THE MOBEKE CE€ CpeKaBaaT BO YCHHOT
TOBOPEH ja3uK, IITO Ce MOTBPIU CO HUBHATA ITOTOJIEMa 3aCTaIlEHOCT BO JIEaTa IMITO
conpykat aujanosu (Ctpe3oBcku, Annpeescku). LllTo ce oqHecyBa Ha ymoTpebara
Ha 3apem WIW HA 3ap, c€ YMHH JieKa N300pOT 3aBHCH O] aBTOPOT: Kaj MareckH,
JoBanoscku, Jlpakyn u ComneB mpeoBiaayBa 3apem, NOJIEKa 3ap € 3acTalieH Kaj
Konecku, IlonoB, Abayme un Yamyme. [pyrure aBTopr HaWM3MEHHYHO TH
yrnoTpeOyBaar u JBeTe GOpMHU.

Cexoj mpumep Genre BHECEH BO 6a3aTa Ha MOIaTOLM IITO ja Kpenpasme'® u Gemne
aHaJM3UpaH CHOpe] HEKOJKY HapaMeTpy: KOMyHHKaIUCcKaTa el Ha MPallamkeTo
(BO MOLIMPOK KOHTEKCT), aCEPTUBHOCTA, MIOKYLIMCKATa (YHKIMja Ha MPAIIakbETo
u emdaszara. [IpernocraByBame Jieka acepTUBHOCTa MOXKE Jla UMa pa3jiHycH
WHTEH3UTET, 3aBUCHO OJ] CHJIaTa Ha eMUCTEMUYKHOT KOH(QIUKT Mel'y CTENIeHOT Ha
yOegeHocta Ha TOBOPUTENOT BO BHCTMHHTOCTA Ha MPETIOCTaBKaTa M
MMOATOTBEHOCTA Jia ja MpudaTu HoBaTa CUTyalja (KOHTEKCTYaTHHOT J0Ka3), IITO

° Enen mpumep kaj J. bomkoscku u nBa kaj C. Tlomos, Ha np. brasecu 6u 6am Ha
mapuosyuitie, 6e3 uugnuiapu, 6nrazecu eu. Hasuciiuna eue cnobogen xcusoili dHcuseeite,
3ap ne?

1 Ylako npumepute ce feN 0/l NOIIMPOK KOHTEKCT, MOPajIi OrPAHUYEHOCTa HA POCTOPOT
TO HaBeyBaMe CaMo MPAIIAmbETO.
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NPOTUBPEYN Ha NpeTrnocTaBkata. HUBHMOT coomHoc ke ce pediekrtupa BO

MOCTOCHETO Ha HEKOJIKY BUA 3ap-Tpalllama.

[Mpumepute co 3ap-mpamamaTa TH KIaCHUIUPABME BO TPH KaTETOPUH:
PETOPHYKH TIpalniamka, HHANPEKTHH TBPIACHA U Ipallama IMTo 0apaaT IMOTBpIA,
CIIOpe]l CIEJHUTE ONPEAeIOn:

(a) Peropuuku mpammama — COTOBOPHHMKOT € CHUTYpPEH BO CBOjaTa NpPBHUYHA
NPEeTIIOCTaBKa MITO C€ HMMIUTMKYBa CO 3sap-npamamero. Emdarmuno e ja
npugaka HoBaTa CHTyaluja Koja BepOaHo ja peaqu3upa co MpamameTo.

(6) UamupexTHH TBpIAEHa, KOMIITO C€ pa3iMKyBaaT oOJ IMpeTXOoAHaTa Kiaca Io
OTCYCTBOTO Ha eM(asza W mpamanHa WHToHanwja. lIpoOiemarnynm ce 3a
neuHUpame MOpaay MPEKIOMYBAambETO CO PETOPHUKHTE IMpalllama: M JBaTa
BUJIa TIpaliama ce eJIcH BUJ TBP/CHA.

() [Ipamama mto 6apaat moTBpa — MO MPUTHUCOK Ha HOBaTa CUTYyalluja (OJHOCHO
Ha KOHTEKCTYaJHHOT JJOKa3), COTOBOPHUKOT C€ COMHEBA BO BEPOJOCTOJHOCTA
Ha HEroBara NpBUYHA TPETIOCTaBKa M Oapa TOTBpAa O] COTOBOPHHUKOT.
BceymHoct, THE ce pecyNoHUpaHu ga/He-TIpallamba.

CBecHH cMe 3a JIBE€ METOJOJIOIIKM OrpaHHYyBama Ha OBa HCTPaKyBambe:
KOpPHCTEBME TIPUMEPH OJ1 JINTEPATYPHU Jieia (COo ories Ha pakToT MTO HE TIOCTOU
KOpITyC Ha YCTEH TOBOP) ¥ NpH KJIacH(HKalKjaTa Ha IPUMEPHUTE HEe MOXKEIIIE /1A ce
n30erae n3BecHa Cy0jeKTUBHOCT BO OTIPEAETyBamEeTO Ha KilacaTa Ha peTOPUIKHTE
npalama.

4 Tonkysame Ha pe3ylITaTHTe Of] AaHATN3ATA

Pesynrarute on aHanu3arta mokaxkaa JieKa JOMHHUPAaT PETOPUUKUTE Mpallamba
(103 mpumepw) Han MHAUPEKTHUTE TBpACHa (61 mpumep). HajManky ce 3actaneHu
npaiiamara mro 0apaar norspaa (42 npumepn).

4.1 Peropmyku 3ap-npamama

Tonemuot 6poj peropruku 3ap-npamiama (103), 3HAYUTETHO MOBHCOK 011 OpojoT
Ha JPYTUTE 3ap-Tpallama, € MHAUKAlHMja 32 HUBHATa MOJU(YHKIHOHATHOCT U
KOMYHHKaIMCcKa e(eKkTHBHOCT. Bo mparMaTHYKuTe TEOpUH LITO C€ 3aCHOBAaT Ha
KOHLIETITOT ,,JINIE" PETOPHUKHTE Mpallamka Ce CMETaar 3a yOlIakyBauKo CpPeICTBO
BO FOBOPHUTE YMHOBH IIITO TO 3arpO3yBaaT JHUIETO Ha coroBopHukoT (Brown and
Levinson 1978: 228-230).™ Ho, uma u apyru chakarma, Ha np. ®pank (Frank 1990:

' Cnopen Bnmjarennara Teopuja 3a yuruBocta (Brown and Levinson 1978),

KOMYHHMKaIMjaTa, KaKo MOTEHIMjaIHO ONaCHA M AHTarOHUCTUYKA aKTUBHOCT, CE PAKOBOAN
oJl MOTpedKTEe Ha JIMIETO Ha coroBopHULMTE. [lox TOj KOHIENT ce mojapa3doupa ciuKaTa
LITO TOBOPHUTEIIOT CaKa Jia ja n3rpajay 3a cede npej jaBHOCTa. 3a MOAETaIHO 00jacHyBame
By kaj Kycescka u byxkaposcka (2020: 87-91).
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738) cmera neka THe BpIIAaT ABOjHA (pyHKIHWja: ja yOllaXyBaaT KpUTHKaTa W TH
3acuiyBaatr TBpAewaTa. MiMeno, mpamainata gopma ja ,,Mackupa“ JUPEKTHOCTA
Ha TAaKBUTE TOBOPDHM YHHOBH, HO MCTOBPEMEHO TH TMpaBU MOYyOeIMBH U
noekcnpecuBHH (Frank 1990: 727) 3aroa mTo mpon3BeayBaatr ApaMaTHIEH eeKT.
TaxBara ABOjCTBEHOCT Ha PETOPUYKHTE Tpalllamha ce MPOjaByBa Kora ce KOpUCTAT
3a yoenyBame. M monoBute uctpaxysama (Reimer 2018: 231) notBpayBaat neka
TOa € OCHOBHAaTa KOMYHHKAIIMCKa IIe] Ha PEeTOPHYKHTE Mpamama. He e ciydajao
LITO THE MPETEKHO CE YIOTpeOyBaaT BO Pa3srOBOPUTE Kajle IITO MOCTOU KOH(IUKT
WM HECOTIacyBambe Mel'y COTOBOPHHUIUTE.

3a ;ma ja ucrmTaMme WIOKYIMCKaTa (pyHKIMja Ha PETOPUUKUTE Ipallamka, BO
IIPEMEPOKOT ja TNpHuMeHyBame Kiacupukanmjata Ha Ilmaro (Spago 2020),
U3/1BOjyBajku TPU TMOJBU/A: arpPeCHBHM, HPOHMYHU U HeyTpannu.'? TIpsute nBa
MOJBHIA C€ KAaTeropu3HpaaT Kako HENpPHUjaTeNICKH TOBOPHH YHWHOBH INTO CE
KOpHCTAT 32 KPUTHKA.

Bo npumepokoT, HajMHOTYOpOjHH ce arpecCHBHUTE PETOPUUKY Npaliama. Tue
BCYIIIHOCT MpETCTaByBaaT BepOaJeH Hamaj co eMOLMOHAJICH Ha0oj, BO KOj HE ce
BOJM CMETKa 3a YyBCTBAaTa Ha CIYNIATENIOT M C€ ITOBpPEIyBa HETOBOTO JIHIE.
HameTHaTHOT OIrOBOP, HAKO CE MPUKAXKYBA KAKO JIEJT O] 328 THIMYKO 3HACHE, YECTO
e cyGjextusen (Spago 2020: 75). IIpauramata MOXaT [a IPETCTABYBAaT MOBEKe
TOBOPHM YHMHOBM BO KOM C€ KpPUTHKYBa CIYIIATENOT: IPEKOp, HETpPIICHHUE,
Heoo0pyBame, NpHUroBapame, HaBpeaa. llenra Ha KpHTHKara € Ja ro CMEHU
OJIHECYBAETO Ha COTOBOPHUKOT U Taa 4ecTo n3pasysa JyTuHa (8—10), moHexoraim
npoTtkaeHa co uponuja (10).

(8) 3ap co nyx yosek ke xueer? (JC)

9) 3apem HemaTe OrpoOMeEH IIKOJICKM JBOP Ha TpHECeT MeTpa Of 3rpanaBa’
3apem He MOXKeTe AypH Ipes Bie3 Ja cu ro Tpuare aerero? (Pb)

(10)  3apem u o Hac ke npogospkum aa kpagemr? (CJI)

Kpurrkara Mmoxe ia Ouje HacOYeHA W KOH JPYro JIMIE KOe HE € YYECHHUK BO
PasroBOpOT.

(11)  3ap ue rmena aexa mopaau Hero He ce Maxu? (BI)
(12)  3ap ne riiena nexa noaraar o Hac? (BLI)

Kputnkarta npemMuHyBa BO HETOAyBambe CO KOE TOBOPUTENIOT H3pa3yBa
HE33/I0BOJICTBO U JIyTHHA O]l OJHECYBamETO Ha coroBOpHUKOT (13-15). TakBute
PETOPUYKH Tpallama MoceayBaaT MaKCUMajHa arpecuja OMIejKu LenTa € Aa ro
3acpamar M J1a ro TIOBpeaT COrOBOPHHUKOT.

(13)  3ap e oBa uoBemruna? (bK)
(14)  3ap e Bu e cpaM BakBH cTapyauu fa Hocute B rpan? (JC)

12 TIImaro (Spago 2020) ru TpeTnpa KaKko NpHjaTesICKH.
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(15)  3ap manky tu 6emre e6ot! (JC)

ATpecuBHUTE PETOPHYKH Tpallama W3pa3yBaar MOTIONHO Hempudakame Ha
HOBOCTaHATaTa CUTYyalluja OHJIejku Taa HE € BO COTIIACHOCT CO CTAaBOBHTE W/HIIH CO
MOpaJIHUTE HOPMH Ha TOBOpUTENOT. TOj ce CIpoTHCTaByBa Ha Taa CHUTyaluja,
n3pasyBajku nytuHa (16—18), niu HeromyBame KOe MOXKE J1a CE 3aCHJIM CO HaBpEAH
(tnacu, vaxanu). Cunnara emdasa ce GelIeKH CO M3BUYHHK.

(16)  3ap co THe KaTHIM IITO HOX MK 00T B cpIie ja ce cnpujarenyBam! (JC)
(17)  3ap co The rHacu 1a ce cBatume, jaa ce cpoayBame! Hukako! (JC)
(18)  Yakamu HeHacuTHH, 3apeM He Bu Oerre mocta? (J1C)

Hexowu peTopryky Mpamiama MITo CIYXkKAaT 3a anes KOH COTOBOPHUKOT e 000CHH
CO M3BECEH KPUTHYKU TOH. Mako ce KpUTHYKH, THE HE CC HAMCHETH Ja Oujar
HaBpeUTHBY UcKasu (19).

(19) 3apewm He ro chakamr Toa? (JC)

Bo npumMepokoT peTKo ce 3acTaleH!u PETOPUUKHTE Mpaliama co uponuja (20)
nim capkaszam (21, 22). W nBara momma ce oHECyBaaT Ha CTHUJICKH CTPATETHH CO
KOHM C€ M3pa3yBa CIIPOTUBHOTO OJ TOA IITO Ce TBpAH. MeryceOHO ce pa3iuKyBaar
M0 KOMyHHKAI[MCKaTa Hamepa — capka3MoT MCMejyBa W HaBpenysa (Bowes and
Katz 2011: 216). Bo ocHoBata Ha pa3jnuuHUTEe (OPMH Ha CapKa3MOT JICKHU
KOHTPAcToT Mely OyKBaJHOTO W wuMIUTHIUpaHoTo 3Hauewe (Celle 2018).
Capka3MOT 4ecTo ce TOBp3yBa CO ymnoTpebda Ha HaBpeIUIMBUM HM3pas3d, Ha TIp.
»CTHIca™ Bo nmpumepot (21) u co xunepOoia, Kako MITO € ,,ceMOKEH pa3yMm‘’, BO
npumepot (22). XumnepOonaTa ja mpeyBeIudyBa peaiHaTa cocToj0a M Ha TaKOB
HAYMH T'0 3aCHITyBa KOHTPACTOT.

(20)  3ap mowuTe nonapu BpeaaT nomanky oz Herosute? (KY)

(21)  3ap tonky... cu 6un crunca? (I'A)

(22)  3apem TBOjOT ceMOKeH pa3syM He € BO COCTOjOa caM Ja ja objacHW Taa
mpocra 3aratka? (J1C)

HeyTpanuute peTopuukd 3ap-Tipalllaba HAjYeCTO ce cpekaBaaT BO
MOHOJIOIIIKK TE€KCTOBH, BO KOM TOBOPHUTEIIOT M3pa3yBa Hempudakame Ha HOBATa
curyanmja (23-25).

(23)  3ap muKkoramr Hema Ja CH ITOBEPYBaM CaMHOT cebecu? (K9)
(24)  3ap Hema u TOj 3aeIHO CO HUB Ja ce u3Bneuka omosae? (I'A)
(25)  3ap Ha HOBM 4eBiHM ke UM Oapa Hekoj mana! (BK)

Bo ananu3upaHuTe TEKCTOBU HajlOBME LIEIMHHU BO KOM aBTOPOT ynoTpeOyBa
MOBeKe Mpaliama, eIHo Mo Apyro. Taka, Bo MOHOIOTOT (26), IpBUTE TPHU Mpallamka
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ce OJ{HeCYyBaaT Ha CaMHOT aBTOp, & JPYTUTE Ce 3a JIy[eTO OJ COCEICTBOTO KOU
3aruHaie Bo 3eMjoTpecoT. HajchitHO € n3pa3eHo HeBepyBameTO KOCUITO e TOJDKU
Ha 0JJOMBAKETO J1a Ce MPUMHU TaXKHATA PEaTHOCT, KOja € BO CYJIMp CO BepyBamara
Ha TOBOPHUTENOT (Aeka He Tpeba da Omme KWB Kora T'M HeMa ITO3HATHUTE JINIIA).
Hogara cutyanuja ce moteHuupa co eNMCTEMHUYKUOT MIPHUIIOT HABUCTUUHA.

(26)  3ap naBuctHHaA cyMm kuB? 3ap HaBHCTHHA cera cyMm cam? 3ap Tpeba na
OumaM JXUB CBEJOK Ha Cyn0OMHAaTa Ha €IHO rojieMo cemejctBo? 3ap
HaBUCTHMHA CHUTE THUE MaJICUKH MOBEKe HEeMa Ja T'M LpTaaT Ha OETOHOT
CBOWTE YOBENH, ... 3ap HAaBHCTWHA THE IOBEKe HEMa Ja TH IIapaaT
sugoBHTE cO Kpena: ,,IleTpe ja caka Bepa®. 3ap Hema na u3neryBame cute
3aeJIHO BO YTPUHCKUTE YacoBH...? 3ap HaBHCTHHA MOBEKe HEMa Jia UMa
cniokojctBo? (BN)

TakBu cepun 0J 3ap-Tipaliama HaoraMe U BO JAPYrH MOHOJO3U. Bo crnemHuoTr
naparpad (27), roopurenor (CynejmaH-0er), cO pETOPUYKHUTE Mpalliama, T'o
3aCHJIyBa CBOjOT apryMEHT JIeKa [OCelyBa HEOrpaHUYEHa BIIACT.

(27)  Bak, 6axk, 6ax!!! 3ap He ce TpecaT 01 MojaTa CHJia CHTE [apPEBH O] 3eMjaBa?
3ap He ce K1akbaar CUTE HUBHU CIYTH Nped MeHe? 3ap He ce Bee 3JIaTHUOT
nonyMecen og barnan o beu, Texepan u Tynuc? 3ap He Biajee roieMuoT
MIPOpoK Haj cute kuBu U MpTBHU? (CII)

4.2 VInpupeKTHU TBpAema

Bropuot Bua 3ap-Tipainiama ce MPEKIIONyBa CO PETOPUUKHUTE Mpaliama. Peurcu
cHTe TPUMEpU IMITO T'M Kiacu(uIUpaBMEe BO OBaa Tpyla HeMmaaT MpaliaiHa
MHTOHaIMja (ONHOCHO ce 0e€3 TmpalllaJlHMK), JIMIIGHH ce oja emdasa, a
HUMIUTUIIMPAHAOT OJFOBOP € MOBEKE HAMETHAT OJ] TOBOPHUTEJIOT, OTKOJKY IITO €
ouMrieeH M 3a aBajuata corosopumim (Spago 2020: 70). Pasmukata co
MpEeTX0/HATA KJIaca MOYXKe Jia Ce WIIYCTPHpa MPeKy criopendara Ha JIBe pariama co
CIMYHA COJIP)KWHA: PETOPHYKO Tpamiame (28) u uHIupekTHO TBpaewme (29). Ce
YHHHU JIeKa pa3jinkaTa ¢ BO CHJIaTa Ha CMHUCTEMHUYKHOT KOH(MIHUKT, KOj € MoBeke
u3pazex Bo (28). Bo mpumepor (29), TBpaemeTO Jieka HeMa Kpaj Ha Hecpekure e
MaJIKy TOCHJIHO (OIHOCHO ,,lIOACEPTHBHO™), IITO MOXE Ja OuJe pe3yiraTr Ha
MOTOJIEMOTO WCTaKHYyBamkbe Ha peajHara CcocToj0a oOff CHpOTHBHATA —
MPETIIOCTaBKaTa/0YeKyBaHETO JIeKa Taa ke uMa Kpaj. TakoB nucOanaHc Mery apara
aCIeKTa Ha eMUCTEMUYKHOT KOH(IMKT U3IJIe/1a IeKa I0BEIyBa JI0 MOroJIeM CTeIeH
Ha aCEPTUBHOCT.

(28)  3apem Hema Kkpaj Ha pacniHyBamasa? (BM)
(29)  3ap uma kpaj oBa ymupame. (I'A)
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Bo cnegnuTe mpuMepy moBeke € HCTaKHATA TIPETIIOCTABKATA JIEKa TOBOPUTEIIOT
olI0MBa Jia ja mpudaTH MPOMEHATa IITO ¢e 3aKkaHyBa Ja ce ciayuu (30-31), nako Toa
010MBame HE € eM(aTHIHO.

(30)  3ap cam naa ce cmacam... 3ap 6e3 Tebe na oxam... (JC)
(31) VY, 3ap Ha cTapocT a ce MakaM: UMaM CUHOBH, Kepku, BHYIH... (JC)

W BO cieHUTE WHAWPEKTHH TBPJCHA C€ IOTEHIUpPA CUTYPHOCTA Ha
TOBOPHUTEJIOT JIeKa IPBUYHATA PETIIOCTABKA € BUCTHHUTA. [[OBHCOKHOT CTENEH Ha
ACepTHBHOCT T MPABH MOTOJHU 3a apryMEHTHpPAHaTa MOTKPENa Ha MPETX0IHOTO
TBpAeke (32-35).

(32) 3maar KOj ce TaMy W IITO C€ IPaBH Tamy. 3ap M Ha JAPyrapure CBOU Ke
mykaart. (I1A)

(33)  Ke najaere apyru... 3ap MalKy Kydnma uMa Hu3 cenoBo. (I1A)

(34)  Ito ToNKy rojgem Mepak KOH Hero. 3ap ajBaH TOJKy ce cakajo. (JC)

(35)  MHocra Hu e 0f TakBH, 3ap u pa3zdojuuiy aa npudupame. (ITA)

Bo cnennute npumepu (36—39) mocuiHo ce uyBcTBYyBa acepTuBHocTa. Ce UMHU
IeKa 3ap/3apem TyKa TIOBeke (QYHKIHOHHpA KaKO MparMaTHYKH MapKep 3a
3aCHIIyBamkb€ HA MCKA30T, OTKOJKY KaKO TpalllaiHa YeCTHIa 3a Kpeupame Ha
MPECyNOHUPAHH Mpaliamka. AKO ce CMEHH TOJIapUTETOT Ha UCKAa30T 3ap, BO OBHE
KOHTEKCTH TOj MOYXeE J]a C€ 3aMEHH CO 3aCHITyBaYKUTE JUCKYPCHH MapKEpH ia UK
nenu: Ha 1ip. (38): Ila ne cme Lezapu... uma: (39) Heau eguaw 6u modcen cam...
Ce pa3bupa, cekoja BapHjaHTa T'M 3auyByBa CBOUTE CYNTUIHH MpParMaTUIK{
pas3uKy.

(36)  3ap mpyrure umaar nmouHakBo aeTcTBO. (BI)

(37) A 3ap nue cme nocpekau o mptaurte. (ITA)

(38)  3ap cme nezapu Bo PuMckHOT ceHaT - Ta ke npoaaBame myapocti. (JC)
(39) Ilornenaj Ha macata, 3ap eqHaII He O MOKel caM Ja ce ycryskuml. (BI)

Bo npuMepokoT uMa 1 HeKOJIKy poOIeMaTHYHH IPUMEPH IITO CE OJITTMKYBaat
co eMm¢paTnyHa MHTOHaNM]ja (oOenexxaHa co M3BWYHHUK). Toa ru mpuOImKyBa 10
PETOPUYKHTE TIpalliama.

(40)  3ap na crapu roauHu aa )xuBeaM Bo quBuHa! (JC)
Co peropuukuTe Tpaliamka ce TpaHWYaT W HEKOW WHIWPEKTHU TBpJCHA,

ynoTtpebeHu 3a yoenyBame. Bo mpumepot (41), rOBOPUTENIOT ja TEIIN MajKkaTa Koja
€ COOYEHA cO TparuyHara 3ary0a Ha JeTeTo.
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(41)  Hewmoj, mopu Benuko, HeMOj cecTpuiie, 3ap ¥ TH Tpeda Ja ce oTemnal,. ..
3ap cakalll CHpalli Ja T'M OCTAaBWIN... 3ap yIITe eIeH rpo0 cakain Ja
oTBOpHII. 3ap 3a00paBH Ha JelaTa IMTo TH ocTaBu AoMa... (ITA)

4.3 IIpamama mTo 6apaaT MOTBpPAA HA IPETIOCTaBKaTa

3ap-npamamata Bo oBaa kiaca (42 Ha Opoj) ce pa3IuKyBaaT OJ] IPETXOAHUTE JBE
KJacu Owlejkn HHBHaTa KOMYHHKAIICKaTa Iel € J0OWBame OATOBOP O
COTOBOPHHUKOT. Hekoja KOHTEKCTyallHa MJIM CHTYaIlliCKa OKOJIHOCT JIOBEIyBa JI0
COMHEXK Kaj TOBOPUTEIIOT BO HETOBaTa MPETIOCTaBKa.

Toa BO Hero mpeau3BHKYBa HEBEpyBame M UyAeHe, Ma Oapa OATOBOp Of
COTOBOPHHMKOT 3a J1a TO pa3pelru coMHeBameTo. Jloka3oT Moxe ma Ouie koja Omio
HOBa CHTyallMja: HEHaJejHa TII0jaBa Ha COTOBOPHHUKOT (42), OTCYCTBO Ha
OYEeKyBaHHOT mpeameT (43), HoBocTekHata uWH(popMmanmja (44), wiam camara
cutyaryja (45). Co ornes Ha (DaKkTOT IITO HA OBHUE IIpalllaha TOBOPUTEIOT OUEKyBa
MOTBPZICH WM OJIPEYEH OJIrOBOP, THE CllaraaT BO TUIIMYHU MIPECYIOHUPAHU ga/He-
mpamnama.

(42)  Tumrope, 3ap Toa cu TH? —u3BuKHA Apco. — Oxo, 6pat moj! (I'A)

(43)  3apem I'epo e tn gomece kade o nedan6a? — He. (JC)

(44) 3apem Tonky e Oe3HamexHa Taa paborta? — ATMCOIYTHO Oe3Ha/IEKHa,
knumHa Jomko. (J1C)

(45) Mawmo, 3ap cera aa ru nmpaBume THe ageth? — CTErHu cpiie, 3a OBUE TN
efHam e npoyka Bo rogaunara. (bK)

Bo Hekom cmydam, oAroBOpOT Ha TpaliameTo € HHAUpeKkTeH (45). Ako
OJICOBOPOT € OYHUIJIC/ICH, MPaIIambeTo U3pa3yBa MpUKprueHa Kputruka (46—48).

(46)  3apewm Beke He e nouHa? Ox, bpaHko He 6uau JbybomopeH, Besu Taa. (B1)
(47)  3ap u i nuyem? (BN)
(48)  3apem ne ce cekaam? (JIC)

Hekom aBTOpM cMeTaaT JeKa pETOPUYKUTE Mpallama HEe TeHepHpaaT
n3HeHaayBamwe (Rohde 2006: 142) mopaau ouuriieAHOCTa Ha OJArOBOPOT. Toa ce
MOTBPAM BO HAIIETO HMCTPaKyBame: CaMO OBaa Kjaca Ha HEPETOPUYKU 3ap-
npaiama u3pasyBa dyzaewme. MeryToa, U3BECHO M3HEHAyBambe € MPUCYTHO BO
€/lHa Majia IrpyIa IpuMepH, KOUMIITO JIUYaT Ha HEYTPAJIHNA PETOPUUKH IIPALIAhA 110
TOa mTo nmoceaysaar emdasa. Ho, Ounejku uMaaT oJiIroBop, TH CMECTUBME BO OBaa
KJaca.

(49) 3apem ke ympeme 3a Boma? — Hukoj e mucim Ha toa... (JC)
(50)  3ap camo Toa HE ocTaHa? — OcraHaBMe U HUe, Benu Taa. (bU)
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HcTo Taka, MHIUPEKTHUTE TBPJCHA CO CMTUCTEMUYKUTE MONCHO U HABUCTHUHA
cMeTaMme JieKa ce TpaHnvaT co peTOPUUKUTE Npamiamka. Ha oBue mpamama He Mopa
Jla ce 0YeKyBa oAToBOP: MpuMepoT (51) e Bo MoHOJIOT, a mpuMepoT (52) u3pa3ypa
WPOHH]ja WITH TIPEKOP, KOH CE TIOBEKE KAPAKTEPUCTUYHH 32 PETOPHUYKUTE TIpaIliamba.

(51)  3ap e moxHoO na ce Bbyoun? (BLI)
(52)  3ap Tu mocera HaBHCTHHA He ceTH jeka cyM mujan? (KY)

5 3axkmy4ok

Bo oBa mcrpaxyBame Ha IpamiamaTa BOBEIACHH CO YECTHIATA 3ap/3apem BO
MaKEJIOHCKHOT ja3uK, TPrHaBME OJI HEKOJIKY CTaBOBH: (a) 3ap-TpaliamaTa ce
MPEeCyNOHUPaHN ga/He-TIpalllalba KOW HMMaaT CHPOTUBHO 3HAYCHE  Off
MIPOTO3UIIHjaTa KOAWPaHa BO MpaliameTo; (0) OOMYHO ce jaByBaaT BO KOHTEKCTH
CO KOHTpanuKIhja; (B) MPECyMOHHUPaHWUTE Tpallaka Ce CMEeTaaT 3a Ipalmama
TBPJICHa UCTO KaKO U PETOPUYKHTE Mpaliama.

I'maBHaTa 1es Ha HCTPaXKyBambETO Oelle 1a I'H onpeaeuMe QyHKINUTE Ha 3ap-
npalamaTa MpeKy HEKOJKY MparMaThiky (hakTopu: KOMyHHKAIHCKaTa Hamepa,
EMUCTEMUYKUOT KOHMIMKT W emdaszara. Bo aHanmmzata Ha ekcuepnUpaHHUTE
MpUMEpPH YTBPIMBME JIeKa 3ap-Tpaliamara ce ynorpedyBaaT BoO Tpu (QyHKIHU:
KaKO PETOPHYKH Ipallamba, KaKO0 WHIMPEKTHU TBPJCHA U KaKO MPECyOHUPAHU
sap-tipamama. lIpBuTe JBEe KiIacM ce pa3iMKyBaar O] TpeTrara 1o
KOMYHHUKaIMCKaTa (yHKIMja: W JBETE ce TBpJeHa MAacKHpaHH BO Mpaliama,
HACIIPOTH TpeTara Kiaca, BO KOja IPEOBIaJyBa IpallajHaTa KOMIIOHEHTa Ha
cMeTKa Ha aceptuBHaTa. ClleICTBEHO, IpBaTa M BTOpaTa KJlaca C€ MHOTY CIMYHH.
Ho, Mefy HUB TOCTOjaT CYNTHIIHM MTParMaTH4KK Pa3IMK{ ITO MPOH3IIETyBaaT O]
CTETIEHOT Ha eMMMCTEMUYKHAOT KOHQIHUKT. PeTopruknTe npaniama, KOu ce HajuecTH
BO NPUMEPOKOT, C€ 3acHOBaaT Ha CHJIEH eMUCTEMUYKH KOHQIUKT Mery
WMIUTUIIMPaHaTa MPETIOCTaBKa U HOBATa CUTYyallMja, KOJAMPaHA BO IMPAIIAmETo.
HcrakHyBameTo Ha JBaTa aclekTa Ha KOH(IUKTOT reHepupa emdasza. Bo
WHIUPEKTHUTE TBpAeHa Hema eMdasa (koja OOMYHO ce MaHU]ecTHpa Cco
MapKHpaHa WHTOHALMja) Mopaay Toa IUTO EMUCTEMHYKHOT KOH(IUKT € mocial.
[Iparmartuuku, MoBeke ce WCTaKHyBa e€JHATa CTpaHa Ha KOH(IUKTOT, IITO
pe3yaTHpa co 3rojeMeHa aCepTHBHOCT.

OyHKIMOHATHATA AUCTPUOYLIMja Ha 3ap-TIpallambaTa MOXKe Ja ja IPETCTaBUME
KaKoO €JIcH KOTHUTHBEH JIOMEH, BO KOj TPUTE BHJIA CE ,,CMECTEHHU* CIIOPE/]] CTETEHOT
Ha acepTHBHOCTA: OJl €JHa CTpPaHa, PETOPHUYKUTE Mpailama ce IpaHruydaT co
MpalIaJHUTE 3ap-TIpallama co Majla acepTUBHOCT, a, OJ1 Apyra CTpaHa, ce TpaHu4atT
CO MHJUPEKTHHUTE TBPJICHha KOU MOCEyBaat 3rojieMeHa acepTUBHOCT. Bo 0BOj BHT
3ap-Tpamama, 3ap/3apem ToBeke (YHKIMOHMpPA KaKo NMparMaTHYKH Mapkep 3a
3aCUIIyBamb€ Ha MPETIOCTaBKAaTa KOJaIlITO Ce COIPKH BO HHAMPEKTHOTO TBPACH:E.
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VOICING THE MULTILINGUAL SELF IN
THERESA HAK KYUNG CHA'’S DICTEE
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This study focuses on specific linguistic markers in the chief prose work of American
poet and artist Theresa Hak Kyung Cha, Dictée, that display commitment in utterance.
Theresa Hak Kyung Cha’s Dictée is an autobiographical work which explores the
protagonist's identity in relation to the author's personal family history as well as
historical events as well as numerous references to female mythological figures. In it,
layers of the self are further articulated through a specific relationship to the audience,
and through a fragmentary form that resists genre classification. By focusing on the
linguistic concept of commitment in speech act, the present study explores how in
Dictée Cha develops the multilingual subject through voicing. By focusing on the
pronoun use, the role of gerund in altering the syntax and the passage between French
and English languages, this study exposes the link between the crafting of the speech
act and of the multilingual self. We conclude that textual fragmentation in Dictée
should not be read as disintegration or inability to attain utterance or a questioning of
the woman's multilingual identity. Not only is fragmentary expression necessary for
capturing the various elements of the multilingual self, but it also helps underscore the
link between writing and speech as the site of the multilingual subject.

Kuayunn 300poBu: enunciation, subjectivity, commitment, speech act.
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Ogaa cryamja ce Qokycupa Ha CICHUPUYHUTE JTUHTBUCTHYKH OOeNexkja KOWIITO
O3HadyBaaT OOBp3yBamkeé HA BHCTHHHTOCT BO KCKa30T BO [enoTo JJukiuaid,
HajII03HATOTO MIPO3HO OCTBAPYBamkE Ha aMEpPHUKaHCKaTa IoeTeca 1 yMeTHUIa Tepesa
Xak Kynr Ya.

Jukiuaiu Ha Tepe3a Xak Kynar Ua e aBToOmOTrpadcko 1o, BO KOe ce MCTPaKyBa
WJICHTUTETOT Ha NPOTArOHMCTKaTa HHU3 BPCKaTa CO JIMYHATA CEMEjHa MCTOpHWja Ha
aBTOpKaTa, KaAKO M CO MCTOPHUCKUTE HACTAHH U CO MHOTYOpOjHHTE ynaTyBama Ha
JKEHCKH MUTOJIOKH Gurypu. Bo nenoto, cioeBure Ha ceOCTBOTO Ce JIOTOJIHUTEIHO
HCKa)KaHU MPEKy CIeUU(GUIHUOT OTHOC KOH IyOJIMKaTa M NpeKy (pparMeHTHpaHaTa
(dopmMa, KOjallITO TEIIKO MOXKE >KAaHPOBCKHM Ja ce ompenenu. Dokycupajku ce Ha
JIMHTBUCTHYKHOT KOHIENT OOBp3yBarme Ha BUCTHUHHTOCT BO T'OBOPHHOT YHH,
CTyaWjaTa HCTpaxyBa Kako Ya TO pa3BHBa IOBEKEja3MYHHOT CYOjeKT IpeKy
nckaxysamero. Dokycupajku ce Ha ynorpebara Ha 3aMEHKWTE, Ha yJorara Ha
IJIarojcKaTa MMEHKa BO MEHYBameTO Ha CHHTAKCATa M HA MPEMHUHOT 0] (hpaHITyCKH
Ha AaHIJIHNCKH jasuK ®W OOpaTHO, CTyAMjaTa ja OTKpHMBa BpCKaTa IOMery
BOOOJIMYYBambeTO HA TOBOPHHOT YMH M IIOBEKeja3ndHOTO ceOcTBo. Moxe ma ce
3aKJIy4Hd JieKa TeKCTyasiHara (parMeHTanuja Bo Juxivaiu He Tpeba Ja ce YuTa Kako
JIE3WHTETpaIja WM HECTIOCOOHOCT Ja c€ BOOOIMYM HMCKAKYBAKETO, WM KaKO
COMHEX BO OJTHOC Ha )KEHCKHOT MOBeKeja3n4eH uaeHTuTer. @parMeHTUpaHuoT u3pa3
HE caMO INTO € HEeOomXoAeH 3a omndakamke Ha pa3IMIHATE eJIEeMEHTH Ha
MOoBeKeja3MuyHOTO CceOCTBO TYyKy M IoMara ja ce Harjacu BpcKara IoMery
HAMHUIIAHOTO ¥ TOBOPHHOT YHH, KAKO CEJIUILTE Ha MOBEKeja3uYHUOT CyOjeKT.

Key words: u3pa3sysatbe, Cy0jeKTUBHOCT, 00Bp3yBambe Ha BACTHHHTOCT, FOBOPEH
YHH
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1 Introduction

American poet, visual and performance artist Theresa H. K. Cha published her
seminal work, Dictée, in 1982. The book is written in English and French, while
containing references to the author's mother tongue, Korean. The text also includes
a number of references to female figures, both real and mythological, used to
organize its chapters, as well as visual images. Scholars generally agree on the
difficulty of qualifying Dictée in terms of genre. Some scholars (Galu, 2004) have
insisted on the text's ekphrastic nature and have explored the relationship between
the text and the visual images that it contains, while others have attempted to
characterize it as auto-fiction and auto-ethnography (Stone-Richards, 2009).
Recently, it has become increasingly clear that the debates around the genre of
Dictée are dominated by the question of reception, as the text resists genre
classification, most notably in relation to autoethnography. According to Maréchal
(2010: 43), “autoethnography is a form or method of research that involves self-
observation and reflexive investigation in the context of ethnographic field work
and writing.” A well-known autoethnographer, Carolyn Ellis (2004) defines it as
“research, writing, story, and method that connect the autobiographical and
personal to the cultural, social, and political” (Ellis 2004: xix). However, it is not
easy to reach a consensus on the term’s definition. For instance, in the 1970s,
autoethnography was more narrowly defined as “insider ethnography”, referring to
studies of the (culture of) a group of which the researcher is a member (Hayano
1979). Recently, however, as Ellingson and Ellis (2008: 449) point out, “the
meanings and applications of autoethnography have evolved in a manner that
makes precise definition difficult.”

In the case of Cha’s work, less has been said about Zow the text’s reception may
be conditioned, if not determined, by the specific rhetorical fabric of Dictée itself,
or, how these features keep the text beyond the framework of a single genre.
Focusing on the chapter “ERATO LOVE POETRY” as a case study, this study
explores Dictée’s ability to represent a commitment to the multilingual subject
through the relationship between utterance and writing that the text unfolds. Using
Culioli’s (1984) definition of commitment [prise en charge] as the act of “saying
what one thinks [is real]”* the present study traces the multiple instances in Dictée
in which Cha exposes utterance as a complex process, or even a struggle. By
insisting on the process of crafting of utterance, the text submits, we argue, the

'Quoted in Laurendeau, Paul (2009). « Préassertion, réassertion, désassertion: construction
et déconstruction de 1'opération de prise en charge », Langue frangaise, 2009/2 no.162, 55—
70. Our translation from French to English of the quotations taken from the works published
in French.
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written word to voicing. That is, taking Chafe’s (1982: 35-53) distinction between
integration and involvement in speaking as a starting point, our study explores
features of the temporal relationship between speaking and writing in Dictée.
Chafe’s theory further proposes that written language contains integrated qualities,
while the spoken language is marked by fragmented language. In Dictée, however,
the distinction between the spoken and the written is far more complex. In it,
fragmentation occurs precisely through the process of construction of utterance,
further adding to the text’s formal complexity. Looking closely at these features of
the text, my goal is to show how Cha arrives at a commitment [prise en charge]
through a shifting position of the audience and a singular view of the distinction
between silence and speech, in order to capture her multicultural identity.

2 Theoretical Underpinnings

Scholars have highlighted the presence of assertion as a category of speech act in
literature (Stainton 2016). Asserting a proposition involves undertaking some
commitment [prise en charge] to the truth of that proposition. (Laurendeau 2009;
Marsili 2023). Culioli's (1980) theory on enunciative operations has included, as
key elements of assertion, commitment [“I value, I want”], materialization [“to say,
write, in short to make existe in a noticeable way”], an instance of representation
(depending on context, “I think”, “I believe”, “l know”), and representation as
notional occurrence that the enunciator situates in relation to a space of reference
(that he has accepted is the case). (Culioli 1997; quoted in Coltier et al. 2009)
Building on Culioli's work, Laurendeau adds to the act of a commitment the three
stages of preassertion, desassertion and reassertion. Laurendeau concludes that, “in
commitment [prise en charge], the enunciator preasserts, disasserts or reasserts
without the fluctuation of these three fundamentals of assertion having any special
effect on the intensity of engagement.” (Laurendeau, 2009: 58) Through the study
of pronoun use, the role of gerund and past participles, and the shift from English
to French, this paper shows how in Dictée, reiteration, as a key feature of
reassertion, occurs in the passage between English and French languages.
Specifically, we focus on the ways in which the interplay of impersonal pronouns
"one" and "you" ultimately sets the stage for utterance, while the gerunds and past
participles interrupt any linear progression through the text and insist on its
fragmented nature as the site of a multilingual self.

3 Pronouns of the Multilingual Self

In the first paragraph, the woman, who we assume is at once the object of the gaze
and the acting subject of this prose, is notably absent. Cha insists on the woman's
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uniqueness and evokes her name and her looks yet fails to fully disclose them. Cha
writes:

One expects her to be beautiful. The title which carries her name is not one that
would make her anonymous or plain. “The portrait of ...” One seems to be able
to see her. One imagines her, already. Already before the title. She is not seen
right away. Her image, yet anonymous suspends in one's mind. With the music
on the sound track you are prepared for her entrance. More and more. You are
shown the house in which she lives, from the outside. (Cha: 98)

This opening paragraph might at first glance convey the disjointed nature of
Cha's text, which, indeed, is an overall feature of her writing: as a deficiency, or a
limitation in her expression. Yet, here, Cha is setting up a particular representation,
a particular access to the female character in the text. Cha frames the depicted
women through the eyes of the viewer, but the author, as we will argue, attributes
commitment to the woman serving as the object of the viewer’s gaze. That is, here
Cha is carefully controlling the audience's position, their access to the woman's
identity, and is preparing them for the woman's multilingual and multicultural
distinctiveness.

Yet if the woman's name does not take away from her individuality, this
particular description does. Through the negation and the roundabout way of
referencing the woman's name, Cha seems to wish to keep the woman's identity
anonymous, or, at the very least, deliberately inaccessible. At this point, her voice
is muted, and her face, her looks, even her name, are all unreachable to the assumed
viewer and the reader. In fact, as | argue, here Cha is setting up for the woman's
utterance by directing the implied audience's perception of her. We see that
particularly through the use of personal pronouns in this segment. In the first
sentence, the impersonal pronoun one and, the indirect ways of characterizing the
woman: / one expects...| One seems to be able to see her/ One imagines her... all
lead away from the woman's identity and point towards the viewer's and reader's
faculties. The passive voice and the imprecise imagery — “She is not seen right
away/ Her image suspends in one's mind” — open up the referential terrain here in
a deliberately ambiguous way. While it might seem like the text subjugates the
woman to the gaze of the other, it actually provides, we argue, a carefully
delineated, limited framework for the audience through which they are to see the
woman. We can note this in the change from the impersonal pronoun one to the
second-person pronoun you. The text reads as follows: “Her image, yet anonymous
suspends in one’s mind. With the music on the sound track you are prepared for her
entrance.” Here, the you is not designating the impersonal pronoun often
interchangeable with one in English. In fact, the insistence on you now introduces
the specific angle through which the viewer — and the reader — are supposed to see
the woman.

By the next paragraph, it becomes clear that the you refers to the viewer. Cha
openly writes: “Then you, as a viewer and guest, enter the house. /¢ is you who are
entering to see her”. The direct address to the audience and the emphatic structure,
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it is you who are entering to see her openly draw the viewer in. From this moment
on, the viewer is a participant in the scene, an assumed actor, a character alongside
the woman, as well as an observer. Cha undoes the audience’s assumed authority
or command over the complex female character by inserting them into the narrative.
By the end of this excerpt, it is possible to note these steps in the woman’s
expression and the author’s framing of it. As Culioli tells us, “To say is an act, to
assert is an act” (cited in Coltier et al. 2009: 12, our translation). We thus note the
theatrics of such an act in its induction into the narrative.

This carefully crafted mode of accessing the female figure in the text embraces
her multilingual identity and insists on the woman’s existence between languages.
Once Cha indeed introduces a direct description of the woman, she does so through
a reference to utterance. Rather, through attempts at utterance, as descriptions of
sound-making gestures follow: “She forms the words with her mouth as the other
utter across from her. She shapes her lips accordingly, gently she blows whos and
whys and whats.” (Cha, 99)

Utterance is a struggle for the woman, it seems, but she is presented as an
interlocutor, an active participant in the assumed conversation. By now, Cha has
made sure she is perceived as such, and not as a mere object of a gaze or a mere
listener. The woman's commitment in speech has been established despite her
fragmented speech and the apparent effort involved in the production of the whos,
the whats and the whys.

Yet, instead of being an obstacle or a shortcoming, the speaker’s
multilingualism is embraced as an essential strength of utterance, as she moves back
and forth from English to French and back to English. The appearance of French
serves to underscore enunciation as a craft, a process. The text continues as follows:
“On verra. O-n. Ver-rah. Verre. Ah. On verra-h. Si. S-i. She hears, we will see. We
will see- If we will have to see if. We would wait. Wait to see, We would have to
wait to see, Wait and see. If.” (Cha, 99) The passage between French and English
emphasizes utterance. Syllable by syllable, sound by sound, Cha announces the
space of the multilingual subject. Chafe (1982: 36) proposes that speaking is faster
than writing and slower than reading. In the case of Cha's prose, that might not be
entirely true. Here, writing seems to carry the fastest pace, and the acts of speaking
and reading seem to require more time.

If we take this moment as one that, instead weakening expression, represents an
empowering moment that asserts and legitimizes the protagonist as a speaker in the
text, then, it is possible to evoke Paul Laurendeau's understanding of commitment.
We recall that Laurendeau includes preassertion, disassertion and reassertion within
the speech act, noting their limited impact upon the intensity of commitment in
speech act. (Laurendeau, 2009: 58) In that sense, we can note a similar dynamic
inside Cha’s text, where, even through the careful set up for enunciation, through a
back-and-forth between French and English, and despite all the repetitions, the
speaking subject is in command of its seemingly uncontrollable expression.
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4 Fragmented Syntax and Gerund

Yet in between the two moments depicted here, — in between a representation of
the woman's utterance and the careful preparation of the audience for it, there exists
a third moment, and intermediary step. Cha inserts a fragment, an excerpt from the
end of a sentence otherwise unknown and uses it as transition between the two
pages — and the two scenes. Here the transition between the two pages reads as
follows: “ing the words”. While this might look like a typographical error, or a
random publishing error, this fragment, we argue, fully embodies the nature of the
entire text Dictée. The intended reaction solicited from the reader here is that of
pause, interruption, and disorientation, which ultimately yields a lack of command
over the text, — and, therefore the lack of command over the woman’s identity.
Right before we encounter this moment, the woman is being referenced though
physical space and material objects. The text literally reads: “Her portrait is seen
through her things, that are hers.” (Cha, 99) Once again, Cha introduces the passive
voice and repetition of the possessive, which together seem to withhold the
woman's identity and reduce it to features of her home. Cha attributes the same
traits to the woman as she does to the material space around her: we are to conclude
that like her house, the woman herself is spare, and “delicate, subtly accentuating”
(ibidem).

Indeed, it is the reference to speech reinforced by the English language gerund
ending -ing on the following page (ibidem) that fully affirms, we propose, the
woman as an engaged speaker in the scene, and, an active agent in the narrative,
undoing any passive role that she may have been associated with before. Such effect
is conveyed by the ambiguity of the gerund ending -ing. At once, woman’s speech
is evoked directly, and, through the implied gerund, bares both nominal and verbal
characteristics. Expression, marked here by the gerund ending, could further be
modified, could designate a noun in the possessive case, or an adjective. It could
further allude to the present participle, suggestive of possible adjectival or adverbial
functions that the voided action could be assuming. In any event, the -ing marks the
moment of passage from silence to utterance and sets up for the woman's speech.
Referencing both verbal and deverbal nouns, the gerund is communicating a state
of both being and doing. The break in syntax is quickly filled be a new moment of
ambiguity in expression, as the phrase shifts to a more precise use of the gerund.
The unit -ing the words reveals that the absent gerund is that of a transitive verb,
taking the words as its direct object. This further invites a reconstruction of the
assumed sentence, as it is even possible to ponder upon possible adverbs that could
modify the absent gerund.

According to Laralynn Weiss, instance such as this one introduces a particular
rhythm that mimics that of a single breath. Weiss sees in Cha’s prose the dynamic
of “anticipation-breath-hold-release before resolution. The pause ends.” (Weiss,
2024)

Utterance is of the utmost importance in the text, and breath and sound
production are its key elements. At numerous instances in the book, Cha describes



44 Vesna Rodic

the struggle to speak, the production of words in detail, in its literal, corporeal sense
(rather than in any abstract, intellectual sense) and even includes, among the text's
various visual images, a picture of the body's respiratory system and the organs
comprising the speech apparatus. One scholar, Michael Stone-Richards (2009)
suggests that moments such as this one, where the syntax breaks down, call
attention to the text’s readability, or the lack thereof, its fragmentary and
incomplete nature that radically resists interpretation. Referencing the Korean
characters from the book’s frontispiece, Stone-Richards proposes that the example
here suggests that Dictée should not, and even cannot, be read sequentially, from
left to right. Instead, the form of the text imposes a reading that, much like the
protagonist herself, is multifaceted, layered, and multiple in meanings. We would
additionally like to underscore the relevance of such fragmentary interruptions for
the crafting and the affirmation of the woman’s identity in the text. We suggest that
moments like this should not be read as ruptures that put into question the woman’s
identity or mark an inability to speak. Rather, we read them as intermediary, and,
in this text, necessary stages through which the author empowers the protagonist.
Instances such as this one slow down the narrative in order to call attention to the
multilingual and multicultural crafting of expression attributed to the protagonist.

5 Conslusion

The hybrid and fragmented nature of Dictée, introduces an exploration of female
identity through a collectivity of women, both real and mythological, from both
personal and collective histories. These various figures all serve as the foundation
from which the author draws elements for the exploration of the multilingual and
multicultural self. As such it necessitates, even calls for a mediated access to the
self, access through the crafting of a commitment in speech act. The fact that, to
this day, Cha’s Dictée fundamentally resists interpretation and can only be best
qualified as auto-fiction or auto-ethnography, implies a particular kind of self-study
that combines lived and observed experiences. In that sense, it is possible to
understand the author’s choice of pronouns, fragments and fragmented repetitions
as directed access to the woman's identity, one that takes her struggle with utterance
not as a shortcoming but as her idiosyncrasy. Finally, through an inclusion of the
audience into the narrative, Cha also implies that, much like the female protagonist,
the audience itself becomes a character in auto-fiction, and, we suggest, a subject
of auto-ethnography.
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Since the late Achaemenid period, the Sasanian Empire legitimated Middle Persian as
the language of religion and government. Widespread in southwestern Iran, this
language which was a continuation of Old Persian and was used in inscriptions and
books for several centuries after Islam, gradually became obsolete and lost its place.
Today, in the light of precise and scientific knowledge of Iranian languages, including
Middle Persian, and because of in-depth studies of historical linguistics, it is possible
to identify many words and expressions of this language being preserved in the local
dialects of southwestern Iran. Among these dialects are Boir-Ahmadi, Mamasani, and
Bakhtiari belonging to the southwest branch of Iranian languages and dialects known
as Luri. These linguistic varieties are the continuation of the ancient languages of Iran
in terms of linguistic evolution. The present study investigates and introduces some
words of Middle Persian preserved in the Boir-Ahmadi dialect and spoken by
successive generations. This study aims to identify and introduce several Sasanian
Pahlavi words that are present and used in the Boir-Ahmadi dialect and, where
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AHAJIN3A HA HEKOJIKY CACAHNJICKHN ITAXJTABCKU

3bOPOBI O] BOMPAXMAICKNOT OUJAJIEKT

Pesa Pe3ae

YHuusepsurer Jacoyi,

Koxrunyjex - boup Axman, Vpan

KemBapg Cuxanoyp

YHusepaurer Jacoyiy,

Koxrunyjex - boup Axman, Vpan

Moxamag Cagat Acn

Yuusepsurer laxnuy bexemry,

Texepan, Vpan.

Ymre ox momHMOT axajMeHHACKH mepuoj, Cacanmnckoro LlapcTBo ro yTtBpayBa
CPETHOMEPCUCKUOT ja3WK KAaKo ja3WK Ha pelUrvjaTa W Ha BIAJICjaduKHUTe CTPYKTYpH.
[upoxo pacnpoctpareT Bo Jyrozamanen Mpan, 0Boj ja3uK, KOJIITO € MPOJOKEHIE
Ha CTApONEPCHUCKHUOT ja3HK U Ce KOPUCTEIIE BO 3aIIICUTE U BO KHUTHUTE HEKOJIKY BeKa
[0 MCJIAaMOT, TOCTENeHO 3acrape U ro u3rybu crarycor. JleHec, co oriex Ha
NpelU3HNTe HayyHH CO3HAHMja 3a UWPAHCKUTE ja3ulM, Mely KOM W 3a
CPEIHONEPCUCKUOT ja3WK, W MOpagd JeTATHWUTE IpOoydyBamkba Ha HCTOpPHCKATa
JIMHTBUCTHKa, MOXKE JIa C€ YTBPAAT MHOTY 300pOBH U U3pPa3u O] TOj ja3HK, 3a4yBaHU
BO JIOKaJHUTEe aujaliekTd Ha JyrozamameH Hpan. Mefy Tue nujanekta ce
0OMpaxMajJCKUOT, MaMacaHCKHOT U 0aXTHjapCKHOT, INTO TpunaraaT Ha
jyrosamagHata rpaHKa OJ MPAHCKHUTE ja3WIU U JHjaJICKTH, IMO3HATa KaKO JIypHCKa.
OBue ja3WYHU BapUjaHTH Ce MPOJOJDKCHHWE HA CTapuTe jasuiu Ha lpan, crmopen
jasudHaTta eBoiynuja. Bo 0BOj Tpyn: ce MCTpaKyBaaT M C€ MPETCTaBYBaaT HEKOJIKY
300pOBH O/ CPEIHOIEPCUCKUOT ja3WK, 3a4yBaHH BO OOMPAXMAICKUOT IHjajeKT,
KOjIITO ce 300pyBa co reHepanuu. llenra Ha oBa UCTpaXKyBame € Jia Ce YTBPIAAT U Ja
ce MPEeTCTaBaT HEKOJKY CaCaHHMJCKU MaxXJIaBCKH 300pOBH, KOUILTO C€ MPHUCYTHHU U CE
KopucTat BO 6OI/IanMa]1CKI/IOT JII/IjaJ'[eKT, IIpy 1ITO C€ 3€Ma NPEABU, OHAMY KaJ€ IITO
€ MOXXHO, HHMBHATa €TUMOJIOTHja M (OHETCKa €BOJYILHja OJ aBECTHCKHUOT U O]
CTapOINEPCUCKHUOT ja3uK, C€ 10 CPETHOTIEPCUCKUTE ja3UIIM O] cacaHUACKaTa epa.

Kayunu 360poBu: nypucku jasuk, Cacanujcko LlapcTBo, cpenHOnepcucky jasuk,
HCTOPHCKA JIMHIBUCTHKA, OOMPAaXMaCKU JI1jaJeKT
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1 Introduction

The language used by Iranian tribes after the separation of their races probably at
the end of the second and the beginning of the first millennium BC was called by
linguists Early or Old Persian. This language is the mother of all Iranian languages
and, based on the historical changes, it is divided into three different periods called
ancient, middle and new period (Rezaei Bagh Bidi, 2009: 19-23; Skjaerve, 2012:
344-377). Middle Persian (Pahlavi), derived from the ancient Persian language
used during the Achaemenid era, is considered a Middle Iranian language and was
spoken from the 3" century BC to the 8" or 9" century AD (Emmerick and Macuch,
2009: 116). Etymologically, ‘Pahlavi’ comes from the ancient Persian word
‘Parthava’, the name of the Parthian satrapy in the Achaemenid era. During the
Sasanian times, it was referred to as "Pahlavi" in the language of that state, or
‘Pahlavanig’, as mentioned in the Parthian Manichean texts (Amuzgar and
Tafazzoli, 1996: 13-14; Boyce, 1975: 40). The post-ancient period of Iranian
history coincides with the great Sasanian Empire ruling the Iranian plateau and
large parts of the Middle East for around four centuries. Throughout this era and
until a few centuries later, the Middle Persian script and language were widely used
as the official writing system and language of the Sasanian government and Iranian
civilization. The oldest works in this language are short inscriptions on the coins of
local Persian kings belonging to the mid-3' century BC (Dresden, 1974: 4-6).

Throughout the Sasanian period and a few centuries later, the writing and
language of Middle Persian continued to survive. Its extent is illustrated by
inscriptions and tablets, such as the Azd al-Dawla Deylami’s inscription (belonging
to 970-969 AD), the Radkan inscription on the east of Astarabad, the Lajim tower
inscription of Savad Kuh (belonging to 410-422 AD), the Indian works discovered
(copper tablets discovered in Quilon! belonging to the 9" century AD), and the
crosses discovered in the valley of the "Travancore"2, which were the result of the
activities of the Christian Iranians, in addition to the life of the Middle Persian
writing and language — after the collapse of the Sasanian Empire (ibid, 11).
Additionally, during the early centuries of Islam, especially during the 9" and 10"
centuries AD, the Zoroastrian community in Iran began to collect and compile
many of their important religious books written in Middle Persian, especially
Dénkard, Bandeshhan, Zand, and Haman Yasen.

Among all the famous dialects and languages of pre-Islamic Iran, including
Sogdian, Balkhi, and Kharazmi, Dari was the sole language that became the official

! City in India
2 An Indian kingdom from ¢. 1729 until 1949. It was ruled by the Travancore Royal Family
from Padmanabhapuram, and later Thiruvananthapuram.
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language after Islam. Ibn Nadim® quotes from Abdullah lbn Mugaffa?, who
narrates: “Dari was the language of people living in cities, and was attributed to the
royal court” (Ibn Nadim, 2002: 22). Dari, which is derived from Dar ‘court, gate
or capital’ (Lazard, 1975: 599), along with Middle Persian, which was the
administrative, religious and written language of the Sasanian era, was mostly used
for everyday speech and oral communication.

The genesis of Dari, as some linguists have guessed, probably dates back to the
5% century AD, following the spread of Middle Persian to the eastern parts of the
Sasanian Empire and its coexistence with languages such as Parthian (Rezaei Bagh
Bidi, 2009: 162). After the Muslim conquest and for almost the first three centuries
of Islam, many dialects and languages were prevalent in all parts of the Iranian
plateau, many of which were subjected to Arabic after the Islamic conquest and
gradually lost their use. Among these varieties, Dari, the language of the mass,
which was used only in spoken form, spread eastward after the Arab conquests and
settled in the center of the Iranian dynasties, including the Taherids, Saffarids, and
Samanids, far from the center of the Islamic Caliphate of Iraq and Syria. Borrowing
from a variety of dialects and languages of eastern Iran, Dari gradually established
its position as a cultural and written language throughout Iran. It should be noted
that Dari was spoken in Khorasan, and was mainly influenced by Transoxiana
languages, especially Parthian and Sogdian; although the dialects of southwestern
Iran in Persia were not just in interaction with northern dialects and languages, both
morphologically and syntactically as well as lexically, they were also completely
similar to Middle Persian. (Lazard, 1975: 601).

In view of this background, the present article aims to introduce and analyze
some Sassanian Pahlavi (Dari language) words in the Boir-Ahmadi dialect. The
research hypothesis is that the trace of several Sassanian Pahlavi words is evident
in the Boir-Ahmadi dialect. To this end, the present research tries to answer the
following question: What are the major morpho-syntactic and semantic properties
of the so-called Sassanian Pahlavi words?

2 A Brief History of the Boir-Ahmadi Dialect

The dialects of Lorestan, such as Feyli, Bakhtiari, Kohgiluyeh Boir-Ahmad,
Mamasani, etc., as well as the dialects of the Fars province, have been

3 Abii al-Faraj Muhammad ibn Ishdq al-Nadim, also ibn Abi Ya'qiib Ishaq ibn Muhammad
ibn Ishaq al-Warraq, and commonly known by the nasab (patronymic) Ibn al-Nadim (died
17 September 995 or 998) was a Muslim bibliographer and biographer of Baghdad who
compiled the encyclopedia Kitab al-Fihrist (The Book Catalogue).

4 Abii Muhammad ‘Abd Allah Riizbih ibn Dadiiya, more commonly known as Ibn al-
Mugqaffa®, (died c. 756/759), was a Persian translator, philosopher, author and thinker who
wrote in the Arabic language.
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considered by linguists as the group of languages and dialects of
southwestern Iran (Rezaei Bagh Bidi, 2009: 180). According to previous
research, speakers of Luri languages reside in almost 10 provinces of Iran,
but the majority are in two provinces, Lorestan Kohgiluyeh and Boir-
Ahmad. In the Chaharmahal and Bakhtiari provinces, the ratio of Persian
speakers to Luri speakers is almost equal (Anonby, 2012). In 2003, the
number of Luri speakers was estimated at 4.2 million, or about 8% of Iran's
population, and nine years later, in 2012, at about 5 million (idem). The Luri
dialects are generally divided into two well-known branches, great Luri and
small Luri. It is worth mentioning that some proponents of this division have
proposed other categories, such as Northern Luri and Southern Luri
(MacKinnon, 2011).

This study focuses on the branch of Southern Luri, which includes the
dialects of Kohgiluyeh and Boir-Ahmadi, Mamasani, and Bakhtiari. Much
more studies have been done on the Bakhtiari dialect (composition,
language, poetry, epics, etc.) than on the other dialects. Among this research
is the prominent work of David Lurimer. He collected many poems and
songs of Bakhtiari, but could not publish them between 1906-1908 and
1913-1914. D.L. Lurimer’s posthumous work was corrected and published
in 1994-1995 by Fereydoun Wahman and Garnik Asatrian. In this book, for
instance, famous folk tales, lullabies, and poems of the great Bakhtiari tribe
are quoted (see: Wahman, 1995: 33-83: 85-127). Linguistic research on the
dialects of Kohgiluyeh and Boir-Ahmad has been much more limited. The
first person who studied the Boir-Ahmadi dialect scientifically was Gernot
Windfuhr. He published his research in an article entitled “Boir-Ahmadi” in
1989 in the Encyclopaedia Iranica. In this article, Windfuhr points out the
similarities of this dialect with those of Luri Mamasani and Bakhtiari and its
dissimilarity with northern dialects and languages like Kurdish.

In addition, he paid particular attention to the linguistic categories of this
dialect such as verbs, grammar, nouns, adjectives, etc. For example, some
consonants like j in words like Juma ‘shirt’ and b in bak ‘frog’, some verbs
such as has ‘to be’ or nisi ‘not to be’, some sentence structures and
compounds like zonal rate ta jun-e xubi-ya “women went and saw that he is
a good young man” (Windfuhr, 1989: 327-329), were discussed in detail. In
the Boir-Ahmadi dialect, which is one of the important sources of the field,
the author discussed the grammar of Luri Boir-Ahmadi. The Luri dialects of
the Boir-Ahmad region and largely Kohgiluyeh and Mamasani, as three
main types of Luri dialects, together with Bakhtiari and Luri, which are
spoken in Lorestan province, are remnants of Middle Persian and Old
Persian (Taheri, 2012: 76). Another valuable source of the Boir-Ahmadi
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dialect is Boir-Ahmadi Dictionary, compiled by Moghimi et al. (2015), in
which the authors have shown the similarity of some lexical items of this
dialect with Old Persian and Middle Persian. Another important source in
this case is the Luri Dictionary and Expressions, compiled by Seyyed
Abolhassan Hosseini Boirahmadi (2002).

The Boir-Ahmadi dialect has preserved the Sasanian Pahlavi words due
to the mountainous nature of the residential areas where it is spoken and the
ecology which is geographically similar to Middle Persian. On the other
hand, interference and constant interaction with Iranian cultures have played
a key role in preserving the originality and longevity of the Boir-Ahmadi
dialect for many centuries. The words analysed in the present study were
extracted from diverse Pahlavi linguistic dictionaries, including A Manual
Of Pahlavi by Henrik Samuel Nyberg, 4 Concise Pahlavi Dictionary (1971)
by David Neil Mackenzie — which contains about 4,000 common words in
Middle Persian today and is considered a reference for this language —, The
Dictionary of Middle Persian (2006, 2010) by Bahram Farahvashi,
Dictionary of Manichaean Texts (Vol. 3, Part 1) by Desmond Durkin-
Meisterernst, and, finally, Old Persian Dictionary by Christian Bartholomae
(1961). Except for dictionaries, some Middle Persian texts, such as the short
treatise of Bundhishan®, Dénkard® V, the book of Arda Viraf', Khosrow, and
Ridag®, the selection of Zadsparam, and the narration of Aturfarnbag-i
Farruxzatan®, were also used.

5 It is the name traditionally given to an encyclopedic collection of Zoroastrian cosmogony
and cosmology written in Book Pahlavi.

6Tt is a 10" century compendium of Zoroastrian beliefs and customs during the time. The
Denkard is to a great extent considered an Encyclopedia of Mazdaism and is a valuable
source of information on the religion, especially during its Middle Persian iteration.

"The Book of Arda Viraf (Middle Persian: Arda Wiraz namag, lit. 'Book of the Righteous
Wiraz'") is a Zoroastrian text written in Middle Persian. It contains about 8,800 words. It
describes the dream journey of a devout Zoroastrian (the Wiraz of the story) through the
next world.

8Khosrow Ghobadan and Ridak (Shah Khosrow and Ridak), also known as Khosrow and
Ridag, is a work of Middle Persian literature in Pahlavi with details about Sassanian culture
in the era of Khosrow II (known as Khosrow Parviz in the story).

°Adurfarrdbay T Farroxzadan was a 9™ century Zoroastrian high priest who served as the
leader of the Zoroastrian community of Fars in Iran. His first name has the meaning 'The
(Sacred) Fire Farrobay', the Farrobay fire being one of the three preeminent Adurs of Iran.
He was the son of a certain Farroxzad, and is known to have held a religious disputation in
825 at the Abbasid court with the former Zoroastrian turned Manichaean named Abalis /
Abdallah, called "an apostate", with the former Iranian name Dén-Ohrmazd. Adurfarrobay
managed to win the debate and Abdallah was removed from the Abbasid court.
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3 Sasanian Pahlavi relic words in the Boir-Ahmadi dialect

In this section, some of the most important relic words of the Sasanian Pahlavi are
reviewed and introduced. All these words have been preserved in the actual Boir-
Ahmadi dialect

(1)  Alis
‘white’

Alus is an old word used in the past with a slight phonetic change (r to /
conversion) in the dialect of Luri Boier-Ahmadi meaning ‘white’. Of course, this
term is mainly used for goats that are black and white or white; hence, they are
called aliis. According to Hosseini (2002: 15), a goat whose color is black and white
is called an alits. Aliis has been specifically recorded as a “white goat” (Moghimi
et al., 2014: 69). Moghimi et al. (ibid, 409) have also correctly recorded this point.
It is also worth mentioning that, from time to time, and in some cases, beautiful
children, teenagers, and young people were called aliis.

Dehkhoda has shown aliis as aris ‘bright and polished’ (Dehkhoda, 1998:
1934). Usually in the Sasanian Pahlavi, the word spéd is used to indicate something
white. However, in some cases, the word aris is also used, which has been
transliterated to [Tws] arias (MacKenzie, 1971: 11; Farahvashi, 2010: 311). This
word is used in Gahan (Yasen 50, verse 10) as aeurus ‘dawn’ (Humbach, 1994:
94).

2) Xars
'tears, watery eyes'

Tear, which is pronounced as xars in the Luri Boir-Ahmadi dialect, refers to
‘eye-water'. This word was written and transliterated in the Sasanian-Pahlavi as
[Is] ars and in Manichaean texts, [(ars)rs'] (MacKenzie, 1971: 136; Nyberg, 1974:
30; Farahvashi, 2010: 31; Durkin-Meisterernst, 2004: 53). In the Pahlavi text of
Ardaviraf's letter (chapter 16 / paragraph 5), it is stated:

Arsn ars adadiha be rezénd ud 6 on rod abzayeéd
‘They shed tears against the law and this river grows...’

3) Rima, Rim, Riman
‘dirt, dampness, filth’

The word rima is common in the Boir-Ahmadi dialect and used in the form
“rima” meaning white pus in the corners of the eyes. In addition to this meaning,
pus between the eyelashes is also called »ima (Moghimi et al., ibid: 336). It also
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refers to a purulent substance that comes out of the lambs when they are born
(Hosseini Boirahmadi, ibid.: 126).

Most likely, the word rimiz is derived from the words rime and rim, which are
both used in some regions of Boir-Ahmad for damp, dirty, and polluted places.
After a while, these humid and polluted areas give birth to tiny insects, also called
remiz. The word is spelled and transliterated in the Sasanian Pahlavi as [lym/lymn]
rem/réman (MacKenzie, 1971: 71), and in Manichaean [rymg] rémag, [rymn]
réman, which means ‘pollution’, ‘a dirty place’ or ‘a wet place’ (Durkin-
Meisterernst, 2004: 303). In Sasanian Pahlavi texts, like the text of the fifth
Deénkard (Chapter 24 / paragraph 19), dirty places are considered the place of Dev.

Ud réemanth hamag dewih ud az déewan har kit dew mehmantar nih weés
‘Riemeni (impurity) belong to demons and is from Dev, and wherever there are
more demons, there is more Riemani’

In ZAND ABAN hymn (Dhalla, 1908: 118), which is a part of 4vesta and a
summary of ABAN YAST, it is said:

Ka Pak ud Xiib, né abag Xon ud Rém
‘Which is clean and good, not with blood and Rim’

4 Zezitk/Zoziik
‘hedgehog’

Zezitk or zoziik is a common word and name in the Boir-Ahmadi dialect. The
word zuzuk is used among the ‘Jalil” tribe — one of the subtribes of the Boir-Ahmad
tribe — specifically for ‘hedgehog’. Although hedgehogs have very small spines on
their backs, the real and big hedgehog is another type of this animal called jila or
jula in the local dialect and is much larger than zezik. In the Luri Boir-Ahmadi
Dictionary, zezitk and jizla both mean ‘hedgehog’ (Moghimi et al., 2014: 209 and
341), while these two are different and are considered two different animals.
However, jiila is a relatively large lamb — weighing fifteen to twenty kilograms
— which has sharp, long spines on its back, that can throw its spines more than ten
meters away to protect itself from predators.

The word zeziik, spelled and transliterated in the Sasanian Pahlavi as [zwzk]
ziizag Of ziizak, is commonly used for hedgehogs (MacKenzie, 1971: 100; Farhoshi:
193). This word has been frequently used in Bundahishn (Part 9: About how
animals are categorized in five forms) (Bahar, 1999: 79; Pakzad, 2005: 172). In the
text it is said:

Ud ké xar pad puiit daréd ziizag
‘The animal who has the spine on its back’
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This word is known and familiar to those who speak the dialects of Luri Boir-
Ahmadi and Mamasani. Zoziik is composed of the suffix ‘-uk’, which is a remnant
of Middle Persian ‘-ug', and forms nouns and adjectives, for example, naritk
‘donkey’ or @arm in the dialect of Boir-Ahmadi (Taheri, 2012: 86). Zozi is a
remnant of the ancient Persian word jajitka ‘“hedgehog’. Its Avestan, Sanskrit, and
Persian equivalents are duzuka, jahaka, and jouje, respectively (ibid, 86).

®)] Soro
‘horn’

In the Boir-Ahmadi dialect, the word saro refers to “horn’; for example, sorg-y
boz ‘goat horn’. In some cases, which are allegorical and surprising, both words
‘horn’ and saré are alternatively used. They say ma Sax o saré dare "Do they have
horns and sards”. In Middle Persian languages, such as the Sasanian Pahlavi, Saro
is transliterated as [siwb] srii / sarw / sriik / sriig, and in the Manichaean texts as
[Srwy] sriy (MacKenzie,1971: 74; Farahvashi: 309; Durkin-Meisterernst, 2004:
321). In the Pahlavi text of Ardaviraf's letter (chapter 79 / paragraph 2, in the
transliteration of paragraph 2) it is stated:

U-$ pad sanag (1) do srii T royén tan hamé randid...
‘And with the shoulder two impregnable horns, they grated his body’

Furthermore, in the text of Bundihashn (Bahar, 1999: 43; Pakzad, 2005: 35),
‘sarvi’ sru/sruy is mentioned as the sixteenth house of ‘Qamar’.

In the Avesta, these words are used as sri, srva, sravo, and similar forms in the
sense of 'horn' or sometimes ‘fork’ (Bartholomae, 1961: 1647). This word is
mentioned in Kian Yasht (Zamyad Yasht*® = 19th Yasht / verse 40) as [sruuaram],
an adjective for the poisonous horned dragon gandarawa [gandarawa] which is
destroyed by Garshasb Nariman (Humbach, 1998: 39-40. See also: Christensen,
1974: 22-28). The word soro in Persian was also used in some other Indo-European
languages; for example, in Lithuanian, it is karve, and in Latin, it is Cervus (Taheri,
: 2012:130).

(6) Sel
‘ladder’

In the Boir-Ahmadi dialect and some parts of Persia, such as Mamasani, the
word ‘salt’ or ‘soil’ is used for ‘scale’. In Middle Persian, both words are usually
used to refer to scales; one as [plk'n'] pillagan / pilakan, which appears in
Manichaean texts as [pylg] pillag (Farahvashi, 2010: 519; MacKenzie, 1971: 69;
Durkin-Meisterernst, 2004: 289), and the other as [slt] srad (MacKenzie, 1971: 76).

10 Zamyad Yasht ‘Hymn to the Earth’
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The latter was used in some important Zoroastrian texts; for example, in the
excerpts from Zadsparam (Gignoux and Tafazzoli, 1993: 136) and a chapter on the
Resurrection, the three pillars of heaven are described as three important steps from
which the stakes ascend to heaven. According to this religious text, which describes
the events after the death of people, the dead soul moves to the Chinvat!* Bridge at
dawn on the 4" day after death. If the dead soul is pure and righteous, it can safely
cross the bridge and reach the sky Groudman using a device called a set of the three
heavens, which symbolizes good thought, good word, and good deed (Tafazzoli,
1970: 87-88). In the Pahlavi text, it was thus mentioned (p. 136, paragraph 43):

Homanagih 1 sard- &€ bawéd 1 sé payag T zarrin homandag u-$ ahlawan pad- s
abar & wahist Sawénd pad weh- menisnih abar 6 star payag pad weh- gowisnid
X psyag 6

“These branches are like a golden ladder, on which the stakes go to heaven. With
benevolence towards the basic star, with benevolence towards the basic moon,
with benevolence towards the basic sun’

The word is found in the Avesta as sara ‘to connect’ (Bartholomae, 1961).
According to Tafazzoli (1970: 87-88), this word has another alternative phonetic
form which is sard; he believes that this form shares the same meaning as the
Avestan word sar ‘to connect’.

@) Kelo/Kolo
‘locust’

Among Boir-Ahmadi speakers and most of the inhabitants of Kohgiluyeh and
Boir-Ahmad provinces and the Mamasani region, the term, which refers to locust,
is pronounced and spoken in two forms, kelo or kolo. Although this insect was a
serious and terrible pest for farms, in times of hardship and famine, it was used as
food; such as Ma Donyana Kelo Xarde ‘“Has the world been eaten by locusts?” and
“We say it when we want to explain to others that the world has its rules” (Moghimi
etal., 2014: Ibid., 541). In Bundahishn, the locust (Bahar, 1999: 97; Pakzad, 2005:
255) is also considered a vermin. In Middle Persian, kelo /kolo was transliterated
as [kwik'] kullag and mayg (MacKenzie, 1971: 52). Farahvashi (2006: 340) has
recorded this term as kulak.

®) Guwar
‘calf’

Among Boir-Ahmad inhabitants, war is the name given to a ‘calf’. According
to Taheri (2012: 120) in the Bakhtiari dialect, this word was changed first to goyar

! Tts Avestan form is Cinvat Peretum
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and then to guwar. In the Boir-Ahmadi dialect, the same phonetic transformation
has taken place. This word is a modified form of Middle Persian godar, which in
Old Persian had the form *gau-tara (ibid.). In this phonetic transformation from
Middle Persian to the dialects of Luri Bakhtiari, Boir-Ahmadi and Mamasani, ‘d’
has changed into ‘y’; just as the Middle Persian form didar became diyar ‘obvious’
in the eyes of the Bakhtiari and Boir-Ahmadis (ibid.). In Middle Persian, the form
godar for ‘calf” is therefore spelled and transliterated as /gwrl] gaydar (MacKenzie,
1971: 36). In the short treaty of Khosrow and Ridag (Jamasp-Asana, 1913: 30), in
verses 30 and 31, it is mentioned among the best meat dishes:

Gaw ud gor ud gawazn ud ...gor T juwan ké pad aspast <ud> jaw parward ésted
ud pih darad

‘Cows, graves and deer, calves that are raised with alfalfa and barley and have
tallow’.

9 Mira
‘husband’

Mira, still commonly used in the Boir-Ahmadi dialect, means 'husband'. Mira is the
same as mirage, which is taken from the Avestan word mairya (Bartholomae, 1961:
1145), and in middle Persian and Manichaean was mentioned as [mylk’] mérag /
merak, (myrd, merd), respectively, being a title for ‘husband’ (MacKenzie, 1971:
55; Nyberg: 132; Durkin-Meisterernst, 2004: 236). In the jurisprudential treatise of
Aturfarnbag-i Farruxzatan (Question 66, paragraph 2, 50-51) we read:

Ziyanag az mérag abam staned
‘The wife borrows from the husband’

(10)  Misa/ Miz
‘to urinate /urine’

The word misa/miz is one of the original and ancient words used for ‘urinating’
in Iranian languages. The word is written in Avestan as maez (Bartholomae, 1961:
1108) and in Middle Persian as [mys/mstn] mist/méz (Mackenzie, 1971: 56). The
important text of the extracts from Zadspram (Gignoux and Tafazzoli, 1993: 70.6)
specifies:
Jay jadig agmag-é stad u-§ awis mist...
“This witch took a cup and urinated in it

Mistan, also used as mishtan, is now used as misa/misa/miz or in a verb form as
mizidan in the Boir-Ahmadi dialect. Both forms misa and miz are simultaneously
used. For example, they say:
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a. Bera Misata kon
‘to urinate’
b. Bera bemiz
‘going to urinate’
c. Vaycéo Namiz.
‘Do not urinate here’
d. Ma Miz Mizak Grote?
‘Does he/she urinate frequently?’

The last phrase is used for someone who suffers from frequent urination.

(11) Wir
‘mind/memory’

Wir is an ancient word that has preserved its original and earlier form in the
Boir-Ahmadi dialect and represents different meanings such as intelligence,
memory, and thought (see: Moghimi et al., 2014, ibid., 779; Hosseini, ibid., 285).

The word wir, which is spelled and transliterated in Manichaean texts as
[Wyrwmndyy] wiromandi, and in Middle Persian as [wyl] wir, means
‘understanding, comprehension, intelligence and memory’ (MacKenzie, 1971: 91).
For example, in the text of the extracts from Zadspram (Gignoux and Tafazzoli,
1993: 104.36) and the chapter on the genesis of people, one of the things that is said
about spirituality or the knowledge of man is to have virtue (memory), stable
intelligence and wisdom of choice.

Danisnig sé wir xwahéd os payed ud xrad wizinéd
‘Scientist wants three: Weir (memory, perception), stable intelligence, and
wisdom’

In the Avestan texts this term is used as vira ‘in the sense of mind, insight and
awareness’ (Bartholomae, 1961: 1453).

4 Conclusion

The Boir-Ahmadi dialect, like the other Luri dialects of Kohgiluyeh, such as
Mamasani and Bakhtiari, as a branch of southwestern Iranian Luri dialects, has an
ancient linguistic background. Due to its long life in the main center of the Sasanian
Empire, the Boir-Ahmadi dialect has retained many common words from the
Sasanian Pahlavi language. In this regard, the deep understanding and pure
etymological analysis of the words analyzed in this research show the originality
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and the great capacity of Luri Boir-Ahmadi lexical items in historical linguistic
research. One of the main reasons for the originality of this important dialect of
Luri is the existence of speakers, most of whom have lived in rural and inaccessible
areas and have had minimal contact with the outside world. In this regard, it is a
rich and valuable source of words and various terms. A thorough investigation of
these linguistic aspects is necessary for scientific and comprehensive research, and
this article has been the first attempt to this end. In particular, except for a few
articles and books, no scientific and research work has been done on the Boir-
Ahmadi dialect. The current research has introduced and analyzed original and
ancient Persian words available in local dialects. Explaining and preserving these
words, which are only a few among many, will add to the richness of the Persian
language, and consequently Indo-European languages worldwide, and give
scholars a better understanding and insight. Therefore, in addition to explaining the
Boir-Ahmadi dialect, its importance, and its affinity with the Sasanian Pahlavi, this
article has presented several important words related to the Sasanian Pahlavi
language which Boir-Ahmad inhabitants have preserved for centuries.
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BAPBAPUTE 10 HAC, BAPBAPVITE BO HAC:
XYMAHOTO 1 CYIIXYMAHOTO JIMIIJE HA
KOHTVMHEHTOT

Anremmua banoBuk-MapkoBcka
Yuusepsurer ,,Cs. Kupun u Meroauj“, Cxomje
ana-ban@t.mk un angelina.banovic@gmail.com

3amagHOEBpOIICKAaTa UBIIM3ATOPCKA M KOJIOHWjaIHA MAapagirMa ja Ipero3Hana H
BIIUIIANA ¢gpylociia BO AWBHUOT, HArOHCKH, CEKCyalHO IOTEHTCH W arpecuBCH
BapBapHH, onuiiad Bo poMaHoT Ha [lon Maxkcsen Kyuu, Yexajxku iu eapsapuine. Ho
Tepaunara EBpoma — Ha 4uy TpaHWIMA NPEKHBYBAaT [CHEC MUJIMOHM O€raiiy u
MUTpaHTH 01 OyuckuoT VICTOK — He e caMo yenitia To J[pyruoT OYajHUYKH ja
oCaKyBa, TYKy M Mecitioiio Ha KOe Ce ClIydyBa Herosata cMpT. [IpBaTa meprerifija
3a EBpoma ja mpercraByBa ,30HaTa Ha IIOCTOCHETO, BTOpaTa ,30HATAa Ha
HernocToemeTo”. Eanata wM mpumara Ha rparanmte (humans), apyrata Ha
,.Herparaaute" (subhumans) — Oeraimure, MUTpaHTHTE, A3WIIAHTHTE, TUCIOIMPAHNTE,
JUCKPUMHHHAPAHATE — YHjaIlTO ,,TOJIa €r3UCTEHINja" IO MOHHUINTYBa COBPEMEHOTO
chakame 3a CcyOjeKTUBUTETOT. VICKIy4eHH OJ CHCTEMOT, CYNXyMaHHTE TO
MIPEeTCTaByBaaT JAeHEC KOHCTUTYTUBHHUOT Henel Ha EBpoma. Tue ce gugepAncoinu Ha
,,CBPOIICKHOT amapTxeja’, HaJBOpEIIHAa IWjalleKTHKAa Ha HETOBHOT CUMOOIUYKH
MTOPENIOK, YHjaIITO JIAXKHA XyMaHUTAPHOCT TO OTKPHBA CBOETO MPAYHO KOJIOHH]AITHO
u pacuctuuko jmie. OBOj TEKCT ke ce 00ue na MmoKaxke KOJKY, BO CBOjaTa KpajHa
HMHCTAaHI[a, €BPOICKATa MOJUTHKA € CAMOJACCTPYKTHBHA, & HEJ3UHHUOT OMOMOIUTHYKH
CHCTEM — TaHATOIOJIMTHYKH, OTH (KaKO CyIITHHA Ha HEOJMOepau3MoT), ,,CMpTTa Ha
TOJINTUIKOTO ja MMILTUITUPA camaTa CMpT.

Kayunu 300posu: Ky, EBpomna, kononusanuja, BapBapu, OMOTIOIUTHKA
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THE BARBARIANS NEXT TO US, THE BARBARIANS IN
US: THE CONTINENT’S HUMAN AND SUBHUMAN FACE

Angelina Banovik-Markovska
Ss Cyril and Methodius University in Skopje
ana-ban@t.mk and angelina.banovic@gmail.com

The Western European civilizational and colonial paradigm has recognized and
inscribed otherness in the wild, impulsive, sexually potent and aggressive barbarian,
described in John Maxwell Coetzee’s novel Waiting for the Barbarians. But Fortress
Europe — on whose borders millions of Middle East refugees and migrants survive
today — is not only the destination that the Other desperately desires, but also the place
where his death takes place. The first perception of Europe represents the “zone of
existence", the second "the zone of non-existence". One belongs to the citizens (the
humans), the other to the "non-citizens" (the subhumans) - refugees, migrants, asylum
seekers, the displaced, the discriminated - whose "bare existence" invalidates the
contemporary understanding of subjectivity. Excluded from the system, the
subhumans represent the constitutive non-part of Europe today. They are the
differAnce of the "European apartheid”, an external dialectic of its symbolic order,
whose false humanitarianism reveals its dark colonial and racist face. This text
attempts to show how, eventually, European politics is self-destructive, and its
biopolitical system — thanatopolitical, because (being the essence of neoliberalism) the
"death of the political” implies death itself.

Keywords: Coetzee, Europe, colonization, barbarians, biopolitics
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[TocTom enHa M3peka Koja BeNM JieKa YOBEK IITO JP)KU MEepo BO eIHaTa, HE MOXeE
Ja IpXKU Med BO Jpyrata paka. Ho, HCTOPHUCKOTO HCKYCTBO CEMaK ro MOKa)xyBa
CIPOTHBHOTO, JIeKa MOTEHTHATa PEaJHOCT Ha IHMBHIIM3AIlMjaTa ja HOCH BO cede
MOTEHIMjaTHATa BUPTYEITHOCT Ha BapBapcTBOTO. HUBHATA 3aMpceHa cuMOno3a He
caMoO IITO ja NOTBpAyBa A00po mMo3HAaraTa MaKCMMa JeKa He MOCTOU
UUBUIM3AIMCKA IIOCTAIKA KOjallTo He €, ICTOBPEMEHO, 1 BapBapcko aeno (Banrep
benjamuH), TyKy coceMm jacHO KakKyBa JIeKa — ako BapBapCTBOTO € TOPWINBHOT
3a4iH HA [MBHIM3AIjaTa, TOTAII TAa € HErOBHOT Cagok mpotiBotpos. (Earap
Mopen). Ese 30miTo € Toa Taka.

HcropucknuTe HCKyCcTBa HE COOYYyBaar co (akToOT JeKa, KaKO COCTaBEH JET O]
(eBporickaTa) IMBUIIN3AIM]a, BAPBAPCTBOTO 3alpaBo € (PyHJAMEHTOT Ha Hej3uHAaTa
WUMIIEpHjallUCTUUKa JIOTUKA, YHMjalllTO pPacHCTHYKa HIEOJIOTHja, 3acHOBaHA Ha
YUCTOTaTa Ha KpBTAa M Ha Bepara, ja XpaHeJla CBOjaTa WMaruHamuja BO
METBEKOBHOTO HEMPEYCHO KOJIOHHM3HMpame, CKCIUIOATHpame W MOpoOyBame Ha
cBeToT. Bo cBojara exctpemHa ¢GopMa Ha E€KCIIAH3MOHHCTUYKO HACWIICTBO, Taa
WJe0JIOoTHja MMOYHaNa J]a TO TYOH CBOjOT MpHUMAT aAypu KOH KpajoT Ha 20 Bek (co
MPOLIECOT Ha ICKOJIOHU3AIM]jaTa), HO Hej3uHuTe peduiekcr(1) ce BUIIUBU U ICHEC:
BO Oerajckure KamIliOBH, BO CTPOTO KOHTPOJUPAHUTE TPAHWYHU MPEMHHU KOH
VYHujaTa, BO HOBHOT pacu3aM, BO pa30ECHETHOT TEPOPH3aM H BO CENPHUCYTHHUOT
HallMOHAM3aM. A TOa jacHO KaKyBa JIeKa €BPOIICKOTO BapBapCTBO HE € MPTBO,
caMo € BO IPUBHU/IHA ,,perpecuja’. 3a THe CO3HaHU]ja TOBOPH U OBOj TEKCT, HO TP/
Jla TW aHaJlM3upaMe CIIOMEHATUTE BapBapCKU MOJAIUTETH, OU MOTCETHIA JIeKa CO
BEKOBHU HaHAa3aJl, 3aI1aJIHOEBPOIICKATA IIMBIUIIN3aTOPCKA M KOJIOHHjAIHA MTapaurma
ja mperno3HaBa (¥ BIHIIYBa) CBOjaTa gpyiociti BO IUBHOT, HATOHCKH, CEKCYaHO
MOTEHTEH M JIATEHTHO arpecuBeH ,,BapBapuH‘‘. Toj € yecTa TeMa BO MHOTY CBETCKH
Jiea, HO jac ke ce 3aJpkaM Ha pomaHoT Yexajxu iu eapsapuie ox 1lon Maxkcsen
Kyun. Macrimpupan He camo o ucroumenata recHa Ha Koncrantun Kasadu, Tyky
M 07l KyJITHaTa KHUTa 3a JeKojoHu3anujata Ha ®Ppan DanoH, [Ipespenuite na
ceeitioii h, CeKaKo, 0]l TIOCTKOJIOHHjaTHaTa KHIKEBHA TeOpHja, OBOj pOMaH, OCBEH
LITO MPEeTCTaByBa NOJMTHYKA Hapadoia Ha >XKMBOTOT BO JyXHoadpukaHcKarta
PenyGuinka (Bo BpeMeTO Ha amapTxejoT), MOXKe Jla Ce YuTa M KaKO YHUBEp3aHa
aJleropyja Ha KOJIOHHjaJIM3MOT, BoOMITo. Bo Taa Hacoka, cliejiejku ja coapkuHaTta
Ha POMAHOT W aHAIM3UPAjKH TW OAHOCUTE Mely JHMKOBUTE, K€ TH pasriefam
NPUYMHUTE 32 MpoIacTa Ha CHUTE LapcTBa BO HAc, 0 Hac, okoiy Hac... Ho,
HajHarpe]], COIPXKHHATA HA POMAaHOT.

! Kako KOHTpa(CTHBHO) CpeJICTBO, UMBUIK3aMjaTa Tpeba aa e anmudom (Gvtidotog) Ha
BapBapCTBOTO: [1a TH HEyTpalIu3upa e(eKTUTE O HETOBOTO IPHUCYCTBO U J1a TM yOiaxyBa
MOCJIEANIIATE OJf HErOBOTO Bikjanue (na ce suau Morin 2006: 9-28).
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O, ieno moe,

go380au Mu ga bugam
YO6eK W0 Upeuciuuiiysda.
®pann Ganon”

dabynara Ha Yekajku Tu 6apsapuilie € U3rpajieHa IPEKy MeJUTATHBHATA HCIIOBE]
Ha TJIABHUOT MPOTAaroHUCT, HEUMEHYBAHWOT YIPAaBHUK Ha €IHA IOTPaHWYHA
KOJIOHHMja, KOj JKMBOTOT TO MHHYBa BO JIeTaprHyHa YJOOHOCT W MHpHA
KOET3HUCTEeHIMja, Kako co MMmepmjata, Taka M CO JIOMOPOJHOTO HACEICHUE.
HeroBuor TtumecerroamiieH KoHGOpMH3aM € pe3yiaTaT Ha eJHa BOCTaHOBEHA
pYTHHA, HO TIO 3aYECTEHUTE TJIACHHH 32 HABOJHHTE HEMHPH, OPTaHU3HPAHU O]
CTpaHa Ha BapBapure, Mmmepujara ucnpaka mume on Ciyx0arta 3a Ip’kaBHA
0e30emHOCT nMa ja TpeBeHHWpa ,,HOBOHACTaHATaTa' CHUTyaldja BO KOJIOHH]ara.
[TonkoBHukOT [lon € ekcriept 3a pabpuKyBame BUCTHHM, HO Mako HaOp30 cdaka
JieKa ce paboTH 3a HEOCHOBAH CTPaB OJ1 gpyiocitia (BapBapHuTe, BIPOYEM, HUKOTAIII
HE T0 HamaraaT rpaHIYHOTO YTBPAYBamkE), CEMaK pellaBa, MOKpaj 3aIlIallyBambeTo
U TIOHIDKYBAHETO HA 3aTBOPEHUIINTE, J1a MPUMEHH U (U3HYKa TOPTYpa Bp3 HUB!
JIeEhe T TOHH ¥ T U3MavyBa COMHUTEITHUATE BapBapH, a HOKE Ce XpaHHU CO CIUKUTE
O]l HUBHHUOT y’Kac. 3a Ja ja m30erHe CBHpENocTa Ha ,,0€MHOT YOBEK CO TEMHHU
O4MIiIa“, JOMOPOJIHOTO HACENICHUE CE TIOBJICKYBA BO BHATPEITHOCTA HA KOJIOHH]jaTa.

He cornacyBajku ce co BemITauku IpeIu3BHKaHaTa ,,BOHpPEJHA COCTOjOa”,
YIPaBHUKOT Ha KOJIOHWjaTa MOYHYBA Jia MOKaXKyBa OTBOPEHO HE3a/I0BOJICTBO O
o/uTyknTe Ha MMnepujaTa u npe3up KOH METOAMUTE CO KOHM MOJKOBHUKOT [lom ro
H3MavyBa JIOMOpOJIHOTO HaceneHne. OnOuBajku Ja Ouje COy4ecHHK BO HETOBUTE
aKIUH, YIPaBHUKOT BCYIIHOCT CTaHyBa 3apOoOEHHMK Ha COICTBEHATa COBECT, Ma
HACIIPOTH CHTE OYEKyBama, pellaBa Ja KUBEe CO €IHa MOoyciera BapBapKa: U
mpy»a TMpHOeKHINTE BO CBOjaTa Kyka, HETyBajKM M TH PaHUTE, 3M00WEHU OJ
TopTypuTe. Bo exen mur perraBa aypu W Aa ja BpaTH JIeBOjKaTa Kaj HEj3UHHTE,
Mora3yBajKu ro Taka BPEAHOCHHUOT M MPaBHHUOT cucteM Ha Mmnepujara. Kaznara
ITO CledyBa He Ke OuJe HU MpaBHA, HU NpaBeJHA: YNPAaBHUKOT K& MHHE HU3
CIIMYHU TIOHW)KYBamka W W3MadyBama, ke My OuJie WHCIEHHPAHO JYPU U JIAXKHO
Oeceme, MO MITO Ke HACTaIM JOJT U 0oJieH 00W] 3a Bpakame Ha 3aryOeHHOT MUP.
Ho, Muport e Beke yHMIITEH, a CIIOKOjOT HEBO3MOXKEH, BO U3MECTEHHUOT KUBOT HA
KoyioHujata. Panure o1 pU3NIKOTO M3MaUyBamke U IICUXUYKATA TOPTYypa HUKOTAII
HeMa 1a 3amenar. Ke ocTaHar camo Jly3HMTE M CTPABOT OJ MCUEKYBAH-ETO Ha
BapBapHTe... beckpajHa mycromt.

Wma enen cumbonmyeH onvc Bo KHUTATa L{pHa xoxrca, benu macku, co koj Opani
daHoH [gaBa jacHa ClIMKa 3a JBaTa KOMIUIEMEHTapHH, HO MeryceOHO
CIPOTUBCTABEHU CBETa, 3aKJIYYEHH CEKOj BO CBOjOT paceH KOJIOPHUT: OEIHOT BO

* IlpeBouTe Ha HACIOBHUTE M IIUTATHTE BO CTAaTHjaTa, OX CPIICKHA/XPBATCKU M AHTJINCKU
ja3WK Ha MaKEeJOHCKH, C€ Ha aBTOPKATa.
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CBOjaTa OeITHA, IPHUOT BO CBojaTa IpHUHA. DaHOH o HAPEKYBA TOA JBOeH HAPYU3AM,
HO aHTMHOMHMjaTa IITO ja COAPXM Taa CIMKa € BakKHAa HE caMoO 3a pa3OMpameTo Ha
MaHUXEjCKHOT TOTJIe]l Ha CBET BO poMaHOT Ha Kymm, TyKy M 3a KOMIUICKCHUTE
KOHCTPYKIIMH HA WICHTUTETOT BO PaMKH Ha KOJOHHjAIU3MOT. [IpBHOT cBeT Benmu
OTIIPUIIMKA Baka: ,,Jac cym Oe. Jac cym Oojara Ha geHOT. [ 'M mocenyBam ybaBuHaTa
u nobiecta KoM HUKoram He Owie 1pHH...“ . Bropuot oarosapa: ,,Toa mro cym
IIPH HE € MOCJIeTNIIa Ha HEKAaKBO MPOKIIETCTBO, TYKY 3acllyra Ha MojaTa KoXa Koja
M BOWIA CHUTE KOCMHYKM JABHXKEHAa. Jac CyM COHYEB 3paK IOJ 3eMjara...
3arybeHoTo ‘jac’ Bo cpueto Ha Beenenara““ (Fanon 2015: 54).

Ho ocBen co amxoromwujara, pOMaHOT HE COOYyBa M CO JBETE JIMIA Ha
Wmrepujara: €IHOTO JMIE TO IPETCTaByBa HEJ3MHOTO HMCTOPHUCKO, JPYroTO
HEj3UHOTO HEUCTOPUCKO BpeMe. [IpBoTO My mpumara Ha peBHOCHHUOT MOJIKOBHHK,
qyBapoT Ha MOPEJOKOT, MaHWjaKaJHO OICEIHAT CO HIejaTa 3a NPOTOHYBABE H
JIHMCIHIUINHUPAGE, @ BTOPOTO HA PE3UTHUPAHUOT YIIPABHHK, JIETAPTUIHO HAKJIOHET
KOH JXPTBUTE Ha PEINPECUBHHOT PEXHM, KOj OTKAaKO Ke CTaHe CBECeH 3a
aMOMBaJICHTHOTO YyBCTBO Ha COMHEX M BUHA KOE Ce pafa BO HETo, 3a cede ke peye:
,,He, He OeB jac HEeKaKBa BETMKOAYIIHA M XEIOHUCTHYKA CIIPOTHBHOCT Ha JaIHUOT
¥ CTPOT TIOJNKOBHUK. Jac OeB zalaitia xoja llapmTiHara cu ja KaxxyBa ceOecH BO
MHUPHOBPEMEHCKH YCIIOBH, & TOj UCIUHATHA TITO Taa CH ja OBTOPYBa Kora JayBaat
CIWJIHM BETpUINTa. 3ampaBo, obajuata OeBMe geeilie auya HA egHoo U UCTo
umrepujanucTiHuko Biaaeeme (Kuci 2004: 145-146; kyp3uBoT € MOj).

On M3BaZIOKOT jacHO ce IJiea JieKa ja3uKOT IITO To 300pyBa yNpaBHUKOT Ha
KOJIOHW]jaTa € aMOMBAJICHTHHOT ja3WK Ha 3a30pPOT, CBOJCTBEH 3a YOBEK KOj €
063eMeH 01 YyBCTBOTO Ha BHHA. HEeroBHOT jaskK € jasHKOT Ha JIOKATHHOT KOJIOH?,
KOJIOHOT Ha TMpOBWHIMjaTa, KOj € TaMy 3a Jia TW CHOpOBelle OJUIyKUTE Ha
Wmnepujara. Ho 3arnaBen Mery Hej3HHUTE HHTEPECH U HHTEPECUTE Ha KOJIOHH]jaTa,
CTaHyBa CBECEH JIeKa He MM NpHIiara [eJ0CHO, HUTY Ha eHaTa, HUTY Ha Jpyrara
crpana’. Toj ,,moMefy-MOMEHT CO3/[aBa Kaj HEro aMOMBATIEHTHO YyBCTBO (HAKO
CBOjaTa CMHUCIIa ja Haora BO KOJOHHMjAIHHOT CHUCTEM, YIIPAaBHUKOT HE € CUTYpEH
JeKa TH CIOJeNyBa HUCTUTE BPEJHOCTH, 3aITO C¢ YIITE YYBCTBYBa 3a30p KOH
BapBapuTe, Kako KOH gpylocili KOja, ICTOBPEMEHO, IO TIPUBJICKYBa 1 010uBa). Toj
3Hae Jieka HUTY eqHa (hpaseosorrja He MOXKe Ja ja 3aMEHH pealHaTa OHTOJIOTHja, Ia
3aTeKHAT 0/ KOHTPOBEp3HaTa cocToj0a BO KOja ce Haora, Mojieka cTaHyBa CBECEH
JieKa izioj e, MOTPaBo, ayTcajAepoT BO KOJOHHMjaTa, HE caMo 3a JIOMOPOJIITUTE, TYKY
W 32 CBOWTE, 3allITO 110 TOJKY TOJWHH MHUHATH HaJBOp OJ Merporonara, Toj € U
(U3MYKK 1 MEHTAJIHO OfjajieueH o/ Hea. Toa mTo e HeMMeHyBaH, ILTO € ,,0e3uMeH"
JUK BO POMAHOT, jJaCHO Ka)XKyBa JieKa YIPAaBHUKOT HE MOXE JIa C€ BKJIOMH PEaTHO

2 ManoH mpaBu pasaHKa Mely KOJOH M KOJOHM3aToOp: KOIOHOT € Oelel KOj KHBEee BO
KOJIOHHjaTa U HEMOCPEIHO ja CIPOBEAyBa SKCILIoATalrjaTa Ha JOMOPOJHOTO HACEICHUE,
HO Ce Haora BO MMOJPECHA MOJI0K0a BO OJJHOC Ha KOJIOHM3ATOPOT 0 MeTporonaTa, Koja
T'H U3]]aBa HapeaouTe.

3 ,KOIOHOT 1 KOJIOHM3MpPaHHUTE CE CTAPU Mo3HAHUIM. KOJOHOT IypH Moe Ja Kaxe JaKa
T TI03HAaBa, 3aIlITO TOj € OHOj KOj TH co3/1ai v HaTamy T co3naBa™ (Fanon 1973: 2).
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BO HUTY €JICH KOHTEKCT, HUTY TIaK MOXE J]a C€ HACHTH(HKYBA LIEIIOCHO CO €/IHA OJT
crpanute. Cenak, HEroBaTa OAJyKa Ja KUBEe CO BapBapKara, a Ha TOj HAaYMH J1a
KOET3HCTHpa W CO JIOMOPOJIIHMTE, OTKPHBA HECMaceH, HO Xpabap obOua 3a
pasbupame U 3a 301mKyBambe co gpyiociia. U, Typu OTKako HEMOCpeTHO, Ha
CBOETO TeJNO, K& T'H J0KMBee MOHIKYBamkaTa U TOPTYPHUTE HA MOJIKOBHUKOT [lom,
YIPaBHUKOT Ke ja paz0epe crenuruIHOCTa Ha CBOjaTa Mo3MIIKja, [a YyBCTBYBajKU
BHIHO OJIECHYBame, ke pede: ,,Cera CyM CBeceH 3a MpUYrWHATa Ha MOjaTa pPasiocT:
Bpckara Mef'y MeHe U uyBapuTe Ha MMmepujaTta e npekunara! Jac cym cnoboaex
goBek" (Kuci 2004: 86).

[TonBoeHOCTa Ha IpUBaTeH U Ha jaBeH eHTHTET, [lonm Pukep ja dopmymuparie
KaKO TIOJIBOCHOCT Mel'y CBecTa M TEJIOTO, HO TP ]a BUMME KOJIKY € KIIyJHa Taa
3a pa30UpameTo Ha JUKOBUTE BO POMAHOT, 1a C€ 3all03HAaeMe U CO JPYTOTO JIUIIe
Ha llMmepujaTa, ¥ CO HETOBHOT ja3uK.

JazukoT 1mTo TO 300pyBa MONKOBHUKOT [lon My mpumara Ha KOJIOHU3aTOPOT OJ1
Mertpornonara. Toa € eJHO3HAYHUOT ja3UK Ha BJacTa, CBOjCTBEH 3a TOCIOJCKOTO
OJTHECYBA-€ Ha TYI'MHEII, KOj CBojaTa (€BpOIICcKa) KyJITypa ja CMETa 3a CylepruopHa.
Ottamy, 3aa4ara ja TM IOTYMHH BapBapyTe, 33AyIITyBajKi TO HUBHHOT ,,0TIOP, ja
JOYKMBYBa KaKO CBOja IMBIJIM3AaTOPCKa MUCHja, BO KOja Y)KHBa KaKO IIITO CYBEPEHOT
y’KHBa BO CBojara ToTanutapaa Mok. [lonkoBHukoT [lom HUTY ja mo3HaBa KOJIOHMjaTa,
HHUTY € TIOJI'OTBEH JIa ja MPU3HAC BMHATA 32 HEOMPABIAHOTO OPYTATHO OJJHECYBAHE.
CypoBocTa IITO ja HCOpavyBa HE CaMmo IITO T'O OTKPUBA OE3MUIIOCHOTO JIMIE Ha
Nmmnepujara, TyKy yKkaKyBa U Ha IPUKPUEHUOT [TAPAHOWYEH CTPaB 0J1 gpyiocitid, KOj
T'M TIPETBOpa BO BapBapy THE LITO T'O HM3MadyBaaT MHPOJbYOMBOTO HaceleHHe,
JI0JIeKa Toa CO BP3aHU palle T'H KPEIH CBOUTE KPBaBU 00pa3u, MPOHMKAHU CO KHIIA:

»Jla ce J0Beie HEeKOj 10 cocToj0a Ha IeJ0CHAa HEMOK, 3HA4M Jia CE€ IMOCTHTHE
YyBCTBO Ha BpXOBHa MOK* — munryBa L[Beran Tomopos. ,,TakBo uyBcTBO Ipyka
caMo TOPTyparTa ¥ € MHOTY MOCHJIHO OJ] OHA KOCIITO I'0 JaBa YOUBAKETO.... 3aIlITO
CMPTTa TO OHEBO3MOXKYBa JIUKYBAWETO KOE J0ara O]l IEIOCHUOT TpuyMd Hax
KpTBata W HaJ| HEj3MHATa BOJja... TOKMY Taa WIy3dja Ha CEMOK para
HEMPUKOCHOBEHA MOK, 3aIlITO J0JeKa TH KPIIIM YOBEKOBUTE MPaBa, CYBEPEHOT Ce
4yBCTBYBa pameH Ha Gorosute™ (Todorov 2014: 163).

ITonkoBuukoT [lon on pomanor Ha Kyiu ce ogHecyBa TOKMYy Taka: MECHOTO
HaceJIeHHE U BapBapuTe, 32 HEro, HeMaaT HU UHIUBHUYaJIHOCT, HH Cy0jeKTUBHTET; THE
ce OesMMeHa TONIA, HEMOJATINBA HA €THYKO OJHECYBame, THE CE Heraudja Ha
LUBWIM3AIIMCKUTE BPEIHOCTH M KBUHTECCHIM]ja Ha 3)10T0. Ho, ako 1pHOTO € Heraruja
Ha 0eJ0TO, Toraml IPHHOT YOBEK € ,HeuoBek™, cemka Ha bemuor Cend. Oba
HUCKOHCTPYMPaHO HUMaro 3a ,,KOJIEKTUBHUOT HIEHTUTET Ha BapBapHTe, Kako
HeeTH4YHa M Oe3MM4YHa OpAa €O JKMBOTHHCKM HHCTHUHKT 3a yOuBame U 3a
MNpEXKUBYBAKLE, HE CaMO IITO IO JACXyMaHU3Hpa, TyKY HW IO aHUMalru3upa
KOJIOHHU3MPAHHOT CyOjeKkT. 3aToa, ja3sUKOT CO KojiiTo 30opyea [lonm e jasuk Ha
300J10THjaTa, a He Ha OHTOJIOTHjaTa.

HacripoTu HEroBHOT MOTJIE U TJIAC CTOM CITUKATa HA KOJIOHU3UPAHUOT CYOjeKT,
KOj 3Hae Jieka 0ojaTa Ha Heropara Ko)ka M OTUyKyBambaTa Ha HETOBOTO CPIIE CE UCTO
TOJIKYy BPEIOHH KaKO M Ha KOJIOHHM3aTopoT. Ho Toj He mpyxa (usuuku oTmop, ja
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nosHecyBa Toprypara. [Ipm MmademaTa HCHyIITa caMO HEapTHUKYJIHPAaHU 3BYIH,
KOMIITO TO NPETCTaByBaaT ja3UKOT Ha OoJkaTa ¥ Ha TMOTYHHETOCTA.
Kononuzaropor ke ro Hapede ,,BapBapcKu™ TOj ja3HK, HO, BO OCHOBA, CTaHyBa 300p
3a €JICH ja3W9CH UMIICpHjaTi3aM KOj TO peayIHpall IIOTYMHETHOT CYOjeKT Ha OUTHE-
CO-MHHYC-HCTOPHja-H-MHHYC-TIHCMEHOCT . ,,BO [IEKONOT Ha Taa CTBAPHOCT, LPHHOT
YOBEK M HE MOXKEIl Jla HypHE JTa00KO BO CBOETO MHHATO, 3a J[a TH COTJIeNa CBOETO
MOTEKIO M cBojara apreHTHuHOCT, Beam Panon (Fanon 2015: 26). Toj ocraman
HEOUTHE, eTHA HCKITYYUTEITHO CTEPUITHA U CyBa 00J1acT, Hebape roil v Ipa3eH MpocTop
KOj HE MOJKE JIa ja POJIM CBOjaTa aBTeHTHYHOCT, 3aIlITO My OHMJIO O/I3¢MEHO MPaBOTO Jia
OJUTy4yBa 3a COIICTBeHaTa cynoOuHa. CymOnHaTa BIPOYeM ja MPOEKTHPaaT THE IITO ja
nuiryBaar Fcropujata, Koja CeKako He € Ha 3eMjarta IITO ja KOJIOHU3UpaaT, TyKy Ha
Wmnepujara, Bo une uMe orpadysaar u yoOusaar (Fanon 1973: 10-11). 3aroa
,JIPyrocTa‘ HUKOTall W He CTaHaja el O] HCTOPHCKUTE Oellellkd Ha
KOJIOHHU3aTOPOT; Taa Ouiia caMo Mec (i) oitio Ha KOe TOj ,,ce BIUIIYBaI " ce0ecH BO
Hea, TpeKy OpyTalHWTe MEXaHM3MH Ha CBojaTa UuBWIM3anuja. Bo ecejor
»PacmpaBa 3a komoHHjamu3MoT™ ox 1950 rogwHa (KOj HE € camMO HM3BOHpEIHA
MOJIEMHKA CO CTApUOT MOPEJIOK, TN KPUTHKA Ha KOJOHHjATHHOT AUCKYPC, TYKY U
MUOHEPCKO JIENI0 BO MMOCTKOJIOHWjalTHATA TeOpHja, KOCIITO AyPH M MOTEKJIOTO Ha
¢ammu3MoT ro Jouupa Bo caMuoT KojoHujanusam), Eme Cesep (Aimé Césaire)
numyBa: ,,[IpBo Tpeba ma mpoydnMMe Kako KOJOHHM3alHjata To JCHUBUIIM3UPA
KOJIOHM3aTOPOT, KaKo ro OpyTaau3upa BO BUCTHHCKAa CMHCIA HA 300pOT, KaKo TO
Jerpaaupa, Kako BO HEro T Oyau TabOKO 3aKONMAaHWTE HHCTHHKTH, aITYHOCTA,
HACHJICTBOTO, PacHaTa OMpa3a W MOPATHHOT PEeJIaTHBH3aM; IT0TOa Tpeba Jia IOKaKeMe
JieKa CEeKoj MmaT Kora HeKOMY Ke My ce OTCeue IlaBaTa MM Kora Ke ce MCKOIa Hedue
0Ko, (...) BO Benute Ha EBpoma ce mectwimpa OTpOB, a KOHTHHEHTOT, TOJIEKa, HO
CHUTYPHO, ce IpUOITIIKyBa KOH auBjariTBoto™ (Sezer 2017).

HajmoOpa unycTpanuja 3a Toa AWBjallITBO, CEKAKO, € JEBACTUPAHUOT JIMK Ha
BapBapkata oj1 pomanot Ha Kynu. Hej3auHata BUKTUMU3UpaHa TEIECHOCT HE € CaMo
OMOJIOIIKY KOHCTPYKT, TYKY U ,,CPEIUINTE" Ha KOJOHUjATHUTE TPAKTUKH, CO KOU
0enmnoT J10jIeHel] ja TIOTBPILyBaJI CBOjaTa ,,pacHa’™ CyNepuOpPHOCT, MOKAXKYBAjKH ja
OlayMHATa Ha CBOjaTa HUBHIM3UPaHOCT. OTTaMy, BO CBOjaTa OLITETEHA, Harp/IeHa
M uckacarneHa (opMa, TeJIOTO Ha BapBapKaTa MOXKe J[a C€ YHTa U KaKo ,,TeKCT 32
KOJIOHMjaTM3MOT, BO KOj, co bBpajoBara a30yka Ha TopTypara, € HCIHWIIAHA
TpHKa3HATa 3a GONKaTa’. 3aT0a, SNMITHIHMOT ja3HK HA BApBAPKATA HE MOXKE J1a ja

4 Kora KOJIOHH3aTOpHUTE K€ I'M MPOHAjIaT APBEHUTE MJIOYKH IITO YNPABHUKOT TH COOUpall
3a ga ro gemuppupa CUMOOJIMIHOTO MUCMO Ha JIOMOPOJIHOTO HAceleHHe, THEe Ke TO
MIUHY AT 1a TO peBeJie HUBHUOT ,,BAPBAPCKH ja3HK', HO, HA eJIeH UPOHUUYECH HaYHH, TOj Ke
yKake Ha ITOJIMCEMaHTHYHOCTA IITO 3HAUTE Ha HUBHOTO ITMCMO OM MOJKeJIe /1a ja HocaT BO
cebe: ,,/la BUIMMeE ITO MUITYBa Ha cleqHaTa... [ J1enaj, caMo elieH 3HakK, Toa € BapBapCKu
3HaK 3a 60jHd..., HO MOXKE J1a 3HAYM U 00MA30d, 3 aKO TO CBPTHME HAOIaKy, OM MOel aa
ce MpOTOJIKYBa U Kako npagda’ (Kuci 2004: 121).

® Peumncu ocrenena, ,,BapBapkara’ He MOXe jacHO J1a ja BUJIM, HO 3aT0a MaK MOYXE CypOBO
Jla ja MOYyBCTBYBA APYTOCTa, OKOJy cebe u Bp3 cebe. Ha mpamameTo mTo ce CIIy9Imiio co
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ormdaru coceM BHCTHHATA 332 HEJ3WHOTO TEI0-M30pa3eH0-CO-Iy3HH, 3aIlTO TOa
Teno oabuBa Aa Ouge Tekcryanmsupano. M daHoH ro 3abenexysa ucroro. Bo
Ilpe3penuitie Ha ceeitioiti, TOj 300pyBa 3a TCHUXWYKHUTE Iy3HH Ha KOXKaTa Of
JIOKAJTHAOT CY0jeKT, KOM KaKO OTBOPEHH PaHH To 00AaT KOJIOHH3ATOPOT B OYH,
MOTKOIYBajK1 TO HETOBUOT aBTOPUTET M MOHYMEHTAITHOCTa Ha HeroBata Mcropwuja.

Bo kuurara Cebeimisoitio kako Jlpyi, Ilon Puxep 360pysa 3a idem u ipse®, xaxo
ZIBa aclieKTa Ha exHo Jac, Koe MOXe Ja ce coryiena cedecu OnaromapeHue Ha
CBOjaTa UCKYCTBEeHa cBecT. Taa cBeCT My JO3BOIyBa Ja ce I0’KUBEE, HCTOBPEMEHO,
M KaKo Cy0jeKT U Kako 00jekT Ha mocroere. Ho, ipse-uterot uMrutuimpa u alter-
uTeT. 3aTo0a, 3a ]a CTUTHE JI0 CBOETO CeOCTBO, YIPABHUKOT OJ poMaHOT Ha Kyrm
Mopa Jia TO MUHE NaTOT Ha gpylociia. KaxxaHo mouHaky, Toj Mopa na cdartu meka
gpyiociia € KOHCTUTYTHUBHHOT €JIEMEHT Ha ceOciligoitio, 3aIllTO OCBEH
JMjaIEKTHYKaTa 3aBUCHOCT Mely idem u ipSe, MOCTOM M OHTOJIONIKA 3aBHCHOCT
Mmery ipse-uteror u alter-ureror, mery ceOCTBOTO M Apyrocra. Taka, TEIOTO M
TEJeCHOCTa BO poMaHoT Ha Kyuu cranyBaaT meguymoil IpeKy Koj YIPaBHUKOT Ha
KOJIOHHjaTa TO CIIO3HaBa aJTePUTETOT, MUHYBajKM TO IMATOT JO COICTBEHATa
APYrocT, IPBO TIPEKy TyfOTO, a MOTOA M MPEKy CBOETO HCKYCTBEHO CeOCTBO.
Otramy, BOONIITO U HE 3a4yAyBa IITO MpBaTa HEroBa Mepleriyja 3a BapBapKara
He € Bu3yesHa (YIPaBHUKOT HE MOXKE JIa CE CETH Jald HETOBUTE OYU BOOIILTO ja
perucTpupaiie JeBojkaTa BO TOJINATa 3apoOEHHIM), TyKYy TAaKTHIIHA, OIHOCHO
xauuuxka ﬁepueauuja7 (TOj HECBECHO Ke MOYHE Jia ja MUJIyBa 110 KO)KaTa JI0/IeKa
r'0 MH€ HEj3UHOTO TeJ0, M30pa3AeHo co Jy3HH, YACTEjKU ja HEYHCTOTHjaTa, 3a€THO
CO KpBTa o1 TopTypara). Toa € MOMEHTOT KOra, pe(C)BpTYBajKu IO CTEPEOTHIIOT,
YIPaBHHUKOT Ke T'0 JA0BEJIE BO MIpallalkhe MOPAITHUOT KpeAnounuTeT Ha MiMnepujara
W ke ro nzonu narot ;1o Jpyrocra. Toj mat nokaxysa, BCYLIHOCT, KOJKY € piaynana
(u peBep3uOMIHA) MeraTa Mel'y IMBHIM3UPAHUTE U BapBapuTe: MpudakameTo Ha
gpylociia W WIEeHTU(QUKYBAHETO CO Hea ke TO MPEeTBOPH YIPAaBHUKOT BO
cybantepeH cy0jeKT, Koj JTI0)KUBYBajKH CJIMYHU TOPTYPH BP3 CBOETO TEJIO, ke catu
JieKa iyToitio BapBapcTBO €, 3aMpaBo, HECBECHOTO Ha KOJIOHM3aTOPOT, PEBPTEHATa
CIIMKa Ha Helogaitia TWBWIM3aNMja. ,He e Temko ma ce 3aMHCIIM KOJKY OBa
’OTKpHTHE' TO MOTpece cBETOT 01 Temell. O] Hero npousie3e HoBaTa PEeBOIIYIIHOHEPHA
CHJIa Ha KOJIOHW3UpAHUTE... KOJIOHHjaTHHOT KOHTEKCT € 00elekaH CO IMXOTOMHjaTa
Koja itioj My ja HameTHa Ha cBetoT", Hanmia dpann danon (Fanon 1973: 8), BumHo
OTOpYEH OJI WMIlepHjaucTHUYKaTta EBpoma, koja cBoeTo W300MICTBO, CBOjaTa

HEj3UHUTE OYM, Taa IITypo OArOBapa: ,bemie Toa HeKakBa BHIIyIIKA... CO ABe 3aba... ['m
cTaBaa BO jarJieH 3a Ja T'M BXKapar, M0Toa HE JOMUpaa co HUB 3a Jla HE cpkat . A Ha
mpamameTo: ,,IlITo 4yBcTBYBaml KOH JyfeTo INTO TH IO HampaBuwie Toa?*, Mo J0JIro
MOJIUEHE, Taa Kyco 0/roBapa: ,, Y MOpHa cyM o1 30opyBame’ (Kuci 2004: 47).

8 Op narunckure 3amenku idem u ipse; idem, co 3HAaYeWmE ‘HCTO, HIEHTHYHO,
HENPOMEHIINBO’, 11 JTypH M “TEJIECHO’ U ipse, KaKko ‘caMoTo-10-cede, Moe JIMYHO, CeOCTBO .
7 Xanrtuukata mepueniuja € HeBepOaJleH TUIl KOMYHHKAlMja, KOj NpOU3JIETYBa O]
YyBCTBOTO Ha jonup. J[pa3bure mTo ru mpumame Npeky Koxara ce o0paboTyBaaT BO
MO30KOT, KOj UCTIpaka Hapea0u JI0 pareTe.
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MaTepyjajHa, HaydHa W KyJATypHa CHIIa, ja Tpajiellie  BP3 CTpajamaTa Ha JyreTo Off
Tperuot Caer.

Huxkoj ne mooice ga ciuasu cunyup
Ha yacgoitl 0g c80joill OUdCeH,
be3 ga to Hajge gpyTuoi Kpaj
upuyepcilien 3a c60joul 6paui.
®penepuk Jlarnac

Bo BHOpOT Ha eBporckaTa eKclaH3Wja HajJ OCTATOKOT Ha CBETOT, KOja Tpaesa
HeKkase 10 mo4yeTokoT Ha [IpBara cBercka BOjHA, CIMKaTa Ha ,,’PAHIHO3HUOT
eBporcku cend ja rpagene MPECTHKHU MOJUTUYKH U KYJITYpHH aBTOPUTETH:
KJICPUKAIN3MOT, IEYaTEeHUTE MEANYMH, I1a TypH U KPAICKUTE HAyYHU 1 00pa30BHU
WHCTUTYIIUH, ja Kpeupalle HaJMOKTa Ha €BPOICKUTE MPEKYOKEAaHCKH WMIICPHH.
[NonoBuHa ox TepuTopHjaTa Ha 3eMjuHATA TOMKA (PEUNCH 72 MUITUOHU KBaPaTHH
KIJIOMETPH) U TPETHHA OJf HAPOJWUTE BO CBETOT, OWJIE MO/ KOJOHHjaIHA Biact®,
Toa cekako moapa3dUpalio U CypoBO MOPOOYBame, MHCUTYIIMOHAJIECH TEPOp U
KyJITypHa JAerpajanyja Ha IPHOKOXXOTO YOBEIITBO. CaMo MOJATOKOT JIeKa OKOIY
75 munuonu AdpuKaHIM HCUE3HAIE BO IETBEKOBHATA ITPEKYOKEaHCKa TProBHuja co
po0oBH, € JOBOJIEH TOBOJ OJHOBO Ja c€ TMPOMHCIyBa IMpallamkeTo 3a
,,HEBUJIJTUBOCTA™ M 32 ,,0e3MMEHOCTa’ Ha OHOJj JIeJI O] YOBEIITBOTO KOCIITO OMIIO
TPETUPAHO KakKo ,jaBHAa BPEIHOCT, 0e3 HHMKAKOB MpPaBEH WM OIIITECTBEH
CyOjeKTUBUTET.

Ho npen na mpemMuHam Ha Toa, OM cakaja Ja IoTceTaM HajIPBUH Ha IOMMOT KO)j
CTaHa IIOjIOBHA TOYKAa BO KJIACHYHHUTE IPOydyBamba HA MOCTKOJOHHjajHATa
TeopHja u KputHka — CauioBUOT opuenitiaiuzam. OHa IITO TOj TO UMEHYBAIIIE KAKO
»~ODHEHTa3aM™“ ce OJJHeCyBa, BCYIIHOCT, Ha CceTa 3amajHOeBpOICKa
WHTEJIEKTyallHa, KyJITypHa U IyXOBHA MapaJnrmMa, KperupaHa BO JI€BETHAECETTHOT
W Ha IOYETOKOT Ha IBAECETTUOT BEK, YHj €CTA0IMUIIIMEHT, CO apOTaHTEH HOTJIe BP3
OCTaTOKOT Ha CBETOT, I'M CO3/1ajic OHWE JUCKYP3UBHO MOKHU M UMardHaTUBHO
KOHTPACTHH CIIMKH 3a gpyiocitia, 32 KOU TOBOPEB MOrOpe.

3acHOBaHM Bp3 €AHAa XEreMOHHCTHUYKA TEOMOJUTHYKA CBECT, THE CIUKH T'H
Kperpaa CTEepeOTHIIMTE Ha EBPOICKOTO KOJNEKTHMBHO uWMaro, 0Oa3upaHu Ha
OHTOJIONIKK ¥ EMHCTEeMOJIOIIKMA JUCTUHKIMHM 32 TeHe3aTa, HCTopHujata |
Tpaguuujata Ha Hue (cynepuopHo Moknute EBponejumn) n Tue (unpepuopHuTte,

8 .01 1815 no 1914 roauna, EBPOIICKHOT KOJIOHHUjalleH IOMHHHUOH, Of 35 MpPOICHTH, ce
mpommpui Ha 85 mporuenTu o 3eMjuHara noBpiirHa. CUTe KOHTHHEHTH Onie 3adareHH,
HO HajMHOTY Adpuka n Aszuja“ (Said 2000: 58).

® Bo emno ox aenara Ha Eme Cesep, KOIOHU3HPAHMOT YOBEK BaKa CE OMMILYBa ceOecH —
Moemo ume: HaspedeH, moemo npezume: NOHUNCEH, JUYHU NOOAMOYU: DPeBONMUPAH
Mojama 8o3pacm.: kameHno doba (npezemeno o Fanon 1973: 36).
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3aocTaHath M (pamantHo pasnuuan Heespomejum) (Said 2000: 14-19). Kaxko
MOJIMTHYKA BU3Hja HA peaJlHOCTa, KOja ja HarjacyBa pa3jiuKara Mery Mo3HaTOTO U
HEMO3HATOTO, OBOj CTPATEIIKH OCMHCJIEH KOpITyC Ha 3Haema Tpebamo ma ja
MOTBPAM HWHTEJIEKTyallHaTa, COIIMOEKOHOMCKATa, TIIOJNIMTHYKAaTa M pacHara
(mag)mok Ha homo occidentalis. PacioHoT Ha Taa aHTHXyMaHH3aTOPCKa BU3H]ja CE
mpoTera W 0 ACHEIIHW IHH, HO CBOJOT 3€HUT IO JIOCTUTHYBa OJf KpajoT Ha
JEBETHACCETTHOT 1O CpeIWHATa Ha JBAECETTHOT BEK, KOTa Pa3lIUKUTE Mery
PAlMOHATHUOT U ONCKYPHO-€T30THYHHOT KOHTHHEHT OWJIe TOJKY TOJIEMH, ILITO
MPUBJICYEH O]l HETOBUTE TaMHCTBEHU pecypcu, Crapuor KoHTMHEHT pemmn jaa
pojpe A1aboKo Bo rojaemMara appuKkaHCKa MUCTEPH] a0, MOIapyBajKU ¥ T CBOUTE
TEKCTYaJIH!U CTPATCTHU.

»Jla ce cornacuMe, HajIpBo, IITO KOJOHHU3alMWjaTa He € — npeanara Cesep — HU
€BaHTeNIN3aM, HM (DIJIAHTpOIMja, HHM JKelda 3a IMOMECTYBAalbe¢ Ha TPAaHHUINTE Ha
HE3HACHCTO U THPaHHWjaTa, He € HH MPOEKT Bo UMe Ha bora, HUTY 001 a ce mpoImpu
BIaJicCHeT0 Ha mpaBoto... (Sezer, 2017). Kosonusainmjata e pesyirar Ha
KOJIOHHjaIM3MOT KOj € ,,MallliHa: BO€Ha, OMPOKpATCKa W aJIMUHUCTPATHBHA, HO
TIpeJl C& MauuHa Ha MOKIIA... Ha aT9HOCTA U Ha (paHTa3uuTe... EHA OMIITecTBEHO
W KOJIGKTUBHO KOHCTUTYHUpaHa oJicendena MauiuHa, cO HEOTPaHWYCH aleTHT 3a
TePUTOpHjaIHA EKCIIaH3Wja, 3a OCCKpacH pacTeX M CaMOPEHpOIyKIUja“, BEIH
PoGepr Janr (Young 2012: 185; kyp3uBOT € MOj).

Kako cnemuduuna wuzpeosnoruja BO KoOja PAacU3MOT HIpa BaKHA YIIOra,
KOJIOHHjaTU3MOT € TIIO/IBapHjaHTa Ha WMIICPUjAIM3MOT, BO KOja KYJITYPHO
pa3IMYHKM TOCIOJApPH, CO MOHOIOJHM3HPAKE HA TOJUTHYKATa MOK, JAp)KaT BO
MOTYUHETA MMOJI0K0a TyI'M TEpUTOPHH (KOJIOHUH) U TIPEKY JTOMUHAHTHU HAPATHBU
ja HaMeTHyBaaT CBOjaTa CyIepHOPHOCT, OCTBapyBajKU HEMpeUeHa eKCIIoaTalnja
Ha HUBHHUTE NPUPOJIHU U KyATYpHH pecypcH. ['osieM ien o1 THe KyJITypHH pecypcH
U JICHEC CEe COCTABEH JIeJ Ha 3aaTHOEBPOIICKOTO (ITOCT)KOJIOHHjaITHO HACIIECTBO
— CKAIIOLIEH M TEIIKO OTYIMB CETMEHT OJ1 €IHa MaTepHjaIHa KyJITypa, BHUMATEIIHO
CKJIaJpaHa ¥ JbyOOMOpPHO YyBaHa BO MY3E€HUTE W BO apXWMBUTE HAa EBPOIICKHUTE
METPOIIOJIM — CEKaKo, JOCTAllHA 32 OYHTE Ha jaBHOCTA, HO CBECHO IPEMOITYCHA.
VYurre oj1 BTopara MOJOBHHA Ha JEBETHAECETTHOT BEK, CUTE MOTOJIEMH IIEHTPH Ha
EBpomna nmane cBom ,,€THOJIOMIKU H3JI0KOM, 300JIOIIKH CHeKTaKHI/Ill, CO XUBH
excrnionatu onl L{panotr KoHTuHEHT.

10 Kononusupanuor gen on A¢puka Ol HapeueH ,,eBPOICKHM LPH MOTKOHTHHEHT™, WM
,,€BPOTICKH ITPH TIOJTyOCTPOB™. ,,3armaioT caka qa ouje aBantypa Ha Jlyxot. Bo nme Ha 10j IyX...
EBpona ru ompapayBaia CBOMTE 3JI0CTOPCTBA, 03aKOHYBAjKW IO POICTBOTO BO KOE JApIKeia
4yeTupy netTuHr of YoBermtoTo™ (Fanon 1973: 202).

! TlonynapHocTa Ha TaKaHAPEYEHHUTE ,,40BEYKHU 300JIOIKH TPAIAUHU K€ Ce KOHKPETH3UPA
Ha Crapuor KOHTHMHEHT Hekajge KOH KpajoT Ha 19 Bek, Kora TIJaBHHOT LUPKYCKH
mpeTrnpueMad ¥ HajroJIEeMHOT €BPOIICKHM YBO3HHMK Ha JTMBH >KMBOTHH, I epmanenor Kapin
XarenOex, Bo 1874 roguna ke moyHe Ja NPUKaXXyBa ,,eF30THUHU TPYIH JIyI'€ U OPYTH
BUJIOBH >KUBOTHH, HHM3 300JIOLIKHTE TpaguHu Ha EBpoma. BepojarHo mo yrien Ha enHa
peTKa Kojeknuja (Ha Jiyfe O pa3jiMyHu HAIMOHATHOCTH W pacu: Typrwm, Wummjuom,
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Nwmeno, Bo 1878 romnua Onia W3I0KEHA, 3a jaBHOCTA, IpBara ,,eTHOJOITKA
MocTaBKa co appuKaHCKH AoMopoAud. JleceT roavHM mojonHa, Ha 5 maj 1889
roguHa, Ha CBETCKHOT U310k0eH caeM Bo [lapu3, Mel'y MMIIO3aHTHUTE €KCIIOHATH
ox Amepuka u og EBpoma (Cratyara Ha ciobonaTa u AjdenoBara Kyia, H3JI0KCHHA
MO TIOBOJ CTOTOAMIIHKHATA 0 DpaHIycKaTa peBoylrja), OUI0 MPETCTaBeHO U
Le village négre (coctaBeHo o1 mIeCT moMaiM ,HErpouaHH cena’, Bo kou 400
JIOMOPOJIIH, OJ TToBeke (paHITyCKU KOJIOHHH, IIIECT MECEIH JKUBEeNe U padboTeie
BO ,,IPUPOIHO" ONIKPYXKyBame). Llenta Ha OBOj ETHOJIOLIKY CIIEKTaKI Ouna, mpeKy
HapBuHoBaTa TeopHja 3a TMOHUCKOTO CKaJWJIO OJl €BOJYTHBHHOT pa3BOj Ha
YOBEKOT, J1a OW/e MPETCTaBEeH OHOj HETIO3HAT U OTICKYPEH CBET, KOJIITO IITEAPO ja
MOTXpaHyBaJl HJiejaTa 3a CIIMYHOCTA MEly ,,IPUMHTHBHUTE " JIyI'€ M YOBEKOJIHKUTE
MajmyHH. llenata Taa ykacHa NpakTHKa ja HarjiacyBaja, BCYLIHOCT, MpadHaTa
notpeba Ha 3amaJHOEBPOIICKMOT YOBEK 3a KyJITYypHa M pacHa cylpeMmanuja,
3aIBPCTYBajKH TO BEPYBAmETO JIeKa ,,BUCTHHCKOTO®, XyMaHO YOBEIITBO € OHa
KOEIIITO, O] MPUCTOjHA OAAJICYEHOCT, BO BEYEPHH KOCTYMHU U CBEXa TOAJETa, IO
IMe CBOJOT MHIUCKHU 4aj BO (DMIIIAH O]l KUHECKW MOpIesiaH, HAOJbYAyBajKH IO
MOMAJIKy TI03HATOTO, CYIIXyMaHOo, ,,4JOBEIITBO KO€, HaKO € U3BJICYCHO BPEMEHO OJf
30HaTa-Ha-HEBUUIMBOTO, CEMAaK € MOXKEIHO Ja CH OCTaHe BO PaMKHTE Ha eqHa
KypPHO3HTETHA, [0 MAJKy AypH X MOPOHIHA (acHUHAIA O er30THIHOTO 2, A,
TOA IITO ,,[[PHATa €r30THKA" MOHEKOTall OWja MpuApyXeHa W CO IIMMIIaH3a BO
eBpOIIcKa 00JieKa, caMO ja 3alBpPCTyBa CIUKaTa 3a €lIeH JJIa00KO BKOPEHET
pacu3aMm, KOj MOCKOpO OM UM ja TpPHU3HAJT XyMaHOWJHOCTa Ha YOBEKOJIHKHUTE
MajMyHH, OJIOINTO Ha ,,IPUMUTHBHHUTE" Iyfe, 3a00paBajku TpPHUTOA OIl Kaje,
BCYIIHOCT, B0 EBpoma mmurpupan goBedyknor poi. Taka, co momoml Ha eqHa
CHEeKyJIaTUBHA aHTPOIIOJIONIKA 300JI0THja, 38 00M4HUTE oceTuTenr Ha CaeMOT BO
[Tapu3, BHCOKONAPHMOT HAy4YeH pacu3aM CTaHaJl BYJTapeH KOJIOHHWjaJieH
MaHHpH3aM™.

Magpu...), Kojamrto Bo 16 Bek ja nmpupenni Bo BatnkaH ntanujanckuoT Kapauaan Mnonurto
e Menuuy, 3a a MpHUKake Ha €JHO MECTO JIBaeceTHHa pa3inyHu jasunu. Ho, 3a mpsa
II0CTOjaHa aHTPOTI0-300JI01IKa I'PaInHa, BO popMa Ha ,,IPUPOJIHH Cella CO )KUBHU €KCIIOHATH
oxa Konro®, ce cMera Taa Bo AHTBepIieH, of 1885 roauna.

12 YopeukuTe 300JI0IIKH 'PaiMHA UMaJle TpojHa yiora. Hajupso, nearomka: usaoxeHaTa
TomyJaluja cBerodesa 3a... Pa3IndHoCcTa Mery JIyf'eTo W CIIpOBeayBalla XHepapxu3alja
Ha ,,pacute”... [loToa, yoBeUKaTa 300JI01IKa rpafuHa uMaia GyHKIHja Ja 3a0aByBa: Urpana
Ha KapTaTa Ha IPHUBJICYHOCTA HA €r30THKATA H... KOHEYHO, YOBEUKHUTE 300JIOMIKH IPATHHA
TH Tpajefic HAIIMOHATHUTE MACHTUTETH, BO PAMKHTE Ha 3a0p3aHOTO CO37aBame JPXKABH
Hary Bo EBpoma... Tue Owire cymTHHCKa eTana BO MPEMHUHOT O]l HAy4YeH KOH HapOJeH
pacuzaMm... YoBeuKkHTEe 300JI0IKH TPaJfHU ja KOHKpETH3Wpaie U rpaHunara mery Hac u
Jlpyrure, KojalTo ce MCUPTyBaja NpeKy apredakTu (pemeTKy, orpaam, Kadesu), Kou Tu
pasrpaHnuyBaje pacuTe, HO (ja MOKaXyBaJie) W IOTOJIEMaTa WM TOMasia OJHCKOCT CO
XKUBOTHHCKHOT CBET... TeIoTo Ha ,,er30TUYHUOT®, U3J0XKEHO BO YOBEUKATa 300JIOIIKA
rpajiHa, ja NpeTcTaByBallo TEPUTOpHUjaTa Ha Koja, BO TOCieHaTa TpeTuHa ox 19 Bek, ce
penedunupan anreputeror . Buan: bancen 2013.

13 J1a ce Bumm TekctoT Ha Cross et al. 2016.
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3apem He Oea BapBapW THE INTO OJ0MBaa J1a ce BUAAT ceOeCH BO MHUHATOTO,
MOPa3INYHO OJ1 HUBHATA CErallHOCT, yCKpaTyBajKu UM ja YOBEYHOCTA Ha ApyruTe?
,»,BapBaprH e 0HOj KOjIITO BEpyBa JieKa HEKOja MOITyJIallfja, WIH HEKOEe CYIITECTBO,
He My mpumara coceM Ha yoBeuknot poa‘ (Todorov 2014: 71). Ho eBe ro moBTOpHO
Cesep: ,,KononusatopoT, Koj co Hamepa Ja CH ja OJISCHH COIICTBEHATa COBECT,
CTEeKHyBa HaBHKa Ja TJefa Ha JAPYTHOT YOBEK KaKO Ha KMBOTHO, HABHKHYBAjKH ce
MPUTOA | JIa TO TPETUPA KAKO JKUBOTHO, PEATTHO M CAMHUOT CE TIPETBOPA BO )KUBOTHO....
Ha toj 6ymepanr edekt ox KoJoHM3aLujaTa, cakaMm Ja oOpHaM BHHMaHue (Sezer,
2017).

U G6enruckuor MmoHapx Jleomonn 114, 3a moTpebute Ha CBeTCKaTa M3M0X0a BO
bpucen, Bo 1897 romuna, Hapeaua Bo OJM3WHA Ha Tajnarara Bo TepBypeH ma ce
PEKOHCTpYyHpaar ,,INIEMEHCKH cella“ KOU Ke IMOCITY)KaT KaKo IPUBPEMEH JIoM 3a 267
Konroanmu. Co HaMepa Jia U3MIeAaaT MITO MOABTOXTOHO, UM OWMIIO HAJIOXKEHO Ja
BecllaaT KaHya I10 KpajJCKOTO e3epo, goaeka 1 mumnon u 300 mijamu benrujum ru
HabJbyyBajie O]l BUCCUKMUTE MOCTOBH, M3TPajcHU 3a Taa mpuroja. Jleroro 6mio

114

14 Criomenarunor kpan mocenysan Bo KoHro paboTHH JIOTOpH 32 €KCIIIOATAIMjA HA KaydyK
W Ha CJIOHOBA KOCKa, KOM T'M CMETall 3a MPUBATHA COICTBEHOCT. Bo HUB OWil W3BpIICH
NOrPOM paMeH Ha HAMCTHYKHOT XOJIOKaycT Haj EBpeute (Bo mepHonx oj METHaeCTHHA
TOJMHH, BO pabOTHUTE Joropu uzympene Haj 10 muronu gomopoaim). O THe MPUYHHH,
Bo jynu 2020 roauna, 6una Gpopmupana napiiaMeHTapHa KOMUcHja koja Bo benruja rpedaso
Jla ce COOYM CO TMOCJIEIHUTE CHBU 30HHU OJ HEJ3MHOTO MMIIEPHjaJIUCTHYKO MUHATO U Jia
(dbopmMyIpa npernopaxku 3a NOMHPYBabe U 3a pernapaiija KOH HOPaHeITHUTE KOJIOHUU Ha
Jleononz 1. Beke Bo nexemBpu 2022 ronuna, KomucujaTa, 3ajoimKkeHa 3a pacBeTiyBabe
HAa OBa TMpalame, H3Jeria co O(UIUjalHO COOMINTEHHE BO KOE OWIO OI0HMEHO
W3BHHYBaKETO, TOPAAX NPOLICHKATA 32 PU3HK, HAIIPaBEeHa 01 HEKOH MOJUTHYKU NapTHH (1,
HeouUIMjamHo, O NMpeTcTaBHUIKMTe Ha Kpaickara manaTta) 3a BUCOKHOT (PUHAHCKHUCKH
HaJOMECT IITO Tpebano na UM Oule UCIUIATeH Ha JKPTBHTE Ha MMIIEPHjanu3MoT. [1okpaj
obreHaTa nperopaxa 3a N3BHHyBambe — Koja Tpeballo 1a riacu: ,,Biangara um ce u3BuHyBa
Ha Hapoaute Ha Kouro, Pyanna w BypyHoum 3a KoloHHMjanHaTa JOMHUHALMjA H
eKcIIIoaTaluja, 3a HACWICTBOTO M 3a 3JI0CTOPCTBATa, 3a HHAMBUAYAIHUTE H 32
KOJISKTHBHUTE MPEKPIYyBabha Ha YOBEKOBHUTE MPaBa BO OBOj NEPHOJI, KAKO U 33 PaCH3MOT U
JMCKPUMHUHAIM]aTa IITO TH NPUAPYKyBalie — He Ouiie mpudaTeHu HU JPYTHUTE IPENOpaKy
Ha Komucujara: BocTaHOBYBambe JICH 32 CeKaBaibe, MOJANIabe CIIOMEHUK Ha KPTBUTE O]
,,4OBEUKHTE 300JI0IIKU TPAIMHH", CO3/IaBatbe IIEHTAP 3a 3HACH:E, J0/IeNIyBabe CTHIICH N,
neknacudukalyja Ha apXuBUTe, HOBO UMe 3a ,,Penor Ha Jleomony 11, kako u pa3Boj Ha
HallMOHAJICH aKI[MOHEH IUIaH MPOTHB Pacu3MoT. Toa e, cexako, jaceH 3HaK JieKa, U MOKpaj
Hexnapayujama 3a uoeexosume npaea, KOja jaCHO ja OCyayBa OBaa OIIITECTBEHO
Herpu(aTIBa U MOPAJIHO HEOJPXKIMBA HIEOJIOTHja, CTPYKTYPHUOT pacu3aM € €IHO OJ
HajMpayHHUTE HACIEJCTBA HA KOMOHHjamu3MoT. [lopa3oT Ha Genruckara Biaja € JOTOJKY
MOTOJIEM IUTO jgoara HaOp30 MO XOJAaHACKOTO IPU3HABAHKEC HAa OATOBOPHOCTA 32 CBOETO
po0OoBnazseTecko MHHATO: XOJNaHAWja yYHaTH jaBHO HM3BHHYBalme M HajaBH (QOHI 3a
eKOHOMCKa perapariyja Ha )PTBUTE 0] HEj3MHUOT KoJoHMjamu3aM... For justice to be done,
it must be seen! Jla ce Buau: Ponselet 2023.
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CBE3KO, [TA CETyMHHA OJ] HUB MOYMHAIE O] MHEBMOHH]a ¥ o rpun°. Bo kunrara
Citpas og sapsapuitie. 0g OHAA CHIPAHA HA CYGUPOTI HA YUBUIUZAYUUTLe, TIUIITYBA!
,»/I3MauyBameTO € 3a OCyla 3aroa IUTO IpeTcTaByBa HEMpU(ATIMB Hamal Bp3
camara uzeja 3a 4oBeuHocTa. Toa e HajCHTYpHHOT TOKa3aTell JeKa BapBapCcTBOTO €
HAjeKCTPEMHOTO OJHECYBamkE€ KOE BOJIU JO HMCMEBambe Ha TY[OTO YOBEIITBO™
(Todorov 2004: 164).

@daHOH BeJelle JeKa ,,Ipe3peHn’ ce OHUE OJf MapruHUTE Ha KOW C€ BIlepyBa
MPCTOT, NOPa Iy HUBHATA CHPOMAIIITH]a, TOpay HEYCOTJIACEHOCTA CO BPEAHOCTUTE
Ha €BpOIICKaTa IMBWIM3aLlMja, THE BpP3 KOM CE€ CIPOBENYBa CHUMOOIMYKO M
MeTa(opruUKO HACHMIICTBO, CO KOE C€ Tpald CIHKara 3a HNPUMHTUBHOTO U 3a
He4ncToTO. HO, KONEKTMBHOTO HECBECHO HE € EKBHBAJICHT HA IepeOpaHOTO U Ha
BPOJICHOTO, TYKy Ha KyJITYpHOTO W Ha CTEKHATOTO, Taka INTO CHUTE MHTOBH U
apXCTUIIOBH, CO33JCHM 3a LPHLHTE, HE CE€ HHUKAKBH CHIPaMU 3a BHUIOT, TYKY
HETIPOMUCIICH KYJITYpPHH HWMIIO3MIIMHM, CO KOW OENHMOT YOBEK ja 3a/0BOIYBAI
noTpebaTa CBOMTE HUCKU BPEIHOCTH, HEMOPAIHH MO0 I, BAJIKAHHU CKIIOHOCTH J1a ¥ TH
NPUIHLIE Ha gpyIiocilia, UHAKEOCHIA, pA3IUYHOCHIA, KaKO eT3UCTEHLMjaIHA IeBU]jaLyja
Koja TpeOa 1a OCTaHe HaJBOp O] CBETIIMHATA Ha JICHOT. ,,B0 cekoja cMucIia Ha 300poT,
L[PHUOT YOBEK € KpTBa Ha Oenara rmBmim3anmja“, mumryBa ®anon (2015: 165). U
MIOBTOPHO CJIEIX OCY/Ia O/ HETOBUOT yuHTed: ,,| [MBHIM3a1ija Koja He MOXKE JIa T'H eIy
MpoOJIeMHTE ILITO camaTa I' CO3/1aBa € JieKaJIeHTHa IuBwin3aumja. Llusunumsanuja koja
peliaBa Jia T¥ 3aTBOPH OUHTE IIPE]] CBOMTE HAjBAKHU IPOOIIEMH € OOJTHA IMBIIIA3AIIH]a.
[yBun3anuja Koja T KOPUCTHA CBOWTE MIPUHIIHIIH 32 JIard M M3MaMH € [IUBUITH3aIHja
BO H3ymHpame... EBpona e HeonOpannusa... EBpona He Moxe 1ja ce OpaHu HU MOPAJIHO,
Hu yxoBHO (Sezer, 2017).

Nmeno, camo eana aetieHuja o nodenaTa HajJ HAM3MOT H KECTOKHTE j1e0aTh
OKOITy JKPTBHTE Ha XOJIOKaycTOT, BO 1958 romuna, bpucen ja oTBopu 3a mocera
MocjaefHaTa aHTPOIIO-300JI0IIKA H3JI0%k0a, KaKo CBOEBHJHA aTpakiuja on
elAyKaTUBEH W 0] 3a0aBeH KapakTep, Bo pamkure Ha CerckuoT caem (Brussels
World's Fair). Upoununo mim He, remaTta Ha 0Boj EKCIIO e nacrmosena ,,ITormen

15 Cnemmara romuna, npuBpemenata wusnox0a ,Palais des Colonies* 6mma TONKY
HomyJapHa, ITo npepacHansa Bo Mysej Ha Konro, koj Owi, McTOBpeMEHO, M HayuyeH
HHCTHTYT, MpenMeHyBaH mojonHa Bo ,.Kpamcku mysej Ha Llentpamna Adpuka™. 3a
Jleononx II, My3ejor Omn mpomnaraHgHa ajaTka co Koja MPHUBJIEKYBaJl WHBECTHTOPH 3a
cBouTe KoJIoHWjautHN ekcrienuiuu ([la ce Buau: Vanderstappen 2017). ,,Tue 3060pyBaar 3a
HalpeoK, 3a “JAOCTUTHYBama , 3a N3JIEUeHN OOJIECTH, 32 OI00PEH JKUBOTEH CTaHIapd. A
jac 300pyBaM 3a OMIITECTBA O/ KO € HCIe/IeHa HUBHATA CYIITHHA, 32 IPEra3eHn KyJITypH,
3a TMOTKONIAaHW WHCTHUTYIHH, 32 KOH(QHCKYBAaHU 3€MjH, 3a pa30MEeHN PEINruu’ — MHIIyBa
Cesep. ,,Me mperuiaByBaar co (pakTH, CTaTUCTHUKH, KWJIOMETPH NATHINTA, KaHAIU M
KEJIEe3HWYKH NpYyrd. A jac UM 300pyBaMm 3a WIjaJHULMTE Jyfe KoM Oea >KpTBYBaHH 3a
n3rpandara Ha xxenesnunara Konro — Okeas... 32 MIIMOHUTE, HACUITHO OZIBOCHU OJ] CBOUTE
0oroBH, Ojf HMBHATa 3€Mja, OJl HUBHUTE HABHKH... — OJ] KUBOTOT, TAHLOT, MYAPOCTa.
300pyBaM 3a MHMJIMOHM Ha KOU JIyKaBO MM C€ BCAJEHH CTPaBOT M KOMIUIEKCOT Ha
nHdepropHoCcTa, KOM Ce NMPUMOpPaHM Jla Tperepar, jJa Kiedar, Ja o4ajyBaaT M jaa ce
oaHecyBaaT kako ryoutHunu (Sezer 2017).
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Ha cBeToT: HOB XymaHu3aM™ (A World View: A New Humanism). U torarmi, kako
W TPETXOIHO, OETMOT YOBEK MOXKEN, Ol HemocpenHa OJu3HMHA, Ja IO COoryieaa
XYMaHOTO M CyIIXyMaHOTO JIUIIE Ha YOBELITBOTO 3a J1a ja CIIO3HAe pa3jiukara Mery
IUBOTO W IUBWIIM3UPAHOTO... 3apeM [IUBHITH3AIHjaTa He Oelie XOPH30HTOT KOH KOj
ce CTpeMHUMe, a BapBapcTBOTO JHOTO OJ] Koe Oerame?

U mokpaj Toa mWTO MOMMHUTE 6apéapcku W yusuiuzupan Ttpeba na ce
TIPHMEHYBAAT 32 KOHKPETHH [OCTAMKA - i ITOCAMHIIH, a HE 3a CTHHYKH IPYIIH HIH
3aefHUIM, 106po e moBpemeHo, d la Césaire, 1a ce COOUMME CO €lICH CKapeeH
CTPUNTU3 Ha EBPOICKHUOT ,XyMaHH3aM 3a Ja ce IOTCeTUME KOJKY, 3a
aKaJIeMCKHOT ecTa0IMIIMeHT Ha 19 Bek, pacaTa Onina oCHOBHATa IETEPMHUHAHTA BO
Jne(UHUPAKETO HAa YOBEUKHOT poJ. ,,Ce e paca, Hema Apyra BUCTHHA®, TTHITYBal
benramun Jluspaenn, co3aaBajku TH MPEAYCIOBUTE 3a MI0jaBa HA OHOj ,,KYITYpEH
pacmsam®,!’ koj To 3auBpcTHI BepyBameTo Mely EBpomejumTe AeKa U ypHailia
MUBHIH3aIMja Ha ApeBHUOT Erumnet 6wmia 6ena (Young 2012: 176-179).

Ho, mako ce mojaByBa koH kpajoT Ha 20 BeK, KHHTaTra KOjalITO CO CBOjOT
IPOBOKATUBEH HACNOB [{pna Ailiena: aghpoasuckuilie Kopenu Ha KlacuuHaiia
yusuru3ayuja TO UIOKWpAIle CBETOT, HE € MpBaTa paclpaBa 3a MOTEKIOTO Ha
eBporickara nuBmwm3anuja. M Bo 19 Bek ce Bozgene OypHH TMOJEMHKH KOH TO
Tpacupaie maToT Ha IMOCTKOJIOHHjaHUTE pa3MHUCITyBama 32 TyrUTe BIMjaHUja BP3
eBpoOIIcKaTa KyJTypa, HO TOKMY Meramnpoekror Ha Maptun bepnan, ocobeHo
OPBUOT tom*®, Hacnosen Dabpuxysarveiio na aniiuuxa I pyuja 1785-1985, co

16 Bo 2022 u 2023 roauna, MeauyMuTe 00jaBHja BecT Jeka Benrumckara ayKiucka Kyka
.BaHaepkuHaepe” Ha mNpojaxda cTaBuja TPH Yepend OJl KOJIOHMjAIHHMOT NEepHOJA Ha
Cnob6onnara JlpxaBa Konro (1885 — 1908), kou Owmie BO MpuUBaTHA COINCTBEHOCT Ha
toramuuoT kpan Jleomosa 1. Becta ce mojaBuiia 3a Bpeme Ha padboTara Ha CIelHjaTHaTa
mapjaMeHTapHa KOMECHja W TpEIW3BUKAA JKECTOKA KPHUTHKH, KOHM ja TIPHHYAWIC
AyKIHCKaTa KyKa Jia ce OTKa)Ke OJf HUBHATa IIpogax0a, Kako OW ce pasriiesial cTaTycoT Ha
OBHE OCTaHKH BO WHCTHTYIMOHAIHHWTE ¥ BO TPUBATHUTE 30MpKku Ha bemruja. bumo
3aKIy4eHO JIeKa THe OWiie KOPHCTEHH ,,BO KOHTEKCT Ha €JCH HAy4YCH pacu3aM, cO KOj ce
IpaBaaya JOMUHANMjaTa Ha KojoHu3aropute . Bo exHa on mpemopakute Ha Komucujara,
Ce MHCHCTHPAJIO U HAa TOA YOBEYKHUTE OCTAHKH Ja CE€ TPETUPAaT CO IMOYHUT, TOCTOMHCTBO U
MIPUCTOjHOCT, 3a J1a ce ,,00e30e11 KoXe3uja Mery €THUIKUTE TPYITH BO MPETIO3HABAKHETO HA
3aenanukuTe ucropun™ ([a ce unu: Euronews; Chini 2022).

17 Pacu3MoT € NoIMTHYKa UE0II0THja KOja 3aroBapa HeeIHAKBOCT, OHOCHO OIIIITECTBEHA
JIOMI/IHaI_H/Ija Ha €aHa €THUYKA WK paCHa NPUITIAAHOCT BpP3 ApyTa. Ce Temenu Ha TIOTPCITHU
W HAy4YHO HEJOK&KAHW TEOPUH, KOM JOBEJe [0 PacHO MOTHBUPAHU 3JIO0CTOPCTBA,
BKJIYYMTEITHO ¥ OHHE TeHEPUPAHU O] HAIIU3MOT, KOJIOHHjaTM3MOT U TPrOBHjaTa CO POOOBH.
Co oryien Ha Toa JieKa, KaKO TOUM, pacu3Mom Ce TMOjaBWiI KOH TPHECETTUTE TOIWHH Ha
MHUHATHOT BeK (a ce OJHeCyBall Ha HaIWCTHYKaTa Teopuja 3a EBpente), mocTon amiaema
Jamyd Ja ce TpeTHpa KaKo pEaTHBHO MOJICPHA I10jaBa, WM KaKO CEKCTCH3HMja Ha
ETHOLIEHTPU3MOT 1 Ha KceHodobujaTa, KOH JIyfe co pasamuna 6oja Ha koxkata (Skorié and
Kisjuhas: 2015: 7-24).

18 MakenoHCKHOT IpeBoJ Ha KHurarta usiese o 2009 roauua, U Toj € 10cera eIuHCTBEH
Mer'y CJIOBEHCKHTE ja3HIIH.
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HAYYHH apryMEHTH U (aKTH ro JACKOHCTpyHUpa MHUTOT 3a aHTH4ka Enana, kako
AaBTOXTOHA IMBWIM3auWja. Taa KHUTra KakKyBa KOJKY, BCYIIHOCT, ,0enara“
MUTOJIOTHja Ha 3aMaJHOCBPOINCKHOT YOBEK HMMa XHOPWIHM KOPEHH U 30IITO
WHTEJICKTYATHUTE TPEHAOBH O] PaHUOT 19 BEeK, KOU ro OmpaBayBalie PaCU3MOT U
eBpOLeHTpU3MOT Ha CTapuOoT KOHTUHEHT, OBO3MOXKMJIE MPUMApHUOT ,,aHTHYKU
mozen“t® j1a Guzie 3aMeHeT co HOB ,,apHEBCKH MOAET 2, KOj TO IPOMOBHPAT MUTOT
3a pacHara ,,9MCTOTa* Ha aHTUYKAaTa INBHIIN3AIIH]a.

»/JOKOJIKY CyM BO MpaBO — Hanwma bepHam — ke Ouae HEOMXOAHO HE camo
MTOBTOPHO OOMHCITyBam-€ Ha TEMEIHHWTE OCHOBH Ha ‘3amajiHaTa IUBHIM3aNHdja’,
TYKY ¥ CBECHOCT 32 MIPOJAUPABLETO HA PACH3MOT M ‘KOHTHHEHTATHHOT IIIOBHHU3aM’
BO IleJlaTa Halla ucropuorpaduja... 3a poMaHTUYapUTe U pacuctute on 18 u 19
BEK, €IHOCTaBHO OMJIO He3aMHUCIIMBO Jicka [ pinja, koja Ouia rienaHa He caMmo Kako
oNIIeTBOpeHUEe Ha EBpoma, TYKy ¥ Kako HEj3UHOTO YHCTO JAETCTBO, € PE3YJITAT O]
MelaBuHata Mery aoMopoaHuTe EBporejuu u xojloHu3atopute, AQpUKaHIN U
Cemutu. 3aT0a aHTHUKHUOT MoJeN Tpebano na Ouae ypHaT W 3aMEHET CO HEIITO
nonpudatiueo* (2009: 2).

[IpunoxyBajku YBEpIUBH HCTOPHOTPA(PCKH, JTUHTBUCTHUKH M apXCOJIOIIKH
apryMeHTH BO TNpPWIOT Ha cBojata Te3a, MaptuH bepHan nokaxyBa neka
HUBUIU3ALIMUCKUTEC M KYJITYPHUTC OOCTUIHyBakba Ha COBPEMCHHMOT YOBCK HE
MOTEKHYBAAT O] €JIcH, TYKY O]l IOBEeKe U3BOPH/KOHTHHEHTH, ropaay mrto Erpona
HE cMee JIa IMa eKCKITy3UBHO TIpaBo Bp3 anTtukaTa. Co qpyru 300poBH, HE TOCTOH
YUCTa paca: ceKoja paca, BKIYYUTEIHO M Oenara, a MOXeOW HajMHOTY Taa, €
xubpugna ainomepayuja (Young 2012: 193).

1 Opoj mojen Oun ,,KOHBEHIMOHANHO IieauiiTe Mely ['puuTe BO KJIACHYHUOT M
XelneHCKHoT nepuon. Criopen Hero, rpukara KyJITypa ce I0jaBHila Kako pe3yJsTaT Ha
KoJIOHM3anujaTa, okomy 1500 r. mp.H.e., u3BeaeHa on Erunkanm m deHWYaHW KOW THU
LIUBHUIIM3HUpAIE JOMOPOJHUTE JKUTENH... Ma ['punTe BO TosieMa mMepa HpOJOIDKHIE Jaa
no3ajMmyBaar oJ1 Kyarypure Ha bianckuor Herok™ (bepnan 2009: 1). OBoj Mozen ro Bpaka
Hay4HHOT (OKyC KOH adpoasuckure BiavjaHuja Bp3 [pesna Enana, npusnatu gxypu u on
aHTHukuTe GWI0300M W MCTOPUYApH, KaKo TIOTBpJAa HE caMO 3a XHOPHIHHOT,
MYJITHKYJITYPHHOT aCIIeKT Ha XeJICHCKATa TUBIIIN3AIH]ja, TYKY 1 32 TeHETCKaTa IIOBP3aHOCT
Mer'y HHIOEBPOIICKUTE ja3UIH U jasUIHUTE 0] ahpOa3uCKOTO ja3UIHO ,,HATCEME]CTBO.

20 OBoj Mozen ce pasBUI AypH BO IpBaTa MoJioBUHA Ha 19 Bek. ,,Ja Herupan BucTHHATA 3a
€rMIIETCKOTO HAcelyBambe... IO HETUpas Jypu U KyJITypHOTO BiaMjaHue oj DeHnuaHuTe.
Cropen; apMeBCKHOT MOJIEN, MOCTOela HeKakBa WHBa3Wja OJf CEBEPOT, Koja He Ouia
eBUJICHTHPaHa BO aHTHUYKaTa TPAAWIMja, HO KOja OCTBapMiia IPEBJACT BP3 JIOKAJTHATa
’erejcka’ WK ‘mperxeneHcka® Kynrypa“ (bepnan 2009: 1-2). Criopes apueBCKHOT MOJIEI,
rpukaTa LUBWIM3aLMja OwWia pe3ynrar oJf KyjiTypara Ha XeJeHHUTe, KOW TOBOpene
WHJIOEBPOIICKH ja3HK U O] KyJITypaTa Ha HUBHHUTE JIOMOPOJIHH IToJaHuIM. Taka, o] cTpaHa
Ha XpHUCTHjaHCKaTa Mucia, Owina QabpukyBaHa ucropujara Ha AHtnuka ['puuja, Kako
STHOTCHETCKM YHCTa LMBHJIM3aLMja. Taa Tro Tpacwpaja IaroT Ha €BPOIICKOTO MMAaro,
cropes Koe, eKCKIIy3MBUTETOT BP3 KyJITYPHOTO HAcJECTBO Ha KJlaCHYHATa [MBMIIN3AIH]a
My IpHIara caMo Ha 3alaJHuOT YOBEK.
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OttamMy, ITUHUYHHOT HMMIIEPATHB Ha OCBOjyBaukaTa ITUBHIIM3AIHja, BO KOj
OJISBOHYBA 3allOBEJHUYKHOT YITHMAaTyM Ha OEIHOT KOJOHHM3ATOp, ,,O0MIH KaKo
MeHe W K€ ja TOYMTyBaM TBojaTa paznudHoct (AneH banjy), ro memackmpaar
30opoBute Ha LBetan Tomopos: ,,l'u HapekyBame ‘BapBapy’ THE IITO ja HETHpaar
JISTUTUMHOCTA Ha KYIYPHUOW WIYypAIUuilieid... 3a1To, He TIOCTOU KYJITypa Koja €
BapBapcka camara 1o ce0e, Kako IITO HEe MOCTOM HH Hapol KOj € coceM
IMBWIM3UpAH — BeIH TOj. ,,CUTEe MOXaT Aa Oujatr M eAHOTO U APyroTo. Taksa e
crienUIHOCTa HAa Y0BEeKOBUOT pox (2014: 71).

be3 sapsapuiie cela, wino ke buge co Hac?
Tue, ceiiak, bea nekaxkeo peuienue.
Koncrantun KaBapu

Ogaa 31paBopa3yMcKa JIOTHKa KakKo Jia CTOW HACTIPOTH METPUPHUIUPAHUOT U, TO
MAaJKy, 3[I0JICBEH KOHIIENT, cropen koj EBpona e LleHtapoTt, a cé okony Hea e
MapruHa, HacenieHa co BapBapu. BucTtruHa, BapBapuTe cTaHaa FTeHEPUUKH ITOUM 32
gpylociia, 3a cé& gpylo 1ITO ja HAJOIOJIHYBa CIUKATA HA YUSUIUSUPAHUOUL YOBEK
KOj, HeJIM, HE € BapBapuH, HO Jaju ce paboTh 3a JiBa 3accOHM KOHIICNTA WM 32
€/IeH MCT KOHIIENT CO JIBE JIMIA, 3aBHCH OJ OKOTO IITO HAabJbynyBa. 3aToa Ke ce
CBPTUME MAJIKy KOH CETallHOCTa, 33 JIa CU o MOCTABMME HCTOTO Tpallame 3a
CJIMKATA IITO ja 3a3eMaar JeHeC OHHE MATHUIM — HAMEPHHUIU, MCIIPABEHH TPeN
Fortress Europe xoja, Moxebu, He orpagyBa Beke JHWBH IUIEMHEA BO
AHTPOTIOJIONIKKUTE TPAJMHU HA CBOMTE MY3€H, HO 3aTOa MaK ce0ecH ce Orpajaysa oJl
HUB, TIPEKY eJIeH crienuduieH mpoiec Ha ¢opTtudukamnuja. Toj mporec camo ro
3allBPCTyBa YBEPYBAHETO JeKa BO KOPEHOT Ha JIBETE MPAKTHKH, OHAa O] PAHUOT
19 u 20 Bek, U oBaa JCHEC, JIOKU UCTAaTa KOJOHHUjaJiHA MapagurmMa (Iornpago,
HEj3WHaTa ONavrHa), CO Koja BekoBM HaHazaa Crapuor KoHTHHEHT ro rpanen
CBOjOT ,,6KCKJIY3HBEH * MJICHTUTET, HACIIPOTU TYI'HOT, ,,KOJCKTUBEH * aITEPUTET.
OrpanysameTo € uyieH penomen. [lonpa3oupa rpanunu u mefu. Tue nMaat
IBojHA (YHKLMja: elHaTa ja co3/aBa UCTOpU3alMjaTa Ha WIACHTUTETOT, Apyrara
HEroBaTa XereMOHHja, HO 1 JIBETE I'0 MOTXpaHyBaaT YyBCTBOTO HA MPUIIAIHOCT, Oe3
KOE€ YOBEeK Ou OwiI ,;3aryOeH, ocaMeH M Tyl caMuOT Ha cebecu™, Benu baaubap
(Balibar, 2003: 78). Kako mocieann 0acTHOHM Ha WACHTUTETCKAaTa MPHUKA3HA,
IPaHHULIUTE ja KOHCTUTYUPAAT, BCYIIHOCT, HaIlIaTa ,,HOPMATHOCT, HO Xa0COT ILTO
ce CllydyyBa JIeHEC OKOJy HHMBHOTO KpOEHE M IPEKpOjyBame, 3asHIyBame U
oJsSHyBame, Opullerke U OoMmOapaupame, ceta Taa ¢y3uja U KoH(py3HWja, TH
MpeTBOpa BO MOOMIIHH, OMOTIOIMTUYKH U BUPTYEIHH arapary 3a KOHTPOJIa, CO KOU
MOJIUTHKATa ja WIIYCTpUpa CBojaTa pa3opHa MOK. Hej3sMHHTE pECTPUKTHBHU
MpaBWIIa U 3a0paHy TH PETBOPAAT TPAHUITITE BO KOHTPAJIUKTOPEH MEXaHU3aM KOj,
Kaj MHJUOHHM MUTpaHTH of bmuckumor Mcrtok m Adpuka, co3gaBa 4yBCTBO Ha
,»AHKITy3uBHa ucKiydyeHocT . Ilopagu Toa 4yBcTBO, EBpomna 3a HMB He € camo
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MoCJIe/HAaTa JeCTHHAIM]a (MK KpajHATa yel KOH Koja CTpeMar), TYKy Mecitioiio Ha
KO€ Ce OJUrpyBa HUBHATa cMpT. Taka, 011 ,,30Ha Ha MOCTOCHE" 3a enHuTe, EBpona
CTaHyBa ,,30Ha Ha HemocToeme™ 3a nmpyrure. [IpBara mm mpunara Ha rparanuTte
(humans), Bropara Ha ,,HerparannTe’ (SUbhumans), na nuiara 6e3 MaTHU HCIIPaBH,
pabOTHM BU3M W JIOKYMEHTH: Ha Oerajuute, (M)MUTPAHTHUTE, a3HJIAHTHTE, HA
JMCIIOLMPAaHUTE M JAUCKPUMHUHHPAHUTE, CO eleH 300p — Ha Tyrunimre (aliens).
Hckirydenu o CHCTEMOT, THE IO ITPEeTCTaByBaaT AeHeC KOHCTUTYTUBHUOT Heg el Ha
Eppona — guqbepAHcom‘Zl Ha ,,eBPOICKHOT anapTxejI[“zz, HaJBOpEIIHATA
IMjaJIeKTHKa Ha HETOBUOT CUMOOJIMUYKH MTOPENOK, KOj PEIINI OJHOBO /1a T'O IIOKaXXeE
CBOETO MpPA4HO, KOJIOHU]aJIHO U PACHCTHYKO JIHIIE.

,OBaa MMIUTMIUTHA cropeada co jyXHOapPHKAHCKHOT amnapTxej He €
O6ecmucnena“ — Benu banubap. ,,Ima npoBokatuBHa ¢yHkuuja. Tpeba nu aa ce onu
JI0TaMy 3a Ja ce Kaxe JeKa, BO UCTHOT MCTOPUCKH MEpPHOJ Kora HCYe3Ha OJ
Adpuka, 0BOj peKUM MOBTOPHO BockpecHa Bo Epoma? (Balibar, 2003: 371).
BepojatHo He Tpeba, 3amTo OErajJCKUTe KaMIIOBH M COCTOj0aTa BO HHUB JOBOJHO
rOBOpAaT 3a CTPYKTypHaTa HAITHATOCTAa Mely CTHHUYKUTE Pas3iiKH, a CIHKaTa Ha
MMUTPAHTOT, KOj MOJHM 3a as3ui mpen OememMuTe Ha EBpoma, coBpiieHO ja
HAJIOMOJIHYBA Taa BU3yeIM3allrja.

,,CEeKoraIl HOCTOHM OMACHOCT OJ1 ilfyiuneyoill Koj, *ceHaT el GapuKaguTe’, TH
3amariryBa rpaHHIITEe KO Tpeba Ja ce HENPOITyCTIMBH, TOTKOITYBajKU I'O HAITHOT
0e30enHo ’tunm3upaH’ cBetr”, Benu 3urmyHn bayman (2005: 260). Toj e
sakanaiiia®® 3a MOPETOKOT Ha YHHBEP3yMOT: HelpujaTenot (KojmTo Tpeda xa ce
W3TOHH), WJIH TIPUBPEMEHHOT TocTWH (KOj Tpeba Ja ce orpaHudd) 3a Ja ce
penaTtuBM3Mpa HeroBara MoK. Taka € O MaMTHBEK, Taka € M Cera, BO HAIHOT
MOCTKOJIOHHJaJICH U MOCTXEreMOHHUCKH CBET. 3aToa U MOXKEBME, TPrHYBajKU O]l
,,OMOJIOIIKUTE CTEPEOTUNH (CKOBaHM BO BpEMETO Ha KOJIOHM3alWjata H
pOIICTBOTO), @ CTUTHEME JIO KYJITYpHHUTE CTEPEOTHUIIM KOHM OjroBapaar Ha
noTparaTta nmo ‘manute pasnuku‘“, Benu bamubap (Baibar 2003: 285), mucnejku
BEpOjaTHO Ha OHAa ,,apXandyHa‘ KceHO(oOHja Kaj JOMUIIMITHUTE EBPOIICKH HAPOIH
Y HUBHHTE PEKUMH, KOja MMPOM3BENIa WACHTUTETCKH ONPECHH Bp3 ,,HOMaJcKara‘
MOMyJTalKja, orpajeHa co SuIo0BH u 0onKaBy xuit. KOpeHoT Ha Taa mpakTuka,
KOJjallITO ja OTCIMKYBa HAlHATOCTa Mery eTHUYKUTE pa3JIuKd, JIeKH BO

21 Bo cmuciia Ha ona mto Jlepua ro pas6upa nox différAnce: kako KpUTHUKH MOTIIEN Mefy
TEKCTOT U 3HAYECH-ETO, KaKo ,,pa3jIMKa 60 3HAYEHETO, KAKO ,,0/1JI0)KYBakhe Ha 3HAYEHETO .
Toa e Taka 3aIITO 3HAUEHETO HE MY € BPOACHO Ha 3HAKOT, TYKY IPOH3IIETyBa O] peianujaTa
€O JPYTUTE 3HAIM BO CUCTEMOT, KaKO M OJf KOHTPACTOT IITO BO (a3aTa Ha NCUE3HYBamkE HA
CTapuTe 3HaueHa ce para 3a Jia ' IPOrOHyBa HOBHUTE ITOTCHIIM]aJIHN 3HAYCHA.

22 [TonuTuKaTa ITO € 3aCHOBAHA HA aNapTXejA-PUHIIMIIOT ja MOTBPYBa MPEBATEHTHOCTA
W CeNpHCYTHOCTa Ha pacHaTa JUCKpUMHUHAIMja, Koja BO MelyHapOJHOTO MpaBo €
3JI0CTOPCTBO MPOTHUB YOBELITBOTO.

2 Kako mexoram Xyuure, Apapute, Banmamute, Bapsapute... Ciosenure, [oture,
Busurorure, Octpororure, KoM ja BaHAAIN3UpAJIC BEJICJICIIHATA PUMCKA LMBHIM3ALIM]a,
npu ['onemara npecenda Ha HapoaUTe.
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donuitiuukoito Heceecrno Ha EBpormia, Koe MOKe J1a ce Hapede Iypu U HeOpacucu3am.
,»MOJIEpHHOT pacH3aM HE € caMO OOHMYEH, MPOCT, TYKYy KOMIUIEKCEH OgHOC KOH
gpyiocitia, TIOCpeyBaH Ol ”HTEPBEHTHHUTE TOJIMTHKHY Ha JIPKaBaTa, BTEMEJICHN B3
KyJITypHHTE U connosomkute pasnuku’ (Balibar, 2003: 285-286).

Ho npoctopot Bo k0j skuBeeMe, Benu Murien @yko, BO KOj ce 0/IBUBa epo3ujaTa
Ha HaIIWTE KUBOTH, HE € XOMOTeH MpocTop. McmonHeT € co MHOIITBO penanuu
KOM, Aypu M MelyceOHO TIIOBp3aHM, CEMak CH INPOTHBpEYAT 3aIliTO TIpajar
KOHTpaauKkTopHU npocTopu. Ce paboTu 3a M30JIUpaHU MecTa, Hemecilid, ,,HaABOP
O]l CHTE MeCTa‘‘, KOU TOj TH Hapeye xeitiepoitiotiuy. V1 oKpaj Toa IITO ce CBOjCTBEHU
3a cuTe KyIATypM W NMBWIM3AalUHM, HHUBHata (opma He € yHHBep3aiHa.
[IpuMuUTUBHUTE OMIUTECTBA, HA MPUMED, 3HACIE 3a Xeitlepoiioiiuu Ha Kpusaiia —
MOBNIACTEHH, CBETH MECTa, PE3epPBHpPAHM CcaMO 3a IOEIWHIM BO ,,COCTOjOa Ha
KpHu3a“ (aJoJeCeHTH, KeHH BO MEHTpyaJeH IHKIYC, TPYAHUIM H CTapIH).
MopepHuTe ONIITECTBA IaK, 3HAAT 3a MOWHAKBU MPOCTOpH. Bo HUB He ce moara
JTOOPOBOJIHO, TYKYy TMOJ TPWHYJA, MPEAU3BHKAHA WM OJf HEKOE JICBUjaHTHO
OJIHECYBamE (KOE OTCTAITyBa 0J1 BOOOMYaCHHOT IPOCEK MIIM HOpMa), HJTH OJ1 HeKOja
80HpegHa cocm0j6a24 (BojHa, MMCKpUMHHALIM]A, TCHOLHU), KOja M CYCIICHIHpa
yCTaBHUTE TapaHIWW Ha JyIeTo, M3MECTYBajKu T'Ml 0J] BOCTAHOBEHHOT MOPEJIOK.
®dyko v UMEHYBaIIIE THE POCTOPHU KAKO Xeilepoinoiuu Ha OKI0HOW (MACIIE]KA
NPBEHCTBEHO Ha IICHXHMjaTPUCKHTE KIMHUKK W Ha 3aTBOpUTE, HO W Ha
npudaTUININTaTa U HA KaMIIOBUTE), 3aIlITO IO JIOBEJAyBaaT BO Ipalllame OHOj
»HICKJIYYMBO OHMOJIOMIKK (DEHOMEH, JIMIIIEH OJ JyXOBHA IAMMEH3Hja, koj [lopiio
Aram0eH To Hapede oz ocugoi>’. 3aeqHO €O BOHpeJIHaTa cocToj0a o Koja
MPOM3JIETOJ, TOj TOJ JKUBOT CTaHAN JIENl Of OUOUOIUTUYKATIA zZapaguz‘ma26 Ha
MOJIepHATAa TIOJINTHKA.

HmeHo, KaKko XxymaHuitiapHu tipociiopu, KpeUpaH!u Ha HAIIMOHAITHH JIPYKABHH
TEPUTOPHH, OETaJICKUTE KaMIOBH W TNpU(ATHUTE MEHTPH CE , KHBa KIIOMKA 3a
HETOXKETHUTE , HEUCTPAKEHa TEPUTOPH]ja, ,JiulieHa o marokazu™ (bamubap).
Kako xeitiepoitiotiuu, mak, u3rpajieHd Bp3 €IeH MapaJoKCcajeH NPHHIMI, KOj €
MCTOBPEMEHO U U30JIMPavKH (M3IBOUB) U eHeTpupadku/pénétrable (mpomyctius),
KaMIIOBUTE C€ TaKBM OHONOJIMTUYKH (EHOMEHH KOHM CO3/1aBaaT Wiy3dja Ha
WHKITY3UBHOCT, TIOTXPaHyBajKH IO YyBCTBOTO Ha JIaKHA MPHIIAJAHOCT: MHUCIHUTE

2 Bonpeonama cocmojéa € ,,JOMHHAHTHA 'TIAPaJUIMa HAa BIafie€mbe’ BO COBPEMEHATa
monmutuka“ (Agamben, 2008: 11). Cmopex Kapm IlImut, koro ArambeH Tu muTHpa,
,,BOHpEIIHATa cOCTOj0a ce pa3rKyBa M OJ1 aHapXHjaTa H OJ1 Xa0COT, HO aKO BO Hea CE YIITe
1 TIOCTOM HEKAKOB peJl, TOj He My MpuIiara Ha TpaBHUOT mopeaok™ (2008: 48).

% Tonuom ocueom, OJHOCHO KMBOTOT Ha hOomo sacer, e ,enHa oICKypHa (uIypa O
apXamyHOTO PUMCKOTO IPaBO, KOja TO BKIYYyBa YOBCYKHOT JKHBOT BO IOPEIAOKOT Ha
CHUCTEMOT, SIMHCTBEHO MPEKY HErOBOTO (hOPMAITHO HCKITydyBame ‘, KAKO MOXHOCT J1a Oujie
yOueH, Ho He U xKpTByBaH (Agamben 2006: 14).

% Cramypa 360p 3a ,,TepMUH 4anop®, Koj I'M obOecIuHyBa aBara KoHuenta Ha Llopuo
AramOeH: ,,roJ )KUBOT U ,,BOHpeIHA cocTojba“, oOpasznoxenu Bo kaurure Homo Sacer:
cysepenama Mok u 2onuom dcusom v Boupeona cocmojoa: Homo sacer 1.
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neka cte Bo EVY, a 3ampaBo He cTe HU-BHaTpe-HU-HAJBOP — Ha HUYHja 3eMja CTe,
CMECTEHHM HeKaJe MoMely MPaBHUOT MOPEIOK U XHUBOTOT (OHOj MHUT Kora ce
rienare npudareHu oJ] CHCTEMOT, BeKe CTe MCKIydeHH of Hero). OBaa oOparHa
JIOTHKA CaMo T'0 IOTBPIyBa CO3HAHUETO JIeKa, U MOKPaj rpuxara 3a ONOJIOMKHOT
XKHUBOT Ha JIyreTo 0e3 rpalaHCKu MpaBa, OCHOBHATA (DYHKIIMja Ha KAMIIOBUTE, KaKO
ouotionuituuKy Upociiopu, € KOHTPOJIUpPAe Ha TPAHCHAIMOHAIHUTE M HA
WHTEPKOHTUHEHTAJHUTE MHIpaluu KoH EBporickata YHHMja W Ha HEj3UHHUTE
TpaHMIIM, KOU U HE C€ Pa3lUKyBaaT MHOTY OJ HENpoOOjHUTE SHIMHH Ha HEKOja
MMarvHapHa TBpAMHA... by cakana 3aToa ga morceraMm cera Ha €J€H CEpHO3€H
mpo0OyieM, KOj ITONTO BpeMe TO OpaHyBa CBETOT — KpuUsHailid celawHociti Ha
MUJIHOHHU eMurpanTu o1 Adpuka u ox biuckuot Hctok. [Ipenn3Bukana on Hekoja
MOJMTUYKK W3HYJIEHa COCTOj0a: TparaHcKa BOjHA, pa3linieH BH] TUCKPUMHUHAIIH,
JIOLIH COLIMjaJIHH, 3APaBCTBEHU MIIM €KOHOMCKH YCJIOBH, Taa ,,KpU3HA CEralHOCT
CTaHA BOHpegHa cocitiojoa 3a MHOTY MUTPAaHTH M TPUYMHA 33 WIETATHO
MpeMUHYBalkhe Ha JpXKaBHUTE TPAaHWIM W Ha MPUPOAHUTE OrpaHHUYyBamba HU3
Bankanot?’ u MenuTtepaHor.

Menutepasort e, 1eMHUTHBHO, HajCMPTOHOCHATa MUTPALIMCKA PyTa Ha CBETOT.
I'o MunyBaaT Ha (M)JerajgeH Ha4YMH, BO NPUMHUTUBHU U HECOOJBETHH OpOTUUHA,
OHHME IITO CakaaT Jla CTUTHAT JI0 HajjykHata Touka Ha EBporcknor KoHTHHEHT.
Opnaneuena ensaj 113 xkunometpu ox Operot Ha Tynuc, Jlamnemysa He € camo
MpBara MocakyBaHa JAECTHHAIU]a, TYKY W IPBUOT OeaeM, MPBOTO ,, YUCTHITUIITE
Ha 1IaToT KOH pajoT. Tamy Beke Tpu JeleHuH, 1moJ 0yHOTO 0Ko Ha ["onemuot bpar,
ce O/IUrpyBa BHCTHHCKA YOBEUKa ApaMaZS. OBOj MaJl HTalHjaHCKH OCTPOB € CBEIOK
Ha HAJTAXHUTE TPUKA3HU HA WIJAJAHUIM MHIPAHTH OJ CaxapcKuTe U
CyIcaxapcKuTe mojpadja Ha Adpuka, KOM BO OOUIOT Jia CTUTHAT JI0 ,,30HaTa-Ha-
0CTOCHET0*, (0)CTAaHANE HEBUIUTHBH HIM HCYe3HATE Ge3 TparaZ’,

TokMy oBa H3HYJIEHO HACTOjyBame 3a HJIETAIIEH B3 BO CBETOT ,,0€3
BHATpeIIHU TpaHuiu ja obenexa 2015 rommna. CeerckuTe Memuymu Oea
TIperIaBeHt Co JIBa TUMA CIIMKH: 1yle (KOM MCIpakaaT jacHa TopaKa Jieka 3a HUB
HeMa Bpakame BO HANyIITEHUTE IOMOBH) U fipocitiopu (JIOKaInu 1O BeApo Hebo,

27 MurpaHTUTE KOMIITO TPAH3UTUpaaT Hu3 baakaHOT HajuecTo ce oJ1 3eMjuTe Ha bauckuor
HUctok (Cupwuja, Upak n Asranucran). HusHa kpajHa 1en ce 3emjute Ha EBporickaTta YHuja.
Bo obux ma ja pemu pacredkata MHrpaHTcka kpusa, Ha 20 aBryct 2015 roawuna,
MakeJIOHCKaTa BJIaja MPOTIacu GoHpeOHa cocmojoa Ha CBOjaTa CEBEPHA U jy)KHA TpaHUIIa,
MIPH IITO WIjaTHUIM UMHUTPAHTH U OeTaniy o KaMmroT MaoMeHu ce Hajmoa Ha ,,HUYHja
3emja‘, mery I'prinja u Makenonwja...

2 [MocnemuuTe OQUIMjaIHA TOJATOM TOBOPAT JIEKa HA UTAJIMjaHCKUOT OCTPOB, KOj 6pou
6.000 >xutenu, 3a enHa ceaMmuua, Bo Mecel centemBpu 2023 roauHa, NPUCTUTHAJE
pexopanu 11.600 murpantu. Ucrtarta ronuna Buerse noseke ox 170.000, ox kou 17.000
Ouiie MaoJICTHUIX O0e3 mpHuIpyxoa.

29 Bo 06up aa ro npemunar Cpeno3eMHoTo Mope, Ha aT KoH EBporia »KHBOTOT ro 3aryouie
HajManky 158.000 smyre. Camo Bo mepuon on 2014 no 2021 roauna, obuayBajku ce jaa
CTUTHAT Ha O0cTpoBOT Jlammieay3sa, ctpanane okoxy 23.000 MurpanTw.
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OTpaZicHN CO SHJIOBH, paMIid W OOIIHKaBH n(nun)3o. HuBHara ekcruiiiuTHa
cuMOOJIMKAa HE caMO IITO aconypa Ha MUHATOBCKOBHUTC 3JI0KOOHH HacCJICACTBA,
TIOAWTHATH Ha €BPOIICKO TJIO (,, J0BEUKHTE 300JIOIIKH TPaAWHH ‘ O BPEMETO Ha
KOJ'IOHI/IjaJ'II/ISMOT 1 KOHICHTPAIUOHUTEC JIOTOPHU O BPEMETO Ha TOTaJ'II/ITapI/BMOT)
TyKy NpEeIn3BHKYBa U TpayMaTHYHO YYBCTBO Ha HEMOK, MpeJ pa3opHaTa MOK Ha
enHa HeOe30emHa, TEH3WYHA 1 ,,TpajHa‘ cocToj0a BO Koja ce Hajae ceror . Co Hea
CCKoOraul ynpaByBaaT JABC CIIPOTUBCTABCHU U MAaKCUMAJIHO HAlTHATU CUJIM: €AHATa
(Boc)mocTaByBa M aKTUBHpA, Apyrara OTCTpaHyBa U AeakTuBHUpa. Jla ce xxusee co
HUB 3Ha4¥ Ja C€ MCKyCaT U ABETE MOXHOCTH. Ke ro uiycrpupam oBa CO €ICH
PEIIaTUBHO CBEX MPUMEP O] EBPOIICKATAa PEATHOCT U Ke ja 3aTBopam (3acera) oBaa
TEMaA.

Bo mepuosor Ha Hajronemara Murpantcka kpusa, Ha 13 maj 2015 roauna,
OpUTAaHCKHOT JHEBEH BeCHUK The Guardian 00€IONEHN CTpPATEIIKU
JNOKyMeHT Ha EVY, Bo Koj, HaBOAHO, ce Mpeiara BO3AYyIIHA U IOMOPCKA
,,AHTCPBEHIIM]ja“ BO JMOWUCKHUTE TEPUTOPHJjATHA BOIM 3a CIIPEUyBambe Ha
,AJeraiHara Tprosuja co ayre* mo CpenozemHoto Mope. Kako peaxiuja Ha
»UTaHupaHata mucuja“, Open Democracy (openDemocracy) oGjaBu OTBOPEHO
MIPOTECTHO MUCMO, BO KOE TpyTIa HHTEIEKTY AN U IIOOOPHUIIN 32 YOBEKOBH IIPaBa
Oapaar o1 MOJUTHYKUTE JIJIepU BO EBporia 1a He ce U3BpTyBaar ,,JICKIIUUTE
Ol HMCTOpUjaTa Ha TPAHCATIAHTCKOTO PONCTBO™, 3a Ja Ce€ OompaBaa
MOTEHLIMjajlHaTa  ,XyMaHa  MHTEpPBEHIMWja*,  3alTO  WJerajiHara
MEeIUTEpaHCKa pyTa ,,HE € COBPEMEH EKBUBAJEHT Ha TpPAHCATIAHTCKATa
TproBuja Ha poOOBU™, TYKy H3HYJEH 4Yekop Bo OopOara 3a rona
€r3UCTEHIIMja U Bpakame Ha 3aryOeHOTO JOCTOMHCTBO. 3aT0a, HE MOCTOU
MoOpajHa OIpaB/aHOCT 3a HUKaKBa MUCH]ja Ko0ja, 110/l 0ajpakoT Ha YOBEKOBU
mpaBa, OU JieraiM3upaia HaCHICTBO Koe OM JOBENIO O HOBa XyMaHUTapHa
Katactpoda, 3arpo3yBajku TO KUBOTOT Ha HEIOJDKHU Oeraliiiu, >KpTBU Ha
TOPTYpHU, TPOTOHCTBA M BOJHH, BO HUBHATA OYajHUYKA MOTpara mno nogodap
KHUBOT.

OuurnenHo e Aeka BakBUTE MephuIHY ,,0e30eaH0cHn otk Ha EY He
BOJIAT KOH HAINpeIOK, CaMo ja HarjiacyBaaT pacHaTa, KJacHaTa W COLMjajHaTa
cerperauﬂja. Twue ja 3aCUJIyBaaT CJIMKAaTa 3a €/1Ha CCMaHTUYKa IIpa3HUHa, HaCCJICHA
CO ,,MpauHU JaMKH BpP3 MMPOSUpHATA MOBPIINHA Ha CeKOj):[HeBHaTa PCAIHOCT, KOH

%0 Mako cnienujannara komucuja Ha EY ce U3jacHU NPOTUB IPajieHe SUI0BH HA TPAHUYHUTE
NIPEMHUHH, HMBHAaTa M3rpasda CH OCTaHa BHATPEIIHO Ipallale Ha CeKoja OJ 3eMjUTe
uynenka. ®akror neka 'puuja, YHrapuja u byrapuja moaursaa morpaHnyHU SHIOBH Ha
HEKOHM O] CBOUTE NPEMHUHHM, jaCHO T'0 IOKa)KyBa HMBOTO Ha KOpeEJiallMja M CTENEHOT Ha
JIeMOKpaTHja Mel'y CIIOMEHAaTHUTE €BPOIICKH JpiKaBu U ,,llleHrennang’.

31 ,On TlpBara cBeTcKa BOjHa, PeKy (GAIIM3MOT M HAIMOHAJICOLMjATU3MOT, OHA LITO IO
HapeKyBaMe B0HpeOdHa cocmojoa TPONOKyBa Jla (yHKIMOHHMpa W JieHec, 0e3 NMpEeKuH,
JIOCTATHYBAjKH TUIaHETapHU AUMeH3un , Benu [Topio Aramben (2008: 120).
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MOJKaT J]a ce TIOJHECYBaaT, Ha/IEBajKH ce IeKa BeKe yTpe Ke Onaat 30puianu (Hako
c¢ yIITe MOCTOM UCKYIICHHETO OPHIICHETO Ja Ce W3BPIIM BeaHAI)™, THIIyBa
3urmyan bayman (2005: 264). 3aroa um ce mpenMeT Ha TocebeH
(MHCTUTYIHOHAIM3UPAH) HAA30p, CYPOB a CYNTHIICH, 3aCHOBAH Ha €IHA MaHHUXEjCKa
JIOTMKA KOja KOHTHHYHPAHO T'M JIOBeAyBa BO Mpallame OasHMYHUTE IMBIIN3ALUCKA
BPEIHOCTH ¥ YOBEKOBH IIPaBa.

,,110CTOjaT KyNITypHO ¥ COIMjalTHO Pa3IBOCHH YOBEIITBA‘, MOBP3aHHU CAMO CO
cBoute Maprunu‘’, Benu bamubap (2003: 284), BoouyBajku ja pa3nukara mITo ja
MpaBH, BCYLIHOCT, ,,IpUHIUIOT Ha Hy>KHOCTa*. Toj MPUHLUN KaKyBa, BCYIIHOCT,
JieKa HOPMHUTE KOWIITO HE Ce 3alUIIaHyd MOXKe J1a OWaT MPONHUIIAHH, TOTall KOra
Tpeba /a mocIy»,aT 3a OCTBapyBame Ha HeKoja 1ei. Taka, ,,BoOHpexHaTa cocrojoa’
(HEeKOHTPOJIMPAHUOT MPWIKB Ha MUTpaHTH 110 Cpeno3eMHOTO Mope) ctana gulypa
Ha HyDICHOCLTlCZSZ, KOja MOTEHIMjalHaTa BOCHA ,,AHTEPBEHIMja™ ja BKIYYH BO
MpaBHUOT MOPEIOK Ha YHHUjaTa, kKako (He)aeraiaHa, Ho COBPILICHO MPaBHA M yCTaBHA
MEepKa, CO Ko0ja, MOJ W3roBOp 3a oJ0paHa HAa OCHOBHHMTC IIMBHJIM3AI[UCKU W
JIEMOKPAaTCKH BpPEIHOCTH, uunoii (IUTAHMpaHaTa MUCHja 32 CIpedyBambe
HE3aKOHCKa ,,TProBUja co Iyre*) ce coBmagHa co ipaeoitio (010paHa Ha TECHUTE
JIOKAJIHY ¥ HAI[HOHAJIHK MHTEpecH ), Ou pekost Aramben (2008: 39—41), oTkpuBajku
TH CHUTE ,,ITyKHATUHH * BO jaBHUTE TIOJUTHKY HAa YHHjaTa. A TOa HE € HUIITO IPYTO
TYKy WIyCTpaldja Ha MOMEHTOT Kora OHOMOJHMTHKaTa (Kako ,,MIOJMTHKA Ha
’KHUBOTOT"") JICCHO MOYKE JIa TPEMHHE BO TAHATOIOJIUTHKA (,,[TOJIMTHKA HA CMPTTA™).

*k*k

Bo 0Boj TekcT ce 00MIOB a MoKakaM KOJIKY, BCYLIHOCT, BO CBOjaTa KpajHa
WHCTaHIla, €BpOINCKaTa [MOJUTHKA € CaMOACCTPYKTHBHA, a HEj3HHHUOT
OMOTIONIUTHYKA  CHUCTEM  TAHATOMOJNUTHYKH, OTH (Kako CYyIITHHA Ha
HEOIMOEepaIn3MoT) ,,CMPTTa Ha MOJUTHYKOTO® ja MMIUTMULIMpA, 3alpaBo, caMara
cMpT. Bo KOHTEKCT Ha oOBaa KpaTKa NpHKa3Ha 3a KOJOHM3AaTOpUTE MU 3a
KOJIOHHU3WPAHNTE, 33 JOMHUIMIHUTE HAPOIU 1 32 (M)MHUTPAHTUTE KOH CE BO IOTpara
[0 TOCTONPUMCTBO M a3Wjl, c€ HaMETHyBa M Npamamero. Konky eBporckara
LMBUIM3alMja € HABUCTHHA eTnuka? Hema nu na Ouze nperepaHo ako Kakeme cera
JleKa eTHUYHOCTa € TONpaBO HajMaNKy BepojaTHATa KOHCTaHTa Ha €BpOIIcKara
HMBUIM3AIIMja, 3alITO Taa €THMYHOCT € ETHYHOCT CO ,,[pelIka’: ceé 3ajara 3a
»XyMaH TpeTMaH, HO Of] CeOWYHH, YeCTO TypH U oA (TI0)rpelHu nodyau, camo 3a
Jla TO COYyBa COTNICTBEHHOT MUP, MOPENIOK U pacTex? 3aToa U JieHec, MOJIOBUHA BEK
10 TPOMOIVIACHUOT NPEAroBOpP, HAIMILIAH 3a KHWUraTa [Ilpespenuiue na ceeitioil,
KECTOKO Mpo3ByuyBaar 30oposure Ha XKan [Ton Captp:

,»3acuTeHa co OoratcTBo, EBpoma mMm rapanTHpa(iie) XyMaHOCT Ha CBOUTE
)kutend... Ho oBoj yroeH u 6Jie/] KOHTHHEHT, Ha KpajoT 3alagHa BO... HapIHu3aM.

32 HyxHOCTa HE 3Hae 3a 3aKOH; maa TO CO3/aBa 3aKoHOT... CamaTa Taa € IPBUOT U
HCKOHCKH MU3BOp HA CHUTE MOXHH TpaBa“ (Agamben, 2008: 40).
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I'pemka wim Jomma COBECT, HUIITO HE € MOKOH3UCTEHTHO OJ TOj PACUCIHUYKU
Xymanuzam, 3amro EBporeer; Moxke(Iie) a CTaHe caMO YOBEK KOj MPOU3BEIyBa
poboBu u gymoumrTa. C& moaeKa MOCTOM  JIOMOPOTHOCTA‘, M3MamMaTa Hema Ja
oune orkpuena...” (1973: XX, Kyp3uBOT € MOj), HaNWIIA aBTOPOT Ha buiuue u
HUWIOBHOCTH, TIPEAYTIPelyBajKi U OCYAYyBajKy TH THE LITO cakaaT Ja dyjart.
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Bo TpynoB ke ce neduHupa TEPMUHOT ,,4yJHO ¥ Ke ce 1a1aT IPUMEPH 32 KOMHYHHUTE
e(peKTH KOWIITO MOTEHIHjaIHO MMPOU3JIETYBaaT O HEr0 BO pOMaHOT Hesugausuoin
yogek ([1897] 2010) Ha arrmuckuoT mucaTen Xepoept [lopu Benc.

,»dyTHOTO MOe Ha ce JeHuHNpa KaKo OHA IITO OTCKOKHYBA U IITO HE IpHIara
Ha BOOOWYAaEeHUOT, CEKOjIHEBHUOT U PYTHHCKUOT TEK Ha HEIITaTa, H KaKO OHa IITO €
CIIPOTHBHO HAa HOPMHPAHOTO ¥ Ha COLHUJjaIHO TIPOIMHUIIAHOTO (BOCIHUTYBAMbE,
OJIHECYBame, 0YEKyBambe). KOMHYHHOT e(heKT 1ITO Npou3JeryBa oJ1 OHa IITO € Yy THO
MOXeE Jia ce JIeHHHpa Kako HeO4YeKyBaHa peakidja Ha HEIITO CEPUO3HO, KOoe €
MPETCTAaBeHO Ha KOMUYEH HAuWH.

YynHoTto Bo Hegugausuoit yogex ce Mperno3HaBa BO U3TJeI0T Ha TIIaBHUOT JIMK HA
cTpanenoT I'puuH, BO HETOBUTE I'€CTOBH, JIBUKEHATa Ha TEJIOTO U PEIUTUKUTE KOH
npyrute JgukoBu. Bo 0Boj poman Ha Benc, kako pomMaH BO KOj ce OOCIMHETH
KOMHYHOTO U CEPHO3HOTO, CMEITHOTO U Y)KACHOTO — YYAHOTO, CTPABOT U CTPAITHOTO
HE IOCTOjaT M30JIMPAHO OJ KOMHUYHOTO W 0Of Om3apHOTO. CHTE OBHE €JIEMEHTH Ce
COCTaBeH JIell Ha CTPYKTypaTa Ha pOMaHOT, BO KOj C€ MMPETCTABCHH CIICHU Ha UyIHU H
HEOOWYHH HACTaHH, 110jaBH, JUKOBH U JIejCTBA KO UMAaT KOMHYEH e(DeKT.

KomuuHuTE CIieHH, WM CICHHUTE KOW MPEAU3BHKYBaaT KOMHUUYCH e(eKT, CIayxKar
KaKO aBTOPCKa ITOCTAIKa MIIM MEXaHH3aM 3a MOCTETICHO U PAMHOMEPHO I'paJiehe HiIH
pa3BHBambe Ha HEU3BECHOCTA, KOja KyJIMUHHPA CO HEOYEKYBaH MPECBPT KOH KPajoT HA
POMaHOT.

Kayunu 360poBu: X. II. Benc, HeBnanmuBuor voBek, ['puduH, dyaHo, koMnueH
edekT
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This paper explains the strange and gives examples of a comic relief resulting from
the strange behaviour in the novel The Invisible Man ([1897] 2010) by Herbert George
Wells. The strange can be defined as that which is unusual, extraordinary, and which
does not belong to everyday life and routine (i.e., which is contrary to the norm and
the expected social behaviour). The strange can both evoke fear and humour or
laughter as an unexpected reaction to something serious, which then serves as a
mechanism for creating tension that escalates with a plot twist.

What is regarded as strange are the stranger Griffin's appearance, his clothes, but
also gestures, behaviour and his responses to other characters. The novel combines the
comic and the serious, the funny and the horrific; in fact, the strange —the fear it evokes
and the terror caused by it — does not necessarily exist in isolation from the comic or
the bizarre. All these elements are a crucial part of the structure of the novel, which
depicts scenes of strange and unusual occurrences, characters, and events producing a
comic effect. The author uses the scenes that cause a potential comic effect as building
mechanisms, which gradually unveil the unexpected culminating in an unusual plot
twist towards the end of the novel. The Invisible man is neither a comic work nor a
horror story although it combines both elements of humour and terror, which function
as complementary literary devices.

Keywords: H. G. Wells, The Invisible Man, Griffin, strange, comic effects
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1 Bosep

Hesugausuoii yosex (1897 [2010]) wa anrmuckuot nucaren Xepoept Llopu Benc
€ poMaH KoOj mpumara Ha >KaHPOBHTE Ha HaydHaTa (haHTacTHKa W Ha
Xopopot/ysxacoT. [lozeneH e Ha 1BaHaeceT MOrIaBja U CeKOe O/l HUB MPETCTaByBa
€/IHa PEeNIaTUBHO KpaTKa eMn307a, BO KOja ce pacipaBa 3a HEOOWIHHOT (akT /eKa
€IeH HEBHUIMB YOBEK Jo0ara BO CENOTO AJjIUHT W MPEIU3BUKYBa CEKAKBU
0300pyBama BO OKOJIMHATA — HE CAMO IOPaad CBOjOT TAUHCTBEH M3TIIEH, TYKY U
mopagd HErOBOTO YyAHO OJHECyBame. HeroBure recToBH, HAYMHOT Ha
u3pa3yBame, Na JAypd M HEroBaTa MHU3aHTPOIICKA W AacOIWjaJiHAa HACTPOCHOCT,
HAMECTO OYEKYyBaHHOT CTpaB, HeJAOBepOa WM MpPeTHa3IMBOCT, CO3/aBaar
HCEOYCKYBAH U HENIPCABUIJINB KOMUYCH C(beKT.

Bo TpynoB, aKkIEHTOT € CTaBeH Ha YyJHOTO W HAa KOMHYHHOT E(PEKT KOj
mpousneryBa oa Hero. ,,UymHoTo Moxe Aa ce AepuHHpa Kako OHAa IITO
OTCKOKHYBA U IITO HE MpHIara Ha BOOOMYACHUOT, CEKOjTHEBHHOT M PYTHHCKUOT
TEK Ha HEINTaTa, U Kako OHA MITO € CIPOTUBHO HA HOPMHUPAHOTO U HA COIUjATHO
MIPOIUIIAHOTO (BOCTIUTYBAmkE, OJHECYBamke, OUeKyBamke). KoMHuHMOT edekT mTo
MPOM3JIEryBa OJ OHA INTO € YYJHO, MOXe Jia ce JeuHHpa Kako HEeoueKyBaHa
peakimja Ha HEeIlITO CEPHO3HO, KO € MPETCTaBEHO Ha KOMUYCH HAUUH.

UyaHOTO ce mperno3HaBa BO M3MIIEAOT Ha ['puduH, BO HETOBUTE TMEeCTOBH H
PEIUTUKH KOH JPYrHTe JHKOBU. UyTHOTO HE MOCTOM 3aceOHO, TYKY IOCTOM
HAaU3MEHUYHO CO KOMHUYHOTO M cO Ou3apHOoTO. CHTE OBHE €IEMEHTH Ce COCTaBEeH
Jell HA CTPYKTypaTa Ha POMAHOT, BO KOj C€ MPETCTABEHHW CICHH HAa YYJIHH U
HEOOMYHH HACTAHW, TT0jaBH, TUKOBHU U JICjCTBA, KOUIITO MPEIU3BUKYBAAT KOMHUYCH
edexT.

2 KomuuyHmor e(l)eKT Oy 9YyJHOTO BO HCBI/IJUII/IBMOT YOBEK

ATMocdepaTa Ha IMOYETOKOT Ha POMAHOT HE IO HABECTYBa IOTEHIIMjaTHAOT
KOMHYEH e(peKT 01 HEOOMYHHUOT (PaKT JieKa ITOTYKY JI0jACHUOT CTPaHEell BO CEJI0TO
Ajnunr e HeBmuMB. Ho, BO Heropara nmpBHYHa KOMYHHKaIMja co rocrora Xai,
MOXE Jla Cce HAceTH HeroBaTa HEMPHUPOJIHOCT WIH OJOWBHOCT OTBOPEHO Jia
y4ecTByBa BO KOMYHHKalldjaTa, HE CaMO CO Hea, TYKy M CO KOj OWiIo Ipyr o
Ajmunr. OBa ce corneaysa Bo 3a0elelkara Ha HapaTopoT, CIIopes Koja ,,rocroraTa
Xau, 9yBCTBYBajKH JIeKa HEJ3UHUOT Pa3roBop He Oemre 100penojneH, Habp3uHa ja
mocraBu MacaTta M ja Hamymru cobarta“ (Benc 2010: 8). Ho, Hempwujarenckara
HAaCTPOEHOCT Ha [OjACHELOT € MOTpeOHa 3a Ja ce J0JOBH aTMmocdepaTra Ha
4yAHOTO, T. €. Ha ,,(AaHTaCTUYHOTO YyAHO", KaKO NpPEOJeH IOMKaHpP BO
(danractukara (Tomopos 2010: 45). Bo dantacTuaHOTO UyIHO, ,,HACTAHUTE KOH
W3TIIeIaaT HATHPUPOMHU BO TEKOT Ha IellaTa MpUKa3Ha Ha KpajoT JoOuBaar
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paszymHO o0jacHyBame™ (ibid, 45). Bo KOHKpEeTHHOB CTy4aj, OJHOCHO BO POMaHOT
Hesugnusuoii wosex, BepojaTHO TIOBEKe CTaHyBa 300p 3a ,,4MCTO YYJHO OJOMITO
3a ,haHtacTHyHO YymHO. ,.BO memara kom mpumaraar Ha OBOj JKaHp ce
packaxyBaaT HaCTaHH KOM COBPILIEHO MOXKAT J]a ce 00jacHaT CO MpaBUIaTa KOU T'H
MpU3HaBa Pa3yMOT, HO Ha OBOj HWJIM Ha OHOj HAa4YMH C€ HEBEPOjaTHH,
3aIpenacTyBauky, €AMHCTBEHH, 00ECIIOKOjyBauku, HeBooOnuaeHu... “ (Tomopos
2010: 47). YUynHOTO ce HamOBp3yBa M HAa TPETMAHOT HA CTPAHEIOT OJ CTpaHa Ha
ABTOXTOHHUTE YKUTENIM HA AjIHMHT, KOU Ha HEro TJielaaT co CTPaB M 3a30p Mopaau
TOa MITO TOj UM € HEMO3HaT, HO M MOPaJy Toa IITO TOj C€ W3/BOjyBa (IO CBOjOT
W3TJIE]] ¥ TI0 CBOjaTa JISJHOCT) O HUB.

OmmcoT 3a HEro MOXe Ja Ce TOJKyBa KakKo INpUYMHA 33 KPaTKOTpajHa
00€CIOKOEHOCT, 3aT0a IIITO HUTY TOcrora Xan HUTY YMTATeNIOT He TO ,,rienaa’ (T.
€. He MOXKe JIa TO BU3YeNIN3upa) HeroBOTO JuIle: ,,Herosara jaka Oerre uctpaBeHa
Harope, paboOT OJ IIamKaTa CBPTEH HAJNONy, PEYHCH KPHUEJKH My T VIIATE U
nuuero (Benc 2010: 9). BakBara npuTacHOCT U TAMHCTBEHOCT I'paiaT HEBUINBA
Oapuepa Mery CTpaHeIOT U HETOBOTO ONIKPY>KYBambe, Ma MOpaIy Toa IITO HeroBara
mmojaBa € JynHa (Taa € HeCeKOjIHEeBHAa, HeOOWYHA M HETHIIMYHA), Taa MMOTTUKHYBa
ctpaB. OBa, criopen Tomopos, e ymiTe eqHo on cBojcTBata Ha uynHOTO (2010: 47).
[IpoOuBOT Ha HEBO3MOXKHOTO (,,HEBHIUIMBOCTA® HA CTPAHENOT) BO >KUBOTHATA
IUHAMHKA Ha AjIHHT ,,Ce CIydyBa HEOUYEKYBaHO, [I1a] HATHPUPOAHOTO BPIIH
CBOCBH/IHA arpecHja HaJl BOCTAHOBEHHOT IOPEIOK Ha HEIlTaTra M TOKMY 3aToa e
3aCHIJICH OCHOBHHOT BIIEUATOK KOj (paHTacTHKaTa TO OCTaBa Ha PEUITHEHTOT, a TOa
e HajuecTo cTpaBot™ (Kamymescka-/[pakynescka 1998: 16).

YynHOTO MHOTY Op30 CTaHyBa IOBOJ 32 KOMHUYEH €(eKT BO CIIeHaTa BO Koja
rocrora Xai, 3a00paBajku ja YMHUjaTa CO MyTep, HAOp3UHA Ke Biie3e BO codaTa Ha
CTpaHeloT, Ha HITO ,,HEJ3MHHOT MTOCETHUTEN pearnpaiie 0p30, 1Ma Taka Taa MOXKeIe
J1a BHJM CaMO HEIITo 0eJo Kako MCYe3HyBa IoJ Macara. M3rienarnie kako Toj aa
cobupa Hemto oy moaoT (Benc 2010: 9). BakBara crieHa MOxeOU HE € BHCTUHCKH
KOMHYHA, HO € KOMUYHA 32 YHTATEJIOT KOj HaceTyBa Jieka CTPaHEeIoT, 0]l HeKaKBa
NpUYMHA, KpUE HEIITO, A Taka, HErOBOTO IIBIKEHE, KOE € HEOUeKYBaHO H
HEBOOOWYAEHO, € COMHHUTEIHO, IO HM3HEBEpPYBa OYEKYBambETO M € IOBOJ 3a
W3HEHAJICHOCT. bujiejku e mpercTaBeH Kako OW3apeH, a He KaKo CTpalleH Wn
YXKaC€H, HEroBuoT TI1e€CT HMa KOMUYCH e(beKT. Herosoto JABHUXCHE HE
Mpeau3BUKYyBa CTpaB, 03 pa3ivKa Ha Toa IITO 1ieJlaTa HeroBa ojaBa € HeoOnyHa,
HUTY HETOBUOT YYJICH TeCT Ha JpiKehe Ha candeTara Ha JOJHUOT JIei] OJ1 JHUIIETO.
UynHOoTO ce HaJoBp3yBa Ha OW3apHOTO, HO MMa KOMUYEH, a HE 3acTpalryBadyku
edexT. MoxeOu oBa JeTyMHO ce JOJDKM Ha TOa LITO, 3a pa3jidKa OJl POMaHHTE
Taitinux nu3z epemeino n Ociiposoiu na gp. Mopo, Benc Bo Hesugausuoit uosex
ycCreBa ga ro ,,OGeJII/IHI/I KOCMHUYKHUOT HEMUP OJf HETOBUTE MPETXOJHHU ITPUKA3HU 10
HHMBOTO HAa HEIITO BHCTHHCKO, CEKOjIHEBHO, obuuno* (McConnell 1981: 107).!

! Cure npeBoau Ha LUTAaTH OJ CTPAHCKM ja3HIM HA MAKEIOHCKH jasHK ce HA aBTOPKATa,
OCBCH IIMUTATUTE OJ] pOMaHOT Hesuonusuom woeex KOU ce MPE3CMCHU O] U3JAHHETO Ha
n3naBaykara kyka I'ypra, 2010.
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CBenmyBameTo Ha 9yJHOTO HA HEIITO CEKOjAHEBHO HE IO MPaBH MOPa3OUPINBO U
nonpudaTivBo W HE My JOJAENyBa CTaTyc Ha ,,HOPMAalHO®, HO ja HamaiyBa
HEeroBata HEOOMYHOCT KOjaIlITO IOHEKOTalll € MIPHYMHA 32 CTPAaB.

W3srnenoT Ha cTpaHELOT € MOBOJ 3a KOMUYEH €(eKT, 3aT0a IITO HE € AaJeHa
00jeKTHUBHA ITPUYMHA 3a MOKPUEHOCTA HA HETOBOTO JIHIIE CO 3aBOH. OTKPUCH € CaMO
HETOBHOT ,,p0O30B, 3allIMJIEH HOC™, KOj ,,0e111e CBeTIIopo30B u cBererie” (Benc 2010:
10). HMako HeodekyBaH, KOMHYHHOT e(eKT ce mpopradodyBa W TOpaad
MoTpelIHaTa MPeTHOCTaBKa Ha rocrmora Xain AeKa CTpaHeLOT CUTYPHO MpeTpIies
HEKaKBa CTpallHa HecpeKa, a TOopaJy Toa ce IIeTa HA0OKOIY CO 3aBOH M IO KpHe
CBOETO JIHLIE cO cajdeTka, Ianka win Mapama. Hej3nHara nmorperisHa npoueHa e,
UCTO Taka, KOMMYHA, 3aT0a IITO CE€ TEMEJIU Ha HAaMBHO HE3HACH-E U 3aT0a ILUTO
YUTATENOT BeKe HACETyBa JieKa 3Hae HEITO MOBEKe O] Hea.

OTBOpEeHO € TMpamameTo Jajdl peakifjara Ha CTPaHelOT Ha Hej3uHaTa
nprKas3Ha 3a ToM MOXe J1a ce TOJIKyBa KaKo KOMMYHA, aKO CE 3eMe MPEABH] AeKa
BO KOMYHHKallMjaTa HacTaHyBa HeJopasOupame. ['ociora Xam He € HU CBecHa
JeKa HEBUIJIUBHOT YOBEK €, BCYIIHOCT, BHUCTHHCKM HeBHUHB. Hamecto
BOOOMYaeHAaTa, MPEABUIINBA PeaKIifja Ha COIMjaIHO OYEKYyBaHOTO, HO MOXKEOH
HEHCKPEHO JKajJeme, WM Ha COXAIyBamEeTO KOE€ My C€ yIaTyBa HEKOMY IO
MpeTpIieHa Hecpeka U KOe Ce BPIIH CO HCTHOT CTETeH Ha MPUKPHEHA HEMCKPEHOCT,
I'pudun pearnpa Ha HeBOOOMYACH HAYMH W MOKaXKyBa J€Ka HE c€ IUIAIIM Ja ce
oJIHEeCyBa Kako ayTcajaep KOj He TM IOYUTYBa IpaBuiiaTa Ha JOOPOTO OJHECYBAIbE.
locnora Xan ke My ja packaxke Kparkara ernu3oja 3a Tom, HO TOj € MPeoKynHpaH
co cebecw 3a Ja TOKaKe KakBa OWJIO 3aMHTEPECHPAHOCT WM eMIlaTHja 3a
TpareamjaTa Ha OBOj JIUK, U ,,jaCHO Oellle Jleka He caka J1a 300pyBa 3a 3aBon (Besc
2010: 13). Haumnor Ha KOj HaparopoT Tro mpercraByBa [puduH, Kako
uHAM(EPEHTEH, OTBOPa MPOCTOP HEroBaTa HE3aMHTEPECHUPAHOCT Ja CE TOJIKYBa
KaKo KOMUYHa, 3aTOa LITO M CaMHOT € LIEJIOCHO OOBHEH CO 3aBOM KAaKO HEKaKBa
MyMHja, a IpuToa 010MBa Jja KaXe LITO U J]a € BO BPCKa CO TOA, MJIM Ha HEKAKOB
HAYWH JIa OKaKe COTyBCTBO KOH TOM.

Bo poMaHOT, 4yAHOTO NOCTOjaHO M CYNTHIIHO C€ MCIPEIUIETYBa CO CTPAIIHOTO,
HO TOA € U3BEICHO Ha TAKOB HAYMH IITO M3IJIe/1a IPUPOTHO M HEM3HACUIIEHO, TaKa
IITO W YUTATENOT TIOYHYBA JIa BepyBa JieKka KapHKaTypaiHaTa nojasa Ha [ pudun
moJieKa MoYHyBa Jia ce BoMyBa Bo Ajnuar. Onucot Ha [puduH, Koj riena KoH
rocrionuH XeHdpu ,,co oun Ha Mopcku pak™ (Bemnc 2010: 15), e moBoj 3a KOMUYEH
e(eKT, a TAaKOB € U MOJOJITHOT Macyc BO Koj XeH(pH Ke ce Hajie JIUIE B JIUIE CO
I'puduH u ,,ce MucIIeIIIE TATTH J1a peye Jieka BpeMETO € MHOTY CTYIEHO 32 0Ba BpeMe
on ronunara® (Bemc 2010: 17). Ha ucra nunauja e u u3jaBara Ha XeH)pH 10
cpenodara co ['pudun: ,,3Haun, HaBuctuHa! (...) — HoBeK Mopa MOHEKOTraIl J1a To
MOTIpaBy YacOBHUKOT. Henmn Moke doBek fa Te mornenHe? (...) A cemak, ce YHHU
JIeKa He MOXe. AKo Te Oapa moiuidja, y0aBo ci ce MacKupaia BO 3aBou. UyHo,
morHe uynHo!“ (Benc 2010: 18). U oBaa 3a0enemnika, cama 1o cede, MoxeOu Hema
OYMITIe/IeH KOMUYEH e(eKT, HO BO Hea ce MPEero3HaBa OCTPOyMHOCTa Ha XeHpH.
Toj mperno3HaBa Jeka BO CTpaHEL[OT MMa HEILTO HITO OTCKOKHYBA 0]l HOPMaJIHOTO
U ZieKa Kaj Hero uMa HeIllTo WTOo € YyaHO. Yy JHOTO, BO CIIy4ajoB, € COAPKaHO BO
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HEOCHOBaHaTa HeOJIaroHaKIIOHETOCT Ha I'pubmH ko XeHbpwm U BakBaTa
HacTpoeHOCT Ha ['puduH, aBTOMaTCKH, K€ pe3yaTupa co Mpeapacyau KOH Hero u
Ke ce MPeTBOpH BO HETraTHBEH IpeI3HaK Ha HETOBOTO OJHECYBame, HO M Ha
(comHuTEeNMHAaTa) paboTa MITO TO JOBENA BO AjITHHT.

Bo mnpumor nHa Toa mexka I'puduH He ce BKIOMyBa BO CEIOTO CE H
KBaJM(QHUKATUBUTE YygeH W 4ygHo, INTO 3a HEro rm ymnoTpebyBa XeHPpu BO
pasroBopot co rocrioanH Xai (Benc 2010: 18), kako u 3abenemkara Ha KOYHjamoT
depeHcaja, kKoj ce ,,9yau Ha HejacHaTa CUTyalldja M0 HMHIUACHTOT CO Ky4eTO
(Benc 2010: 21). Tyka e u 3abenemkara Ha HapaTopoT 3a ['pudun nexa ,,Toj TONKy
YyJHO C€ OJHECYBallle INTO rocrmofa Xam Oerre MpuiIn4HO HcramreHa™ (Bermc
2010: 24). Ha curte OBHME peuYeHUIW, KOWIITO yMaTyBaaT Ha YyIOHOTO, C€
HA/IOBpP3YBa H yIITE €/IeH MPUMEp cO KoMHuueH eeKT: ,,Kora cTpanenor cu jerua,
OKOJIy JIeBET M TPHECET, TOCIOAMH Xaj Biie3e BO codara W IIieame CTPOro BO
Me0eIoT, caMmo 3a Jja MOKaXke JeKa CTPaHeloT He e Ta3na Bo Taa kyka™ (Benc 2010:
19). I'pudun ro xpmw ,,yno6HoTO/KOMpOpHOTO HOpMaHO (McConnell 1981) Bo
AJjOMHT ¥ HEHAMEpPHO BHECYBa HENAroJHOCT WJIM HEYJOOHOCT BO KMBOTHTE Ha
KHUTEINTE, OPaJn TOa IITO OJ0WBA Ja MIrpa CIOpe] COLWjaTHO MPONHUIIAHUTE
mpasuia. Toj e caMOBOJIEH 1 caMOOEH/IHCaH, a CO BAaKBOTO ,,HEUYEHO  OTHECYBAmbE,
TOj TH UC]pIIa CUTE O/ KOJOCEK M IypH HE UM JlaBa MOKHOCT Ha KUTEIUTE Jia ce
HaBHKHAT Ha HETOBOTO YyJHO MPUCYCTBO. MEKOHEN cMeTa JieKa ,,eKCIUIO3HjaTa Ha
TEXHOJIONIKAaTa WJIHMHA BO CeramHocTa® W ,epynudjara Ha CTyJeHara
MPECMETaHOCT M TOpKa MYAPOCT Ha HayKaTa BO CBETOT Ha CEKOjIHEBHETO, IO
pasjaayBa yI0OHOTO 'HOPMAajHO® MPEKy YMCTaTa MOK Ha HEj3MHATa YOHCTBEHA
epukacHocT (McConnell 1981: 33).

UyaHOTO — KO€ € UyJIHO 3a INKOBUTE, HO HE U 33 YUTATEIIOT — CE CIydyBa M KOTa
MEIITaHUTE Ke u3pa3aT 3arpikeHOCT 3a HaBojHata paHa Ha [pudus,
npean3BUKaHa O Ky4eTo, Ha IITO TOj PaMHOAYIIHO Ke 0roBopu: ,,He, Boommiro.
(...) CamO MU I'l CKMHA TIaHTAJIOHUTE, HEMaM HM rpeOHatuHKa. [Tyky, mobp3ajre
co padotute! | (Benc 2010: 22). 3a MemTaHUTE € Yy THO IITO IIPU TAKOB OUHTIICACH
MHOUEHT, [ puuH ycrieBa HEKaKo /1a OCTaHe HEMTOBPE/ICH, a YIITE € OYYTHO IITO
TOj TIOCTOjaHO € Ha IITPeK, MOCTOjaHO Hekaae Op3a, MOCTOjaHO € BO TpKa CO
BPEMETO, JIO TOj CTEIEH IITO HE MOXe Jia Oujie CripeueH HUTY O]l KACHYBambETO Ha
enHo ky4e. l{enaTa HeroBa aHTaXKUPAHOCT € BO [IEIOCHA CIIPOTHBHOCT CO ceJcKaTa
arnartuja Ha xuTenute. Heroroto onHecyBame € CIpOTHBHO HAa OHA IIITO C€ OYEKYBa,
a OM3apHOCTa HA HETOBUOT HW3IJIE/A, IECTOBM M HAuMH Ha 300pyBame, Kako U
CO3HaHHETO JieKa 0JI0MBa JIa ce BKJIIOMHU BO CEJIOTO, MPaBaT IiejiaTa Heropa Iojasa
na Oue yyJHa, HO Ha KOMUYeH HauuH. Bo IpBHOT e o] poMaHoT, TOj U3rJena u
ce ojxHecyBa 0e30MacHO, Ma OJ Taa NPUYMHA, HETOBUTE JI€jCTBA CE€ CMELIHU.
H3Fﬂella KakO HaBHUCTHHA Ja MY CC€ IIOBaXXHU KYTHUHUTE, OTKOJIKY HEroBaTa
osarococrojoa. Criopen XaMoH, ,,eIEeMEHTOT Ha (hapcuyHaTa KoMeuja € A0aieH
Ha QaKTUYKHUTE ONKMcH Ha u3BoHpenHu HactaHu* (Hammond 1979: 66).

Bo pomanoT ce cpekaBaaT W APYTH CICHH Kaje IMTO OW3apHaTa IojaBa Ha
I'pudun ke Oume npuyMHAa 3a CeKakBH Imnekynanud. Ha npumep, depencaja, Bo
pasroBop co XeHdpu, ke KOHCTaTHpa JieKa ,,T0j € IpH: ,,TH BeJlaM, L[PH € KaKo
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MojaTa manka‘; ,,HaBucTuna, MOITHe 4yJeH ciaydaj. AMa HETOBHOT HOC € PO30B
kako nma e oboen!“ (Bemc 2010: 26). Ilpexy DepeHcajm ce MOCTUTHYBa
KyJIMHHAIIM]ja Ha KOMHYHOTO, CO KOHCTATaIfjaTa JeKa ,,T0j YOBEK € Ha €THO MEeCTO
LIpH, Ha IpyTo Oern — kako Ha aenosH! (...) Toj u3rnena e Hekoj Bux mentaBuaa. Cym
cIIymrHani 3a TakBute padotu nopano (Benc 2010: 26). Tyka e nzBenena onacHa
Urpa CO paCHHUTE CTEPEOTHITH, HO KOTa € JaJieHa BO BAKOB KOHTEKCT, MHUCJIaTa Ha
@epencajn He BpmH (yHKIHMja HA pacHa HaBpeda, TYKy Ha KOMHYHA 3a0ernemnrka.
l'enujanmHocTa Ha cTUIOT Ha Benc, mro ce riiega BO NpeTCTaBYBamETO HA
KOMHYHOTO, C€ COCTOU BO TOA IITO TOj CBECHO HCKOPUCTUII 4yBCTBUTENHA TEMA, HO
ja mpeTcTaBWI HAa HEOYEKyBaH HAuYWH, MPEKy NPECBPT WM HM3HEBEpYyBame Ha
YUTATEIOBOTO OYEKyBame. LlennoT HeroB cTmin € 000CH O NPOHHKIMBU H
OCTPOYMHH 3a0€JIeIIKH, KOU MHOTY YECTO HMaaT OUYHTJICCH KOMUUYECH e(eKT, HO 3a
J1a ce YBUIW HUBHHOT IIEJOCEH MOTEHIMjal € MOTpedeH ,,CeHC " O]l YUTATEeNOT, ’
M3BECHA CBECHOCT JIeKa MPETCTaBEHOTO HE Tpeba cekorar n1a ce chaka OyKBaiHO.

Jobpo oOpa3noxeHne Wi OO0jacCHYBame 3a UYJAHOTO C€ cpekaBa BO
3a0ernenrkara Ha HapaTopoT: ,,bemie Hen30eKHO eHa TOJIKY HEOOWYHA TMYHOCT MO
CBOjaTa HaJIBOPEITHOCT ¥ TOJIKY TAMHCTBEHA 110 CBOjOT KapaKTep Ja CTaHe HajuecT
MpeIMeT Ha Pa3roBOp BO €IHO cenlle kKakBo mTo Oemre Ajmuar (Bemc 2010: 27),
3a BeJHANI MOTOa Ja CJeAd KOMHUYHUOT e(eKT IITO ce HaJoBp3yBa Ha OBaa
3abenerka:

Mucnemara Oea mojeneHy, a rocrnora Xai 6emle MHOTY YyBCTBUTENHA IO TOA
npamiame. Kora ke ja npamiaiie HeKoj 3a Hero, Taa OroBapanie 1eka Hej3HHHOT
TOCTHH € ,,eKCIIEepUMEHTAaJICH MpoHaorad™ (...). A Kora HeKOj Ke ja Impararie mro
3Hayelle Toa, Taa Ba)KHO OJAroBapalle JeKa CeKoj MajKy oOpa3oBaH YOBEK OH
Tpebalio a ro 3Hae Toa, a NOYHyBalle 1a o0jacHyBa Jieka Toa € YOBeK KOj ,,T'1
mpoHaora padorure” (Benc 2010: 27).

I'puduH He e onuITaH Kako HEKOj KOJIIITO HE MOKE J]a CE BKJIOIH BO OKOJIMHATA,
3aroa IITO TOj CBECHO OJIOMBA J1a TO CTOPH TOA, a OYHIIICTHO € JeKa MPEeTHoYnTa
Ia ce Ip>ku HactpaHa. Ho, Bo M3BeCHa cMHCIa, OBOj THII JIMK — OJTHOCHO ,,BAXKHUOT
MOCETUTEN KOMY MY C€ HETMO3HATH 36MCKHUTE MHCTUTYIIMU U KOMY MOpa Jia My ce
o0jacHyBaar Tpanuiuute 1 oondante (Hammond 1979: 83) — my ciyxen Ha Bernc
KaKo ajaTka MpeKy Koja ro KpUTHKYBaJl BAKTOPHjaHCKOTO ommrTecTBo. OMUCOT Ha
I'puduH e ncToBpeMeHO TIOBOJ M 33 CTPAITHOTO M 32 KOMUYHOTO, OHJIEjKU TTOpaan
CBOjOT W3TJIel, TOj, ,,”aKO OJITYYH Jia ce M0jaBH Ha TMaHaryp, OM HampaBHJI MHOTY
napu‘“ (Bemnc 2010: 28). 3a0enexnuBo € Aeka XyMOPOT TyKa HE € JIUPEKTEH,
HaraJeH, MpeTepaH, TYKy € CyNTUIIEH U 0apa n3BecHa NOATOTBEHOCT O] YUTATENOT
3a Jla MOXKe Ja ce mmpemno3Hae. HeodekyBanocTa Ha KOMUIHHOT €(hEeKT ce JOIIKHU Ha
reHepaiHarta atMocdepa Ha Heu3BeCcHOCT (kako ['puduH cTaHan HEBUIIUB U KaKBa
€ Heropara padoTa BO AjIIMHT), HO M Ha CO3HAHHUETO — WM Ha TIOCTOjaHOTO YYBCTBO
— JZIeKa KOMMYHHOT e(eKT BO 0BOj poMaH ¢ amOuBaynieHTeH. OJ elHa CTpaHa, He
MOJKE J]a ce OYeKyBa JieKa BaKoB e()eKT MOXKe Ja ce BKJIOMU BO TAHHCTBEHOTO
JIejCTBO 3a KO€ 3HaeMe MHOTY MaJlKy, a KOe € OUMTJIeIHO IPUCYTHO BO M0jaBaTa Ha
I'puduna u Bo HeroBara paboTa Co YyAHHTE MPEAMETH IITO TH mMa co cede. On
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Jpyra CTpaHa, KOMHYHHOT €(eKT, WM CMEIIHOTO, CTAaHyBaaT OYMTIICJHNA CaMH I10
cebe — The Op30 M MPHPOJHO CE BKJIOMyBaaT BO arMmocdepara Koja HE UM €
MpuMapHa, OUejKu Ha POMaHOT MYy C€ MPHUCTAITyBa CO MPEAyOeIyBameTO WIH CO
OYEKyBamETO JeKa Ipumara Ha >KaHPOT XOpOop, Taka INTO THE CTaHyBaar
HepazJelieH Jiell O HAaYMHOT Ha KOj ce MpeTcTaBeHu | puduH 1 HEroBUTe AejCTBa.

Bo emmzonmata co rocmoamn Kac, I'pudmH n HeBuanmuBaTta paka, 4yTHOTO
MOBTOPHO KYJIMHUHHPA, IJIABHO 3aToa IITO rocronuH Kac e enen ox mpsure yre
KOjIITO BUCTUHCKH Ke ja Boour HeBuAnuBOcTa Ha ['pudun. Bo mujanoror koj ce
BOIW Mery 00ajiara, a Koj € mpeJoJr 3a Tyka 1a Ouje HaBeJeH LeI0CHO, TOCIOANH
Kac mHcncTupa nexa cTpaHenoT HeMa paka, T. €. JeKa UMa Ipa3eH pakas, HO Ke
Ouze pasyOeneH BO OBa Kora ,,0JIC[JHAII HEINTO KAaKO MaJjell W IOoKa3ajel... Me
mtunHa 3a HocoT (Benc 2010: 31). ,,HeBuIMBHOT YOBEK cH OHe 111era Ha cCMeTKa
Ha CeJlaHuTe, IITO KPajHO TW 30yHyBa W TW M3HEHAayBa OMAEjKH HE MOXaT Ja ja
carar BHUCTHHATa 32 HEroBaTa cUTyanuja. [ ' Tolepupa HEeKoe BpeMe, HO 1MoToa
CTaHyBa MMOCHHUCXOJJIMB, KaKo IITO THE CTaHyBaaT nmoHameTuBu™ (Sirabian 2005:
88). [To3Haro e neka eKOHOMUCTHUTE, TIOIUTHKOJIO3UTE, COIIMOIO3UTE, (hrno3odure
(np. bayman u J{orckuc 2016: 77) ja kopucTat CHHTarMara ,,HeBHIJTUBA paka‘ 3a
KaIUTAJIM3MOT WJIH 3a T1a3apoT, 11a BO Taa CMHCIIA!

Kako mro uecrto ce ciaydyBa BO Aen0oTo Ha Beic, Hay4dHO(aHTACTHYHATA
CUTyalldja ITO TOj ja rpaau Bo Hesugausuoili 4ogek CO3/1aBa MEXaHU3aM 3a
HCTpaXkyBamke Ha MOrojieMa rpyna Ha eKOHOMCKH U HOJUTHYKH IPOOIeMH KOH
ro NIpeoKynupaa BO TEKOT Ha Heromara kapuepa. Mako HeBuaimmBocra Ha
I'pucmH MMa HayYHU IPUYKHH, Taa 0COOEHO MMa EKOHOMCKH e(peKTH — Ipen ce,
Bp3 JIBWKEHETO U NMpeHocoT Ha napu. KaxaHo otBopeno, ['pu¢un riaBHo ja
KOPHCTH CBOjaTa HEeBHUIUBOCT 3a Ja ru orpadu nyrero (Cantor 2005: 101).

KoMu4HHOT edekT ce cpekaBa W BO JIPYTH €MHU30IH OJf POMAHOT, KakO BO
norjiagjara ,,I'pabexx Bo JOMOT Ha mapoxor™ u ,[lomyneHuor mMeben, Bo kou
KOMHYHOTO € HajaBEeHO MpPEKy 3By4eH e(peKT U € NPETCTaBeHO CaMO MpPEKy
KHBAaWkHETO W KalUlakeTo Ha ['puduH, 3a BpeMe Ha rpa0deXoT MITO IO BPIIU BO
JIOMOT Ha roCToAuH 1 rocriora bantuur. Bo enu3oara Bo Koja € ONUIIIaH CEPHO3EH
HACTaH, 3aCHJICH OJ1 EMOIIMUTE Ha CTPaB Ha JIBajliaTa COMPYIKHHUIIM, BHECYBAHETO
Ha 3BYYHHOT €(eKT, KaKo IITO € KHBAWkETO, TO HUBEIHpPa WM IO aMOpPTHU3UpA
cTpanrHoTo. MOoXkeOu OBaa enmm30/1a CIYKU Kako CBOCBUIHO MPEMOCTYBamE, WIIN
KaKo HajaBa 3a IPOMEHATa Ha TOHOT BO YCJIOBHHOT BTOD J€Jl Ha POMAaHOT, 3a Ja
YKaKe Ha Toa JieKa KoJIKy mTo € [ puduH cMelieH Kako JIMK, TOJIKY TOj € U OIaceH.

W HamBHOCTA M MPOCTOYIITHOCTA HA rOcTiora Xail MOXKar Jia Ce TOJIKyBaaT Kako
moBoJ 3a komuueH edext. Bo ropeciomenaroro noriasje ,,Ilonyaennor mebden™,
Taa Ke CTaHEe CBECHA JIeKa CTPAHELOT CelMaK BHUCTHMHCKM CE HW3[BOjyBa M C€
pa3IUKyBa O/ OCTAHATUTE CEJIaHU, 1a Ke JI0jIe 10 3aKIIyI0KOT JIeKa Toa Mopa Jia €
Taka 3aToa IITO TOj € IyX.

Bo BecHunMTe MMaM YHMTAaHO 3a HHMB. Macu M CTOJOBU KOHM urpaar... (...)
Tpeodaiue ga 3nam. Co THE 04M M CO Taa 3aBHEHA IJ1aBa, a U HUKOTAIll He OJIU B
LIpKBa BO HejpenuTe. M cuTe THe MWIINbA — IMOBEKe OTKOJIKY MTO OW Tpedaro
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HEeKoj 1a mMa. ['m craBmi myxoBure BO MeOenoT... MojoT ctap cakan meGen!
Mojara kyTpa Majka UMaIIe oondaj Aa cequ BO TOj CTOJ YIITE JOfeKa jac OeB
Manedko reBojue. U cera, Toj mct croxn ce kpeHa npotus meHe! (Benc 2010: 37).

l'ocnora Xan ke ro o0BuHM [puduH 3a MarencHUIITBO MOpaad Toa IMITO €
ybOeneHa jeKa Toj € crocoOeH Jja TOBUKYBa TyXOBH BO CBOja Ciyx0a. MemameTo
Ha JABeTe IUCLMIUIMHM — Ha Haykara (WIM Ha ,,TeXHHYKaTa BELUTHHA®; CII.
Vpomepuk 1988: 240) 1 Ha MareNCHUIITBOTO? — C€ TEMENHU Ha ,,e/IeH TIOIJIE]] ITO
T'Yl TOJIKYBa U JIBETe 00J1aCTH KaKo MOBUCOKHM cpepH Ha 3HACHaTa, Ha 3HACHAaTa BO
KO MOJKaT Ja MPOHWKHAT CaMmoO IMOCBETEHWTE, a Toa, Mpen ce, ja moapazompa
TajHOCTa BO JOMEHOT BO KOj CO CBOjOT YHH BIIETYBaaT THE — MAarelICHHUKOT WIJIH
HaydyHuKOT (YpomeBuk ibid.). ®akr e nexa ['puduu ce moszummoHupa Han
CellaHUTE TOPaJH TOA LITO IT0CEAYBa BEIITHHU U 3HaCHa KOM HUM UM c€ Ty U, HO
U3IJIe1a Kako OBa J1a € BO 3aJIeH IJIaH BO POMAHOT, I1a CTPAaBOT KOj IO MOTTUKHYBA
MoBeKe ce JIOJDKM Ha HeroBara yyHa 10jaBa, a IOMallKy Ha HeroBaTa YMEIIHOCT
BO HayKara.

Bo mornasjero ,,CTpaHenor ro mokaxysa cBoeTo Jmie", Benc KoHEYHO TO
pasotkpuBa ['puduH mpex cemaHuTe, Makap IITO BO OBOj T€CT HEMa HUILTO
W3HEHayBayKO, UCTO KaKO IITO HE M3HEHaayBa TOa INTO, M TOKPaj TOa IITO ja
Pa30TKpHUJI jaBHaTa TajHA Ha CBOjOT IIEHTpAJieH JIMK, aBTOPOT W IOHATAMY
MPOA0JDKYBA Ja M3HAOra MHOBAaTHBHU HAYMHM 3a J1a IO MPOBJIEYE XyMOPOT HU3
CIICHUTE KoM cienar. ,,E ma, rocnoanne”, ke My ce obparu [ledepc na I'pudun,
K€ Mopa Jla Be yaricam, co TiaBa WM 0e3 riaBa‘, mo mro (mogorHa), ['pudun ke
OJroBOpH: ,,Be Monam 1a He MU Opuare co npct Bo ouute (...). Buctunara e nexa
jac cyM IIeTMOT TyKa — IJaBa, palle, HO3e M C¢ APYro, HO OYHIJIEAHO, jac CyM
HeBuIMB. Ho Toa He e mpuuuHa 3a a Me MalTpeTupaaT cute OyJand BO AjIIHHT,
Hemu?* (Benc 2010: 46).

KomuuHHOT edekT BO MPBHOT Jell O POMAHOT € HaWBeH, NPUPOJEH H
HeHaMeTIMB. Ho, KOH cpeMHaTa Ha POMaHOT ce CIy4dyBa MPECBPT M HACTAHUTE
no0MBaaT Mo1ad0KOo 3HAYEH-€, KOCIITO o NOTTUKHYBA MPAIIAkETO Jalld MOXKeOn
XYMOPOT € HCKOPHCTEH KaKO MEXaHU3aM 3a TpaJehe Ha HAITHATOCTA, M KAaKO HAYMH
YUTATEIIOT JIa HE ja 3eMe MPEJIBUJI HJiejaTa JIeKa € MOXKEH MPEeCBPTOT Ha HACTAHHUTE.
PazorkpuBamero Ha ['puduH npen cenaHuTe CIIy>Ku KaKo CUTHAJ 32 OTHOYHYBambhe
Ha IOMPAYHUOT e O IPUKa3HaTa 32 HEBUUIMBUOT YOBEK, KOj CE MOTBPAYBa CO
BOBEJIyBaHETO HA BUCTHHCKUOT MPOTArOHUCT — JIMKOT Ha JTIOKTOpOT Kem.

[MumryBamero Ha Benc (yHKIMOHMpa KaKO BOAWY 32 HEroBara KyITypa; ja
packaxyBa TpHKa3HaTa 3a HajTEMHUTE CTPaBOBU M 3a HajCBETIUTE aMOHUIINH,
CIIOjyBajKU TO HEBEPOjaTHUOT ONTHMH3aM CO HAjCTPAlTHHOT YBUJ BO
karactpoata W BO HeycmexoT. BakBuTe HHIIAKa HU3 CIEKTapOT HAa
OIITUMUCTHYKOTO-IICCUMHUCTUYKOTO ce BII€YaTIMBA KapaKTCPHUCTUKA Ha
nunryBameTo Ha Benc. Eqna ox mocrojanuTe 3a0mynu 3a Berc e neka HeroBure

2 3a HEro TyKa MOXKEME J1a 360pyBaMe eIMHCTBEHO BO CMUCIIA HA TAMHCTBEHATa paboTa IITo
ja Bpuu ['puduH BO cBojaTa ozaja, a 3a Koja YMTATEI0T HEMA JOBOJIHO MH(OpMAaLUH, I1a

& b
3aToa Mopa J1a ja OKBaTH(HUKYyBa KaKko ,,TANHCTBEHA .
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Jiea MOJKaT Jla Ce YWTaaT HU3 HHUBHATA IIOpaKa, IeKa THE Ce CIHOIJIACHH H
MOJICMHUYHH — HO, BCYIIHOCT, THE CeKoranl (pyHKIHOHUPAAT IHjaJeKTHIKH, CO
KOHTPaJUKTOPHH IJIACOBHU, BU3MHM, IIEPCIICKTHBY M PACIIOIOKEHUja KOU CE BO
NIOCTOjaHa MHTEPaKIHja M KOU Ce pa3penryBaaT, ako BOOIIITO CE pa3pellyBaar,
IO [IaT Ha HEeCOBPIIICHA M HECUT'ypHA CHHTe3a. HeroBara criocoGHOCT 1a TH (aTH
HajTEMHUTE TEHACHIIMM W HAjTOJIEMHTe aMOMIMM BO HEToBaTa KyJTypa
IpecTaByBa €JeH aclieKT Ha OBaa CENpPUCYTHA JIBOJHOCT BO HEroBara MHCIa
(Cole 2020: 23-24).

MoxeOu TuKOT Ha TOKTOpoT KeMn ciyu 3a KOHTPacT BO pOMaHOT — O €IHa
CTpaHa, OUMIJIETHO € JIeKa CTaHyBa 300p 3a JIMK Ha CaMOCBECHA MHAMBHUAYA, KOja
HE € TOJIKY cyeBepHa 3a J1a Oujie MCIlIalleHa, HO U KOja He € TOJIKY caMOyBepeHa 1
xpabpa 3a 1a Ouze HarmoJIHO OecTpaIHa; of APyTra CTpaHa, HeToBaTa ParliOHAITHOCT
U TPU3EMjEHOCT CIyXaT Kako MPOTHUBTE)XA Ha JIyAWIOTO WM Ha OIcecHjaTa Ha
I'pudun (ma Biamee co ceror). Kon mumnyBa jgeka TEpOPUCTUUKHOT IJIaH HA
I'pudun e Bo KOHTEKCT Ha AnabokuTe paHTa3zuu Kou OuIie aKTYeIHH BO BPEMETO
BO Koe TBOpeJ Beinc u Tve ce oHecyBaje Ha CTPaBOT OJ] MOJUTUYKO HACUIICTBO
(2020: 138). Hej3mnata mnojouHEXKHA 3a0enelmka 3a ,,CHTHHYapCTBOTO BO
pomanot (ibid, 138) xako moBeke &a ce oJHecyBa Ha KapakTtepoT Ha [pudwus,
OTKOJIKY Ha POMaHOT BO LIEJIMHA.

Cenak, u ['puduH nMa cBOM MOMEHTH Ha TPE3BEHOCT U OcBecTeHOCT. Kora ke
OuJie OOBUHET 3a CBOjaTa HEBUIJIMBOCT, TOj Ke ¢€ 0J10paHu: ,,M0oxeOH € 4yHO, HO
HE € 3JI0CTOpcTBO. [3011TO Me HamaraTe u Bukare nonunuja?] (Benc 2010: 46).
Toj ja pa3oTkpHBa cBojaTa BUCTHHCKA HaMepa IIpe]] CEaHUTe U Taa He € pe3yaTar
Ha TOa HITO TOj KOHEYHO I'0 3aryOnII TPIIEHUETO CO HUB, TYKYy MOBEKE MPETCTaByBa
HEKakoB JeeKkT Ha HeroBaTa JHYHOCT, HEKAKOB KOMIUIEKC Ha HaJMOK WU Ha
HapuuconpHa HacTpoeHocT. [lumyBajkm 3a Buxtop ®paHKEeHmTajH Kako
OPOTOTHIl HA ,,JIyJHUOT HAYYHUK', YpOIIEBUK 3alesexyBa Aeka ,(...) Haykara
HaBUCTHHA TMPETCTaByBa OMACHOCT — JIOKOJIKY € OcJO00JIeHa OJf YyBCTBOTO Ha
OJrOBOPHOCT, O]l CIIOCOOHOCTA 3a MpEeABHIYyBamke Ha mnocienuuure (YpoueBuk
1988: 245). Opaa 3alenemka no6po ro wiycrtpupa ['pudun — Herosuor
,»TIPOHAjIOK* (HEBHUIMBOCTA) OCTaHyBa KOPHCHA CaMO 3a HEr0 W HaMecTo Ja
TpuyMdupa Kako Hay4HUK, TOj C€ OjJ[aBa Ha HeraTWBHATa BAJICHIMja Ha CBOETO
€ro, MPOEKTUPAjKH IO HaZABOP 01 ce0e KaKo THPaHuja.

AKO TH 3eMeMe TpEIBHJ CHUTE TPETXOJHO ONHIIAHW CIIEHH, BO KOH
JOMUHHpAIe KOMUYHOTO, TOTaIll HEHA/ISJHHOT U HABHCTHHA HEOYEKYBaH MIPECBPT
KOH CEpPHO3HOTO ja MEHyBa ,JecHaTta™ atMocdepa Bo armocepa Ha 3aKaHa U
TEMHHMHA; TyKa ce€ JIOBEeAyBaaT BO Mpallalke HWHTeHUuHTe Ha ['puduH u ce
MOCTaByBa MpaIlameTo JaI THE C€ HABUCTHHA OCHOBAHW M JIAJIM HEKoTall Ouie
anTpyucTHUKy. Jlpyra nunema e u gajau yOUCTBOTO MOJKE Jla Ce OTpaBa, ako 1eJITa
€ Ja ce TOCTHIHE JMYeH TpUyM(} M M3IUTHYBame Hal Apyrure. Jlanu Herosarta
usjaea: ,,Ho jac He cym 3a 3ai1yaHu yOUCTBa, TyKy 3a mpaseanu‘ (Bemc 2010: 95)
He e caMmo Jpyra ¢opma Ha  pacKOJbHHKOBCKara muwiema? OAaroBopor Ha
mpaliamaBa € TECHO TOBp3aH CcO KoHcraTauujata Ha Kom gexa pomaHoOT
Heesugnusuoin wosek nipercraByBa mapadoina 3a mokra (Cole 2020: 137), omHOCHO
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JIeKa POMaHOT MpeTCTaByBa ,,rpoTeckHa pomanca® (Beiderwell 2005: 117).
Usrnena nexa I'pudun caka na 3aBnagee MpBO cO AJIUHT, a MOTOA U CO LEIUOT
cgeT. IIpobnemot e mTo oBaa HeroBa amOMITHja TOBEKe HANMKYBA JeKa Ce JOJIKU
Ha cJerma Bojja 32 MOK, a He Ha HEKaKBa YOBEKOJpYOHMBa MOTpeda CBETOT Jia ce
JIOBEJIC BO PEJI, WU Ha IyTeTO J1a UM CE MOKaXe ,,BUCTUHCKUOT'® MaT.

3 3axkmy4ok

Bo TpynoB He Oea HaBeIeHN CHTE MPUMEPH BO KOU YyJHOTO € MOBOJ 32 KOMHYCH
edeKT, HO Toa u3riena Jaeka He Oemre HU NoTpeOHo. BepojaTHo ce HemoTpeOHU U
MOOTICE)KHUTE KOMEHTapy 3a HEKOM PEIUIMKH Ha JIMKOBUTE, 32 BO HUB Ja Ce
nperno3Hae MOTCHIMjaTHHOT KomudeH edekt. CTUIOT Ha muinyBamke Ha Belc,
HAYWHOT Ha KOj TOj TM MIPETCTaByBa CBOMTE JIMKOBH M TH BOBELyBa BO JI€jCTBOTO Ha
POMAaHOT, OTIMNCHUTE HA OBUE JINKOBH M, 0COOCHO, HUBHUTE TE€CTOBH, JIBIDKCHATA HA
TEJIOTO, 1A [ypH U TOBOPOT HA TEJIOTO, KOj YATATEIIOT JIECHO MOXKE J1a TO 3aMHCIIN
OnarojapeHre Ha ONUCHTE BO TEKCTOT, MpaBaT KOMHUYHHOT edekT na Oume
OYMTIJIENICH caM Mo cede, MaKo 3a J1a Ce YBUIU € MOTpeOeH CEHC WM YyBCTBO,
OZTHOCHO pa30Hpame Ha KOMUYHOTO O] CTpaHa Ha YuTaTenoT. Bo pomanot Ha Benc,
KOMHUYHOTO HE TOCTOU M30JMPAHO Of CEPHO3HOTO U THE TyKa C€ COMOCTABEHH M
MOCTOjaT Hau3MeHnYHO. Ho, cepruo3HOTO, BO YCIOBHUOT BTOP JIe7 HA pOMaHOT, HE
MOXe OJHAIIPe/I Ja Ce NMPEABUAN U MPETCTaByBa U3BECHO N3HEHATyBahe, KOCIITO
BJIMjae BP3 TEKOT HAa HACTAHWUTE U I'O MEHyBa KOMHUYHHOT TOH HAa POMAHOT BO
(mmo)cepuo3seH.

YyIHOTO € MPUCYTHO BO M3rIIeA0T Ha ['puduH, Bo HeroBara 00JeKka, HETOBUTE
TeCTOBH, HO ¥ BO JIEJHOCTA IITO T'O HOCH BO CENOTO AjIUHI; CHTE OBHE
MCTOBPEMEHO MOJKAaT Ja OWaT MOBOJ 3a KOMHYHOTO, TOKMY TOpaad TOA INTO
OTCTaIyBaaT OJi OHA IITO € CEKOjJAHEBHO BO CEIOTO U IITO € HOPMHUPAHO KaKO
npudatimeo U HopManHo. CHTe THE ce KOMHYHH 3aT0a ITO OU Tpedaso na ouar
CTpalllHy, HO He ce. Kako nmpeMHOry aconmjaneH, CBpTeH KOH cedecr M KOH CBOjaTta
MHUCTeprO3Ha pabota, [ puduH 3a celaHuTe He € HUTY NpU(ATIMB, HUTY HOPMAaJICH.
ITopagu oBa, HeroBaTa 4YyJHa II0jaBa, HAMECTO Jda OWJE TOBOJ 3a CTpaB, 3a
YUTaTeNIOT (HO HE M 3a JIMKOBHTE) CTaHyBa MOBOJ 32 CMea, a TOa Ce JIOJDKU Ha
HAUYMHOT Ha KoOj Benc ro mpercraByBa oBOj cBoj JnHK. [locrankute wim
MEXaHU3MHTE 3a IPaJICHhe Ha JIMKOBUTE C€ CBECHU U TUIaHUPaHH, 11a Besc HamepHO
ro npeTcTaBmwi [ puguH Kako eJIeH BU]] CMELIeH OTHaJHHK, CO LIeJI IIOCTETIEHO Ja ja
rpajy HeM3BECHOCTa KOja KYJIMHHUPA BO BTOPHOT JI€JT HA POMAHOT | JIOBEIyBa /10
npecBpT. [IpecBpTOT € Heo4YeKyBaH M, MHOTY Op30, KOMHYHOTO € 3aMEHETO CO
CEepHO3HO, CO LITO HAaWMBHATA NojaBa Ha [ puduH npepacHyBa Bo Gurypa Ha MOK U
cTpas. Besic ro BoBemyBa IMKOT Ha TOKTOPOT KeMIT Kako MpOTUBTEXkA HA JIYIHI0TO

3 Xanposcka knacudukanmja Ha caMuoT Beic.
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Ha ['pudwmH ¥, HA TakoB HAYWH, TOCTUTHYBA €ICH BHJ paMHOTEXa Koja HE
JI03BOJTYBa arcoNyTHA 00eaa Ha 3710TO.
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Crarujata € cocpeloTOYeHa Ha XEPMEHEBTUYKO IPOMHCIYBambe Ha Jyror kako
0JICONOPHUYEH, CUMOOIMIKO-apXETHIICKH, T€OITOSTHYKN W CEHTHMEHTAJIEH TOIOC BO
nmupukata Ha Makcummijan BonomwH n Ha Hukonaj ['yMmIb0oB — KIlacHYHH, HO U
amapTHU (UTYpH BO KHIDKEBHOMCTOPUCKATA OTCEUKA Ha CpeOPEHNOT BEK Ha pycKaTa
noesuja. [loarajkm on mnpemMHCHTE 33 MHCTHLIM3MOT Ha Jyror, CeMaHTHUKHTE
HHUjaHCHpama Ha (PEHOMEHHUTE Ha er30THYHOTO U Ha Jlpyrocra, Kako ¥ CUMOOIMYKaTa
nosjuBaneHTHocT Ha CoHuero u Ha Mopeto, ce ucneayBaar (acuuHanujara on
apprKaHCKUTE KyITYypH M NpUpoAaTa BO CTHXOBHTe Ha ['yMIUBOB, Kako u
OMYMHETOCTA OJf MCTOPUCKUTE M MPHUPOJHM COKPOBHIITA Ha MeauTepaHOT BO
nej3akHara JUpuka Ha BosomumH. OtraMy mnpousiieryBaaT 3akiydolMTe 3a
CYIITHHCKATa poJija HAa CTPAaHCTBYBAWKETO, UTPaTa CO TpaHUIUTE Mely (u3NYKaTa U
MMaruHapHara reorpaduja, poMaHTHYapCKHOT ecKamu3aM U (hEeHOMEHOJIOMIKUTE
paciojyBamba Ha XpOHOTOIICKAaTa JeTepMHHaHTa Ha Jyror, BO Hej3MHATa
ceMaHTH3aIMja Kako MeTadu3nuka METOHUMHja 3a OouiepoBckoto Hemosnaro. Bo
JIOCITYX CO TI0jI0BHUTE NPEMHCH, TEMAaTCKOTO IIPOHUKHYBAME TH JIOKaXKyBa CHIIHUTE
CTpyH Ha reorpadckaTa UMarnHanuja Bo JupHukara Ha Bonomms u Ha ['ymMHIbOB, KOU
ja OTeJIoTBOpYBaaT HjaejaTa 3a MUTHU3AIMja HAa Yy JECHUOT U MUCTHYEH JyT.

Kayunu 300poBu: Jyr, maTyBame, er30TU3aM, XpOHOTOII, Teorpadcka nMarnHammja
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HELIOTROPIC COMPASSES: THE SENTIMENTAL
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The South is a profound odeoporic, symbolic, archetypal, and sentimental theme in
the verses of Maximilian Voloshin and Nikolai Gumilev — two classical and eccentric
figures in the literary and historical period of the Silver Age of Russian poetry. This
article illuminates the mysticism of the South and delves into understanding the
symbols of the Sun and the Sea, while exploring the fascination with African culture
and nature in the verses of Gumilev and the enchantment with the historical and natural
treasures of the Mediterranean in the topographical poetry of Voloshin. The article
explores the essential roles of wanderlust, Otherness, the boundaries between physical
and imaginary geography, romantic escapism, and the phenomenological
understanding of the chronotopic determinant of the South as a metaphysical
metonymy of Baudelaire’s Unknown. Consequently, this thematic interpretation sheds
light on the strong currents of the geographical imagination in the poetry of VVoloshin
and Gumilev, which epitomize the idea of the South as a miraculous myth.

Kayunu 360posu: South, traveling, exoticism, chronotope, geographical imagination
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1 Comnor 3a Jyrot: Iloetn - mreanum Ha Conuero u Ha Mopero

Jyloiu e cekaBame 3a cekaBame. J)Ioili € CIIOMEH 3aKIy4yeH 3aJl HEBUIMBA Bpata.
Knydor e 3aryben. Iloeture ro OTKpuBaar TOj apXETUIICKM KIyd HU3
ceHiuMeHiuanHaiia anammne3a Ha Heilo3naiioilo BO OJICONIOPUYHUTE H
MMarvHapHU NaTyBayky aBaHTypu. Ha 3ame3oT Ha XIX Bek, Bo cpedpeHara cTpyja
Ha pyckara JHMpHKa, K€ ce I0jaBaT IBE BOHPEIHO EKCLUEHTPUYHHU JMYHOCTH —
JBajlia moeTu — 3aHeceHud. Makcumuinujad Bosommn (1877 — 1932) u Hukoonaj
I'ymmboB (1886 — 1921). Connero 1 Mopeto, BO HUBHUTE CTUXOBH, c€ OJIU3HAIN
Ha beckpajoiui m Pajoii. Bo xommacute Ha OBHE IOETH CE€ BPTH po3aTra Ha
OCOHYCHHUTE, HECKPOTJIMBU W BOJIICOHM MOPCKH BeTpoBU Ha Jyioiu. Toa ce
CTUXOBH KOH JIUIIAT BO €HO BEUHO OHTOJIOIIKO M METaU3UIKO OECIIOKOjCTBO, BO
elIeH TpeckaBW4eH mal de vivre, MTO TH Pa3OlHyBa eapara Ha KOpaOOT Ha
aBaHTypaTta. OBHE MOETH, AypH M BO IIYMOT Ha CTapure reorpad)CKu Kapru,
OCJIYILLIHYBAaT {O6UK 3a Uaillyearse.

[Toetot e n0Bew Ha beckpajoiil, 3aA YMU U3MATIUHU ce Kpue Heilo3uaitioitio —
0e3 pas3nnKka Jany e Toa Hebo uau ag — Kako mro ormnacu boanep Bo ,,IlatyBame™.
Cropen I'acron barap, ,,MOpeTo € Cka304HO”, 3aTOa IITO MUTOJIOTHjaTa Ha
MOpPETO ja COOIIITYBaaT ,,yCHUTE Ha MAaTHUKOT INTO TH Ipe3eMa HajlajeuHhTe
natyBama. MopeTo e oHa IITo TH co3nana ganeunante  (Bachelard 1942: 177). bes
COHOT 3a MOpPETO, He OW IMOCTOEN HUTY COHOT 3a heckpajoin. IlaTyBameTo €
MeTaduznyka Tpoma: eyQpoprudeH npkoc KoH Bpemero, KOH KOHEYHOCTA; BO3IIIaC
32 OCBOjyBamb€ Ha HECO3HAJHUOT ATICOIYT, OTEJOTBOPEH BO XHUEPO(PAHUYHHUOT
cumbon Ha COHLETO M BO MHUTH3MpaHaTa Mpaciika 3a MOPCKHOT TauHCTBEH
kocMmoc. COHIIETO € METOHMMUCKH HJeoTpaM 3a JyToil, Kako MeTa(QU3nIKH KOITHEX
no Heiiosnaitoitio. Conuiero xako mundi oculus, kKako mTo To uMeHyBa OBUIH]
(Ferber 1999: 210), a Bo nTonoMejckara aCTpOHOMCKA IMaruHaIrja ce mouMa Kako
IUTaHETa, BO YHjAlITO ETUMOJIONIKA CPXK Ce KpHE CTapOTrpPUKOTO 3HAYCHE 3a
‘rankaq’ (ibid, 212). TloeTWre maTemieCTBEHUIM, BO XHOpUCHATA HWIpa Ha
ABaHTYPUCTUYKHOT €CKalM3aM, ce Ap3HyBaaT nda ro mnoapaxkasaar CoHLETO.
[laTyBajku mo TparuTe Ha jy’)KHUTE BETPOBH, BO KOIHEXKOT Ja ja HCKycar
TUTOBHOCTA Ha JTAJICYHHUTE, CTAHYBAaT HErOBH COTIEPHUIIN, HO M HETOBH OJIM3HAIIH.

Bo yTONMMCTHYKHOT M MMAarojomKH HMMardHapuyM, MHUTOT 32 AHTHUIIOJUTE
npemiara imago mundi, Kajae 3araouHuoOT (eHOMEH Ha reorpad)cKoTo gpyiage e
CIPOTHUBCTABEH Ha MpEJIENIUTE Ha IMO3HATOTO, IIITO € CO3BYYHO CO ,,[TUTAropejckara
JIOKTpuHA ¥ wuaejara 3a antusemja” (Hyuepa 2006: 165). 3aroa, Jyioii BO
cTuxoBuTe Ha BojomuH n Ha ['yMHIJb0B € BomnieOHa TpaHCLEHAeHTHA 0ajKa, 3a]
YKja TAMHCTBEHOCT € 3aKITyYeH COHOT 32 €J[Ha JApyra BCeJieHa.
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2 PasrmegHunm of jy>KHUTe MOpHba

CeHTHMeHTaJHATa aBaHTypa Ha CTHXOBUTEe Ha MakcumuinjaH BosommH e ga ja
yIIOBH HEBHIMBATa CKa3Ha HAa MOpeTo. CYNTUIIHUOT €KCIPECUBEH CEH3NOMIIUTET,
BO OBaa JIMPHKA, ja Ipeodpa3yBa OETHKATa Ha MAaTyBamkbEeTO U BO JOB Ha LPTEXHU
Ha MUHJIMBaTa, a TA)KHA yOaBHHA.

Bonommn e moer muctuk. CeHKH Ha op(dejcKu MUCTHIIM3aM MPOBEjyBaaT BO
HEeroBaTa KOCMHYKa MMarvHaiuja. Toa € HOoeT IUTO ro 3Hae 3ayMHHOT ja3uK Ha
OpaHOBHTE, Ja3UKOT Ha KAMEHOT, jJa3UKOT Ha MOJIEbUTE M Ha BeTpOBUTE. BomommH
T'H CJIMKA CTUXOBHTE BP3 (JOHOT HA €CTETHKATa HA MEJNaHXO0JljaTa, BO MACTEIHO-
KOHTEMIUIATUBHAOT  JIAMEHT 32 yCIHeHWTe BeKoBU. [lpusBynure Ha
ucropuocopckara® enermuna pedruekcMja M THOCTHYKMOT MUCTHLIM3aM C€
mpeseBaat, BO €y(hOHWYHU €Xa, BO HEroBaTa TeMaTCKO-MOTHBCKA OIMMYMHETOCT CO
el3omuyHUow Muciuyusam Ha Jyloiu. Jy>xHUTE MOpUEA, BO COHOT Ha BosomuH,
My WCIpakaaT BETPOBH CO CTHXOBH IITO MPOSHPHO Imymar M Omamaar. Ce mTo
Tpeba ma cTopH, pa3dyeH, Torall, OBOj IOET Bp3 XapTHjaTa OpoceHa O MOpcKaTta
BJIara, € Jja TW pa3jiue MacTeJHUTe OOW Ha COHJIMBATa MEAUTEpAHCKA Tara 3a THE
BETPOBH J1a c€ OBOIUIOTaT Bo 30opoBu. IIpexapar MarBeeBuk, co Myzpa
3araJIoyHoOCT, ke m3pede aeka ,,MeaurepaHot e cynouHa* (2001: 85). besapyro,
[Napkute, cynOuHaTa Ha OBO]j TOET, ja MPEAOAPEINIEC COMHAMOYJIHO Ja ce JiyJia
Mmery Coniero 1 Mopeto. boute Ha CHMOOJTUCTUYKO-TICj38KHUOT CEHTUMEHT, BO
MeAWuTepaHcKaTa majera Ha BosomumH, Bapupaar BO MMa)XKUHHCTUYKH WUIPH HA
CBETIIMHATA, Mel'y UYETHPUTE EMIICJOKICBCKH MAaTepHjalH OHTOJOIIKK chepu.
CrtuxoBuTe MpUIOOMBAAT CTYJICHHUIO Ha MPUTYIICHH, IECOYHO-OCOHYECHH 3JIaTHH
0ou, IpeseBajku ce BO CHHUTE, €DUPHU HCIapyBama Ha MOPCKUOT, MarjlOBUT
BO3AyX LITO I'0 3aC€HYyBa MPaMOpOT O] KOj IIyMH COHOT Ha IIMBUJIM3ALUUTE, 32
Jla TIPCHAT BO YCBUTEHH, €y(OPUUHM OTHOMETH O] IIapEHUIIa Ha KpajOpeKHHUTE
pacTeHuja v IUI0I0BH KOH TOpaT I0]1 BYKapEHOTO COHIIE, IITO Ce M3MHBA U 3aCIHBa
BO AaKBAaMapWHCKO-CMaparJHUTE KaJIeIMOCKOICKH apabecku Ha MOPCKHUTE
KallpuIMO3HW OpaHoBH. BoJIOMH € MMoeT KOjiIITo € OdyJlieH, YIUIAlIeH, a
€IHOBPEMECHO M BO OKYJITHA €KCTa3a, 3aHECEHO BCIYIIaH BO KPUNTOGOHHIHUTE
IJIACOBU Ha MOPETO.

MoperTo e ,,MecTo Ha parame, mpeodpaszou, u npepoadu (Chevalier, Gheerbrant
1990: 623). Kako mro ce Tpara 1o HIapeHH IIKOIKW U ctapu amdopu, Taka U
Bosomn cBonTE CTUXOBH T HA0Ta POICHHU Ha IECOUHHTE Kpajopexja. Pogenu on
MoOpcKa neHa — kako Benepa. Kako HezemMHM U3HeHaau Ha COHOT. ,,Ilog Heb6oTO Ha
Wranuja, pomenu cre Bue, / MOU CpeOpeHH MeCHHU!™ — BOCKIIMKHYBaaT CTUXOBHUTE
MOCBETEHH Ha 3eMjaTta My3ej, POJCHHU O] ,,01eCOK W CBETIIMHA®, ,,IPOHIDKAHH CO
conues xap*.? 3a Bonommn, Jyioill € Ipeaen KOH Koj JIeTcKaTa MeuTa O6posu ,,co

! Yctopuocodcku/a — aBTopkaTa ynaTysa Ha 3HA4€H-ETO HAa cMMOMO3aTa Mel'y ucTopujaTa
n ¢unocodpujara/myapocra (ox rpu. sophos/sophia), morouHo Ha @urocodujama Ha
ucmopujama, MOLITHE CIIMYHO HA TEPMHUHOT Teo30¢uja/Teocoduja

2 TIpeneBoT Ha CHTE CTUXYBAHHM OJUIOMKH OJ1 PyCKH Ha MaKeIOHCKH ja3uK € Ha aBTOPKATa.
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CTpaB MHUCTHYEH U uyAeH . [IoBUKOT 3a maryBame KOH Taa 3eMja O COH U BpeMe,
MOETOT MAHTEUCTHYKH TO OCIyIIHYBa W BO HajTUBKUTE IyJICalld Ha
cenponukHaTtoTo 6utne Ha Kocmocor: ,,Kon Urammja! — rpoMko euun B ciyxot, /
Kon Urammja! — ntumnure mu neat®. [loeToT HEBO3APIKIMBO ja CIIyIIa 3alOBETA.
CoOHOT ro MOBHKYBa KOH NpEAEINTE CPOJHH Ha Mej3axkuTe Ha ApHou bexnuh,
T€j3aKu 0] ,,TeMjaHyIIKH, HPUCH U PO3U ™.

WranujanckuTe TpajoBU HE CE TOJIKY I'PaloOBU KOJIKY UyAE€CHU OKHBOTBOPEHU
CIIMKapCKHU TUIaTHA. ["pajjoBu — CIIMKH, IITO OKHUBEaje MoJ YeTKUTE Ha THHTOpETO
u Ha Beponese. Ctuxosure Bo ,,BeHenynja“ nmpo3BydyBaar Bo KaJ€HIM HA TaXKHO-
pamocHa Oapkapona. Iloeror Opoau HU3 BEHEIMjaHCKHUTE YJIMYKH, TaryBajKH 3a
CMpPTTa Ha BPEMETO IITO racHe co 4ekopoT. lIpoctopor m armocdepara ce
3TyCTyBaaT BO caMpayHaTa HEMOJBM)KHOCT Ha 3araJovyHaTa IMoJyTeMHUHA. SBOHU
IITAMYHT Ha BEPIICHOBCKO-CIUTMHOBCKA Tara, Ha MmoiryconuB mal du siecle. Cé Bo
OBOj Tpaj ce KpIh Mely CTakjiaTta Ha jaBeTo M BooOpa3bara Ha OoexivBara
MenaHnxonuja. Bp3 miatHoTo Ha Tpamor ce jenear ,,ppeckure Ha Opkama“,
HUKHYBaaT ,,u3pe30anu Qacaau, MapeHu 3[aHdja‘ mro Oyieckaar BO ,,aJOBHOT
moskap‘‘ Ha 3aye30T. BeHelyja e rpaj Ha COHJIMBATA 3aMETyIIEHOCT, Ha YMOPHHUTE
Oneconu Ha He0OaTa BO 3mMaTHM Marid. Hax kaHanute W TOHIOJMTE MaraaT
,,OECKOHEUHOCTa Ha TAXXHOTO CBEHYBame“ U ,,6CEHCKUTE W MEJIHU CEHKU Ha
Tummjar®. I'pax — eneruja 3a MUHIUBOCTA, 32 HEYMOIUBOTO HCUYe3HYBame. | 'pan
o0JiedeH BO KONpPHHATA Ha 3aJIe30T, KOj IIOCTOM CaMo 3a Jja Taryea u 3a Ja Ouue
KpaceH — eqHOBpeMeHo. ['pax Ha yOaBara ymopa, MOTIPEH Bp3 OOpavyoT Ha
,,BEUEPHOTO COHIIE" IITO rOPH KaKo ,,IpBeHa paHa“. Bo BeHenuja, HacaukaHa BO
JeKaJICHTUCTUYKUTE HUjaHCH HA WTaJIMjaHCKaTa Tara, IOeTOT OTKpUBa HEMO3HaTa
JIBOjHUYKA. BeHelnja cTanyBa HeroBa OJM3HAYKA.

Bostommu matyBa BO MpOCTOPOT, HO OBOj MOET OM ce CIOXKMWI Jeka Ou Ouio
MHOT'Y TOBO30YUIMBO Jja C€ MaTyBa HU3 HEBUUIMBUTE MOPHIbA BO UYNU OPaHOBU ce
cpoayBaaT Bpemumata. Bo ,,Ha ®opymotr®, noetot ¢ BpcHuk Ha KukepoH u Ha
AjHej. MHCTHYHOCTa Ha TPOCTOPOT T'M M30JiedyBa OHTOJONIKMTE KOHTYpHU Ha
00jeKTUBHUOT XPOHOTOIL. 3allYeHUIIMUTE BO MEXAaHM3MOT Ha HCTOpHjaTa ce
u3MectyBaar, 3acnuBaar. Ce 30uaHyBa Metadu3uuka cpeaba mely BpeMumbara
IITO HE ce MMo3HaBaaT Mery cebe. DopyMOT € MECTO 0J1 Kajie BpEMETO € MPOTOHETO.
Toa ce cTUXOBM KO HAIIOMHYBAaT Ha CTapy, U30JieIeH: pa3riieAHuIy. [1oeToT, Bo
¢mocodcKu TaMeHT, KaKo apXxeoJor KOj 1o/ YpHATHHUTE ro 0apa MpHU3paKoT Ha
BpPEMETO, IpTa anoKpu(HU ceKaBamba 0J1 HeOKUBEaHOTO MUHATO. OBHE CTUXOBU
ce HEKHO H3pe30aHu MpaMOpHH MHUHHjaTypd — JIBOJHHIIM Ha XpPaMOBUTE,
NEPUCTHIINTE, TeaTapckuTe cieHr Ha Ctapuot Pum. Bosomms ru npra kameHurte
3MaHMja, ceeueHaitia pocitipa Kaae ,,ropoperie Kukepon / maBHo, y0aBo 1 japko®,
BEJIMKOJICITHATA Tara Ha CPYIICHUTE CTOJIOOBH, HU3 KOU CE M3MOJIKHYBAaT IIApEHH
T'YIITEPH, KOU OM MOJKelle J]a CH MPUITOMHAT Aypu U Ha Pomyi u Pem. [Ipocropure
U BpEeMHI-aTa ce 3aCUTYBaaT CoO CBETIMHA; c¢ JOOMBA JIETHA CEHKA Ha CBEYCHOCT.
Berpor Ha ucropujara ru pasHecyBa AMMHUTE Marjid Ha CBETJIMTE OIHOBM Ha
puMmckure Becranuu, 3a omenHam ga ce orjacaT yTPUHCKUTE KaMOaHapuu U
LIpKOBHUTE XOpoBH: ,, 1 ®opyMoT Momrun. / YTpHUHCKH cjaj riiefaM jac. / B mmpra
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HareB ce Toun: / Ave Maria!‘ — rmee maTHHKOT, 3aTajTKaH BO MIPEaesT Kaje IMeCOoInuTe
Ha MCTOpHjaTa, BO KOCMUYKaTa KJICNCHIpa Ha BPeMETO, CTpyjaT BO €HUIMaTa Ha
HEpa3penuInBUOT JaBUPHHT.

Cropen Buxrtop Ceranes, ,,er30THYHOTO C€ COEAMHYBa CO MHCTEPHO3HOTO
(Segalen 2002: 37). Bo ,,/lenoc®, maTHUKOT €O BUyIEHA 3ayMaHOCT TO IMpalryBa
AmnosoH: 3omTo 0/ cuTe COKpoBuINTa Ha Enana ro u3dpa KaMeHUTHOT, CKPIKaB CO
Oou, J)KapoK Kat, 3a CBET mnpecton? BoiomuH e ciukap Ha CKPHEHHOT KUBOT Ha
CTEOJIMHKUTE BO SUAHUTE HUIIM Ha CpyIICHUTE cBeTWiIMIITa. [loeT HagHeceH Haj
Oe3nmHaTa Ha MUHIMBOCTa — YIUIAIEeH O Hea, KOj BO HWMarMHaTUBHATa
TpaHCIEHCHIIM]ja HAa BPEeMUbaTa KOIHEe Ja ja yJI0BU yOaBHHATA KOja HEM30eKHO
€ JieKa Ke ce CpPOHH BO pakaTa Ha MOPCKHOT BeTap. Bo Toj mpenmen Ha ,,MOpPCKH
KapIyu CTPMHH, IOETOT, BO CHOBHJICHUE, T'0 TJieaa Peb kako J1edau BoO HeOSCHUTE
BHCHHU, HU3 KOM CE€ HM3BUIIYBaaT ,,JUMHHUTE OJNTApH NPHHU, KOU JTUKYBaaT BO
Herosa cnaBa. [loeTor, BAXITYBajKH TO TEMjaHOBHOT KaJeX, TH JIOBH, BO CITyXOT,
MOA3CEMHUTE TIJIAaCOBM Ha MPTBUTEC BCKOBU — 3arjiciaH BO MOPCKUTEC BUAWILH,
3agyMaH HaJ MeTadu3niKara [paMa Ha BPEMETO.

Mopeto Ha BomommH e HOkHa mamata Bo koja xwuBee Conmero. [loetor
MOCAaKyBa, BO SBE3/IeHaTa MarMa Ha MHHHjaTypHHUOT JIUPCKH I[PTEX, BO CBEYEHOCTA
Ha 3aJIe30T, J1a YKpaJie Makap eJeH 3paKk pacTBOPEH BO MOPCKUTE AajeunHH. Toa e
MUTHOBEHHUOT TTOBTEXK Jla ce COBiaja ranornoT Ha COHIETO U Ha OpaHOBHTE, /1a ce
COBIIaZla HEBO3MOXXHOTO. MOpPCKHUTE Ti€j3aKH, BO CTUXOBUTE, CE MOUTPYBaaT Cco
CEHTUMCHTAIHUOT TEMIIEPAaMEHT Ha BCEJIEHCKOTO OWTHE Ha MOpcKaTa IIup.
Hanmatu kpamat muroBu on OypHara envika Ha MOpETO, OJi CIMKWATe Ha VBaH
AjBa30BCKH, 32 OfIeTHAIII, TPECKOTHUTE CUM(OHIH Ha OpaHOBHTE J1a CE YCIIHjaT BO
KOHTEMIUVIATUBHU IACTCJIHM KAaHTWUJICHW 3a CaMpadyHHUTE MOPCKU HI'PU, WU BO
CaKpaJH{ JIUTAaHUH 32 IPKOCHATA BEIMKOJICTHOCT Ha TajHUTE O0peIN Ha MOPCKUOT
Oeckpaj.

Bo mMenanxonuuHata manera Ha Jyloiti ce TIpeneBaaT 3€JeHHUTE, KOITHTE U
CHHHTE CEHKHM Ha MOpPETO M Ha cBeminHara. Mopckara cuna 0oja, criopen
BonomwH, M OTEenmoTBOpyBa ,,BO3MYyXOT W AYXOT, MHCJIAaTa, OECKOHEYHOCTA,
HEMO3HATOTO, a cojapHaTa Jcoitia TPOCTOPUTE T'M O0JieKyBa BO ,,COHIIE,
CBETJIMHA, BOJIja, cCaMOIIOo3HaHue, napctBeHocT (1988: 292). Jyioiu, yecto, BO OBHE
CTUXOBHU, TPEIICPH KaKO CJICTUYHO, aKBAPECITHO-UMIIPECUOHUCTUYKO 1 HOCTAJITHYHO
ceKaBame, MIIM KaKO COH BO KOj € 3aCOJIHETa TajHaTa Ha OecKoHeuHocTa. Bununmre
ce oMereHr. MopeTo ¥ He0OTO T'M COIIMBAaT CHHUTE paclieHeTH 1arHa. M obere
0ECKOHEYHOCTH T'O KaHAT TI0ETOT J]a TOTOHE KaKo MaJ, epUPEH akopJ BO HUBHUOT
KOJIOPMCTHYKH OpKecTap of co3Bydja: ,,Ce meHart Janru, / BeTap najias MOBHKYBA,
/ BO3IMB BOJIEH / M CpLETO JIMKyBa“. MopeTo € XHU3HEpaloCHO, MyEepHSIHO U
HEMHPHO MTPOTEjCKO OOKECTBO, HO ¥ TAMHCTBEHO OTJIE/IAl0, BP3 KOE, HAJIHECYBajKH
T'0 JIMIIETO, BO OpaHoBHTE MITO POChOpecupaar moj1 3paure Ha COHYEBUOT 3€HUT,
MOETOT HE CPETHYBa ABOJHHK, TYKy 3arajodyHo JHIE Ha OECMpPTEH KOCMHUYKU
BOJIIIICOHWK, YHj TIOTJIC] ja 3aMp3HyBa IPOCTOCMPTHATA, CCHUIIIHA MEYTa 3a
3eMHHOT Oeckpaj. Cemnak, OBOj MMOET CTPACTBEHO JIMKYBA | MPE] MOPCKUTE OYpH, U
npeJ MUTOMHTE, CaMpadyHy TaHLU Ha OpaHoBUTe. MopckuTe 1ej3axu Ha Bomomma
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Ce aKBapenu Ha IMONyNpeMOJYeHaTa TajHa, HAa METaHXOJMYHATa IIPENIeCT BO
MeTapU3MIKOTO AOXKUBYBamke¢ Ha BPEMETO IITO CE JIyJia BO NPWIMBUTE U BO
ommBHTe. Toa ce 1mej3a)ku BUAeHN HU3 3aMaTeHUTE MOy TOHOBH Ha KpajOpekHUTE
CIIMKH, HU3 SUIOT Ha MOpcKaTta Kamka. CBEeTOT Ha MopeTo, BonommH ro 3akimydyBa
BO CYNTHJIHH CJIMKH, YJIOBEHH BO HCNIApyBamaTa Ha yTPUHCKUTE Mariy HaJl Operor.
CtuxoBuTe, BO KOHM MOETOT TO KaHH MOPETO, CE€ O3BYYEHH Kako OOpenHH
MOBUKYBamka HA MOPCKHMTE TyXOBU HAa OCOHYEHHOT JyT.3

Bo ,,TaBpuaa“, HU3 jy>KHUTE KPUMCKH MPEIEIH, TIOETOT OPOAM MO TparuTe Ha
Apremuna. Hejsunure oarnacu crujat BO COHOT Ha OpaHOBHTE, BO IIKOJIKHUTE, BO
KaMmemara. HOKTyparHHOT npTex nmpumoOrBa enernyHu exa. TaikadoT Tarysa 3a
BpeMUmbaTa MTo M3MUHaNe Oe3 /la ro mo3HaBaar. Hokra e momHa co ,,THITUHA U
OnaxeHCcTBO uynHO . Ho, moeToT ce cpeTHyBa co yTemHo co3epiianue. Hokure Ha
TaBpuma ce obnekyBaaT BO McTaTa THIIMHA CO Koja Oiieckale 1oj YeKOpPHUTe Ha
cecTpata Ha AmoioH. MU3aHCIIEHOT Ha CETalllHOCTa OTCTAIyBa Ipea COHOT Ha
MHUHATOTO. ,,J1 1ymaB jac: Tu i cu Toa, o TaBpuna, / 3eMja Ha OOTOBH, IPOTOHETH
U CcTapu™ — TO BO3HEMHPYBa, CO BOCKJIHK, COHOT Ha MOPETO, CKUTHHUKOT IO
MECONUTE Ha HOKTA, a BCIYIIAH BO My3WKaTa HAa TPAaHKUTE HAa KHUIIAPHCUTE, Ce
3ampainryBa Jainu cBeTiaTa TaBpuma ce cekaBa Ha Miagailla ceellilieHuyKa, Koja
,,JIOJITH JIeTa B COJI3M M 0O TW OIJIaKyBalle ,,TUe HAIMyIITCeHW OpPEroBU POAHU .
Bo mopeto, Bo oBaa mpuKa, € OTEIOTBOPEH KOCMUYKHOT I'eHHj Ha HCTOPHjaTa, Koj
Ce cekaea Wl HA OHA IITO OWJIO W Ha OHA mITO Ke Oune. Bo OpanoBure Ha TaBpuma
TUTOBEIT 0/Ipa30T Ha APTEMUJIA, UCTO KaKO IITO BO OPaHOT ce MpeIKa U OJpa3oT Ha
Ta)KHOTO JIUIIE Ha MOETOT.

[loeroT rm 3Hae cute TajHu HA MopeTo. Toj 3Hae aeka Mopeitio € TparudeH
JOJIBOpPYBad IpeJi TAaMHCTBEHHOT, TEMEH MOJK Ha 3emjaitia. Bo ciukute Ha
»3eMjata u Mopero”, BosommH ja 3aknydyBa (peHOMEHOJIOTHjaTa Ha OHA INTO
MartBeeBuK JIYIIIHO TO IOMMA Kako ,,Apamarypruja Ha mopeto™ (2001: 26). Bo
MUPaKyJTU3UPAHOTO, JAHMjaJONIKO OOJIMKyBake Ha CTHXOBHTE, IIOCTOT ja
KOHTEMIUTUpA JHjajeKTHKaTa Mely BOJICHHOT M 3€MjEHHOT apXHEIEeMEHT, KaKo
KOCMOIJIOIITKA JipamMa Ha CeITPOHUKHATUTE CO3BYYja U KOHTpacTu. Mopeitio, ,,cO THX
OpaHOBHUT IpoXOT™, BO OMUMHETO NpU3HAHHE HA HEroBaTa JbYOOB, ,,0/1 NCKOHH
BOCKJIMKHYBA npe] 3emjaiua: ,,O 30I1TO MOJIYHII / IPE]T MOJIOUTE MOM BEYHO?*“ A,
3emjaiia, mWTO ,,Ha COHIIETO JIacKa IOJ CjajoT, / HACMEILIMBO Ce cMee™ —
TauHCTBEHO U HEyMOJINBO Morud. OBa € Majia poMaHTHYapcka OanaanyHa 0ajka 3a
apxeTUIickatTa W BEYHO Hego3spailiena syboe Ha Mopeitio KOH 3emjaiua.
O4y1yBauKHOT TEMOp Ha JIMPCKOTO COOUTHE TO OCBOjyBa JIPAMaTHYHOTO aKME BO

3 [T01HO3BYYHO U CIMKOBHO € CPOACTBOTO BO MOTHBCKATA TPAHCIIO3UIIMja Ha BOCXHTOT OJ
MOPCKHOT KOCMOC BO CTHXOBUTE Ha Bonomun u Ha Mateja MaTteBcku. CeHTHMEHTAITHATA
U pedIeKCHBHA MUTOJIOTHja Ha MOPETO Kaj MaTeBCKH, KaKoO MOET KOj CTOM ,,paclicaH H
BlalleH Tpex Mopckara ,,rojleMa Wrpa Ha HemocrojaHara yOasuHa™ (,,Mope®,
Pamnooenuya, 1971), ru obeniuHyBa CIMKUATE HA COHUINTATA, JbYOOBTA, KOIHEKOT,
MHHATOTO, BPEMETO — MOTHBCKH ITYJICUPaEha, KOU CE CO3BYYHU CO MUCTHYHOTO M XHMHUYHO
YyBCTBYBam¢ Ha MOPETO Kaj BosommH.
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CJIMKaTa Ha pacpAeHOTO Mope, KOe€ HUTY CO PACKOIIHHUTE ,,CBUTH O OpaHOBU
MOKHH, / IIITO IIIyMaT ¥ TaTHAT", CO KO BOCKIIMKHYBA Npe]] 3emjaitia, He yCcreBa 1a
ja ocBoW Hej3WHATa ONaroHakIIOHETOCT. bpaHoBuTE, ,,cO OeccuiiHa 3I0OIUBOCT
MOJIHK, C€ KPIIAT BP3 HEJ3MHUOT COHYEB MOJIK; CTAaHyBaaT IIeHa BP3 MOITYaIUBUTE
o0pasu Ha 3emjaitia, BO KOja yMUpa cTpacTa Ha MOPCKUTE CHUIITA. Bo aneropucka
¢urypatuBHOCT, BOnommH HaMeTHyBa MEUCTHYHA CBETIMHA BP3 XMJIO30MCTUYKATA
muxoToMuja Mery 3emjaiia m Mopeituo. Yoekor (kK0j, BO MarepujaaHaTa
OHTOJIOTH]a, TH 00eIMHyBa 00aTa elleMeHTa), BEUHO M ce I0I0BOpYBa Ha MOpcKarta
BEYHOCT, BEYHO IaTyBa KOH HEYJIOBIMBHOT beckpaj. Mopero, mak, BEYHO,
HENIOMHUPIMBO NaTyBa KoH 3emjaitia. Cunure Ha NPWIMBUTE, TaNONMPajKH,
MIOCErHyBaaT KOH 3emjaitia. Panoct Ha MmurHoBeHueTo! KaBankagaTta Ha OJJIMBUTE
— Mopeiiio, To paznenyBaatr ox Operot. Toa e MeTapu3nuka Urpa Ha KOHTPACTH.
Mopeitio e 3akiydeHo, oMmMereHo co 3ewmjaitia, a Taa co Hero. Mopeitio €
KOIIHEXJIMBO, O0OECIIOKOEHO, IajlaBO, CAMOBOJIHO M KampUIHMO3HO. 3emjaiua —
HETOABIKHA, MoT4anuBa. Mopeitio € TOJKy OeCKpajHO IITO HETOBUOT KOITHEX He
MOJKEe HHUTY J]a ce OTCOHyBa. MOpCKHTE BOJIM BEUHO MaTyBaatr Bo npeodpaszbarta, a
3emjaitia Be4HO cTpaxkapH mpen oOpeauTe Ha MUMOJIETHUTE IpoMeHH. Mopeitio €
BEYHO BO mpeoOpa3dara Ha edupHUTE CBETIWHW Ha BomuTe. 3emjailia — BO
XTOHCKHOT MOJIK Ha CKpUCHAaTa TajHa. Jemjaitia u Mopeitio ce HENOMUPIHBU
corepaunu. [lomery HuB e 3actaHaT — Yosekoinu. ConepHUK W JeTe Ha obere
KOCMOT'OHHMCKH CHIIM — eqHOBpeMeHo. [loeToT e camo 3amedtaeH civkap Ha oBaa
apXETUIICKO-MaHUXEjCKa IpaMa Ha CEHTUMEHTAIHATA JMjaJIeKTHKa Mel'y COHOT Ha
Mopeitio v Hepa3raTnuBarta TajHa Ha 3emjaila.

3 Pasrmeguunu ox Appuka

Huxonaj I'ymmsboB. daHTacT, TparndeH aBaHTYPHCT U PEJIOK POMAaHTHUYAPCKH
uaeanuct. Kanpo. 1908 roguna. 3a npB nat, oBoj nerepOyprkaHel ke IPUCTUTHE
Ha adpukanckara mousa. Bo ctuxoBute Ha [ 'yMUIBOB, HE € CaMO MOETOT OHO] KOj,
IOJ] BO3JIEjCTBO HA CaMpadyHUTe OOpEIHN MHUCTEpUH, ce BJbyOyBa BO yCBHTECHATa
adppukaHcka 3emja. I Adpuka e TanHcTBEeHa BOJIIEOHUYKA, KOjaIlITO c€ BJbYOyBa
BO 3aHECEHUOT JIMPUK, MPETCKAKYBajKM My TO 3aBETOT 3a BEYHOTO BpaKame.
AdpuKa e JIpeBHO 1 aroOKpU(HO COSBE3IME BO HHTUMHHUOT 30/IMjaK Ha OBOj TOET.*

On mactunHuuuTe Ha ['ymMnsboB mcredyBaar Boaute Ha Hwui. Hus neroBarta
JUPUKA TPOJIETyBaaT LPBEHH NOKUCH, T€YaT PEKU OJ] CMOJIM U MUPYIUH, 03ByUCHU
0]l My3WKaTa Ha jaHTapHUTE YKpacH W FepJlaHd; JUMAT ITUIEMEHHWTE OTHOBH BO
MIOPTOKAJIIOBUTE caMpany. Bo ImapeHHoT KajleHJap Ha OBHE CTHUXOBH IapyBaat

4 Bo yMETHUYKHOT apeas Ha CIIOBEHCKHTE JIATEPATYPH, €IHAKBO PETKA JIMPCKA OTICECH]A CO
Adpuka ke npojaBu ymre ezneH BpBeH noer. Cranysa 36o0p 3a Ano Illonos u 30upkara
Iecna na ypuama scena (1976). Taa ,,l{pra Adpuka / TO ce XpaHU CO COKOBH OJ1 JICTCHIU
n npepanuja“ (,,Ha Tme OperoBu Hema Hu Mup HM mouuska™) Ha IllomoB e, 6e3apyro,
HEOOWYIHO CpoJHA co cKazouHaTa Adpuka, 3a Koja ree [ IMHIbOB.



XenMoTpONMYHM KOMIIACH : CEeHTYMEHTATHMOT COH 3a fy20m BO IMPUKATA ... 105

JIETOTO, MUTOJIOTHHTE HAa BETPOBHUTE W HA MECOIMTE, OKYJATHHOT MUCTHIN3AM Ha
TOTEMUTE, caBaHcKara (ayHa Ha e€/eH OuyJeH MMarvHapeH paj, OTKpHUEH HHU3
oumIIaTa Ha JIETCTBOTO W Ha reorpadckara (anrtasuja. Ha moeror My mpunaraat
CHTE JIaJICYNHH — OTKPUESHU U HEOTKPHEHH. Toa e I0eTOT aBaHTYpPHUCT, KOj ,,B CEKOj
LIyM CIIyIIaIle SBOH JIUPHH, ¥ 33 KOTO € ,,CBETOT MO/ HO3eTE — KHJIMM ", KaKO LITO,
nee ['ymuboB BO mecnara ,,CromeH™. ,,Co3maBaMm reorpaduja BO CTHUXOBH...
Hajmoetckara ox cute Hayku* (1ut. ciopen Jasuacon 2001: 332) — ke uzpeue T0j.
Toa e nmupcka reorpaduja Ha eCKaNMCTUYKA CEHTUMEHTAIN3aM U POMaHTHYaPCKH
er30TH3aM, KOj ce pacTBopa BO ,,JJOKanHaTa 00ja“ Ha HENO3HATHTE mpenend. ,,Co
JKUBOTOT COBPEMEH CyM Yy4THB, / HO, OeleM Mely Hac ce BHINU', BOCKIMKHYBa
['yMnsBOB, KaKo TOET KOj COHOT M jaBETO, CTBAPHOCTA M MeYTaTa — I'M pacKapal.
3aroa e, HETrOBaTa Moe3uja, ¥ Moe3uja Ha elHa canisunuuna mearanxoauja. Iloeror
T Npa3HyBa BOJIIICOHUTE MpPE/IEN, HACIUKAaHN O]l paKaTa Ha COHOT Bp3 KapTaTa
Ha jaBero. Ho, Tme mprexxm ce KycoBeyHH. Bomure Ha jaBeTo 'l HM3MHUBaaT.
BponoBuTe KOH ceBepOT ro MOBUKYBAAT MOETOT Ha3aJ. Toj TaryBa, HO, BO HETOBUTE
JUIaHKH, OCTaHyBa MaryeH TAJTUCMaH KOj BETYBa BpaKkame.

MenamkoT Mery reornoeTHYHOTO U (paHTacTHIHOTO, [ YMHIBOB aBTOIOCTHUKH
r'0 W3BeyBa BO OHUPUIHO-TPOTECKHATA alleropHja ,,3aCKUTaHUOT TpamBaj““. Enen
TauHCTBEH TpaMmBaj jypu 1O HEBUIJMBHUTE WIMHU Ha CTBapHOCTAa. Toa €
Umatunayujaiia, obnedeHa Bo meradopudeH MackapajgeH KOCTyM. TpamBaj
noOerHaT oJ 3aKIIyYeHHUTE I'PaJIoBU HAa COHOT, W3JIETaH OJ] IIMHUTE Ha BPEMETO.
KocmuukaTta cankoBHaA aCOHI/IjaTI/IBHOCT u q)aHTa:;MaroquHaTa CUMYJITAHOCT Ha
BPEMEHCKO-TIPOCTOPHHUTE KOHTYPH, T'O 0CJI000yBaaT 0OBOj MarencaH TpaMBaj Jaa
NPOTaTHU HU3 IMPEAEIHTEe Ha €/IeH NPEBPTEH CBET, KaJie IEHOT M HOKTa CH TH
3ameHuiIe poijure. Ha reorpadckure kaptu He Tpeba Jla UM ce BepyBa, Oujiejku
MPOCTOPUTE TATyBaaT €IHOBPEMEHO CO OYYJCHHOT MAaTHUK. | YMUIBOB COUMHYBa
€30TepHYHa, TAWHCTBEHO-er30TMYHa KocMmorpapmja. Ilox Tpkamara Ha
NPU3PAYHUOT TPaMBaj, HECOTVICAJIMBUTE BHUIUIM Ha CBETOT C€ Bp3yBaaT BO
KOCMHYKO KJtormye. Bo cekaBiuyHa BUTpa)KHa HTpa ce MEHyBaaT Iiej3akute Ha Hepa,
Hui u Cena, 3a omeanam TpaMBajoT Ja ce BUBHE c€ 10 ,,300JI01IKaTa rpajnHa Ha
wiaHeture. OBOj HWHTEPrajJlakKTHUKKA €r3oTH3aM € CpoJeH co 0OajKkoBHarTa
omuuHeToCcT oA Jyloiu. 3a ['ymusboB, AQprka € CKpUeHa MecoyHa BCeJieHa.

FYMI/IJ'I)OB € IOC€T Ha KAJICAUOCKOIICKM HMI'PHW Ha HPTCKU U TJICTKHU. Bo €ICH
neTepOypIIKH JOXKIUIMB CaMpak, [OETOT BO KaMHMHOT TO TJjela ToJeMOTO
appUKaHCKO COHIIE, YHjIITO O0pad € MPOHMKAH CO CHIIyeTaTa Ha caBaHCKara
rocrojiapka Ha BUCHHUTE — dcupaghaitia. Ho, 3amynHo. 3a 1aMata oji CeBepoT, BO
YMM OYM JUMAaT BEUEPHUTE Mariu, )xupadara € caMo COHOBHA XMMEpa Ha MOETOT
meuraten. Bo ,,Kupada“ na ['ymmiboB, 0Ba )KMBOTHO € METOHMMHUCKa H300pa30a
Ha apuKaHcKara 3eMja ¥ Ha HEj3UHHTE BOJIerncrsa. [loeTor, co CHUCXOUIMBA
HMpOHHUja Ha 3aMeYTaeHa JIETCKOCT, ja 3alpalllyBa cakaHaTa:

H kako ga thu packasicam 3a ipagunu 0g conyes ciay
30 GUCOKU UAIMU U MUPUCHU THPESU MOGDU. ..

3ap wiu inavew? Qyj... wiamy, na ezepoitio Yag
arcupagha uygecra b6pogu.



106 Enena Kapmyzoscka

Ha oBaa wygecanuka Bo Mupa)kHaTa HOK, ,,0JU3HAYKA J1a M OMIE MOXKE CaMo
Oenara nyHa“. Taa e MonyanuBa 4yBapka Ha TajHH, Koja, Haa a(pUKaHCKHUTE
3ajIMCOHIIa, ,,ITIefla 3eMja co gyaa mreapa’“. M moerot, kako u xxupadarta, 3Hae 3a
IIpefeny Ko JUIIaT cO CKa3HHU 3a ,,[IpHaTa MOMa, 3a CTpacTa Ha MJIaJuOT BOXKI .
Cenak e 3aiynHO: JbyOeHaTa, He UM BepyBa Ha THe 0ajku. Bo Hej3uHUTE 04M He
Opojar mapeHu xupadu, aMH Kare camo ,,CHBHOT JOXKI™.

AKMencTH4ykuTe 4YeTKM Ha ['yMMJbOB IO CIMKAaaT KOJOPHUCTUYKUOT
3aMeNyIIeHO-)KU3HEPAJ0CeH TeMIIepaMeHT Ha MpUcTaHUIIHUOT rpaj Kaupo. Bo
3allypHHYaBHOT JICTEH BO3/1yX HAOpeKHyBaaT MIapeHUTe JUMHHU 001l Ha HEKaKBa
HEHaceTeHa TajHa. MopHapH, OpofoBH, JIyfe co IpBeHH (HECOBH, TPOMKA JETCKa
BpeBa, 0e3nCTeHN, My3W4KH BaBUIIOH O/ TITacoBH | ja3uiy... JbyOonuTHH, nemara
ce TOYKaaT 3a Jja TH MpeyeKaaT TPrOBCKUTE MAaTHUIM OJ 3aJMOPCKUTE MPEICIH.
I'ymMHIb0B BewITo, BO CTUXOBUTE I'M IIPOTKAjyBa KJIIACHYHUTE NMArOJIOLIKH TOIIOCH.
OBpne cekoj e gpyi 3a gpyiuoil, a OTaje W 3araJo4yeH, 4yleceH, TauHCTBeH. Han
eKEHEBHUTE JpaMH Ha JIyeTo, Ha MIOKPUBUTE, IITPKOBUTE T M3BUBAAT OenuTe
BpatoBH. JKuBotHute Kaj ['yMHIb0B ce MyipH, ounkiieHH u BonmeOHu. Ll tpkoBuTe
BO ,,3apaza‘, ce ,,HeObecHHU BommeOHUIN . [ ' 3HaaT cute TajHU. 3HAAT 30IITO BP3
o0Opa3uTe Ha €lIeH CKUTHHK ,,0arpear mpBeHHU meTHa™. Toa € BpeBIHMB rpam —
MpaBjadHUK. HuKoj He I ciylia KpUiuTe Ha OBHE NTHIM, & THE 3HAAT JeKa, ,,CO
napdemMu 1 CBIIIK / BO TPAJOT Ce MPUKpayBa 3apa3a‘.

Bo ,.Erunmer®, cBeTOT Ha OCOHYEHUTE, MUCTUYHHU MPEIEIN OKHUBYBa KakKo
,,LIPTEX 01 KHHIIIKA cTapa““. [ToeToT ro oTBOpa MaTyBaukHOT CIIOMEHAp U BO COOUTE
Ha CceKaBamkeTO, 3aMarjieHd o TpalidHaTa Ha 3WMCKaTa MeNaHxojuja, ce
3aBHOpYBaaT TOIUIM AyMaHW oA a(pUKAHCKH IECOK, HU3 KOM 3abjieCHyBaatr
CMApatgHu pamMHURY, BarMu, pa3UTpaHu Kako aaigaia. Cé BO OBHE CTUXOBH TIOBU
Mel'y MUpaKHUTe Ha TPa3HUKOT Ha JIETHATa €KCTa3a U UCTOPUCKUTE CHOBUJICHU]A.
Cenkute Ha Ozupuc ¥ Ha M3uaa JgeMHAT MOJ ETHIETCKUTE MECEYEeBU HOKH.
CoHLIETO € MacKUpaHO BO COKOJIOBOTO juie Ha Pa. OxxuByBaaT, o mecoyHara
NMaTHHA HAa BPEMHUIbATa, TPajioBUTE MpPU3pald, PEBHUTE TpaauHU HAa Memduc,
(apaonuTe ycnueHu Bo capkogasute. CeernnHuTe Ha Eruner, Bo oBue CTHXOBH,
ce MpOBUpaaT HU3 BojueOeH OWHOKyJap, HU3 YMM CTakjia CTBApHOCTA Of1aBa
HajipeanHu Oieconu. Toa ce npeeNy Ha ,,CMEITHA KaMUIH, / 3MejOTTIaBH CO puodju
Tenma®, KoM ce UCKpase o1 ,,JTa00YNHUTE Ha IapeHnTe Mopuma“. Eruner Hanatu
e caMo Mupax, coH. OBze Myapeuunte 6ecenat co bora, co NTHINTE U CO SBE3IUTE.
Co oum HampelIKaHu O]l ecoyHuTe oMapHuHu, Eruner npen 'ymMmusboB ce Oynu
KaKo TOJYCOHJIMB JIETEH PUTYyaJleH TeaTap, Kako Iyx pa30OyJieH oj BoieOHa
namba. CectpuTe Ha BpemeTo — chuHTUTE OxeaT Kako ,,CTpakaph CBETH,
MO3/paByBajKu ro IOETOT, ,,CO HAacMeB TaeH ITO Moiuu‘. Erotusmor BO
{pocitiopoili ce TPOHUKHYBA CO €r30TU3MOT BO gpemeitio, kK0j CerajaeH ro nouMa
Kako ,,Jby0OB 3a Munatoro” (Segalen 2002: 28). OBoj iupancucitiopucku
elzoimuzam, kaj ['ymuiboB, cranyBa W Mmeinagpuzuuxu eizoimusam. lloeTtor
HaJMyJpyBa BpeMETO M HucTopujaTa. TpaHCLEHIEHTalHaTa MMaruHaluja, 0.
IIepoTo, T pa3dyaIyBa TMHACTUUTE, OOPETHUTE MUCTEPHH, 00’KECTBATa, COKPUCHH
MOJ] TIECOYHHUTE TUHH:
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Ouapan 0g UyCiliUHCKUOTI peyeH illex,

,,ioa con el gockauxnysaw einegan.

He cym tipuxoean 3a nawuoiu ek,

witiom Hag be3gHailia Ha 8pemeitio ce 6egHAM.

[lecounuTe BEeTPOBH HA TIOCTOT MY IIEMOTAT TaJHU MOPAKU, BO KOU BPEMHEbATa
TH HCIpeMeTKalle KOHIMTE Ha cBouTe Makapu. lloeTor oTBOpa mpo3oper BO
BpemeTo. TeaTapoT Ha MHHATOTO BPEBH, JACKOTH U IIyMU. Jl0oJTH TOBOPKH rpagat
CTOJOOBHU U XPaMOBH, CBEIITCHUYKUTE TAHITYBAAT, TICCJKH My TOPIKECTBEHH XMMHU
Ha Kpoxonunot, a Kneonarpa ,,co rogemMu BTpEHYEHH 04U TH CJIEIU eapaTa HaJl
Hun. Erumer Ha ['ymmsboB € BonmieOHa MPOJAaBHHIIA 32 MHUPHCH, TEj3aXKH U
Menonuu. Ha Tepacute, skeHUTe MOCITYKYBaaT IymMbup U CIaiiko 0g po3il, COHIIETO
€ 3aMarJieHO OJ] 4aJl0T Ha Haplulurbaitia; ce JUCTAaT CBETH KHUTU CO HepCucKu
ypiiesicu, pacTpenepeHu ,,Kako IEMepyrd O CKAa304YHH 3eMju‘, a KeTBapuTe
paboTat Haj 31aiuHuite ionursa. ETUIeT e 3eMja Bo Koja IITPKOBUTE, KOH CEBEPOT,
ce BpakaaT CO MOpPaKW HUCIUIIAHU Ha ,,JIUCT OJl €BKAJUNTYC, CKPHUEHH IO
Kpuijara.

I'ymuiboB € cnukap Ha HEOCBOMBUTE HpocTpaHcTBa. Bo ,,Caxapa®, moerot e
OCaMEHHUK KOJIITO OPOIY KOH HECOTJICIMBUTE BUIUIIU HA ITyCTHHATA — TO] ,,0KeaH
ol oraH“, w3BajaH oxa ,,COHIIC W Berap“. Bo criekTapoT Ha pOMaHTHUYAPCKHUTE
aconujatuBHM cxemu, Caxapa ja oOTenoTBOpyBa OJI€jKOBCKATa B6038ULLEHO
sacipawysauka ybaeuna. Taa e oriiefago Ha TPOCTOCMPTHATa IMOTpara Io
0eCKOHEYHOCTa IIITO BOCXUTYBA ¥ Tutanid. [lycTuHara e BpcHu4ka Ha Bpemero, HO
,»,COHIIETO M0/IaBa JIULE O BUCUHUTE CUHU, KOE € ,,JeBCTBEHO Miano“. Caxapa e
MecoYeH KWIIUM Bp3 KOj OpojaT KapBaHH OJf KaMWJIHM, a HaJa Hea ,,JIeKd o0iamu
cnujar, / synui opoxat. IIpocTtopute ce MpPOHUKHYBaatT;, Mely HUB OJieJHEAT
rpaHuIUTE Ha (u3ndKaTa reorpaduja. BeTpoT € maTHUK KOj CO CaxapCKHOT IIECOK
ru nosnarysa ,,u [lapus, u MockBa, 1 ATUHA* — €THOBPEMEHO.

Adpuka Ha ['ymMusboB ima jiBe nuia. J{HeBHO 1 HOKHO. Bp3 HOKTYypaiiHOTO Jiniie
Ha AdpuKka, TOSTOT I'M 3acajyBa I[BETOBUTE Ha IIYMOBUTHTE OTHOBH, IJIAMHATH
cpene rieMeHckuTe cobopu. AQpukaHCKaTa HOK € )KHBO, 3araJIoqHO CYIITECTBO,
POJICHO OJ1 XKapuyhkhaTa Ha MAarUCKUTE OOpEIHN WHKAHTAIIHH, IIITO € BO 3aTr0BOP CO
TaWHCTBEHUTE CWJIM Ha 3emjara U Ha HeOoTo. Taa cTpaxkapu HaJl HEO3HATHUTE
MaTHULM, UCTO KaKO IITO U THE ja AeMHaT Hea. [ yMIboB Bo ,,A(pprKaHcka HOK ja
MUTH3Upa 00BHBKaTa Ha CTBApPHOCTA. BO 3eHHMIIaTa HA HOKTA CE UCIPEILIeTyBaat
€CXaTOJIOIIKY M TEOMAaXVCKH BU3UH, & TIOETOT, IPEAaBajKu IO AyXOT HA PEUHHTE
OpaHOBH, TJIea Kako ,,Ha HeOOTO 0JIez10 / OTHEH CO ILIpH ce Oopu Oor™,

Bo ,,E3e0Oekmja“, moeTroT, OYEBHIHO BpaTeH BO B3HMCKHTE MAarid, CH
IIPUIIOMHYBA Ha ,,rojieMaTa Kaupcka rpajnHa’, ocseriaeHa og Meceunnara. Mimero
E3ebekuja, BO 3UMCKHOT BO3AyX, SBOHH Kako 300pue 3aratka, 3aCKHTaHO O]
TaWHCTBEHHOT SBE3JCH pEYHHK. FE3ebexkuja € MUTU3UPAH TIPOCTOP BO
CEeHTHMEHTaNHaTa reorpaduja Ha ['ymuboB. Bo OesytemieH Hemup, MOETOT TO
clyllla Hosuxkoili 3a Haiiyeare — Hazaj. llaTyBameTo ce ajeropusupa Kako
WCIIEJICHNE; CTaHyBa MoTpara 1o 3aryoeHaTa MeuTa BO IME Ha BO3POAYBamkETO Ha
HazaexTa. Kaupckara rpaguna e ‘3aryoeH paj’, Kaje Bo MpakoT, 80goliagoill bnecka
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KaKo ,,eJHOPOT LITO BO BO3AyXOT urpa‘“‘. Ce Bo 0OBaa rpaiiHa HallOMHYBa Ha JETCKU
MUpakeH coH. Toa e mpeaen Ha oHupuuen ei30iu3am, Kaae IBETOBUTE U SBE3TUTE
CH TH 3aMeHmiIe MecTara. BOCKIMKHYBajKH BO TOp)KECTBEHa TmoOema Haj
Mernanxonujata: ,,llocunen on 6onkara / u moamaboK O CMpPTTa — KHUBOTOT e!*,
MOETOT TO MpenaBa 3aBeToT Ha bora. Toa e MUCTHYEH, JKOBHjaJIeH KOMHEX ILITO
BHYIIIYBa PajiocT, HO OUTHETO ro KojKa U ro MopH. Co BpakameTo BO KAaUPCKUTE
arnew, ke ce orjacar u (IIejTUTe Ha [yXOBHOTO OCJI000ayBame: ,,Bo Taa rpamnHa
Il 1ojiam, CO 3aBETOT CTap, / WK, Ja KaXkaM JIeKa, My OCTaHaB jac BEpEH, / U JieKa
c1000/IEH CyM Cera...* — BO IIAY€BEH KOIHEXK I€€ OBOj MATHHK.”

Bo conoT Ha 0BOj IOET 011 CEBEPOT JKHMBEE CKPHEHA pajcKka mTuiia. Bo Hej3uHAaTa
HE3€MHa IIeCHa, MOETOT TO JIOBM IOBHUKOT Ha adpuKaHCKaTta TpOICKa
0eckonevyHocT. [ToeToT ja ocmobomyBa o1 kade30T Ha COHOT. Taa moyieTyBa KOH
jyxxauTe HebOa, moBemyBajku ro u Hero. Bo ,,IloBuk 3a maTyBame™, OETOT ro KaHar,
O]l IaJednHuTe, ,,9yIecH! Oamany, / mpuka3Hu 3a abucuHCKUTEe po3u‘‘. Hamecto
MacTopaiHaTa, eJIM3UCKO-apKaaucKa CIMKa Ha 3eMHHOT paj, | yMHIbOB, pajoT Ha
appuKaHCKaTa 3eMja, TO CIUKa BO MUPAKyIU3UpaH, mucituyer eizomuzam. Co
mrabokara Adpuka mapysaar ,,JpeBHH MareCHUYKH-LIAPHUIN‘, TIpe]] HeOecHHUTe
IBEpU CTpakapar ,,l[pHU aHTeIH, BO CaBAaHCKUTE MHPaXXU JacKaaT OYMTE Ha
,,JJABOBHU CO KpyHH 0oJ 1BeT". [laTHUKOT, KOjIITO ja cpeTHan Adpuka, naTyBa KOH
,»BHCOKHOT Boxju paj*, co OiiaxkeH HacCMeB, 3aToa IITO ,,HaM 3HACH HU € TOj Kpaj*.
brnusnakot Ha pajoT, 3a 'yMuiboB, Ha 3eMjaTa, MOXKE a ce€ OTKpPHE Ha KapTaTa Ha
Adpuxka.

Bo coHOT Ha 0OBOj TOET, O] JIOTOCOBOTO €3epO Ha ApeBHHUTE a(QpPUKAHCKU
[pU3pany, BO ONCHAWjaHCKUTE HOKH, C€ WM3BMIIYBa €IICH ,,lIpBEH HIOJ Ha Oel
KaMeH", ITO BO IPOMOK KPHK OTKPHBA 3araJI0uYHO UMe, 3aKITyICHO BO My3HKalTHATa
Maruja Ha 3ayMmHocrta: Magaiackap. ,,Manarackap‘ ['yMHUsb0B o OpKeCTprpa Kako
er3aJTHPaHO HOKHO CHOBHeHHE. JIoTkaTa Ha MOETOT IJIOBH HU3 peKaTa Ha elieH
,,HeTo3HaT cBeT*. Hacone, Toj Tu mo3xapaByBa mpenenute Ha Manarackap, Kazie
,leeja u Oneckaa / wijaga ynedenu JECHH W UTrpaaT MACKUPAHU WIONHU, CE
OpaHyBaar {onurma co MUpUCHU ipesu, TO NPOCTPYjyBaaT HU3 pacTUTETHATa
HEeBpaTypa Ha COHOT. Bo BakBM npezen, 1upara Ha TIOETOT ce 3ayMyBa: ,,30IITO
HEe ocTaHaM oBie jac?” YacOBHHKOT TIo orjacyBa pasodapyBameTo. COHOT
OKOHYYBa. [ 1acoT Ha MeuTara rara BO IOHOPOT Ha CEHUITHUOT COH. Bp3 ounre Ha
MOETOT, OTHOBUTE Ha Mazarackap Il 3aceHyBaaT ,,Kpuiljara Ha JITjaluTe IpHU .
Hoxra ru cuMmHyBa BOJIIIEOHUTE MacKu:

> MollHe CIMKOBHO COHOPHA € KOHTPAcTHaTa OJMCKOCT HAa OBOj CTHX CO 3aBPILHMTE
CTHXOBH BO ,,T°ra 3a jyr* Ha K. MunagunoB. JIupckuot cy0jekT Bo ctuxoBute Ha [ 'yMnsboB
0 ja mperpHa; ¥ CMpTTa IO/ MeceueBaTa HOK BO KaWpcKaTa rpaJiiHa, KOIHEEjKH 1a ce
BpaTH, Jl0Jeka rMak MuIajuHOB, 3arjielaH BO MOCKOBCKHTE CHE)KHHM BEaBHIHM, IIee 3a
CMpTTa, O/l CBEYCHOCTA Ha 3aJ1e30T, Kpaj Oxpuackoro Esepo. [IBajuara nmoetu KomHeaT o
Jyeom, 6e3 pa3nyKa Jany € TOj W3JIeaH BO COHYEBATa, WIM BO MecedyeBaTa CBETJIMHA.
MakenoHCKHOT TOoeT Jyeom Tro CiMKa BO HOCTAJITMYHOTO 3/1aTO Ha OojKara, JojeKa
I'yMHIb0B BO KJTacHIHATa cpedpeHa, pa3HeKeHa pycka MeJIaHX0JIvja.
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Heboiuo u opaiua wionai 6 Mpax,
1e6eg080ilio jaitio 8 COH MOJIKHA. .

...Jledrces 6o mojaitia iiociuena iax,
3a ybasaila ilnayejKu 10WKd.

30mT0 Ha TMOETOT HE MYy C€ JO03BOJIM Ja OCTaHEe TaMy — BO COHOBHHOT
Mapgarackap? 30ITO TOj, CEKOraim mopas3eH, ja TOMHpyBa BEYHATa KaBra Mery
Jjaeeitio 1 coHoil, NaKo 3Hae IeKa THE HACMEIUINBO CE€ MIOUTPyBaaT co HEro?

'ymMHIBOB coymeBa, CKpHIIYM, Ha COHOT Ja My yKpaje HEeKOJKy TajHu. Toj Tu
packpuiyBa BOJIICICTBaTa Ha Kapitoipagckaina ¢anitasuja. Bo ,,Hurep®,
MOETOT HEroAyBa Mpen 340AeBHUTE reorpadcku KapTv W arinacu. Kako moxar
LpTAa4YnTe HA THE KapTH, Ja T 3aMpeXyBaar uyaara Ha AQpuka Bo 0e3pagocHH,
TEeOMETPHUCKH 3aMEeTKaHu M Oe3pazbopuu nptexu? ['pamosure ,,byca, ['omba n
napot TuMOYKTY* ce MHOTY MOBEKE OTKOJIKY MAacTHJIaBH TOYKH Bp3 KapTtara. ,,1
3BYKOT Ha OBHE CIIOBa BO MEHE COHIIE para / Kako Ouexx Ha 6apabanu, medra Oy
— nee ['ymusboB, ponTejku npexa Oe3pacyaHocTa — pexkata Hurep aa ce obenexu
KaKo TaHKa, [IpHa HUTKa, pasurpaHa Ha xapTyjaTta. ,,0O, napcku Hurep, / a xako ce
Ip3HyBaaT Ja Te HaBpeaar Tede!* — co ropka 3a4yeHOCT Ce 3aIpairyBa MoeToT.
Kane ce, Ha Taa kaprta, BOAUTE MOJHU cO QOCHIIN, PUITUIIHU YKpacH, ,,KpBaBU
PYOMHHU, CKDUEHHUTE ,,METAIHHU YyIecHH O00roBu“? ['yMHIbOB LIpTa MHAKBA KapTa.
Taa oxuBOTBOpEeHa reorpadcka Kapra ja LpTa BO jyBelUpcKaTa padOTHIHHULA HA
COHOT. Bp3 3eneHnoT aTyiac Ha CTUXOBHTE, MOETOT K€ ' 00eJeXr OperoBuTe Ha
Hurep co ,,JieHTa 011 3mateH Opokat™, ke BpeKe cMapaigHu KameH4yurbd, 3a aa TH
O3Ha4H ,,00raTUTE cena‘“, HapoAauTe KOM ,,KaKo NTHULM Ieat™, a co ,,0e/ieH onai,
IITO HTPUBO CBETKA™ ke TH YKpacH pamnunuitie Ha Conlaj v inunenuite gomosu. Bo
OBOj €KCTAaTHUEH BOCXHUT O]l UCTOPUCKOTO, (OJKIOPHO-MHUTCKO, BET€TaTHBHO U
MUHEpaqHO OorarcTBo Ha Adpuka, ce pa3oTKpuBa T.H. ,,eTHOreorpad)cku
erzotu3am™ (Segalen 2002: 70). IToetoT Ha cpeOpeHUTE 3UMH, KOH appUKAHCKUTE
JaNIieYMHY, TIaTyBa CO KOPaOHUTEe HAa 3eMHHUTE MOPHIHbA, HO M O KOpaboT Ha JIMpcKara
Meuta. Bo oBaa nmpuka, ad)pHKaHCKOTO cplie, KOe€ ,,[IOJHO € TIeCHAa U OraH",
W3JMIIYBa COHUINTA, BONIICOHA MYy3MKa, 3ayMHH M HEOITaTIMBH aBaHTYPH Ha
ja3MKOT Ha MMarnHanyjara. ' yMHJbOB He ce IBOYMH: TOj 3Hae JeKa, TOKOJIKY BO
COHOT HE MPHU3HBA ,,TTIAC HE3HACH ", O TIpeaeN ,,TANHCTBEH CO dyjeca 0orar™ — Toa
ce MoJIapoLH ILITO, BO COHOT, T'M BeaT TOIUIUTE a)pUKAHCKU BETPOBH.

4 3axiryuHa corneg6a

Maxkcumunujad Bonomuns n Hukonaj I'yMuIb0B ce moeTH Kou ce ocMelyBaaT Jia 1
BEpyBaaT Ha WIjlaTa Ha KOMIIACOT, IITO 3aloBela J1a C€ OTKPHE Heio3HAIOo
COHIIE BO CKPUEHHUTE 00JIaCTH HAa TAMHCTBEHHUOT JyI. OTKPUBAjKU M IPEICIIUTE 33,1
CeBEpHHUTE, CHEXHHM Heba, THE TH ydaTr e3orepuuHHTe a30yku Ha Cownyeitio n
Mopeitio — Be cuny, KOM rocrofapaT co HACTPOEHUETO Ha WMIVIaTa BO HUBHHTE,
0e3npyro — xeauoipoiuunu komidacy. OHa TITO, BO TEMATCKUATE IIpOCeca Ha OBHE
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CKCLEHTPUYHMA IIOE€TH, MOXXEOM c€ YMHHM Kako KJIACH4HA OIICEAHATOCT CO
HMMaroJIouIKo-0JcONOpUYHNTe (heHOMEHN Ha el3oiliuunoiio W Ha J[lpylociua,
HEM30€XHO € Ja ce MCIedyBa HU3 IOAEIMKATHO HMjaHCHPAHWTE CTakjia Ha
XEpPMEHEBTUUKHOT OKyJap. HUBHOTO €CTETCKO IOXHMBYBAaWkE Ha TAJICUUHHTE,
HaceJieHH co Heilo3uaitioitio, OuayBa MpOHUKHATO cO A1a00KO TPaHCUEHIEHTHOTO,
¢$UI0COPCKO M KOCMOTIONUTCKO YyBCTBYBamke Ha (PEHOMEHOT Ha Treorpad)cKoTo
gpylage, IOMMaH BO BPEMETO U BO IPOCTOPOT. M 110 1oBeke 01 €AHO CTOJIETUE Of
HHUBHOTO COYMHYBAamh€, BO OBUE CTUXOBH, 3a[ KOCMOUONUMICKOUWIO TOKUBYBAbE Ha
JY)KHUTE [aJIeYWHU, CE€ Kpue, Hal c€ — MYIPOTO KOCMUYKO JOKUBYBabE U
INyXOBHAaTa aBaHTYpa Ha OTKPUBAKETO Ha dyJAecHaTa rajakcuja Ha Jyioi. Toa ce
CTHUXOBM KOM, IIO CBOjaTa €CTeTCKa HaTypa Ha MHCTUYHA epyIuluja |
HMarvHaTvBHa JIYAUCTHUYKa ApaX, OTBOpaaT HOBO nornaBje BO MHMTOJIOIIKUTEC
YUTAaHKW, NHAYTYPHUPAjKA ja CCHTUMEHTAITHATa MUTOJIOTH]a Ha JyIoill.
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This paper analyses the expression of the monstrous-feminine in Mesopotamian,
Ancient Greek and Albanian myths and folklore, while connecting them with and
interpreting them through ideas expressed by Barbara Creed (1993) in her book The
Monstrous-Feminine: Film, Feminism, Psychoanalysis. In this paper we can notice
matters of the monstrous-feminine that connect between different cultures and
geographies, what these matters show us about the cultural perception towards
femininity, and how these matters have often been used to portray the danger and risk
perceived by a male-dominated society, and the connection these myths and
mythological creatures have with Creed’s interpretation of the monstrous-feminine in
horror films. By studying this topic, we will better understand how the mentioned
cultures, but not only, have portrayed female monsters and monstrous beings, what
role they have had in the culture-building of these societies, how they reflect general
psycho-social tendencies, and how they continue to be influential to this day in our
understanding of gender-roles, societal duties and metaphysical views.
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CrynujaTa TO aHAIM3HPa IPETCTAaBYBAKETO Ha MOHCTPYO3HATa IEHCKOCT BO
MECOIOTAMCKHTE, aHTHYKO-TPUKUTE M BO aJOAHCKHTE MUTOBH U (OJIKIOpP, MPUTOA
MOBP3YBajKU TM W WHTEpPHpeTHpajku Th Hu3 maeute Ha bapOapa Kpux (1993) Bo
Hej3uHaTa KHHra ,,MOHCTPyO3HaTa KCHCKOCT — (QHiIM, (PeMHHU3aM, TICHX0aHaIn3a‘,
Bo crynujara ce pasrieayBaat npaiamaTa 32 MOHCTPYO3HaTa )KEHCKOCT ¥ HAYUHOT
KaKo THE Ce TIOBP3aHH BO Pa3JInuHK KYJITypH 1 reorpadceku nmpocropu. Ce pasrienysa
LITO HU MOCOYYBAaT OBHE Tpallama 3a KyJITypHara neplemniuja Ha GeMUHU3MOT, ce
aHaJIM3Mpa Kako OBHE Npalliahba YeCTO Ce KOPUCTAT 3 Jia I'M IIOPTPETHPaaT ONacHOCTa
U PHU3MKOT BO OMNIITECTBATa JOMWUHHMPAHH OJf Ma)XHTE, a CE€ pasrjieqyBa U BpcKaTa
nomery OBHE MHTOBH M MHUTOJIOIIKM CYLITECTBAa CO MHTeprperauujata Ha Kpua 3a
MOHCTpPYO3HATa JXEHCKOCT BO Xopop- ¢uimosure. [IpoydyBajku ja oBaa Tema, ce
J00MBa TI0jaceH YBHUJ KAaKO OBHE KYJITYpH, HO M HE CaMO THE, T MOPTPETHpaar
)KEHCKUTE YyIOBUINTA U 4y JOBHUIIHHU CYIITECTBA, KAKBA yJIOra IMaaT BO CO3JaBabETO
Ha KyJTYypuUTe Ha OBHE OIINTECTBA, KAaKo THM pediekTHpaar OMIITHTE
MICUXOCOLMOJIONIKH TEHACHIIMM M KaKO MPOJOJDKyBaaT Jia BIIMjaaT O JEHEUIeH JIeH
Bp3 HalleTo pa3Oupame 3a pOJOBUTE YJIOTH, OIIITECTBEHHTE OOBPCKH H
MeTadU3NIKUTE TIIUIITA.

Kayynu 300poBH: MHUTONOTHja, MOHCTPYO3HAa KEHCKOCT, YyHOBHUINTA, PO,
CO3/1aBamke KyITypH
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1 Introduction

As long as culture has existed in human societies, monsters and frightening
creatures have accompanied almost every boundary of the known, or the
understood. Four main theories have been born to explain the existence and
functions of myths, although viewpoints differ on the exact ones: 1) the rational or
aetiological myth theory — which explains the existence of myths as mechanisms to
better understand and make sense of natural events and forces that occurred in the
everyday lives of people; 2) the functional myth theory — which relates their
existence to morality and social behaviour; 3) the structural myth theory — which
corresponds myths with language and the structure of human mind and intellectual
dichotomies; and 4) the psychological myth theory — which views myths as
expressions and projections of the unconscious mind, reflecting desire, fears, and
internal processes. This paper aims to harmonise viewpoints from different myth
theories, mainly focusing on aetiological, functionalist and psychological ideas,
merging the study of cultural, social and psychological elements to have a broader
understanding of the monstrous feminine, as presented by Barbara Creed, and its
effects on individuals and cultures. Thus, it would be of use to shortly mention
differences with theories that relate to Sigmund Freud’s and Carl Jung’s views on
myth, and their effects on societies.

When Sigmund Freud published The Ego and the Id in 1923 he outlined a
revolutionary way of thinking not only about psychology, but for psycho-social and
cultural phenomena in general, including myths, by dividing the human psyche into
three parts: the id, the ego, and the superego. In his The Interpretation of Dreams,
Freud (2010) uses the myth of the king Oedipus to correlate unconscious and deep
psychological desires, based primarily on the dynamics between the Id, the Ego and
the Superego, with myths (ibid, 280), setting a trend of explanation which would
later influence even Creed (1993) in her viewpoints. This view on myths explained
them as products of the deep relations between elements of the human psyche, often
viewed as parts of a general human trend to perceive and understand the world
through these structures and psychological desires. Freud’s views on myth allow us
to see them as explanations and projections of the deeper fears, thoughts and
feelings of our minds, often shameful to be brought to light in an intellectual
discourse, yet omnipresent in the daily mechanisms of our existence, behaviour,
and understanding and interpretation of our relationships and the natural world.

Another important viewpoint which would create an interesting discourse on the
topic of the monstrous feminine would be that of archetypes of the Collective
Unconscious, postulated by Carl Jung (1981) in the book The Archetypes and the
Collective Unconscious. These archetypes expand the Freudian concept of the
unconscious to a collective one, introduce layers of shared human experiences and
archetypes, as well as reveal universal patterns and symbols common across all
cultures, not in a personal sense, but as transcultural truths across the whole of the
human experience. Although we can find that elements of this theory may be found
in Creed’s book (1993) and consequently this paper, it is insufficient to create a
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total Jungian picture relating to the monstrous feminine and its expression on the
transcultural collective unconscious; thus, it could be theorised that such an
approach would create rather fresh and interesting findings, in combination with a
socio-cultural study.

Nevertheless, from fairy tales told to the young to scare them from being rowdy
to legendary tales of heroes fighting and overcoming monsters to create cities or
defend their people, and furthermore to terrifying explanations surrounding natural
and unknown phenomena, monsters and terrifying creatures have played a crucial
and irreplaceable role in building, structuring and preserving cultural norms,
behaviours, and morals, wherever and however they were presented. Historically
they have functioned as an early version of propaganda and social manipulation,
regardless whether people actually believed in their existence or not. As Atherton
(1998: x) states: “(monsters) get defined in relation to communities and to their
standards of what is good, acceptable, normal, or natural... In different times,
places, and cultures, or from different viewpoints within a single culture, different
answers will emerge.”

At the same time, we find the philosophical idea of the Other, personified in
monsters (real or imaginary), expressed as a dangerous figure of malevolence,
oddity, and abjection, as expressed by thinkers like Kristeva (2024), and expanded
upon by Creed (1993). It is through monsters that humanity has personified its
challenges, fears, and the unknown, even possibly, as to bring them closer as a
psychological defence mechanism against the unexplainable, irrational, gruesome,
and paradoxical nature of the multi-layered and multiform unknown that has always
surrounded humanity. By bringing closer the unknown, by making it earthlier and
more explainable, human cultures have managed to use the unknown as a tool of
culture-shaping. Whilst still being an other, the monster has become a more
recognizable other, while the unknown has lost its ability to be an infinite and
untouchable abyss.

For all cultures, like with the Greek and Roman cultures, the cultural realisation
of monsters often expressed their anxiety over essential antagonisms of life and
human existence (Felton 2013: 131). In a world predominantly controlled and
directed by physical power — political and cultural power was predominantly
expressed by the ability to have a strong army and conquer or destroy your enemies
— women were in a disadvantage. Men, being generally stronger physically,
controlled and directed societies and cultures, through wars, violence, terror, and
conflict. They brought people into power, and they took that power away, generally
through violent and aggressive means. That has been historically the nature of
power, which finally changed with the expansion of democracy and liberalism,
which changed the focus of social power from physicality to psychology and the
ability to influence human decision-making. This allowed for a fairer playing field
for all in a society, which was not the case in ancient cultures and civilisations
where women were undermined, controlled, and policed by male society. This
ostracisation means that as much as women were part of the human world, they
nevertheless were Others from the civilised, cultured, and social world, dominated
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by male presence. This otherness of the female has undoubtedly been expressed
throughout civilisations through monsters expressed so often as female, often even
as hybrids of women with different animals, as were the majority of hybrid
monsters of Greek mythology, and even as a way to accent the intrinsic otherness
of the female in society (Karoglou 2018: 4).

The female world has nevertheless been a very important and mystical part of
the male-dominated society. Seen as different from males, they expressed all that
was mysterious about nature and humanity, but again, in a society centered on the
male citizen the feminisation of monsters served to even demonise women
(Karoglou 2018: 5). The Greek myths, for example, repeatedly showed male heroes
and gods winning over monsters (most of them female), asserting a dominance of
the male thought, reason, and civilisation over the female unknown and tendency
towards the natural (Felton 2013: 103).

It is undoubtedly interesting to ponder on the reasons behind the gradual but
sure femininization of a lot of monster figures in Greek mythology for example.
The Greeks adapted many of their monsters from the Near East (Felton 2013: 103),
through contact with Mesopotamian and Egyptian civilisations, during the late
eighth and seventh centuries B.C. At the beginning of the fifth century B.C., the
grotesque and terrifying monsters of the Archaic period of Ancient Greece, which
were often portrayed in an agendered manner — such is the case, for example, with
Medusa and its archaic representation — began to be softened, beautified,
humanised and consequently feminised (Karoglou 2018: 5). One idea, proposed by
classicist Woodford (2003: 133-134), is that this change happened to suit these
figures with the sensibilities of the classical period, yet | would argue that this
change in representation of the monstrous-feminine in ancient Greece was also
pushed and warranted for by the gradual establishment and consolidation of Greek
city-states during the seventh century B.C., establishment of laws and civil duties,
and the subsequent stratification of societal and cultural gender roles, the
consolidation of male dominance in political and cultural manners and the
following alienation of the female from those tools of power which, as stated
beforehand, pushed for the demonisation of the feminine in a more structured and
controlled manner — through the arts, rhetoric, and politics.

Nevertheless, this representation of the monstrous-feminine is not reserved only
to the Greek and subsequent Roman civilisation. It is a trope found all around
cultures and traditions, and can be very well be presented through the seven faces
of the monstrous-feminine (Creed, 1993). These faces of the monstrous-feminine —
the Archaic Mother, the Monstrous Womb, the Vampire, the Witch, the Possessed
Body, the Monstrous Mother, and the Castrator — provide a good map for analysing
not only female figures in horror movies, as Creed (1993) has employed it, but it
can also be used to interpret mythological figures throughout history. In the
following sections, by exploring a few of these Mesopotamian, Ancient Greek, and
Albanian female monsters, we will unveil ways through which these figures
connect with each other, how they were portrayed in a male-dominated world, and
what symbols, fears, doubts, and messages these figures expressed.
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2 Mesopotamian mythology

Mesopotamia bore a fruitful and detailed mythological structure. As one of the
cradles of civilization, Mesopotamia provided the perfect fruitful ground for myths,
traditions and cultures to flower, and ultimately to spread their influence in other
regions. Ancient archaic Greek civilizations and cultural centres were influenced
and inspired by the Near East, and Mesopotamian civilisations, political structures
and, consequently, cultural products. Early Linear B texts reveal that the Greek
civilizations of Knossos, Pylos, and Mycenae were highly similar and influenced
by the Near Eastern Kingdoms of their times (Posthumus 2011: 16). This same
influence can be witnessed in the prevalence of the Sphinx, a monster thought to
have spread to Ancient Greece through the Near East, where it is found in numerous
manners, styles, and depictions. The Early Dynastic period of Mesopotamia
preceded the Mycenean Age by more than a millennium, thus the already
established mythology and cultural structure of the Mesopotamians would have
provided a rich and endless stream of influence and inspiration, yet decentralised
contact before and after the Greek “Dark Age” would have provided and created
various variations of motifs for these monsters (Posthumus 2011: 20). One such
example of a clear influence which can be witnessed on a cultural level can be that
of the Mesopotamian goddess of love, war, and fertility, Inanna, also known as
Ishtar (Breitenberger 2007: 8-12), and the important role that she had in building
the mythology, symbolism, and message surrounding Aphrodite, as a goddess of
sexuality, fertility, and love. This influence should not come as a surprise
accounting to the important role that Phoenicians played in connecting these two
civilisations.

Mesopotamia has a rich history of monsters, demons, and terrifying and abject
beings. And as with most cultures, they too are present in the female form. One
such example is Lilith, the supposed first wife of Adam, which was banished from
the Garden of Eden for not obeying and not becoming subservient to Adam. This
episode is mostly known from the Abrahamic tradition, yet a Mesopotamian
demonological origin is proposed, although scrutinised (Kvam et al. 1999: 174),
thus I will not be focusing too much on her figure, even though | would argue that
she could be understood as one of those witches of ancient humanity, for fighting
against and escaping from the grasp of male dominance (nevertheless, this is a topic
for another discussion).

Of great interest to the topic explored in this study are the ancient figures of the
demon/monster Lamashtu, and the goddess Tiamat, the symbol of the primordial
chaos. Lamashtu is one of those figures more akin to typical monsters in the way
that we understand them. She is a mythological hybrid — with the head of a lion, the
body of a donkey, holding snakes with her hands, i.e., one of the symbols most
associated with the feminine. The symbiological connection between snakes and
women will be even more noticeable in the following section, when we speak about
ancient Greek mythology and the connection it adds to the monstrous female and
chthonic figures like serpents.
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In her function, Lamashtu was presented very similarly to the Ancient Greek
Lamia, a monster which was described as a half-woman half-snake hybrid, which
snatched kids and devoured them. Creed (1993) provides a convincing and
interesting face which connects deeply with the figure of Lamashtu and Lamia —
both can be understood to represent the power of the castrating mother, the power
and the connected fear of the male-dominated society that a mother, when gone
rouge, presents a danger and risk to the newborn and to the weak children. The
castrating mother’s perversity can be understood to be grounded in possessive,
dominant behaviour towards her offspring, particularly the male child (Creed
1993:139). The figure of the castrating mother is one of the biggest horror tropes
in human societies. In some ways, it can be understood as the totalitarian power
that a mother has over her children, especially when considering that throughout
early human civilizations, that power could have been even more pronounced
through the periodical absence of the male on the family scene. Even today, |
believe that the disproportionate absence of the male in the family structure
continues to play on this fear, creating a fearful power for the female towards the
children and the newborns. Lamashtu exists around this human fear, the fear that if
the woman bearing a child does not behave appropriately, is not morally fit, does
not raise the child as she is supposed to, she will come and take that child and bring
travesty to that family. This becomes even scarier when the risk is focused on the
male child, the child that in a patriarchal society is supposed to inherit and continue
the familial structure, power, and hierarchy. In a patriarchal society, Lamashtu can
also be understood to function as a moral judge and a controller of women, putting
emphasis on the moral duty of women and their ability to guard and raise their
children; however, this is only a hypothesis and cannot be proven by the existing
evidence. Kristeva, for example, sees the mother—child relation as one marked by
conflict: the child struggles to break free, but the mother is reluctant to release it
(Creed 1993: 11). Yet, this complex relationship of breaking apart and dependence,
when taken to its extremes, always portrays the feminine as monstrous, dangerous,
and troublesome to the symbolic placement of the child in the symbolic world of
the male-dominated society.

Another important yet revered figure from Mesopotamian mythology is that of
Tiamat, the primordial goddess of the sea, and the embodiment of primordial chaos
(Dalley 1987: 329). Tiamat is the mother of monsters in the Mesopotamian
pantheon, creating them in a fit of anger against the killers of her husband, very
akin to the Greek figure of Echidna, which is also known as the creator and birther
of most of the monsters in Greek mythology. Some sources identify her with images
of a sea serpent or dragon (Jacobsen 1968: 104-108), again very similarly
connected to Echidna which was represented as a half-woman and half-snake
monster (Syropoulos 2018: 70). What can be understood to make her monstrous
and abject, is her connection to what Creed (1993) calls the Archaic Mother. When
Kristeva (2024, as cited in Creed 1993: 25) discusses the archaic mother, she
stresses her double signifying function as both source of life and abyss, easily
connectable to Tiamat’s powers to create life (through her union with Abzu), yet
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also with her power to endanger and destroy life (through her ability to create
monsters which endanger the civilised and structured nature of the patriarchal
society). This abyss is symbolised by her association with primordial chaos, the
birthplace of everything, and maybe most terrifyingly the end of everything. In this
sense, Tiamat can also be understood as a figure of castrator, the fearful image of
the mother that has the power to deconstruct and destroy the male-centric world,
and therein lies the abject and monstrous properties of Tiamat. Dadoun (1989: 53—
54, as cited in Creed 1993) describes the archaic mother as:

A mother-thing situated beyond good and evil, beyond all organized forms and
all events. This is a totalizing and oceanic mother, a ‘shadowy and deep unity’,
evoking in the subject the anxiety of fusion and of dissolution; a mother who
comes before the discovery of the essential beance, that of the phallus. This
mother is nothing but a phantasy inasmuch as she is only ever established as an
omnipresent and all-powerful totality, an absolute being, by the very intuition —
she has no phallus — that deposes her... (ibid, 25)

Tiamat greatly fits this narrative — she is goddess of the sea, the primordial
birthplace of life, the unknowable vastness, the primordial chaos. With her lies the
unknowable vastness of cosmic unity, the unimaginable abyss, the power to be
created and be destroyed. In the end of her story, explained in the creation epic
Enuma Elish, Tiamat is slain by Marduk, killed as a figurative explanation of the
conquest of the natural world by the symbolic one, but she doesn’t die without
leaving behind a sort of continuation of her presence, i.e., the monsters of the world
who remind the man of its impossibility to overcome the unknown and the abyss
of life.

This is a trope greatly presented in mythologies around the world and through
which we can speculate that the symbolic world of the male divinely deserves the
right to direct society by its killing of the natural world, heavily represented by the
monstrous feminine. This connection of the feminine with the natural world, as
opposed to the symbolic world of the male, is not a coincidence. The woman is
associated with natural events, even those that are as primordial to life, such as birth
and sex, which in itself are seen as quintessentially grotesque (Miles 1989: 147, as
cited in Creed 1993: 43), probably because of its distance from the male world.
Being as distant as they are from the male world, these phenomena lurk on the
edges of the monstrous as actions of abjection, disgust, and the unknown.

These two figures of Lamashtu and Tiamat represent only a very small fraction
of the monstrous feminine present in ancient Mesopotamian mythology. Its
mythology is filled with dragons, serpents, demons, and evil forces presented in the
manner of the monstrous feminine. It is filled with a sense of mystery and abjection,
which finds it way in the representation of goddesses and monsters, which translate
the unknowable fears of a very old tradition in a more graspable and known form.
These tropes, symbolisms and faces are even more evident in the mythology of
ancient Greece, where the mysterious and sometimes missing information of
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ancient Mesopotamian mythology, is replaced with a more structured, full, and
comprehensive mythology.

3 Ancient Greek and Albanian mythology and folklore

The Balkans has a rich and ancient culture of myths, legends, and tradition. Of all
the ancient civilisations of humanity, probably none is known and understood
better, in its details and ordeals, than the mythology of Ancient Greece.

As mentioned beforehand, many Near Eastern myths and cultural traits
influenced the Ancient Greek understanding of their own pantheon. Many Near
Eastern religions were built on the origin myth of a man battling a monster. In these
cases, a warrior-god who represents harmony and order battles against a chaos-
monster which threatens the world (Felton 2013: 107). In the Mesopotamian
context it plays out as the battle between Marduk and Tiamat, but the ancient Greek
equivalent of this is the battle between Zeus and Typhon, sent as his main and final
adversary to circumvent the male rule of the universe — Typhon in this sense,
imagined as a snake-like being, represents the old female, chthonic order of the
world (ibid, 108). This battle can be understood to represent the final struggle for
dominance between the natural world of the female, often portrayed with the
chthonic figure of the snake, and the civilised world of the male, often represented
by a sky-figure, such as Zeus in this case, or Marduk in the earlier example.

An important question arises as to the historical and prevalent connection
between women and the female-world with snakes and serpent-like beings.
Syropoulos (2018) attributes this connection to the “mesmerizing, lethal charm in
snakes,” to “the calm, thythmic uncoiling of their lean bodies” that can be seductive
and dangerous, “just like a woman to the view of the ancient Greek males” (ibid,
70). This explanation connects the figure of the snake with the seductive and
slithering nature of the feminine and females in a male-dominated society. | would
argue that it also represents a viewpoint often connected with the female power —
the inability to fight their danger in a direct manner (by the lack of representation
in societies dominated by physical force), but fighting in slyer ways, in an indirect
manner, through influence, seduction, manipulation, and in hiding. These are
images often connected to the snake, and it is possible that the same images connect
very well with the way women were seen and went through life and society in a
patriarchal world, i.e., slithering carefully through it. Creed (1993) adds another
context to this imagery:

Some ancient cultures also associated the full moon and woman’s monthly
bleeding with the snake. All three — the moon, snake and woman’s cycle — move
through stages in which the old is shed and the new reborn: the moon moves
through its cycle from the old to the new moon; the snake sheds and renews its
skin; woman sheds and renews her blood. Many early myths state that the young
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girl begins to bleed when the snake-goddess, or god which lives in the moon,
bites her. (ibid, 64)

This interpretation builds on the established notion of the feminine as a
representation of the natural world. The woman as such, is the most direct and
influential connection of the human world with the natural world — they are the
connection to life itself, as the forthbringers of life itself. In this sense it is women
through which nature manifests itself, but it is also in this sense that snakes, as
chthonic figures, are related to women. Snakes lie and live in a direct connection to
the ground, to Earth itself — they hide in it, eat in it, live in it, and in this sense can
also be viewed as extensions of Mother Earth itself. Even the menstrual cycle — the
process of bleeding and of excreting parts of oneself to the outside — are in a deep-
rooted imagery, connections with the process of snake-biting and the releasing of
venom. From a male viewpoint, menstruation is one of the clearest symptoms of
nature bearing a hold on the human world; it is a process entirely controlled and
stimulated by nature and its laws, contrary to the male form of excretion i.e., semen,
which is normally stimulated only by human-led processes of masturbation or
sexual intercourse. Menstruation reminds man of his debt to the natural world — a
debt which he has to repay (or destroy) in order to be fully free and independent
from the natural, and in a mythological standpoint, this battle has taken the forms
mentioned beforehand.

Albanian folklore also has an interesting connection between the feminine world
and snakes, often seemingly related to the Ancient Greek mythology. A figure
which embodies these phenomena in Albanian folklore is that of the kulshedra,
often represented as a demon of some sorts, a female in being, often imagined as a
combination of a woman with that of a snake (Doja 2005: 451). As Doja (2005)
explains, her figure is often contaminated by myths surrounding Circe or the
Sphinx, or by the Andromeda theme. However, what is also of interest in this
context is the prevalence of the creation myth explained beforehand, also present
in Albanian folklore, but of a less cosmogenic nature — presented often as a battle
between a male hero and this female monster, but without cosmic consequences.
This could very well be a cultural residue of a creation myth centered around this
act of heroism; however, one that could be hard to prove. The kulshedra is a
representation of the monstrous feminine, very similar in description to the ancient
Greek Hydra, yet her enemy — the hero of the myth — is called the dragua (depicted
in early records in a similar manner to the Romanian dragon and the hydra).
Nevertheless, the dragua, a hero born with two or four little feathers under his arms,
aims to destroy the kulshedra in order to save and protect humanity. When they
fight, the dragua uses natural phenomena and weapons to fight the kulshedra, while
she is sometimes even depicted as fighting only with her urine and her poisonous
breast milk. When the dragua beats the kulshedra it is often said that he throws her
in a source of water so she never gets up again (Doja 2005). Here again we notice
the general narrative-building of a male-dominated society towards the feminine:
the kulshedra herself is the embodiment of the abject, expressed even explicitly by
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the use of her bodily fluids in her fight with the dragua. As expressed by Creed
(1993): “Constructions of the primal phantasies in horror narratives involve images
associated with weapons, bodily disintegration in one form or another, blood, an
array of abject bodily wastes, pain and terror.” (ibid, 154).

Modern constructions of horror narratives are only built on ancient concepts of
the monstrous, thus | overstate the importance that bodily presentation has in
creating a figure of the monstrous-abject-feminine. In the case of the kulshedra this
is expressed even more clearly when she, in some Albanian populated areas, is
presented with her breasts hanging to the ground, a horrendous face and in a
generally terrifying manner (Doja 2005: 451). In her end, the kulshedra, through
her connections with monstrosity and waters, reminds us of another monster from
ancient Greece, that of Charybdis, interpretable as a cautionary tale to women:
hunger, or the desire to want more, to have more, to experience more, is destructive
(Zimmerman 2021: 33). In this context the kulshedra returns back to her place, the
mysterious (often mythologically feminine) waters, where she is bound to never get
what she wants.

One figure of Albanian folklore that shares similarities with an ancient Greek
counterpart is the figure of Llamja, which is a rendition of the ancient Greek she-
monster Lamia. Lamia used to be a beautiful queen, taken by Zeus, who fancied
her. After finding out about this affair, Hera took her children and either kidnapped
or killed them, depending on the version. This was the moment that turned her mad,
creating the monster we today know as Lamia. As mentioned before, Lamia can be
understood as a face of the mother as castrator, the ever-existing threat and power
that mothers have over life and humanity. From another viewpoint, Lamia (and
Medusa as well, as will be shown in the following section) is seen to represent some
sort of a modern femme fatale, especially when connected to the lamiai — seducers
of young men who satisfy their sexual appetites and feed on their flesh afterward.
Itis in this context that the figure of Lamia developed in modern history (Karoglou
2018: 45), and it is through this imagery that Lamia is very akin to Barbara Creed’s
face of the woman as vampire. In her contextualization as a seductive and very
dangerous figure in mythology, Lamia/lamiai represent(s) a grave danger of the
feminine, the ability to control and manipulate men to their downfall. Yet again,
she is made abject because she disrupts order, is driven by her lust for blood, and
doesn’t respect the laws of proper sexual conduct (Creed 1993: 61). But in her role
as vampire, Lamia also suits her description as killer of children and younglings —
she sucks the life out of them, much like a vampire does with the blood of her
victim. Lamia is an abject in her animalism as well, not only presented in her
physical imagery as half-snake, but also represented by her vampiric bloodlust and
behaviour (ibid). Yet again though, the vampiric image of Lamia is connectable
with another prevalent vampiric element: blood. Woman’s blood specifically has
been historically represented throughout society as more abject than mans for
numerous reasons (ibid.) and this concept is pronounced societally through the
depiction of vampiric figures like Lamia. By giving life to a monster like Lamia, a
patriarchal world keeps in check and terrifies the figure of the feminine, as a mother
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that (possibly) castrates and brings risk to the new generation of children, as a
femme fatale that seduces and consumes (sexually and literally) men through her
manipulative and sexual powers (one of the rare ways through which women could
express power in a patriarchal society), and as a vampiric being that sucks life and
destroys the well-being of humanity and the world. Through these images Lamia
becomes a monster, and through her image, women become even more monstrous.

Another terrifying and ever-present female monster in ancient Greek mythology
is the monster Scylla. First depicted in Homer’s Odyssey, Scylla was initially a
being that was imagined as female, but very similar to a six-necked monstrous
dragon which howled and made sounds of puppies (Syropoulos 2018: 73).
Gradually however, Scylla began to be identified specifically as a beautiful and
attractive woman that unintentionally attracted the rage of the witch Circe, who
loved the man who loved Scylla. Clearly this theme of women directing their rage
towards other unsuspecting women is a prevalent one — no retribution can happen
to the man in a male-oriented society. From Circe’s retribution, Scylla’s body was
made monstrous — her upper half has a woman’s form, while her waist-down grows
canine heads which devour and kill every passer-by. This imagery is used most
profoundly to represent Scylla and her terrifying attributes, but this representation
can be directly connected to the imaginary vagina dentata as explained in Creed’s
book: “In classical art the figure of a beautiful woman was often accompanied by
an animal companion with open jaws and snapping teeth; the creature represented
her deadly genital trap and evil intent.” (1993: 108)

Scylla is often expressed as devouring and destroying travellers, cutting them to
pieces and eating them for her pleasure, and as this is a process which physically
happens through the mouth, it is easy to see the connection between the monster
and the idea of the vagina dentata — although the woman herself doesn’t eat her
prey, her lower part, which has canine heads on it, destroy and eat the flesh of
travellers, figuratively and symbolically expressing the myth of the dangerous
vagina that cuts the penis of an unexpecting sexual partner. An even stronger
imagery of the sexual act and its consequences is built when we recreate the area
surrounding Scylla and her partner Charybdis, which seen as an ever-sucking hole
can also be viewed as another representation of the vagina dentata — the fear that
the mother will eat (destroy) her young, or the dyadic mother will symbolically
incorporate the infant (the man) (Creed 1993: 109).

In some sense the pass itself that stands between Scylla and Charybdis can be
seen as a vagina dentata — certain and unexpected death and demise — while the
very act of passing through it, the act of entering the vagina, which for an
unsuspecting traveller spells certain doom from either monster. While Charybdis is
surely going to destroy all the ships, Scylla’s power is lesser and she endangers
only six people at a time, but nevertheless they both kill and destroy, whether by
physically killing the travellers by consuming them, or by physically and
metaphorically sucking them in, taking them back to the primordial state of being
— to the womb of the world, the same womb that nurtured them when they were
being created, and the same womb that could’ve been the end of them. As such, the
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figures of Scylla and Charybdis can also be seen through the lens of the omnipotent
castrating mother, the mother that eats their young, that destroys their symbolic
powers, that returns them back to nature, a fear of the all-devouring woman that is
related to infantile memories of early relations with the mother and the fears created
by it (Creed 1993).

In some sense Scylla represents a version of the monstrous-feminine which
played on countless deep-rooted fears surrounding women in a patriarchal society.
She is a monster, but her reported beauty allows us to imagine her as some sort of
a femme fatale which preys on the men that cross her path. Greek mythology is
filled with cases of beauty-turned-femme-fatale, be it princesses or everyday
women, none is too safe from her beauty, and it is often they who receive the
punishment for something that is not their fault. This fixation with beauty and
attractiveness could be a message of threat for a male society. A woman who is too
beautiful brings the worst in men, creates the worst of misfortunes — as Helen of
Troy could teach us. Thus, in a society where male dominance needs to be reassured
and never threatened, women who are too beautiful need to be taxed, controlled and
subdued, so that their ability to use their power of beauty is never fulfilled and
satisfied.

A gradual metamorphosis towards a more beautiful and anthropomorphic form
of female monsters befell not only Scylla, but others like Medusa and sphinxes
(Karoglou 2018: 3), and the fascination with between beauty and horror continued
to captivate artists and people even after antiquity, mainly through the figure of
Medusa (ibid, 5). As mentioned in the introduction, Medusa’s form was archaically
almost entirely agendered, as is the case with Scylla and the sphinxes.

Medusa is one of the most attested and culturally used figures from any
mythology in the world. Her figure is used prominently even in modern days, let us
take as an example the logo of the famous clothing brand Versace, through which
the imagining of Medusa as a femme fatale and as seductress only spread more. In
the imagery surrounding Medusa we find present many tropes related to the
monstrous side of the feminine, and the fears it created in a male world. Medusa
became the archetypal femme fatale, perceived to be both enchanting and
dangerous (Karoglou 2018) also correlated with her ability to turn to stone whoever
threw her gaze at her — the ability to render someone speechless and inspire awe
has been often attributed to beauty, but especially female beauty. As with Scylla,
in some versions of the myth, it is Medusa’s beauty that defines her life and her
mythological duty. Her beauty attracted Poseidon’s lust, who then continued to rape
Medusa in the temple of Athena (Syropoulos 2018: 35). Disgusted by this act,
Athena acted against Medusa, turning her in the monster we know today. Here
again we witness the trope of beauty playing against the female, presented as a
danger and threat, and again it is the woman’s fault for attracting the man, and not
the contrary — thus she is punished without fault and for no reason.

As with many female mythological figures, Medusa is deeply connected with
chthonic imagery and elements, such as the snake — her scalp houses shakes, not
hair, again linking her to the natural and original world before the dominance of
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manhood. In this sense she represents man’s fear of women’s destructive potential
(Felton 2013: 105) yet her myth, and her death by Perseus also symbolises and
recreates the early myth of the younger patriarchal society replacing the older,
natural world of the matriarchy (ibid, 114). It symbolises the overcoming of this
evil and the transition towards a society directed by order, hierarchy and structure.
I do not take it as a coincidence that the force that cursed and created this
monstrosity was the goddess Athena, goddess of war and strategy, who often
represents a woman in mythology who is less sympathetic towards the “female
world” rather choosing to frequently support and forgive her male counterparts and
to work on their behalf.

Medusa also terrifies in a different manner. Freud (1955: 273-274) used the
myth of Medusa to express his theory that the woman scares because she is
castrated. By connecting Medusas shakes (hair) with the pubic hair of the female
genital area and as substitutes for the penis, the child creates a fear of decapitation
which connects to castration, by imagining the female genitals as decapitated, the
child fears that figure. Creed, on the other hand, argues that Medusa terrifies not
because she is castrated, but because she castrates: “With her head of writhing
snakes, huge mouth, lolling tongue and boar’s tusks, the Medusa is also regarded
by historians of myth as a particularly nasty version of the vagina dentata. Erich
Neumann claims that the Gorgons symbolize the mother goddess in her ‘devouring
aspect’.” (1993: 111).

Medusa as such, is another representation of the elemental fear of humanity
generally, and male society specifically: the fear of the all-powerful mother. In its
terrifying form, Medusa’s figure has been used historically as apotropaia to turn
away evils, as similarly occurs with her in the myth, when her figure is used on
Athena’s shield. Medusa’s figure reminds the viewer to be careful, for she might
castrate, and in this form, it’s been believed that it’s a useful tool not only against
evil spirits, but even, as Athena proves, in battle, where the fear of castration
through decapitation is as real as ever.

Medusa’s connection with castration is also evident in the way through which
Perseus cuts her head, although this can be seen in a more symbolic manner, as the
decapitation of female power (power is often presented phallically in a male
society) and the birth of male dominance. A great scene connecting Medusa to the
female organism and the abject is also evident in the moment of her death — when
Perseus cuts her head off, two beings jump out of Medusa’s neck: the winged horse
Pegasus and the warrior Chrysaor. In this scenario the cutting of Medusa’s head
brings forth birth and life, just as birth and life would come from a vagina,
reiterating the connection between her head and the image of the vagina dentata.
The two beings born in their full-grown form, give the impression of being
swallowed and trapped inside her, reminding others of the threat of the vagina
dentata, and the generative force that becomes when she is destroyed. Medusa’s
blood also plays an important and interesting role in ancient Greek mythology: the
blood from her veins in her left side are deadly and poisonous, while the blood from
her right side has the ability to bring someone back from the dead, to bring them
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back to life (Syropoulos 2018: 37). Even in this, we see the imagery the female
genitals play out: the vagina has the ability to create blood which brings someone
to life, to give birth, to produce offspring, while at the same time it has the ability
to release menstrual blood, blood often seen as one of the most virulent of all taboos
because of its association with putrefaction, and consequently death and the
unconscious (Creed 1993: 112), and all the mentioned interpretations.

Thus, Medusa can be understood as one of the most terrifying forms of the
monstrous-feminine through its association with all the above-mentioned elements
and faces of the feminine. This is also supported by the fact that even in modern
times, it continues to be a symbol associated with the feminine-went-rouge, in all
its nuances and paths. It is noticeable from the branding behind Versace, from
Caravaggio’s earlier depiction in Medusa, and even from ancient cups and goblets
which would have Medusa’s face on the bottom of the cups’ inside, as to remind
the drinker: Be careful how much you drink, for she’s always there to get you.

4 Conclusion

The monstrous-feminine plays a tremendous role in monster-building throughout
cultures, societies, and mythologies of the world, as witnessed by the numerous
representations of that monstrosity in different forms and through many symbols.
In a male-dominated society, women have been seen as outsiders and others,
often representing the natural, untamed, uncontrollable aspects of humanity and
nature itself. This contact with the unknown and the unintelligible has resulted in
creatures and figures which make these elements more touchable and closer to the
rationalizing nature of our species. This is clearly witnessed in numerous creation
myths throughout the world which often portray the unknown by a feminine figure
which fights with a masculine hero, who kills the former as to bring civilisation,
order, hierarchy, and structure to human societies. As seen in this paper, these
feminine figures were often portrayed as, or connected with, chthonic figures such
as snakes and serpents, as to symbolise the deep connection that they share with
Earth, the mother of all beings. This chthonic connection serves to connect even
the physical human woman to the more mysterious and natural elements of life, as
opposites to the artificial and symbolic elements of the male world. In this
connection of the feminine, the male world often finds the monstrous and terrifying,
because it reminds him of the world before man, the world where chaotic and
natural forces ruled. This trope has been used to create a scary aura around the
feminine and women in particular, portraying them as dangerous and as abject. As
explained, this abjection also took the traits associated with biological processes,
often portraying female biology, such as their genitals, menstrual cycles, the
process of birth etc., as disgusting, scary and monstrous. Throughout history these
elements of abjection were used to downplay and degrade female presence in
society, politics, and decision-making, shunning their sexual, political and
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democratic needs, and portraying them as a threat to the dominance of the
established societal formation, finding use as moral and ethical examples and
Jjudges for the greater good of a patriarchal society.

This paper does not include numerous other cases from world mythologies
where the feminine, mothers, young women, widows, and single women are
expressed as dangers to society, as troublemakers and threats. However, such
examples can be easily found in all cultures: we only need to remind ourselves of
the numerous witch-trails during Medieval history, stories our parents or
grandparents told us about old croons or magical vampires found all around the
world. They are all around us and they have built, and continue to build, our
everyday perception of reality and truth. Monsters and monstrosity play a crucial
and irreplaceable role in culture-building, and in reverse, cultures use these
monsters to reinforce and reiterate old tales of sexism, misogyny, discrimination
and prejudice in a loop that even in modern times, has proven hard to break.
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This paper adopts an interdisciplinary approach involving satire, multimodality, and
critical discourse to investigate the interplay of semiotic modes used in Gbich!
COVID-19 cartoons. It examines how these cartoons depict the socioeconomic and
political realities of Ivorian citizens during the pandemic and how they served as tools
to raise public awareness, critique governmental and global (in)actions, and challenge
existing traditional structures and practices. The study is based on 6 purposively
selected COVID-19 front-page cartoons of Gbich!/, a prominent satirical and
humorous newspaper in Cote d'Ivoire. The data were analysed using Kuiper's
Perceptual Theory of Satire and Machin and Mayr's Multimodal Critical Discourse
Analysis. The findings reveal that the newspaper satirised issues reflecting domestic,
local, and global discourses during the pandemic. It highlighted power dynamics
within family structures during crises, as well as between the virus, citizens and global
entities. The paper concludes that the newspaper elicited discussions on gender roles
and expectations, information management, crisis management and prioritisation of
responses during emergencies. Moreover, it impressed its ideological stance on
solidarity, power and marriage to its audience.
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OIIIITECTBEHATA CATUPA BO MEIUYMCKUTE
KAPUKATYPU 3A KOBII-19 BO BPEI'OT HA
CIIOHOBATA KOCKA: MYJITUMOJATHA KPUTNYKA
AHAJIN3A HA IVICKYPCOT

Taygyaua AGygaHpuH ACyHUpEH
Ob6ademn Ejponoso YHusepsurer,
Vine-Mde, Hurepuja
osunniranta@oauife.edu.ng

OBaa cTaTHja KOPHUCTH WHTEPAUCHHUIUIMHAPEH IPHUCTAIl, KOj BKIydyBa cCaTHpa,
MYJITUMOJAAIHOCT W KPUTHUKH AWCKYPC 32 Jla ja MCTPakKh MHTEpaKuujara rmomery
CEMHOTHYKUTE MOIYCH INTO Cce KOpucTaT BO Kapukatypure 3a KOBU/I-19 Bo
cnucanneto Gbich!. Bo crarujara ce McTpaxyBa Kako KapUKaTYpHUTE ja IPUKaXKyBaa
COIIMOEKOHOMCKAaTa M MOJIMTHYKA PEaTHOCT Ha rparanute Ha bperor Ha CnoHoBaTa
Kocka 3a Bpeme Ha nanjeMujaTa, i Kako THe CIIy)Kea Kako ajarka 3a IOJJUIHyBambe Ha
jaBHATa CBECT, 38 KPUTHKYBamhe Ha BIAJAWHHUTE W Ha TiobamHuTe (HE)ICjCTBYBamkha U
3a MOTKOITYyBahe Ha MIOCTOJHUTE TPAAUIMOHAIHU CTPYKTYpHU U npaktuku. Ctynujara
ce TeMelM Ha enuHaeceT u30paHu kapukatypu 3a KOBU/I-19, oOjaBenn Ha
HACJIOBHATa CTpaHuia Ha Gbich!, BiujaTeieH CaTUPUYUCH U XYMOPUCTHYEH BECHHK KOj
ce o6jaByBa Bo bperor Ha Cnonosara Kocka. CoOpaHuTe 1moaTony ce aHaIM3UpaHu
HU3 mpu3Marta Ha KajrmepoBaTta mepuenTrHBHa TeOpHja Ha caTHpara, Kako W IPEKy
MYJITUMOJAHATa KPUTHYKa aHajlu3a Ha JHCKypcoT, cnopex MejuumH u Maup.
Pesynrature ox MCTpaxKyBameTO MOKaXXyBaaT JleKa BECHHKOT TI'M caTUpU3Upalle
npamamara KOH ce 0JTHeCyBaa Ha JJOMAIIHUTE, JIOKAJTHUTE U ITI00aTHUTE TUCKYPCH 32
BpeMe Ha maHjemujara. Toa ja Harjacu JWHAMUKaTa Ha MOKTa BO paMKHTE Ha
¢ammnujapHaTa CTPYKTypa, BO TEKOT HA KpH3aTa, Kako M peJanujata MmoMmery
BHPYCOT, TpalaHUT€ M CBETCKUTEC EHTHTETH. BO 3aKIy4OKOT ce MOTIpPTyBa IeKa
BECHUKOT IIOTTUKHYBAaIlle [WUCKyCHja 3a pPOJOBHUTE YJIOTH M OYEKyBama, 3a
yOpaByBameTO €O HHMOOPMAIMATE W CO KPU3UTE M 3a JaBamkEeTO IMPETHOCT Ha
peaxmuTe 3a BpeMe Ha Kpu3u. Ha BakoB HadMH, BECHHMKOT BO jaBHOCTA ja MCKaXka
CBOjaTa MJICOJIOIIKA MTO3HIIMja BO OJTHOC Ha COJIMJApHOCTa, MOKTa M OpaKoT.

Kayuynu 3060poBH: ceMHOTHYKM MOJIycH, catupa, kapukarypu 3a KOBU/I-19,
JMHAMUKA Ha MOKTa, Hieojoruja, rparanu Ha bperot Ha CiionoBaTta Kocka
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1 Introduction

The COVID-19 pandemic emerged in Wuhan, China, in late December 2019
(Wong and Chan 2022) and escalated into a global crisis in March 2020 (Cucinotta
and Vanelli 2020), plunging the world into an unprecedented state of panic. Across
the globe, efforts were made to contain the disease and address the societal,
political, and economic challenges it brought. Amidst this chaos, the media played
a significant role in raising public awareness and critiquing disease management
strategies. This study focuses on the contribution of the print media in that regard,
with particular emphasis on newspaper cartoons.

Cartoons are an artistic medium that combines image and language (Wang
2021) and serve as tools for disseminating information, propagating ideas, and
reflecting on socio-political events within speech community. As a form of visual
news discourse, Joubert and Wasserman (2020) note that cartoons can comment on
current events, criticise those in power and provoke public reaction against
injustice, often employing satire or humor. Over the years, cartoons have been
analyzed across a diverse range of "social scenarios" (Paramita 2018: 458) in fields
such as politics, religion and sports, with political cartoons receiving the most
scholarly attention (Hussein and Aljamili 2020, Asiru and Bello 2020). With the
onset of the COVID-19 pandemic, a new genre — pandemic cartoons — emerged, as
cartoonists sought to contribute to the fight against the virus. Those cartoons
became vital tools for raising awareness, critiquing government policies, providing
humor, and highlighting the challenges faced by the population.

Research on COVID-19 cartoons depicting realities during the pandemic from
various countries includes Indonesia (Robingah 2020), Jordan (Hussein and
Aljamili 2020), Saudi Arabia/UAE (Hameed and Afzal, 2021), Egypt (Abd El-Aal
Sultan, 2021), Singapore (Marissa and Tan 2023), South Africa (Joubert and
Wasserman 2020), the Philippines (Imperial, 2020), Pakistan (Alkhresheh 2020),
and Nigeria (Asiru and Bello 2020; Alabi 2020). These studies highlight cartoons
and comics as tools for communicating, through humor, satire, and symbolic
imagery, the realities of COVID-19. They underscore the role of cartoons in
mitigating psychological burdens and social tensions (Abd EI-Aal Sultan 2021;
Alabi 2020; Robingah, 2020; Hussein and Aljamili 2020), criticizing political
leaders and corrupt practices (Imperial 2020; Asiru and Bello 2020; Hameed and
Afzal, 2021), and raising awareness (Alabi 2020; Marissa and Tan 2023; Joubert
and Wasserman 2020) during the pandemic. The thematic focus of these studies
varies by region. For instance, Imperial (2020) and Asiru and Bello (2020) explored
how cartoons in the Philippines and Nigeria highlighted governance issues and
societal challenges during the pandemic. Marissa and Tan (2023), focusing on
Singapore, observed how comics effectively disseminated health-related
information, positioning them as tools of "graphic medicine." In South Africa,
Joubert and Wasserman (2020) demonstrated how cartoons can contribute to
scientific communication and help explain the virus itself.
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To my knowledge, no research has been conducted to study cartoons related to
COVID-19 in Céte d'Ivoire. Building on the contributions of previous studies on
COVID-19, this research adopts an interdisciplinary perspective — incorporating
satire, multimodality, and critical discourse—to examine the realities associated
with the COVID-19 pandemic in C6te d'Tvoire through the front-page cartoons of
Gbich! newspaper. Gbich!, a weekly humorous and satirical lvorian newspaper,
was established in 1999 as the first publication in Céte d'Ivoire to use humor and
satire to critique the political and social ills of society (Jeune Afrique 2010; Glez
2012). The newspaper's front page typically includes semiotic elements such as a
major headline, a cartoon occupying the central space, and an optional rectangular
frame with a message labeled “Foulosophie”, which can appear in any of the four
corners of the page. This study focuses specifically on the cartoons. The aim is to
investigate how these cartoons contributed to the discourse surrounding COVID-
19 in Cote d'Tvoire from a multimodal critical discourse perspective. The research
seeks to address the following questions:

i.  How do the visual and verbal semiotic resources of the cartoons interact to

depict the realities associated with the COVID-19 pandemic?

ii. What forms of social satire are portrayed in the COVID-19 cartoons?

iii. What power dynamics and ideologies related to the COVID-19 pandemic

are represented in the cartoons?

2 Research Methods

This study employs qualitative and descriptive methods to analyze its data. Given
the widespread digital presence of traditional newspapers today, the data for this
study were collected from the online version of Gbich! newspaper, accessible at
https://gbich.net/. During the pandemic, Gbich! published 14 front-page cartoons
on COVID-19. These cartoons address themes such as family, prevention,
misinformation, struggles against the virus, and socioeconomic and political issues.
Published between March 19, 2020 (shortly after Cote d'Tvoire's first reported case),
and January 6, 2022, these cartoons are thematically categorized in Table 1.

Table 1: Thematic Distribution of the Cartoons

S/IN | Themes Number
Family 3
Prevention 2
Misinformation 1
Struggles against the virus 2
Socioeconomic challenges 5
Sociopolitical challenges 1
Total 14
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The corpus of this study comprises six (6) front-page COVID-19 cartoons selected
from the aforementioned 14. One cartoon was chosen from each thematic cluster,
with purposive sampling applied to clusters containing multiple cartoons (themes
1, 2, 4, and 5), prioritising those rich in content and most relevant to the study's
objectives. These six cartoons are labeled A-F for analysis. Each cartoon is
examined for its linguistic and visual components using a tripartite framework that
incorporates satire, multimodality, and critical discourse.

3 Theoretical Framework

As mentioned earlier, the study is underpinned by Kuiper's (1984) Perceptual
Theory of Satire and Machin and Mayr's (2012) Multimodal Critical Discourse
Analysis (MCDA). These two frameworks provide complementary tools for
analyzing the complex and layered meanings of COVID-19 media cartoons. Their
combination allows for a more comprehensive understanding of the satire's social
impact and multimodal construction. Kuiper's theory reveals the intent and
interpretative dynamics of satire, while MCDA unpacks the visual and textual
layers that convey intricate social messages. In the context of Cote d'lIvoire's
COVID-19 cartoons, this theoretical blend aids in examining the sociopolitical
context (through satire theory) and the multimodal presentation (through MCDA),
facilitating a thorough analysis of how the cartoons communicate and critique the
pandemic's impact on Ivorian society.

3.1 Perceptual Theory of Satire

Singh (2012) defines satire as a technique used by writers to critique societal issues
—such as politics, morality, or social norms — through humor, irony, exaggeration,
or ridicule, with the aim of promoting behavioral change or improvement. Satire is
a common feature in most editorial or political cartoons, where it humorously
exposes the actions of political figures (Singh 2012). With the advent of the
COVID-19 pandemic, satire has been employed in editorial cartoons to critique
various occurrences related to the pandemic as they have impact on individuals,
societies, and the world at large.

The Perceptual Theory of Satire, developed by Kuiper (1984), serves as a
framework for explaining how readers interpret the satirical effects aimed at satire's
targets (Sani et al., 2012). This theory posits that satire is a discourse requiring
readers to navigate its humorous surface alongside its critical undertones. Kuiper
(1984: 459) states that “[t]hree independent factors appear to be responsible for the
perception of satire: a perceived intent to alter the perceiver's view of some state of
affairs, a similarity of form of the satire with some other artefact, and the perceiver
finding the satire humorous.” In essence, satire operates by manipulating audiences'
perceptions of reality or challenging conventional views and expectations to
critique individuals, institutions, or societies. As highlighted by Serafini (2010),
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this variance in perception is influenced by the reader's understanding of
(multimodal) texts, shaped by their background knowledge as well as sociocultural
and personal experiences (Abd Aal Sultan 2021:25). This perception-based
approach is particularly valuable in contexts like COVID-19 satire, as it facilitates
a deeper understanding of how satirical information is comprehended and reacted
to (Ogbodo et al. 2024). In this study, the Perceptual Theory of Satire is employed
to identify the types of satirical depictions in the selected cartoons. The process
involves identifying specific individuals, groups, events, or societal issues targeted
by the satire and examining how this satire is manifested through techniques such
as exaggeration, irony, parody, humor, and visual metaphors.

3.2 Multimodal Critical Discourse Analysis

Machin and Mayr (2012) describe discourse as the broader ideas shared by people
about how the world operates within any society. For Fairclough (2003), discourse
relates to ways of representing aspects of the material, mental, and social worlds.
Critical discourse originates from Critical Linguistics (Machin and Mayr 2012),
which examines how language and grammar can function as ideological tools.
Critical Discourse Analysis (CDA) seeks to analyze texts such as news articles,
political speeches, advertisements, and textbooks (Machin and Mayr 2012) to
expose social identities and inequalities, class conflicts, cultural issues, social
practices, power dynamics, and control as manifested in language (Van Dijk 1993;
Wodak and Meyer 2009; Alkhresheh 2020).

Multimodal Critical Discourse Analysis (MCDA) builds upon CDA, providing
a framework for analyzing media texts that combine multiple semiotic modes —
such as language, images, sound, and color. It offers a structured approach to
examining how these modes blend to portray representations of people and events.
According to Machin and Mayr (2012: 29), its purpose is to investigate “...how
semiotic choices used by speakers and authors in visual communication are able to
signify broader discourses, ideas, values, identities, and sequences of activity even
though these are not specifically identified.”

In cartoons, visual and linguistic semiotic resources with different affordances
(Machin and Mayr 2012) work together to communicate with readers. These
affordances in the selected COVID-19 cartoons are analyzed using the MCDA
framework. The textual resources are examined for their lexicogrammatical
features, while the visual modalities considered include participants, size, gaze,
settings, objects, and pose. The analysis focuses primarily on the denotative and
connotative meanings attached to these resources. At the denotative level, the
events, people, places, or objects depicted in the cartoons are identified. At the
connotative level, the study uncovers the ideas and values communicated through
these representations.
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4 Analysis and Discussion
4.1 COVID-19 and Family Life

As preventive measures to curb the pandemic, curfews and lockdowns were
imposed in most parts of the world, and Céte d'Ivoire was no exception. These
restrictions on movement and activities significantly impacted the structural
dynamics of many families. Cartoon A, analyzed in this section, offers a glimpse
into some of the realities of life at home during the COVID-19 pandemic in Cote
d'Ivoire.

MA CORNE, St Je TE
Dis, EST- (e O TO YeOX

The setting is a kitchen with three participants: the husband, the wife, and their
baby. The husband, positioned in the foreground with a baby tied to his back, is
pounding yam with a mortar and pestle. He is burdened with household chores,
including childcare, cooking, and cleaning. Meanwhile, the wife, dressed
seductively, is standing in the background against the door. On the one hand, she is
inviting her husband to collect a bucket and mop, and on the other, she is engaged
in a phone conversation with an unseen participant.

Each participant communicates different information to the viewers. The wife,
located on the left-hand side of the image and not making eye contact with the
viewer, presents a “given” value. Her posture reflects an emancipated woman
enjoying newfound freedom due to the lockdown. She appears happy, carefree, and
indifferent to her husband’s plight. Her seductive pout further invites viewers to
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admire her. In contrast, the husband, positioned on the right-hand side and making
eye contact with the viewer, demands attention. His facial expression — showing
exhaustion and displeasure — and his sideways glance convey his frustration with
the overwhelming domestic responsibilities. His inability to soothe the crying baby,
wailing “ouinnn” on his back, exacerbates his condition. His appearance reflects a
fall from his position of authority, appealing to the viewer for sympathy.

The cartoon employs color contrasts to emphasize the themes. The kitchen is
painted pink, a color often associated with femininity, which may symbolize the
man’s discomfort in this traditionally “feminine” space. The wife wears vibrant
shades of green, symbolizing life, energy, rebirth, and progress (Trishayanti et al.
2021), further highlighting her empowered state. The husband, by contrast, wears
red, signifying danger, while the blue cloth used to tie the baby suggests the child
is likely a boy.

In her phone conversation, the wife tells her unseen friend : “Ma copine, si je te
dis, est-ce que tu peux croire? Confinement est doux deh! Mon mari pile foutou
actuellement!” (“My dear friend, if I tell you, will you believe me? Lockdown is
sweet ooo! My husband is pounding yam as I speak!”). She pauses to assign further
chores to her hushand, commanding: “Chéri, tiens! Si tu finis, va laver dans la
douche!” (“Dear, take this! When you're done, go clean the bathroom!”). The term
“Ma copine” (my dear friend) suggests intimacy between the interlocutors. The
rhetorical question “Si je te dis, est-ce que tu vas croire?” (if | tell you, will you
believe?) emphasizes the unexpected nature of her revelation. Her exclamation
“Confinement est doux deh!” (Lockdown is sweet ooo!) implies that the lockdown
is a welcome development for women. The use of the loanword “deh!” adds humor,
excitement, and local flavor to the discourse, grounding it in its cultural context.
Her statement, “Mon mari pile foutou actuellement!” (My husband is pounding
yam as | speak!), reflects a reversal in traditional gender roles and power dynamics.

The wife’s command, “Chéri, tiens! Si tu finis, va laver dans la douche!”” (Dear,
take this! When you're done, go clean the bathroom!) further underscores the power
shift within the household. By proudly sharing this development with her friend,
the wife positions herself as an example of empowerment, celebrating her
newfound dominance in the domestic sphere. In many traditional African families,
often governed by patriarchal norms, men typically do not engage in tasks like
cooking, carrying children, pounding yams, or cleaning toilets. The restrictions on
movement during the lockdown forced the husband in the cartoon to assume roles
traditionally assigned to women, exposing his vulnerability. His struggles with
multitasking, highlighted by his facial expression, inability to soothe the baby, and
awkward attempts at pounding yam, serve as visual metaphors for the strength and
adaptability of women. Thus, in Cartoon A, the newspaper uses the context of the
pandemic lockdown to challenge traditional gender roles, prompting readers to
reflect on the often-overlooked sacrifices women make in managing household
responsibilities.
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4.2 COVID-19 and Preventive measures

With no known cure for the virus, prevention emerged as one of the most reliable
ways to curb the spread of infections (Okpara et al. 2021). The preventive measures
prescribed by the World Health Organization (WHO) included staying at home,
frequent hand-washing, using alcohol-based sanitizers, wearing nose masks, and
maintaining social and physical distancing (Alabi 2020). Leveraging these WHO-
recommended preventive measures, Gbich! uses Cartoon B to educate the lvorian
population on the habits necessary to protect themselves against the virus.

__FEU SUR
CORONAVIRUS

|
N

.7..‘" .?

LE COUVRE-FEU NE COUVRE RIEN'!

The cartoon features five anthropomorphized participants: a nose mask, hand
glove, soap, hand sanitizer, and the coronavirus. The nose mask, hand glove, soap,
and hand sanitizer, all symbolic of protective measures, are portrayed with fiery
and intimidating facial expressions, confronting the virus. The hand sanitizer holds
a placard inscribed with the word "STOP" directed at the coronavirus on the right.
This action is particularly salient, as it encapsulates the mission of these protective
tools — to halt the virus's spread. The black background reinforces the authority and
potency of these tools in combating the virus. Similarly, the green substance
evaporating from the virus into the atmosphere signifies a loss of its strength or
potency. The coronavirus, depicted in red, appears visibly frightened, further
emphasizing the efficacy of these protective measures.

The phrase “Feu sur coronavirus” (“Fire on Coronavirus”) conveys a strong and
direct message. It complements the visual elements, explicitly reinforcing the idea
of a rapid and destructive attack on the virus. The word “feu” (fire) is used
metaphorically to evoke a vivid image of the virus being obliterated. This blend of
verbal and visual elements can be interpreted as encouraging the target audience to
adopt the depicted protective measures, promising an aggressive stance against the
virus.
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Another textual message, “Le couvre-feu ne couvre rien” (“The curfew covers
nothing”), employs wordplay and metaphor to critique the curfew measure imposed
by the lvorian government during the pandemic. The French compound word
couvre-feu (“curfew”) originates from couvrir (to cover), and literally translates to
“cover-fire” in English. Thus, the statement “Le couvre-feu ne couvre rien” can be
understood literally as “The cover-fire covers nothing”. This linguistic wordplay
(cover-fire/covers nothing) allows for a metaphorical interpretation, implying that
the curfew, as a protective measure, was ineffective and failed to achieve its
intended purpose. When juxtaposed with the phrase “Feu sur coronavirus” (“Fire
on Coronavirus”), the cartoon, while criticizing the government's curfew policy,
advocates that the population adopt effective preventive measures to combat the
virus. In an African context characterized by communal life, confinement at home
for specific hours of the day is inadequate if genuine protective health measures are
not implemented. In conclusion, Gbich!, through Cartoon B, employs linguistic
tools such as persuasion, wordplay, metaphor, and negation, alongside visual
rhetorical devices like anthropomorphism, to satirize the inefficacy of the curfew
during the pandemic in Céte d'Ivoire. Simultaneously, it encourages adherence to
the World Health Organization's recommended preventive measures.

4.3 COVID-19 and Misinformation

Another significant challenge accompanying the virus was the infodemic (Joubert
and Wasserman 2020) — pandemic of information characterized by the proliferation
of conspiracy theories, rumors, misinformation, and fake news (Mu'azu et al. 2022;
Zhang et al. 2023). Consequently, while countries were striving to contain the
spread of the disease, they were simultaneously battling the rapid dissemination of
misleading information. The media played a pivotal role in supporting this effort,
as exemplified in Cartoon C from Gbich!.
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FOULOSOPHIE @

SONT DES MENSONGES INVENTES PAR
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TOUJOURS AWANT DE CROIRE.

The cartoon depicts numerous human and non-human participants. The setting
is a central location where people of all ages gather for leisure and relaxation. In
the foreground, two lovers are seen talking and touching each other, while in the
background, others are engaged in activities such as playing games (ludo, football)
or rushing to catch an overcrowded public transport. The human participants
represent a society carrying on with everyday life, seemingly oblivious to the health
crisis surrounding them.

The non-human participants include the anthropomorphized ‘coronavirus’ and
‘rumour’, shown conversing near the foreground. The ‘coronavirus’, with a
monstrous appearance, protruding canine teeth, and spiky edges, is depicted in red
and is shown oozing black venom from its mouth. ‘Rumour’, sharing similar
grotesque features but rendered in yellow, stands beside it. Their proximity and
visual parallels suggest equality, implying that ‘rumour' and 'coronavirus' are
equally potent threats to society. Together, they symbolize invisible terror lurking
amidst an unsuspecting populace.

The conversation between ‘coronavirus’ and ‘rumour’ reveals their shared
mission. ‘Rumour’ tells ‘coronavirus’: “COVID-19, je leur ai dit que tu n’existes
pas. A toi de frapper!” (COVID-19, I told them you don’t exist; now it’s your turn
to strike!). The mode of address, “COVID-19”, signifies familiarity and
collaboration between the two entities. The statement, “je leur ai dit que tu n'existes
pas” (I told them you don’t exist), reflects the essence of any rumour — generaly
understood as a statement of questionable accuracy, usually spread by word of
mouth. The command, “4 toi de frapper !” (It’s your turn to strike!), highlights
‘rumour’s’ role in enabling ‘coronavirus’ by spreading misinformation about its



142 Tajudeen Abodunrin Osunniran

existence and urging it to act swiftly. The verb “frapper” (‘to strike’) emphasizes
the anticipated harm in an environment rife with misinformation. The grin on
‘coronavirus’ signifies its delight at the opportunity to exploit such conditions.

Through the interplay of visual and verbal elements, the cartoon underscores the
dangerous synergy between misinformation and a health crisis. By blending dark
humor with impactful imagery, it warns readers about the dangers of
misinformation and highlights the importance of relying on ‘“authoritative,
legitimate sources of information” (Joubert and Wasserman 2020: 10).

4.4 Struggles in containing the virus

The fight against COVID-19 began at a slow pace due to the politicization of the
outbreak. World powers engaged in a blame game (e.g., the U.S. vs. China) and
downplayed the severity of the virus (Wang, 2021). This delayed response allowed
the virus to spread unchecked and left governments worldwide struggling to devise
effective containment strategies (Mu'azu et al., 2022). Cartoon D satirizes the
power struggle between the virus and the global community.

DISTANCIA !
VISTANCGIA /

The cartoon contains two participants, coronavirus and planet Earth, both
endowed with human features and behaviors and engaged in action processes of
running and speaking. Coronavirus is depicted in brown, a color evoking strength,
and wears a red headband with the inscription "coronavirus" in yellow. It chases
the second participant, planet Earth, portrayed as a globe with human-like limbs
and exaggerated facial features. The globe appears in blue and golden brown: the
blue symbolizes the Earth's water bodies, while the golden brown represents its
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continents. The virus's headband, in the African context, resembles that of a
guerrilla fighter, suggesting that it is waging unconventional warfare against planet
Earth. The intensity of the chase, conveyed through the participants' facial
expressions and the white dust beneath their limbs, underscores the immense
pressure the entire world is experiencing.

The speech processes contextualize the visual message. The virus chases planet
Earth with a roaring sound, “Gagamouuu”, while Earth flees, pleading with the
virus to maintain “Distancia! Distancia!” (a loanword from Spanish and
Portuguese). The word "Gagamouuu" is a playful wordplay derived from the
French slang “gaga”, used to describe someone who is excessively enamored or
obsessed (Le Petit Robert, 2020). Through this elongated and humorous expression,
the virus expresses an exaggerated fondness for planet Earth, pursuing it for a
potential “relationship”. Planet Earth, in turn, responds defensively, urging the
virus to “maintain distance”.

The combination of verbal and visual semiotic modes in Cartoon D highlights
the power struggle between a dominant force (the coronavirus) seeking a forced
connection with the global community, which responds by resisting and advocating
for physical distancing. This response subtly reinforces the prevailing public health
narrative that maintaining physical distance is one of the most effective measures
to combat the virus.

4.5 COVID-19 and Socioeconomic Challenges

The stay-at-home order had a significant negative impact, particularly on the
masses. It led to hardship and suffering, forcing many to seek alternative means of
survival (Alabi 2020). Cartoon E satirizes the effects of COVID-19 on the
livelihoods of Ivorian citizens.
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The cartoon depicts seven participants in a supermarket. Contrary to
expectations for such a location, a woman is seen unfolding and spreading a mat;
the man behind her is holding two heavy traveling bags; a girl is enjoying herself
watching television as if in a living room; and a boy is asking the cashier for
directions to the restroom. From their interactions, it can be inferred that these
unwelcome visitors represent a family (husband, wife, and two children) who have
come to observe lockdown in the supermarket. Their mode of dress suggests they
belong to the lower class of society. In Cote d'Ivoire, as in other parts of Africa,
supermarkets are generally frequented by the upper and middle classes, while the
lower classes often shop at general markets or street stalls. Thus, the presence of
this low-income family in a supermarket is highly unusual.

The security guard addresses the husband, saying: “Vous-la! C’est quoi ¢a?! Il
est I’heure de fermer le supermarché!” (“You there! What is this?! It is time to
close the supermarket!”). The man replies: “On est venus se confiner ici!” (“We
have come to observe lockdown here!”). By addressing the man with “Vous-/a!”
(“You there!”), the security guard asserts his authority over him. The question
“C’est quoi ¢a?!” (“What is this?!”) suggests his astonishment at the family’s
actions, and the exclamation mark following the question mark reinforces his
bewilderment. To indirectly assert his authority and indicate that the family needs
to leave, the guard declares: “Il est [’heure de fermer le supermarché!” (“It is time
to close the supermarket!”). However, the man’s response, “On est venus se
confiner ici!” (“We have come to observe lockdown here!”), challenges the guard’s
authority. The use of the neutral pronoun “on” (“we”) and the verb “venus” in plural
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form suggest a collective decision. This implies that the man is not only speaking
on behalf of his family but also representing citizens facing similar predicaments.
By stating that they have come to observe lockdown in the supermarket, the man
highlights their search for a place where their basic needs can be met. The boy’s
incongruous question to a bewildered cashier — “Tantie, ou sont les toilettes?”
(“Auntie, where are the toilets?””—further reinforces the family’s intention to turn
the supermarket into their home. The use of the term “tantie” (“auntie) creates a
sense of familiarity, recreating the warmth of a family setting in the supermarket.
This cartoon captures the socioeconomic impact of the pandemic on a society
already grappling with poverty and economic inequality. It portrays citizens in
disarray as they struggle with the effects of the lockdown and, by extension, the
pandemic. The cartoon also depicts a power struggle between authorities enforcing
lockdown rules and citizens who, driven by survival needs, resist these measures in
indirect ways.

4.6 COVID-19 and Internal Sociopolitical Challenges

From 2020 to 2021, the pandemic disrupted the lifestyles of people already
grappling with various socioeconomic and political challenges. As 2021
approached, expectations for change and improvement were high. Cartoon F
captures the psychological impact of 2020 on people and their hopes as they
prepared to welcome the new year, 2021.

Cartoon F depicts a chaotic scene in the middle of the sea aboard a boat sailing
toward the year 2021. The boat serves as a metaphor for society, representing the
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collective journey of people through the year of the pandemic. The participants
range from animate beings to inanimate objects. Four red COVID-19 icons,
symbolizing the health pandemic, are strategically positioned at the four corners of
the boat. This placement underscores the omnipresent nature of the virus, leaving
no escape route. The crocodile and the shark, poised to attack the boat, represent
natural disasters threatening human existence.

Two armed human participants fighting each other in the boat, along with two
others clinging to the boat to avoid drowning, depict internal conflicts and their
deadly repercussions. Another armed young man swimming with a tube inscribed
with the word “microbe” (a term metaphorically describing a despicable person
who spreads harm, as per Le Petit Robert 2020), represents youth delinquency. The
frightened woman and her child symbolize society's most vulnerable groups, while
the wounded sailor struggling to steer the boat to its destination embodies an
overwhelmed leader grappling with crisis management.

Among the inanimate objects, a ballot box floating on the water with an axe
attached to it illustrates “electoral violence”, further exacerbating the dire
conditions of the participants. A yellow placard bearing the year 2020, also floating
in the water, provides a temporal frame for the events depicted. The phrase “Ton
maudiat” (an Ivorian slang for “Tu es maudit” or “You are cursed”) is inscribed
under the year 2020, labeling it a “cursed year” due to the calamities experienced.
On the horizon, however, a rising sun bearing the inscription “2021” symbolizes
hope for a new beginning.

In the verbal exchange, the woman skeptically asks the sailor, “Est-ce que tu es
sur qu'on va arriver?!” ("Are you sure we will get there?!"), casting doubt on their
chances of surviving the crises surrounding them. The sailor, attempting to reassure
her, replies, "Aaah! Il reste un peu!" ("Aaah! We are almost there!"), suggesting
that the destination is near. However, the exclamation "Aaah!" adds an air of
uncertainty to his assurance.

Through a blend of verbal and visual elements, Cartoon F highlights how the
pandemic has intensified the plight of African societies already grappling with
numerous challenges, including electoral violence, natural disasters, internal
conflicts, youth delinquency, and poor leadership.

4.7 Discussion of Findings

Three research questions guided our analysis in this study. The first question
focused on the interaction between the cartoons' visual and verbal elements to
depict scenarios related to COVID-19 in Cote d'Ivoire. The study found that the
linguistic elements, in the form of dialogues between participants (A, C, D, E, F)
or verbal descriptions from the cartoonists (B, F), complement or explicate the
message portrayed by the visual representations. This strategy, which was also
observed in other studies (Alabi 2020, Hameed & Afzal 2021, Sani et al. 2021),
allows for better contextualization and interpretation of events depicted in the
visual modes.



Social Satire in Covid-19 Media Cartoons in Cote D'ivoire: A Multimodal Critical ... 147

Regarding the different satires expressed in the cartoons, the study revealed that
during the pandemic, Gbich! used its medium to (i) challenge existing traditional
structures and social practices (A), (ii) satirize government efforts to curb the
disease (B), (iii) advocate for prevention measures (B, D), (iv) highlight the dangers
of misinformation (C), (v) deride the world's impotence in confronting the virus
(D), (vi) reveal the economic impact of the pandemic on citizens (E), and (vii)
provide insights into the internal challenges facing sociopolitical life in Cote
d'Ivoire and other African countries (F). This finding shows that the issues covered
by the newspaper during the pandemic reflect both local and global discourses,
impacting individuals, the country, and the world. These discourses revolve around
gender roles and expectations (A), information management (C), and crisis
management (B, D, E, F). The satires were expressed using a casual register
manifested through informal lexis, colloquialisms, wordplay, loanwords from local
languages, manipulative language, and a conversational communication style. This
type of communication allows the newspaper to influence its target audience by
creating the impression of belonging to the same social strata (Leitner 1980, in
Machin & Mayr 2012: 42). The visual satirical tools employed by the newspaper
included exaggeration, visual metaphor, symbolism, and anthropomorphism.

The virus was represented with evil-looking facial expressions and exaggerated
spiky stalks around its spherical body. It was given the ability to run, talk, grin,
intimidate, attack, or be scared. From a purely scientific perspective, as argued by
Joubert and Wasserman (2020), viruses do not possess these traits. They explain
that “there is no thought, intent, or capacity for malice on the part of the virus; it
cannot be sneaky, evil, or aggressive; viruses cannot attack us or wage war against
us [...] the virus does not exist to kill or harm; those are just its side effects” (Joubert
and Wasserman 2020:6). The attribution of human traits to viruses is meant to instill
fear, which can compel individuals to follow protective instructions (Gill and
Lennon, 2022). Consequently, anthropomorphizing the coronavirus in this context
makes its actions more immediate and accessible to the viewer, helping to
conceptualize it as a natural enemy that must be confronted collectively (Marrissa
and Tan, 2023; Joubert and Wasserman, 2020). In our corpus, other inanimate
objects or abstract entities anthropomorphized include the preventive tools (B),
rumors (C), and the planet Earth (D). Such depictions served as visual metaphors,
highlighting their real agency and increasing their perceived efficacy (B), threat
(C), or collective dire situation (D).

The third research question aimed to uncover the hidden power dynamics and
ideologies expressed through the cartoons. The study revealed that the coronavirus,
in its interactions with other represented participants — ordinary citizens and the
world at large — was depicted as a dominant force exuding fear, hopelessness,
mental illness, and intimidation, while also being a source of economic crisis.
During the pandemic, citizens and global communities were portrayed as weak,
subdued, hopeless, and uncertain about the future. The study further showed that
through the cartoons, the newspaper conveyed ideological messages to its audience,
reflecting the sociocultural context of the Ivorian speech community. The ideology
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of solidarity, which emphasizes the importance of standing together in times of
need to address collective challenges, was evident in cartoons F (where people were
seen confronting the virus as a group), E (where a whole family defied authority to
express their difficult economic situation), B (where a group of preventive tools
confronted the virus), D (where the fight against the virus involved the whole
world), and E and F (through the verbal use of the pronoun "on" [we] — the people).
Also prominent in some cartoons was the display of power as a tool to intimidate
(coronavirus vs. the world [D], and vs. the citizens [C & F]; preventive tools vs.
coronavirus [B]; authority vs. the citizens [E]) or manipulate others (women vs.
men [A]). In the same vein, the belief in marriage, as reflected in the sociocultural
context of this study, was also advocated in cartoon (A).

5 Conclusion

This study highlighted the contribution of newspaper cartoons as a form of
discursive practice in managing public health crises. It demonstrated how, through
their unique style and manner of presentation, Gbich! used cartoons to depict
sociocultural and political realities in Cote d'Ivoire and around the world during the
COVID-19 pandemic. The cartoons were employed to advocate for social and
behavioral change, raise awareness about the virus, influence opinions, and instill
ideological inclinations reflecting the sociocultural context of the Ivorian
community. These findings align with previous research, reflecting similar
sociocultural challenges (Abd El-aal Sultan 2021, Alabi 2020, Robingah 2020,
Hussein and Aljamili 2020), issues of misgovernance (Imperial 2020, Asiru and
Bello 2020, Hameed & Afzal 2021), and advocacy efforts (Alabi 2020, Marissa and
Tan 2023, Joubert & Wasserman 2020). Consistent with earlier studies, this
research emphasized the significant role of newspaper cartoons as a discursive tool
in addressing public health crises. From a broader perspective, this study
contributed to the discourse on pandemics. It showed that the pandemic, though
negative, could serve as a medium to question behaviors, attitudes, stereotypes,
practices, democratic processes, and preparedness for health crises. This research
is one of the few studies on cartoons in Cote d'Ivoire. It is hoped that it will raise
awareness of the role of this medium of communication in shaping perceptions and
advocating for behavioral change and societal reforms in Cote d'Ivoire.
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