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INFUSING LOCAL CULTURE IN SINGAPOREAN ANIMATION -
DEVELOPING A FRAMEWORK OF CULTURAL SPECIFICS FROM

A STUDY OF CONTEMPORARY CINEMA IN SINGAPORE

Ang Qing Sheng
LASALLE College of the Arts, Singapore

Abstract: Notwithstanding a materializing Singapore cin-
ema, research attention has not been given to how ani-
mated cultural products can make an impact on the con-
struction of a local identity. This can be considered detri-
mental to the cultural promotion of a local but heteroge-
neous mediascape. The practice-based research attempts
to outline a practical framework of cultural specifics ca-
pable of producing an animated film that is identifiably
‘Singaporean’ to a global audience. Resistance against the
Marcusian One-Dimensional Man theory, the premise of
Kenneth Paul Tan’s Cinema and Television in Singapore,
will be the basis of this research in order to understand
the emergence of contemporary Singaporean films. Alfian
bin Sa’at’s definition of Heartlander, a recurring and
highly relatable element in Singaporean cinema largely
due to geographical statistic of the population percentage
living in HDB, provides the social semiotics needed by the
research to understand Singapore culture. Films like Ilo
Ilo by Anthony Chen and Sandcastle by Boo Junfeng will
be analyzed according to five indicators - setting, charac-
ters, mise-en-scéne, language and premise - as they man-

ifest Singaporean traits in their attempts to integrate lo-
cal culture. The same indicators are used to analyze films
like “Tatsumi” by Eric Khoo so as to locate cultural defi-
ciency within these local animated features. “Flats” by
Ervin Han and similar animated shorts are subsequently
examined as examples of attempts at infusing local cul-
ture into an animated production. The practical result of
the research is presented as a production journal of an
animated short explicating the socio-political aspects of
local identity.

Keywords: media, animation, culture, identity, singapore
I. INTRODUCTION

For several years, film and animation from Singa-
pore have appeared on the global stage, be it in enter-
tainment broadcasts or international film festivals. In
the light of a materialising Singapore cinema, the global
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audience might be starting to know what a “Singapo-
rean film” looks like. However, the notion of an authen-
tic “Singaporean animation” remains unfamiliar.

There are only four animated feature films produced
in Singapore. Albeit being made locally, these films are
not identifiably “Singaporean” as there is no apparent
Singaporean trait present in them. On the other hand,
live action films like “Ilo Ilo” by Anthony Chen and
“Sandcastle” by Boo JunFeng have been recognized by
international film festivals such as the prestigious
Cannes Film Festival to be “Singaporean films”. These
films use local stories and themes to communicate a
global message to the audience.

Referencing live-action films made locally, can the
same attributes, including but not limited to - setting,
ethnicity and nationality of characters, exposition of
culture through mise-en-scéne!?, language spoken and
last but not least, narrative premise - make an animated
film identifiably “Singaporean” to a global audience?
These attributes constitute the hypothesis of the re-
search.

II. PURPOSE OF RESEARCH

The lack of a research in the field of media and iden-
tity can be considered detrimental to the cultural pro-
motion of a local but heterogeneous mediascape in Sin-
gapore. Research attention has not been given to how
animated cultural products can make an impact on the
construction of a local identity. Hardly any qualitative
analysis on the current landscape of animated films
produced in Singapore has been published.

Fig. 1 Dream Defenders by Tiny Island Productions

Dream Defenders from Tiny Island Productions, (Fig.
1) for example, has been sold worldwide, primarily fo-
cused on the U.S market. Spycat and the Paper Chase
(Fig. 2), a short graduation film from Nanyang Techno-
logical University (NTU), has made over a thousand
screenings in more than 30 countries and won 7 awards.
However, the absence of cultural identifiers in animated
films like these makes it impossible for the



INFUSING LOCAL CULTURE IN SINGAPOREAN...

global audience to recognise their origin, rendering any
success a limited one.

Fig. 2 Spycat and the Paper Chase (2011)
by Derwin Silamaya Suhali, Chun Hong Fung,
Yu Xian Soh and Darren Lim from NTU

Singapore is a young nation and it is crucial to foster
identity by establishing a cultural background with ar-
tistic products (Soon, 2001). It is imperative for Singa-
porean animation filmmakers to seek a voice of their
own rather than to mimic and add on to the sea of com-
mercial productions driven by short-lived market inter-
ests. The “cultural desert” (Tan, 2012: 152) can be nur-
tured into lush plethora of new ideas if animators are
willing to take risks in finding the path towards an au-
thentic ‘Singaporean’ animation.

[II. LITERATURE REVIEW
Although limited, similar research with the intent of

infusing a particular culture in an animated product has
been conducted.

A. Attempt at ‘Indonesian’ Animation

Hafiz Aziz Ahmad from the Graduate School of Com-
puter Design, Woosong University, South Korea, pub-
lished a thesis paper titled A Thesis on Implementation
of Culture and its Visual Representation in Indonesian
Animation - Based on Case Study of Japanese and Ko-
rean Animation.

This paper begins with an overview of cultural stud-
ies, identifying semantics and semiotics in culture and
identity, providing a comprehensive introduction to an-
imation in Asia and categorizes culture and non-cul-
ture-focused themes in animated cinema. Examples of
Japanese and Korean animated films are analysed, fol-
lowed by the implementation of Indonesian culture in
an animated film production with the focus on depicting
everyday life.

Fig. 3 Still images from the practical component
of Ahmad’s research
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However, the practical component of the research
(Fig. 3) is problematic. The inclusion of Korea as setting
may not deviate away from Indonesian culture. The re-
search also lacks a conclusion on audience reception.

B. Exploring ‘Singaporean’ Animation

Assoc. Prof. Hans Martin Rall from NTU Singapore
has published a book entitled Singaporean Animation
for the 215t Century. His research involved students de-
veloping artistic visions for stories from Asian folklores
that will ultimately represent cultural identity through
the animated medium.

The research method offers students freedom in de-
picting their own culture through animation and has re-
sulted in impressive and diverse art styles, such as the
use of pastels for an adaptation of a folklore of Sister’s
Island. Rall focused on aesthetics to infuse culture into
animation.

-pastel-

Fig. 4 Production Design of Two Sisters
by Henry Zhuang and Harry Zhuang

However, the title of “Singaporean Animation” is pe-
culiarly elusive when only one out of six chosen text is
Singaporean. Two Sisters (Fig. 4) sets in the 1800s when
Singapore is still a rural village, thus having no distinc-
tive trait or identity representing current time. “21st
Century” timeframe is thus misrepresented without ref-
erence to present time stories and culture.

IV. SINGAPORE: AUTHORITARIAN CAPITALISM

In order to understand Singapore cinema, one must
first be familiar with Singapore.

Singapore operates on a free market with significant
government intervention in the domestic economy.
Government-Linked Companies (GLCs) such as Te-
masek Holdings forms the nation’s investment front.
Grassroots Organizations (GROs) such as People’s Asso-
ciation (PA) serves to bridge different communities to-
gether. Healthcare is only subsidized for the lower and
middle income class and all residents have to contribute
to the Central Provident Fund? (CPF) to prepare for
medical emergencies, pay insurance premiums or even
buy an apartment.

The People’s Action Party (PAP) has been the ruling
political party of Singapore since 1959. Strict laws en-
force forms of control on the citizens, restricting free
speech through Internal Security Act?, Sedition Act?,
Maintenance of Religious Harmony Act> and Societies
Act®. Anyone wishing to raise a social or political issue
has to apply for a permit to legally speak to the public in
a designated area of the speaker’s corner at Hong Lim
Park?. Other forms of control include National Service®
(NS), procreation policies using monetary rewards,
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manpower policies attracting foreign talents, mass me-
policies

dia control and education like

bilingualism.

Fig. 5 HDB apartments in Singapore

It is important to note that home ownership is com-
mon in Singapore, with 82% of the resident population
staying in public housing known as HDB (Fig. 5), named
after the Housing Development Board of the state. HDB
apartments can range from 1-room to 5-room, each
with a living-room, bedroom(s) and kitchen. Typical
HDB apartments are high-rise and high-density with a
serviceable lift, common corridors and void decks
maintained by the Town Council.

As of June 2014, the total population of Singapore
stands at 5.47 million, of which 1.6 million are foreign-
ers. The Chinese ethnic group makes up the largest pro-
portion of residents at 74.3%, followed by Malays at

13.3% and Indians at 9.1%. Eurasians make up the
other significant ethnic group.

Languages spoken in the country are diverse, rang-
ing from English, the main language of trade, to Chinese,
Malay or Tamil, the mother tongue. Chinese dialects like
Hokkien and Cantonese are still common among pio-
neer generations. Singapore Colloquial English, also
known as Singlish, is a result of such a multilingual
amalgam and widely used among Singaporeans.

With such systems in place, Singapore closely meets
what American economist Christopher Lingle describes
as “authoritarian capitalist” society. The government
has seta ground where justification of “coercive powers
to risk-averse, pragmatic, and materialistic Singapore-
ans who only desire to live in peace, safety, comfort, and
affluence, preferring to believe that support for the in-
cumbent government, with its consistently stellar rec-
ord, remains the best guarantee of a safe and comforta-
ble life” becomes easy
(Tan, 2012).

With the instilling of meritocracy, a consumerist so-
ciety is formed, where citizens believe that hard work is
rewarded by acquiring ‘false needs’ glorified by the sys-
tem. For instance, the 5 ‘C’s - car, condominium, credit
card, cash and country club membership are widely ac-
cepted by the society to be indicators of success and
happiness. Any obstacle towards fulfilling these indica-
tors are deemed dangerous. This eventually leads to a
totally administered lifestyle in
Singapore.

Kenneth Paul Tan recognizes the authoritarian and
patriarchal system of Singapore to echo what Herbert
Marcuse describes as a one-dimensional society. A one-
dimensional man refers to “Individuals who identify
themselves with the existence which is imposed upon
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them and have in it their own development and satis-
faction” (Marcuse, 1964). With the repeat success of the
ruling party in the 2015 elections, majority of Singapo-
reans can be assumed to have their self-interests
aligned with that of the government, opting for benefits
like HDB upgrading projects and higher property resale
prices in areas governed by PAP. The utopian notion of
“Singaporean” is thus closely related to the notion of
one-dimensionality.
V. IMAGINED COMMUNITY: HEARTLANDER

The term “imagined community” is first coined by
Benedict Anderson in 1983 to explain how and why
members of a community may stand together regard-
less of differences. People of dissimilar race, religion,
language or birthplace perceive themselves as part of a
group, negotiating differences and embracing similari-
ties, ultimately recognizing themselves strongly with a
common goal.

Singapore only gained independence in 1965 and
has witnessed several racial riots. With such heteroge-
neity, nationalism has remained a delicate issue for the
country. The problem worsens in the face of globalisa-
tion as foreign workers continue to overpopulate the
workforce. The Singapore government had to find a so-
lution to prevent the resentment among citizens from
intensifying.

In 1998, then Prime Minister of Singapore Goh Chok
Tong raised the term “Heartlander” in his National Day
Rally in a bid to formalize identity among local citizens.
As observed by playwright and poet Alfian bin Sa’at, the
term heartland is inspired from the term hinterland,
which refers to “a site where traditions could be pre-
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served and maintained, geographically located at a re-
mote distance from the city and thus isolated from its
influence” (Tan, 2012).

An ideal Singaporean heartlander is one who lives in
HDB, speaks local languages like Singlish, is communi-
tarian and upholds conservative values and sense of be-
longing for the country. This is a natural reaction
against rapid globalisation and economic progress
where foreign talents are perceived as cosmopolitans,
creating a heartlander-cosmopolitan divide in the soci-
ety. Cosmopolitans are highly skilled and well-paid citi-
zens with high social mobility, driven by economic in-
terests and have a preference for Standard English as
their language. They serve as a threat to the local cul-
ture with their global outlook.

In the context of Singapore, the heartlander-cosmo-
politan divide forms the driving force in identity for-
mation. Heartlanders depend on cosmopolitans for eco-
nomic gains while serving as moral markers for the so-
ciety.

VI. SINGAPORE LIVE-ACTION CINEMA

Singapore cinema is stylistically discontinuous
when one attempts to survey films from the 1950s to
2010s. In order to study the authentic “Singapore” es-
sence in local cinema, live-action films produced be-
tween 1995 and 2015 are selected as they manifest two
important traits of present-day Singapore culture.

Firstly, it is not the one-dimensionality of Singapo-
reans that shapes the voice of films from Singapore, but
rather the refusal of repression against the hegemonic
system. Characters alienated from globalised society
becomes a common premise in Singaporean films, act-
ing as an avenue of realistic expression against the au-
thoritarian capitalist state.
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The second common trait is the theme of heart-
lander struggle. While society paints an image where
economy thrives with the success of governmental pol-
icies, the lower and middle class gradually suffers from
problems like rising cost of living. These citizens, often
heartlanders, find themselves left behind by society, un-
able to cope with the endless pursuit of material
Filmmakers begin to find stories from the heartlander
perspective more relatable to the local audience.

Besides the abovementioned traits governing the
premise? of a film, what truly identifies a film to bear the
Singaporean culture would be four other cultural indi-
cators: setting the film in Singapore; using Singaporean
characters with a mixture of ethnicity or nationality;
having a HDB apartment mise-en-scene; characters
speaking Singlish, Chinese dialects or a mixture mother
tongue.

A. llollo (2013) by Anthony Chen

Fig. 6 Still from Ilo Ilo (2013)

Being the first Singaporean film to secure the Cam-
era d’Or at Cannes Film Festival as well as the Best Film
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at the 50t Golden Horse Award, Ilo Ilo (Fig. 6) serves as
a hallmark of contemporary Singapore cinema - one
with a local story communicating to a global audience.

Set in 1997 Singapore, Jia Le’s family hired a maid
from The Philippines to take care of the young boy and
their household chores. Soon after her arrival, problems
such as the lack of mother’s attention, a financial crisis
putting the father out of job, issues of pregnancy and job
security for the mother as well as managing family rela-
tionships between one another in the family start to
surface.

Fully set in Singapore in the 1990s, Anthony de-
mands the characters speak in natural Singlish and Chi-
nese. He is also directly involved in casting the charac-
ters during pre-production to find the right local for
various roles.

Fig. 7 Jia Le and his mid against the unique window grills
0f 1990s HDB
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Intricate care is taken to showcase the mise-en-scene
of that time, such as the unique grill patterns of

the HDB apartment window which the director himself
calls “Anthony grills” (Fig. 7). The audience also get to
witness the 1990s office environment with the old IT
equipment and coiled telephone cords.

The hiring of maids has become a necessity to many
in Singapore due to rapid economic progress, requiring
both parents to work in order to sustain a living. Maids
are also often seen at Lucky Plazal0 during their off days,
which is carefully captured in the film.

Fulfilling the five cultural indicators, Ilo Ilo allows us
to appreciate the struggle against economic pressures
that is affecting fragile family relationships from a
heartlander’s point-of-view.

B. Sandcastle (2010) by Boo Junfeng

Fig. 8 Still from Sandcastle (2010)
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Sandcastle (Fig. 8) by Boo Junfeng was invited to the In-
ternational  Critics’ Week!? at Cannes Film
Festival. It also managed to clinch the Best Feature Film
and Best Director awards at Vietnam International Film
Festival.

A copious amount of footage from the national ar-
chives on Singapore in the 1950s and 60s occupies the
film, which centres itself on a nationalistic theme about
the arresting of the alleged “communist” in the history
of Singapore. En, a young man about to be enlisted into
National Service, progressively learns about the past of
his father who died of cancer. His father was one of the
student rebels against the national policy of converting
Chinese schools to English.

The film opens immediately with national songs and
archival footage of patriotism towards Singapore. It
takes place in the 1990s and features a Singaporean set-
ting and HDB mise-en-scene, as well as an old private
estate.

Characters speak fluent Hokkien, English and Chi-
nese. The inclusion of a girl from China having intimate
relationships with En shows the diversity of nationality
- a trend in globalised Singapore. The struggles of the
heartlander, such as the problem of taking care of age-
ing parents and conflict of religious beliefs among the
family members are prevalent throughout the film.

By exploring coming-of-age issues, Boo has success-
fully resonated the teenager’s troubles along with the
troubles faced by a young nation. Such is a reflection of
the heartlander struggle against the authoritarian soci-
ety of Singapore.
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A summary of the analysis of a typical Singaporean
live-action films is shown in Table 1.

Table 1 Summary of Singaporean Live-Action films

Setting Singapore
National- Multicultural, multiracial
ity/Ethnicity
Mise-en- Mainly HDB
scéne
Language Presence of Singlish/Chinese
dialect
Premise Heartland sltruggle aga.linst the
authoritarian society
VII. SINGAPORE ANIMATED CINEMA

Little is known about animation produced in the his-
tory of Singapore. The only known dedicated compa-
nies producing animated content in the 90s were Ani-
mata and Animasia. Even then, feature films were inex-
istent till 2006, and animated content are limited to TV
commercials and cartoons for overseas markets.

After the millennium, Singapore started aiming to be
aregional hub for media and has recently constructed a
media cluster at One-North, home to multi-national
companies such as visual effects giant LucasFilm and
games developer Ubisoft. State-owned broadcaster Me-
diaCorp is set to move into the cluster by 2015, while
film and television content provider Infinite Studios has
been a notable resident. However, local animation com-
panies barely form an industry with only few players
like Tiny Island Productions, Omens Studio and One An-
imation, largely due to the absence of a local market.
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As such, only four Singaporean animated feature
films exist, and they bear little to no cultural traits that
are identifiably Singaporean.

A. Zodiac: The Race Begins (2006) by Edward Foo

Fig. 12 Still from Zodiac: The Race Begins (2006)

The story is adapted from the Chinese Zodiac my-
thology where the celestial Jade Emperor gave an order
to the mortal world for the first twelve animals to as-
cend and form the Zodiac cycle through a race. This was
to prevent a calamity from happening as human beings
did not have a concept of time.

The film is set in a fantastical environment and much
of the mise-en-scéne are depictions of forests and Chi-
nese architecture floating in the sky. The main charac-
ters are animals who speak in Chinese and there are no
indications of ethnicity or nationality. Overcoming ob-
stacles and adversities from the point of view of anthro-
pomorphic characters is insufficient to display any form
of cultural identity.
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B. Legend of the Sea (2007) by Benjamin Toh

Fig. 13 Still from

Legend of the Sea (2007)

The film is another adaptation of a Chinese mythol-
ogy involving the Dragon King that rules the sea. Draco
the Dragon Prince tries to hide his father’s powerful Lu-
minous Pearl from him out of playfulness, but ends up
finding out the evil plans of Ocho, an exiled Octopus
who wants to seek revenge on the Dragon King. He gets
caught by Ocho but fights his way out with the help of
his friends.

Being very similar in plot to Pixar’s Finding Nemo and
Disney’s The Little Mermaid, the film manifests no signs
of Singapore culture. Sea characters of no known na-
tionality speak Chinese, and the mise-en-scéne is all but
an underwater galore.

14

C. Sing to the Dawn (2008) by Phil Mitchell

Sing to the Dawn (Fig. 14) is adapted from a critically
acclaimed literary text published in 1975 by Minfong
Ho, an American author, and directed by a foreigner.

The story is about a girl named Dana who lives in a
village in Batam. She is forced by her father to marry the
evil landlord’s son, while the landlord is planning to
turn the village into a bustling city by evicting the villag-
ers.

The film sets in an Indonesian village with the Kam-
pong environment as mise-en-scéne. Characters are In-
donesian but speak English. The first four cultural indi-
cators are hence unfulfilled.
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The premise revolves around the idea of resistance
against the patriarchal system where a daughter’s mar-
riage is decided by the family. Dana tries to go against
the system with her actions that helped saved the vil-
lage. This briefly echoes a similar tone in ‘Singaporean’
films, but as the film barely fulfils any cultural indica-
tors, it is difficult for Sing to the Dawn to be identifiably
‘Singaporean’.

D. Tatsumi (2011) by Eric Khoo

-
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Fig. 15 Still from Tatsumi (2011) set in Apsf—war Japan

Eric Khoo is the very director who brought Singapo-
rean films to the global limelight with his film Mee Pok
Man (1995) and 12 Storeys (1997), which are among the
first Singaporean films to participate in international
festivals. These films fulfil the cultural indicators very
well - Singaporean setting, HDB mise-en-scéne, multi-
racial, multilingual and demonstrates resistance
against societal pressures.

In contrast, Tatsumi (Fig. 15) fails to meet the same
cultural indicators. The story is about Yoshihiro Ta-
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tsumi and his invention of the gekiga genre in Japanese
comic history. It is set in post-war Japan, with the vari-
ous street scenes, traditional houses, city area and the
occasional illustrative backgrounds as mise-en-scene.
Characters are Japanese and speak Japanese.

Eric Khoo’s motive for this film is no more complex
than a tribute to the comic artist who was still alive at
the time. Contrary to Teo’s belief of Tatsumi as “a model
of anime transnationalism showing how it may be both
Japanese and Asian through rubber resilience of the me-
dium” (Teo, 2013 : 79), Tatsumi is in no way Singapo-
rean even though it was directed by a Singaporean.

A summary of the analysis of Singaporean animated
feature films is shown in Table 2.

Table 2 Summary of Singaporean animated feature films

Setting Not in Singapore

National- No Singaporeans

ity /Ethnicity

Mise-en- No scenes of Singapore
scéne

Language Chinese or English or Japanese

Premise Overcoming adversities
VIII. ATTEMPTS AT CULTURAL AUTHENTICITY

Conversely, non-commercial animated products
mostly produced by students are able to meet the cul-
tural indicators more closely as they do not bear finan-
cial risks. The films explore alternative cultures and a
voice of their own, exhibiting sufficient fulfilment of the
indicators for them to be appreciated with a cultural
spectacle. They are analysed with supporting inter-
views with the directors. Transcripts are available in
Appendix A.
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A. Flats (2011) by Ervin Han

Fig. 16 Still from Flats (2011) depicting a Chinese funeral

Through the eyes of two children, the film guides au-
diences through a multicultural HDB setting where cor-
ridors are filled with potted plants; void decks are occu-
pied by a Malay wedding adjacent to a Chinese funeral
(Fig. 16); lift lobbies are filled with graffiti by loan
sharks!* that exposes the unpleasant side of
Singapore.

Han reveals that he is interested in telling personal
stories by embracing childhood memories such as run-
ning around the HDB. The film was made as a pilot pro-
ject for Scrawl Studios, of which he was one of the
founders. He believes in the universal premise of the
film - simply kids running around the neighbourhood -
and is positive that it will relate to a global audience de-
spite the local elements.

16

The film has no dialogue, forming the only shortfall
in fulfilling all indicators of a “Singaporean” animation.

B. Foreign Plants (2013) by Alex Ng

T

' Fig. 17 Still from Foreign Plants (2013)

Ng believes in light-hearted entertainment that can
relate immediately to his audience and thus chose hu-
mour to depict the social issue of foreign worker influx
in Singapore. The animation begins with the prolonged
dry condition experienced in 2013 where trees in Sin-
gapore are struggling with thirst. The child tree hopes
to visit “Gardens by the Bay”, a tourist attraction in Sin-
gapore, only to find out from his father that the place
only admits foreigners.

Besides a Singaporean premise, products unique to
Singapore, such as “NEWater”, a bottled reclaimed wa-
ter produced by Singapore’s National Water Agency
PUB, are clearly presented. However, the characters
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speak English and do not exhibit any form of ethnicity, IX. “LAKBoHKI”
fulfilling only three out of five of the cultural indicators.

C. 1997 (2014) by Wei Choon Goh & Jiahui Wee

| - .... =i 55 : rreer { Y L
Fig. 20 Still from Lak Boh Ki (2015) depicting a HDB

Lak Boh Ki (Fig. 20) is a Hainanese term that literally
means “drop nowhere”. A one-and-a-half year old baby
who dropped his plush Merlion toy onto the ledge out-
side of his HDB apartment window tries to get it back,
and in the palm-sweating process reveals the contem-
porary Singaporean landscape made up of foreigners.

Fig. 18 Still from 1997 (2014)

Nostalgia stands at the heart of 1997 (Fig. 18) as Goh
traces childhood memories of Singaporeans who have
attended public primary education in the 90s. The film
is almost a visual documentary of objects, sights and
sounds that teases a resistance against the rapid pro-
gress of society, as highlighted by the significant depic-
tion of toys in the pre-digital age.

Characters of different skin colour representing the
different races in Singapore play together, forming the
multiracial aspect of a “Singaporean” film. No dialogues
were used in the film. As such, four out of five indicators
are fulfilled.

i\
Fig. 21 Singaporean housewife character cooking
at the kitchen

The film is an exposition of the unspoken conflict in
culture and identity between native Singaporeans and

17
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foreigners in Singapore. It is set in Singapore with a
HDB mise-en-scene. A Singaporean housewife (Fig. 21)
speaks the Chinese dialect, Hainanese. Indian neigh-
bours utter Tamil and a Chinese man shouts in Chinese.
The baby represents the young nation in search of iden-
tity represented by the Merlion toy (Fig. 22), sur-
rounded by other non-native residents. Eventually, the
toy falls off the 10t floor to the ground while the baby
helps himself to a similar toy of a different colour from
another apartment, signifying the acceptance of other
cultures which echoes how Singaporean culture is orig-
inally formed.

Fig. 22 Merlion plush toy on the ledge

A summary of Lak Boh Ki's cultural indicators is
shown in Table 3.

Table 3 Summary of Singaporean Live-Action films

Setting Singapore

National- Multicultural/Chinese and Indian
ity /Ethnicity

Mise-en- HDB

scene
Language Hainanese, Tamil and Chinese

. Baby struggling to retrieve a toy in a

Premise multicultural neighbourhood
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Preliminary private screenings has revealed its po-
tential as an authentic “Singaporean” product as sur-
veyed audiences can relate to the narrative and appre-
ciate its cultural elements. Further feedback needs to be
collected from its reception at international film festi-
vals. The production journal containing notes about the
story, design and still images are available in Appendix
B.

X. CONCLUSION

Film is undoubtedly a domain of cultural exposition
through its ability to represent reality via sight and
sound. Itis never a singular transfer of thought from au-
teur to audience, but “the result of meaning-making by
its makers and viewers” and are “discursively mediated”
by audiences of different cultural background (Cahoone,
1988: 248).

Through an analysis of Singaporean live-action films,
we identify consistency in cultural traits through five
indicators - setting, ethnicity and nationality of charac-
ters, mise-en-scéne, language and premise. They tend to
exhibit a passive but strong message echoing the re-
sistance against a one-dimensional society by having
the premise pivoting around characters struggling
against the authoritarian system. Success attested by
international awards and sales accompanies these films.
The lack of Singapore culture in local animation will
prove detrimental to both identity-formation and sur-
vivability of the animation industry as success is com-
parably limited.

By attempting to create an animation culturally
identifiable to be “Singaporean”, fresh ideas are un-
locked and market interests are challenged.
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Animation directors interviewed in the research
project have voiced concerns about global reception as
audiences must have heard of Singapore to be able to
identify and relate to “Singapore” culture. From a per-
sonal point of view, as long as the premise is universal,
audiences will still appreciate an animated film infused
with culture unknown to them.
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ENDNOTES

(1
(2]

Mise-en-scene in film refers to the arrangement of all visual as-
pects of the film such as props and sets.

Central Provident Fund (CPF) is a compulsory savings plan for
all Singaporeans and permanent residents primarily to fund
their retirement, healthcare and housing needs.

Internal Security Act grants the power to enforce detention on
individuals deemed subversive to the law and order of
Singapore.

Sedition Act prohibits acts and speech deemed to incite discon-
tent to lawful authority.

Maintenance of Religious Harmony Act prohibits any incite-
ment of hostility against a religion.

Societies Act requires all societies to be registered with the gov-
ernment so as to enforce regulations to uphold law and order.
Hong Lim Park is the only area in Singapore where public pro-
tests are permitted once registered.

(3]

(4]
(5]
(6]
(7]
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(8]

(9]
[10]
(11]

[12]
[13]
[14]

[15]

(1

(2]

(3]

(4]

(5]

(6]

All male Singaporeans and permanent residents must serve at
least 22 months in the Singapore Armed Forces (SAF), Singa-
pore Police Force (SPF) or Singapore Civil Defence Force (SCDF)
depending on physical and mental fitness.

A film premise can be understood as the inciting incident that
develops the narrative of the film.

Lucky Plaza is a shopping mall located at Orchard, Singapore.
International Critics’ Week is a parallel competition of the
Cannes Film Festival showcasing first and second features of di-
rectors around the world.

Hawker centres are open-air eateries with numerous stalls sell-
ing inexpensive food and drinks.

Coffeeshops in Singapore are smaller versions of hawker cen-
tres usually found on the ground floor of HDBs.

Loan sharks are illegal money-lenders with exorbitant interest
rates.

YouTube is a popular on-line video sharing website.
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APPENDICES

A. Interview Transcript

The following transcript records a phone interview
with Ervin Han, director of Flats.

Tell me a little more about yourself.

I previously worked at the Media Development Au-
thority in the Industry Development team for animation,
then moved on to Scrawl Studios and eventually, Robot
Playground Media.

What motivated you to make an animated film
that puts Singapore culture as a driving force?

It was more of a pilot project to test our pipeline, and
to be a sample work to propose a bigger project that is
something like an anthology of local short stories show-
casing facets of Singapore. This is something the com-
pany can use as a portfolio to show what we can do.

Tell us more about your film!
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I had a desire to tell a personal story. I wrote the
treatment and directed the art. This is not a commis-
sioned project and we own the IP. I had others super-
vising the storyboard and animation.

Making animated films is my passion, my avenue of
creative expression. Flats relates to me as some kind of
an early childhood memory. It is character-driven - two
siblings playing in the HDB neighbourhood and the
younger sister got lost. It will relate to the international
audience as well because this can happen anywhere in
the world. There is a universal quality to the story. The
film isn't complete due to financial
challenges.

What were the challenges met in the process of
crafting the story?

Not much as it is more of a personal story which we
as filmmakers excel at.

In your opinion, what do you think are ingredi-
ents that would make an animated film distinctly
"Singaporean"?

The target audience of the film is important. Only
Singaporeans or someone who have lived or worked
here would be able to identify that. It needs to relate to
them on a personal level.

Are you working on any new projects that are re-
lated to Singapore?

We are working on a project that is a combination of
four 3 1/2 minutes long animation that goes through
the history of Singapore from 1930's to present time.
Each has a little story that weaves through a particular
time period. The project is funded by the Singapore
Memory Project, titled The Violin.
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The following transcript records an email interview
with Alex Ng, director of Foreign Plants.

Tell me a little more about yourself.

I'm basically just someone who loves 2D animation
as a hobby. It all started back then before YouTube vid-
eos existed, where Flash animation was popular. Alt-
hough I studied animation at the Institute of Technical
Education, my skills are mostly self-taught.

My first job was in a small art studio where [ learn a
lot about the industry the hard way. My experience
there was tough and harsh but rewarding. I worked
there for around 2 years before leaving the company
due to medical issues.

What motivated you to make an animated film
that puts Singapore culture as a driving force?

[ was pretty much the only person producing online
animation, so why not include Singapore culture to get
more attention! Most local animation are in the form of
demo reels while I believe in independent online enter-
tainment.

My first attempt was an animation of Hossan
Leong's parody song We Live in Singapura.

Tell us more about your film!

Foreign plants was more or less an impromptu idea
that I pulled off one day during the last weeks of the
haze issue in Singapore. Seeing how bad the haze has
affected everyone outdoors, | started realizing there are
actually ‘prestigious’ plants being housed in a
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dome safe from the harsh environment. I tried to
mock this "huge class divide" on the plants here. Basi-
cally I just wanted to put a dash of dark humour for the
ending.

What were the challenges met in the process of
crafting the story?

My major challenge was working with my Japanese
friend for the voiceovers as he had a very tight schedule.
The release was delayed, so the impact might not be as
good as it could be as the haze was gone.

In your opinion, what do you think are ingredi-
ents that would make an animated film distinctly
"Singaporean"?

It would probably be situations that Singaporeans
can easily related to, like National Service, of which I
produced SAF Fantasy showing our experience in army
like a Final Fantasy game.

[ try to stay away from local accent as I want the in-
ternational audience to catch the joke too. When there
is a current affair worth animating, I would attempt to
ride on the media attention with my perspective of the
situation.

Are you working on any new projects that are re-
lated to Singapore?

I've been trying to make an animation relating to the
Mass Rapid Transit trains in Singapore. I also have an-
other idea about an anthropomorphic local fruit work-
ing in Singapore.
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The following transcript records an email interview
with Wei Choon Goh, director of 1997.

Tell me a little more about yourself.

[ am a Malaysian who has been studying in Singa-
pore since 7 years old, so I sort of grew up in both Ma-
laysia and Singapore. Malaysians think I'm very Singa-
porean-like and Singaporeans think I'm very Malay-
sian-like. I've always been struggling with national
identity, constantly back and forth between two coun-
tries that are so similar but yet fundamentally different.

What motivated you to make an animated film
that puts Singapore culture as a driving force?

[ wouldn't say Singapore culture was a driving force
for our film. For our Final Year Project, my partner Jia-
hui and I basically wanted to make a film that was hon-
est and personal. We just started yammering about our
childhood and decided to go deeper in that direction.
We tried to emphasize those moments because honesty
sometimes comes across universally, despite the very
obscure superficial aspects of the narrative.

Tell us more about your film!

We initially wanted to make the sound design
strictly diegetic, in an attempt to keep the honesty of the
film. However it just didn't work, and we decided to let
our composer from Germany mess around with it with-
out any input from us. He gave us the exact opposite of
what we wanted, but it worked incredibly well.

We were struggling with the translation of the visual
gags in our film, and while the gags did not work at one
point, his sound design made everything work.
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The song "4ll7K Kiii" was a particularly easy choice
to make. That song was an audial milestone for the gen-
eration, and had the exact vibe of carefree nostalgia that
we felt underlined our film perfectly.

In your opinion, what do you think are ingredi-
ents that would make an animated film distinctly
"Singaporean"?

I think a film can be "Singaporean” when it is about
Singapore, made in Singapore, or made by a Singapo-
rean. The term "Singaporean" is already a tricky one to
maintain because Singapore could either deal strictly
with the geopolitical boundaries that defines the nation,
or it could deal anthropologically or culturally with the
people who live in Singapore. [ think it's a very grey is-
sue, and there are questions about the topic that I strug-
gle to answer. Especially with the SG50 initiative, there
will be a lot of new animated works that are labelled
"Singaporean". Whether they are appropriately so will
be another question, but for now I think there are a
good number of animated works thatare "Singaporean”
(Like Ervin Han's Flats or this little motion graphics by
Crave FX did for National Day), but I think films that are
not about Singapore should be considered Singaporean
as well, for example Mark Wee's film The Animals,
though dealing with German Expressionist aesthetics, is
made by a Singaporean, and I would absolutely con-
sider his work "Singaporean”, even if he denies it.

B. Production Journal

The story was inspired from a conversation between
my aunts about a toddler who climbed out of the HDB
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window as his mother went out of the house for a game
of Mahjong. The toddler went into a neighbour’s apart-
ment the first time round, but fell to his death the sec-
ond time, leaving the mother devastated.

HDB falling deaths and issues like noise nuisance
from neighbours are common topics avoided by the me-
dia. These are ingredients that make up the film Lak Boh
Ki.

In order to capture the true essence of a Singaporean
household, the Mother character gossips in natural Hai-
nanese in a kitchen that does not attempt to conceal any
unglamorous arrangement of laundry and appliances.
Ledges are filled with litter on certain floors to show the
real side of Singapore plagued by litterbugs. A shot of
the Singapore flag hung inverted reveals that the soci-
ety is not as perfect as the authorities picture it to be.

The script was carefully crafted and revised several
times to ensure that the film could communicate ele-
ments of Singapore besides the adventure of the Baby.
Details like “Gas lighter fires 3 times, stove ignites” are
included.

The film begins with a montage of Singapore HDB -
an old man digging his teeth in front of a mirror and a
woman putting out the laundry pole - and subsequently
the Mother talking on the phone while frying her dishes.
She is disturbed by the noise from her
Indian neighbours.

We then focus on the Baby holding his plush Merlion
toy at the bedroom window. Someone from upstairs
throws a cigarette butt down, distracting the Baby and
causing him to drop the toy on the ledge below. He
climbs out and goes through a series of near-death situ-
ations to get the toy back, such as being caught by the
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air-conditioning unit bracket, the window sill and a pile
of laundry.

Throughout his journey, he meets an Indian girl who
gave him an uncomfortably long stare from her bed-
room, a Mynah bird that bit his toy away, as well as a
man from mainland China shouting into his phone at an-
other apartment. When the Baby finally retrieves his
toy, a red underwear wraps around his head, causing
him to lose balance and falls two floors down into the
comforts of a huge blanket. The Indian girl manages to
catch the toy, but lets it go, thinking that the Baby below
would catch it. The toy falls to the ground, but little did
the Baby know that similar plush toys in different col-
ours can be found at the apartment right in front of him.

Fig. 23 Baby design
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Fig. 26 Mother expression
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Fig. 27 Merlion Plush Toy design

NDIAN FAMILY — BEDROOM Fig. 29 Chinese Kitchen design
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Figure 23 to 29 show designs of the film at the pre-
production stage.

Fig. 30 Baby at his bedroom window pointing
Fig. 28 Indian Bedroom design at the Merlion toy which fell on the ledge

25



Investigating Culture 3 /2019

Fig. 31 Indian Girl staring back at Baby from her bedroom Fig. 32 Baby chasing after the Mynah Bird which has his toy

Figure 30 to 32 show screenshots from the film.
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KoHCcTPYHPOBAHHE KBUP-UJEHTHYHOCTH B HEMELIKOM...

UDC 791(430)(049.3)
791(470+571)(049.3)

KOHCTPYUPOBAHUE KBUP-UJIEHTUYHOCTU B HEMELIKOM
1 POCCUMCKOM KUHEMATOI'PA®E HAYAJIA XXI B.

Anekcanppa B. Enuceesa
Canxkm-Ilemep6ypackuil 2ocydapcmeeHHblll yHusepcumem, Poccus

Pestome: B cTaTbe pacCMOTPEHBI CTPaTeruu KOHCTPYUPO-
BaHUA KBUP-UJEHTUYHOCTH B COBpPEMEHHOM HEMELLKOM U
poccuiickom KuHeMmaTtorpade. Ha mMarepuane aByxX
POCCHUHCKHMX M JABYX HeMeNKHUX PHJIbMOB HCC/IeA0BaHBI
CXO/CTBa U Pa3/IMYMs B penpe3eHTaliu KBUP-UJEHTHY-
HOCTH, a TaKKe NpPoOaHA/IM3MPOBaHA MX KYJIbTYpPHO-HC-
TOopHuYecKass 06yC/I0BJI€HHOCTb.

Kawuesvle c1oea: kuaeMaTorpad Poccuu, kmHemaTorpad
®PI', KBUP-UJAEHTUYHOCTb, T€HJepPHasA NpPOG6JeMaTHKA,
reHJepHasi HApPaTOJIOTHUsL.

B faHHOM cTaTbe mpeAcTaB/JeH KOMIAapaTUBHBIU
aHaJIU3 POCCUMCKUX U HeMelKUuX ¢uabMoB Havasia XXI
BEKa, KOHCTPYUPYIOLUIUX KBUP-UAEHTUYHOCTHU. [lis
aHaJi3a ObLIO BBIGPAHO ABa HeMelKUX QUbMa, TAe
penpe3eHTUpPOBaHAa TOMOCEKCyasibHasi WJM KBUP-
HWIeHTHYHOCTh — ,Freier Fall“ («CBo6o/iHOe maJieHUEY,
2013, pexxuccep lllTedan Jlakaur), ,Eine aufiergewoh-
nliche Affare” («HeoOGbrunbiii poman», 2002 Mapuca
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[Ipaiidepa) 1 ABA POCCUICKUX, T TOXKE MPeAJT0XKEHbI
noA06Hble KOHCTPYKTbl - «Beceapuaku», 2009,
®enuka MuxainoBa, «3UMHUN nyTb» 2012 r. Cepresa
TapamaeBa u JIto60Bu JIbBOBOW. CTOUT OrOBOPHUTHCS,
YTO B HeMelKOM KuHeMaTorpade Havasa XXI Beka
CYLIEeCTBYET 3HAUYUTEJIbHO OO0JIblle TPOU3BEJeHUHN Ha
3Ty TeMY, YeM B POCCHMCKOM!, YTO CBSI3aHO C COILU-
QJIbHOM M KyJbTypHOU nosutukon: B ®PT ¢ 2001 roga
CyLeCTBYeT UHCTUTYT OJHOMNOJIbIX NIAPTHEPCTB U UJeT
JIUCKycCUsI 00 OKOHYAaTeJbHOM NpPUPAaBHHUBAHHUHU
TaKOTO COl03a K reTrepocekcyaibHoMy. B Pocculickoi
denepanuy, HAMPOTUB, IPUHUMAKTCS 3aKOHbI, HAIl-
paBJ/IeHHble Ha OrpaHUYEeHHE MPaB TeX, KTO He COOT-
BETCTBYEeT reTepOHOPMATUBHON MOJENY MOBEJEHUS.
Peub upet, npexje Bcero, 0 BbI3BaBIIeM 060JbLION
0011leCTBEHHBIN pe30HAHC TaK Ha3blBaeMOM «3aKOHe
MusyauHoi» (ot 11. 06. 2013 r.), 3anpenjamwileM nNpo-
naraHjy <«HETPaJUIMOHHBIX CEKCyaJIbHbIX OTHOIIE-
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HUK». B 4acTHOCTH C 3TUM CBfI3aHO U MaJjioe KOJIU-
4ecTBO QHUJIBMOB Ha 3Ty TeMy, OHH JIMIIEHbI roOCy-
JlapCTBEHHOr0 GUHAHCHPOBAaHUS, OT UX 0Ka3a OTKa3-
BIBAIOTCA KHWHOTeaTpbl U T.JI. B 3TOM OTHOIIEHUH
NoKasaTeJibHA MpOKaTHas cyAbba QuabMa «3UMHHUU
MyTb»: HECMOTPS Ha OYEHb TEIIbIA IPHEM, OKa3aH-
HbI pousBefieHro B 2013 r. Ha pectuBane «OKHO B
EBpony» B BbiGopre, BBICOKYIO OLlEHKY MHOTHUX KpH-
TUKOB ([l;1axoB, 2014) ¥ HeMaJi0e KOJIMYECTBO Harpaj
(B TOM yHcJe TOJy4eHHBbIX B Poccun), KHHOJIEHTA Ha
HEeKOTOpoe BpeMs 6Gblia JMlIeHa NPOKATHOTO YA0CTO-
BepeHUsl «3a Nponara’Hfy romoceKkcyajusMa», OT €ro

M0Ka3a 0TKa3aJIcs psiJi KUHOTeaTpoB (rasera. ru, 2014).

B aTux ycioBUsX 3HaMeHaTeJbHbl caMH (GaKThI
pesiKoro U cMeJsioro obpauieHuss KHHeMaTorpagucToB
K KBUp-TeMaTuKe. MeTo0/10TMYECKU aHAJINU3, IPOBe-
JleHHbIH B CTaTbe, ONUPAETCs Ha AOCTHUXKEHUs TaKOro
HOBOrO HampaBJieHUs B QUJIOJIOTUM KaK TeHJepHas
HappaToJIorus?, oco6eHHO TOH ee 06J1acTH, KOTOpas
3aHUMAaeTCs YPOBHEM UCTOpUM (story, histoire), B Tom
YyHcJie nepcoHaxkaMu npousBefeHus (Niinning, Niinn-
ing, 2004). 3apayda cocTosiyia B TOM, YTOOBI TPOAaHAJIH-
3UpOBaTh B paMKax KOMIMapaTUBHOI'O UCCJe[0BaHu4,
KaK NPOUCXOJUT penpe3eHTalUsi KBUP-JUYHOCTH B
KHuHeMaTorpade pasHbIX CTpaH OJHOr0 MepHuoja, Kak
co3maTtend (QUIBMOB COYETAIOT KBUP-NOBEJEHUE
MepCOHAXKEN C UX Pa3/IMYHBIMU MCUXOJOTUYECKUMH,
OUOJIOTUYECKUMHU U COLMAJIbHBIMHU XapaKTepPUCTHU-
KaMM, TAKUMU KaK BO3pacT, BHEUIHUHN BUJ, [ICUXOJIO-
ruyeckoe 6/1aromnoJsyyve, poj 3aHsATHH, CAMOULEHTHU-
dukanus, B TOM 4ucje reHjepHas U T.I.. Takxke B
aHaJIM3e HCNOJIb30BaHbl JOCTHXKEHUSA KBUP-UCCIEL0-
BaHUN, OTHOCUTEJBHO HOBOW MEXJUCLUIJIMHAPHOU
chepbl ryMaHUTAPHBIX HAyK, pa3BuBatouieics ¢ 1990-
X IT. B nosie 3peHUs1 3TOro HampaBJeHUs HaXOAATCSA
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BCe Mepexo/ibl reTePOHOPMATUBHBIX T'PAHUI] B COIU-
a/JIbHOM, 3CTETUYECKOM, MCHUXOJIOTUYECKOW U MPOYUX
00J1aCTX, a TaKXKe B3aUMOCBSA3b BJIACTHBIX CTPYKTYP U
reTepOHOPMaTUBHOCTH.

Hy>(HO cKa3aTb, UTO caMo IpeJicTaBJIeHUE O KBUD-
WJIEHTUYHOCTU OTHOCHUTCS K J[JOBOJIbHO MO3JHUM
KOHCTPYKTaM eBpOIleicKoN KyabTypbl. Kak mokxas-
biBaeT Mummenb Oyko B 1-Mm ToMe «HUcTopuu cekcy-
anbHOCTU» (,Histoire de la sexualité”), Ha3bIBatoLemMcs
«Bonssi k 3Hanuwo» (,La volonté de savoir”, 1976),
HeCMOTpsI Ha JAaBHIOI0O UM IIOBCEMECTHYH pac-
MPOCTPAaHEHHOCTb TaK Ha3bIBa€MbIX «COJJOMUTCKHX»
MPAKTHUK TOJIBKO B 19-M BeKe MPUHUMAET JUCKYPCHUB-
Hble OYepTaHUS TOMOCeKCyasibHasi JIMYHOCTD, MpeJCc-
TaBas 4eJOBEKOM C JIETCTBOM, MPOILIbIM, BOCIIOMU-
HaHUSMHY, ONlpefieJiIeHHbIM 00pa3oM >KU3HU U T.I. Tak
®yko nuet: «['oMmocekcyanuct XIX Beka cTasm 0cOGbIM
NepCOHaXXeM: C COOTBETCTBYWOIIUMU IMPOULIbIM,
HCTOpHEN U JeTCTBOM, XapaKTepoM, GOpMOH KU3HH,
pPaBHO Kak W MOpQOJIOTHEN, BKJOYass HECKPOMHYIO
aHAaTOMHIO, a TaKXe, ObITb MOXET, C 3araJo4yHOM
¢dusuosorueir. HU4To M3 TOro, YeM OH SIBJSIETCS B
1[eJIOM, HE YCKOJIb3a€eT OT ero ceKcyaabHOCTU». (Pyko,
1996 : 141) C Tex mop U A0 HAUIUX JHEH, To ecTb ¢ XIX
-ro BeKa J0 HayvaJsa XXI-ro, B cO3JaHUU KOHCTPYKTOB
rOMOCEKCyaJbHOCTU aKTHMBHO YYacTBYIOT HayKa,
HCKYCCTBO, a Takke MHU(}OJIOTHS 00bIIEHHOTO CO3Ha-
HuA. [IpoTuBopeduss MexAy pas/MYHbIMU KOHCTPYK-
TaMM, a TaKXe pPOJb MEXaHU3MOB BJIACTHU B UX
co3ganuu mnospoauau /[xyaut baTaep yBUAeTh B
KOHCTPYHUPOBAHUM T'OMOCEKCYaJbHOCTU CBOEro poja
napagurmMy ¢opMHUpoBaHHUsS JIOO0H HAEHTUYHOCTU
KaK MHCTPyMeHTa BJIaCTU W NPAKTUKU 3KCKJIIO3UU
(Butler, 1993).
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B MHoroo6pasuu pasjuyHbIX CHOCOOGOB JAUCKYD-
CUBHOT0 KOHCTPYHUPOBaHUs FOMOCEKCYaJlbHOCTH, BO3-
HUuKmux ¢ XIX-ro Beka g0 HalIMX JHEH, MOXKHO
BbIJIeJIUTh JIBE OCHOBHBblE TeHJeHLMH: 1) mHojxon,
KOTOpBIA yCJIOBHO MOXHO Ha3BaTb «3CCEHIUAJIUC-
TCKUM». B OCHOBE KOHCTPYKTOB TaKOTO POJA JIEXKUT
npeJjCcTaB/eHHe, YTO [OMOCEKCYaJbHOCTb SIBJISETCS
HEKHM BPOX/IEHHBbIM UJIM IPUOOPETEHHBIM B PaHHEM
JIeTCTBe CBOWCTBOM 4eJI0OBeKa, He MoJJeXalluM
M3MEHEHHI0 B €ro JajbHeHlled XU3HU. B pamkax
JIAHHOU MO/ieJiv CyIleCTBYeT MHOXeCTBO KOHKPeTHBIX
pPa3HOOOpa3HbIX KOHCTPYKTOB, ale/JIMPYIOLIUX K
0COGEHHOCTSIM NIPEeHATaJIbHOI'0 Pa3BUTHUS, cClienudUKe
ropMoHa/JIbHOTO pOHa, MJaileHYeCKOMY OINBbITY B3au-
MOJIEMCTBUS C POAUTENSIMU U T.1. 2) Bropoit nmoaxon
MO>XHO YCJIOBHO 0003HaYUTb KaK KOHCTPYKTHUBUCT-
CKUH WM «nepdopMaTUBHBIN», MpeAloaaralouui
OCO3HAHHBIN UM HEOCO3HAHHBIN (AUKTYyeMbld BHeIl-
HHUMH 0OCTOSATETbCTBAMH ) BBIGOP CEKCyaJbHON UEH-
THUYHOCTH U CMEHY €€ Ha MPOTsHKeHUHU KU3HU. Takyro
KOHIIENI[MI0 TOMOCEKCYaIbHOCTH NPeAIaraloT MHOTHE
COBpeMeHHble TeHJlepHble TeOpeTHUKH, HalpHuMep,
Joxkynut Batnep, PaliBun Konnesn, [xyaut [xek
XanbbepcTaM M Jpyrue, XOTs OHa BOCXOJUT elle K
paboTam 3urmyHjia @peiijia, HanpuMmep, K ero U3BeCT-
HoMy TpyZAy «HenoBosbcTBO KyabTypoi» (1930), rae
COZIEPXKUTCS TE3UC O BPOXKJEHHOH OGHCEKCYya/TbHOCTU
KaXk/I0r0 YeJIOBEKA U ero MoC/eAyIoeM NOAYUHEHUH
reTepoceKkcyajbHOH HOpMe, HaBsi3blBaeMOM 0611ecT-
BOM. UMeHHO BTOpOMY NOAX0Jy B KOHCTPYUPOBaHUU
MO/ie/I1 IOBe/leHus], BbIXO/islllel 3a paMKU reTepoHo-
PMaTHUBHOCTH, 00513aH TEPMUH «KBHP», BOSHUKUINH B
pa6oTax Tepe3ssl ge JlaypeTuc u 0603Ha4YaO NI 0TKa3
OT QUKCUPOBAHHOM TeHJEPHOM U CeKCyaJbHOU
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WJIEHTUYHOCTH, NOJpa3yMeBawIUi BbIGOp pasind-
HbIX (GOpPM JKH3HU WJIM WUrPy C YCTOSBUIUMUCS
HOpMaMHU U POJIAMH, 3a4aCTyl0 BOBCE OTKa3 OT
OWHApHBIX ONNO3ULMH (TeTepo - oMo, MYMKCKOe -
KeHckoe U T.n.). CiefyeT OTMeTUTb, 4YTO 3CCEH-
UATUCTCKUN U nepdOpMaTUBHBINA MOAXOJbl MOLYT
00pa30BbIBATh U pasjiMuHble KOMOUHALMU NpU op-
MUPOBAaHUU KOHCTPYKTOB T'OMOCEKCYaJbHOCTH. B
paMKax KBUP-TEOPHUU TAKXKe MOJHUMAeTCs WHTepec-
HbI BOIPOC O MaTpUapXaTHOHW O6YCJIOBJIEHHOCTHU
CYlIEeCTBYIOIIUX KOHCTPYKTOB TOMOCEKCYaJbHOCTH,
Tak Tepesa pge JlaypeTuc o6CyXgaeT mpobJieMy,
HaCKOJIbKO KOHCTPYKT JIECOMHCKOCTH HOCUT OTIeYa-
TOK MpPeJACTaBJIEHUNA 0 MY>KCKOU IOMOCEKCYyaJbHOCTH.
B yacTHOCTH Hcc/efoBaTeNbHUIIA NpUberaeT K Urpe
cinoB homosexuality - hommosexuality (peub uzeT o
doHeTHUeCKMX OMOHMMax homo (OAMHAKOBBIA) U
homme (MyxuuHa), BBbIpaXKawlleld 3aBUCUMOCTb
penpe3eHTalMM OTHOIIEHUN MeX/y >XeHI[MHaMHu B
YCJOBUSIX MaTpUapxaTa OT KOHCTPYKTa MYXCKOH
romocekcyanbHocTu (De Lauretis, 2003). [Tocko/bKy B
paMKax [JaHHOM CTaTbW HET BO3MOXHOCTH OCTa-
HOBUTbCS Ha cllen$rKe penpe3eHTaluu OTHOLIEHUH
MeXJy JKeHIMHAaMU W IMPOeKUUH Ha Hee MaTpH-
apxaTHbIX Mojiesed, GUIbMbl C JeCOUNUCKONW TeMa-
TUKOH B cdepy pacCMOTpPEHHUS He BOILLJIUS.
Uccnenyemble ueTbipe o¢uabMma («Becesbyaku»,
«3UMHUM nyThb», «HeoObIYHbIN poMaH» U «CBOGOAHOE
najieHve») O06HapyKUBAIOT MeXAy COoOOH MHOro
o0Llero - TPU M3 HUX MOXKHO OTHECTH K JKaHpy
MeJIOZpaMbl: HCHOJIb30BAaHbl XapaKTepHbIE MPHEMBI
3TOro BHJA QUJbMOB, TaKHMe KaK MOTHUBBI Hepas-
JleJIEHHOU JI06BY, CONEPHUYECTBa, HaJU4Hhe JII060B-
HOTO TpeyroJikHUKa u JApyrve. Tak B HeMENKHUX
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dunbMax BJIIOGJIEHHBIA Tepoll JoJiroe BpeMsi mpeo6-
bIBaeT B HEONpe/eJIeHHOCTH 110 MOBOJY B3aUMHOCTH
CBOEro M30paHHUKAa U BBIHYXJEH CONlepHHUYaTb C
KEHOW BO3JI06JIeHHOTrO. B «3MMHeM mnyTu» ImOsB-
JIfeTCAd TakKe 4YacTbld JJi1 MeJoJpaMbl MOTHB
COLIMA/IBHOI'O HEPaBEHCTBAa IEPCOHAXKeM: B OCHOBe
CI0’KeTa - OTHOLIEHHS [JBYX MOJIOJbIX JIOfed U3
pasHOM cpeApl: MOJAMOIEr0 HaJeXAbl CTyJeHTa
KOHCepBaTOPHUU JpUKA U OPOJATH C KPUMHUHA/IbHBIMU
HaKJIOHHOCTAMH JIEXH.

OcoGHSAKOM CTOUT KapTuHA «Becesbuyaku», rae
npeJJIo’)KeH CBOEro poJia KOJUIEKTUBHBIM MOPTpeT
apTUCTOB TPaBECTU-LIOY, UX UHIUBUYaJbHbIE HUCTO-
pUM, pacckasaHHble BO (udI-63Kax, 06beJUHEHBI
cepuell HMHTEPBBIO, KOTOpble GepEéT Hekas >XypHa-
JucTka. CTOUT NOJYEepKHYTb, YTO BCe QUJIbMBI, O
KOTOPBIX U/IeT pe4b, COOTBETCTBYIOT IIpe/[CTaBJeHUSAM
0 KBUp-KHMHeMaTorpade, chopMyJINpoBaHHBIM XappH
Bencxodom u CunHoMm TIpuddrnHom: «xBUp-PUIBM
NpeJCTaBJseT epCOHAXEN C KBUP-UAEHTHYHOCTHIO, a
TaKXKe KBHP-NPO6GJEeMaTUKy B MaHepe 4YyXJoH
BCSKOMY  YHUUYMKHTEJbHOMY  MWJH  3KCIJIyaTa-
yuoHHoMy nogxony» (Benshoff, Griffin, 2005 : 10).

Pasinuusa MexJy COBpeMeHHbIM HeMeLKHM H
POCCHUMCKHMM KUHO B pelnpe3eHTallUu MYKYHH, BCTYII-
aIMX B IOMO3POTHYECKHE OTHOIIEHHUS OYEBUJHBI
yKe 10 MmapaTeKcTaM INpPOM3BeJieHUM: KUHoadulIaM,
nocrepaM, opopmieHuto DVD-auckoB U T.I0., @ TaKxKe
NOATBEPXKJAIOTCA KajpaMu U3 JuiabMoB. [‘epou
¢unbMa «Becenbyaku» 3HAYUTENbHYIO 4acTb KapTH-
HBbI O/leThl B YTPUPOBAHHO KEHCKYI0 ofexay (cM. Puc.
1), o TOM, YTO 3Ta OJeXK/Ja HE TOJBbKO YacCTh CI€HHU-
YecKoro o6pasa (Bce MepCoHaKH — ApTUCThI TPABECTHU-
I0Y), HO U CBfI3aHa C BHYTPEHHUMHU NOTPEGHOCTIMY,
CBUJleTeJbCTBYeT TOT GaKT, 4YTO Ha YacTHYIO
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BeUYEepUHKY B KPYT'y CBOMX MY>KYMHBI B KOHIe GHUIbMA
OTNPABJISAIOTCS B )KEHCKUX HApsAAAX, C MAKUSKEM U Ha
KabJIyKax.

.

Puc. 1 Kagp uz puabma «Becenbuaku»

YKeHcTBeHHOCTb 06pPa30B MOAUYEPKHYTA U XKEHCKHU-
MU UMeHaMH, KOTOPbIMH 06J1aAatoT repou: Jltocs, Po3a,
Fenss, ®upa, Jlapa. B o¢unbme «3uUMHHUA OyTb»
nprMeyaTesbHa >KeHCTBEHHasd BHEUIHOCTb JpHKa,
HOCSILeT0 JAJMHHBIE BOJIOCHI, 06JIaZIAI0LEr0 XPYIIKUM
TEJIOCJIOXKEHHEM U TOHKUMU YepTaMu Jula (cMm. Puc.
2), a TakKXe 3KCTPABaraHTHOCTb OJI€XJbl BTOPOTO
nepcoHaxka JIExu, B KOTOPOTO MPOTArOHUCT UCIBIThI-
BaeT POKOBYIO BJIIOGJIEHHOCTb: BHEMIHUUN BUJ JIéxu
BapbUPYET OT XaOTUYHOI0, BbI3bIBAIOILLETO COUETAHUS
Bellled B HavaJle ¢uybMa (KpacHble IITaHbI) [0
MOSIBJIEHUS] 3KCTPaBaraHTHBIX 3JIEMEHTOB B KOHIIE
npousBesieHus (ury6a).

Puc. 2 Kagp u3 puibma «3UMHUNA DY Tb»
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B oTinune oT poccuiickux GUJIBMOB HEMeEIKHe
NpOM3BeleHUs JEeMOHCTPUPYIOT MYXYHUH, BHEIIHe
HUYEM He BbIJEAIIINXCS, OAEThIX U NMpPUYECaHHBIX
TaK e, Kak UX okpyxeHue (cM. Puc. 3 u Puc. 4). C
3KCTPaBaraHTHOCTbIO 06JIMKa repoeB «BecesbuakoB»
U «3uMHero nyTu» B «HeobbliHOM pomMaHe» U
«CBOOOIHOM MaJiIeHUU» KOHTPACTHUPYET penpe3eHTa-
s, obpamnawiasacs ckopee K o6pasaM COBpeMeHHOHN
peksaambl (repoeB «CBoGOAHOTO majieHUsi» Mapka u
Kasa BnosiHe MOXHO cebGe NpeACcTaBUTbL B pekJaMe
MY>KCKO# KocMeTHkH, HoxeHa us «Heo6bryHOro poma-
Ha» - B peKJlaMe TOBapoB JJis1 CEMbU U JioMa). ['epou
HeMeLKUX (UJIbMOB He HUCIHBITHIBAIOT NMOTPEGHOCTH
Ha/leBaThb KEHCKYIO OleXK/y, B OTJIMYHE OT «Becesbya-
KOB», WJIH JIeJIaTh MaKUSXK, 3TO CTPEMJIEHUE YYKA0 U
MOCETUTENSIM Tel-KJIyO60B WU Trel-BeYepUHOK, Ha
KOTOpble MOMNAaJalT MEePCOHaXU MO XOAY JelCcTBUs
duapMa U rje NpUCYTCTBYIOT JIIOJAU, Majo OT/IUYAlO-
muyecss OT TNOCETUTeJed HWHBIX KJYyOOB Y MAaTH.
HanpoTus, B «3UMHEM NyTH» Ha BeYepUHKE MOMKHO
YBHJIeTb HaKpalleHHble [J/1a3a, 3KCTpPaBaraHTHYIO
oJiex/y, IPOBOKAllMOHHOE NOBeJleHHE U T.J,.

Puc. 3 Kagp us puabma « Heo6bI4HbIH poMaH»
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Puc. 4 Kagp us ¢puibma «CBo6GOAHOE MTasieHHEe»

[IpuMeuaTesieH BO3pacT repoes: B «Becesbua-
Kax» IpeJiCTaBJeHbl pa3Hble BO3PacThbl — OT MOJIOJABIX
JIIoJiedt 7o Tex, yell 06JIMK HaMepeHHO OTMedYeH NpHUs-
HakaMmu ctapeHus (Po3sa, Jlapa). OueHb WOHBIMHU, IOYTH
NOAPOCTKAMU MPEeJCTAIOT MepPCOHaXH «3UMHero
nyTu». B 3TOM oTHOIIEeHUH HeMeLKHe GUJIbMbI ONSATh
’)Ke U30eralT KpahHOCTeH — repod MOJIOJbl, CaMbId
cTapIuMii U3 HUX — COpOKaJIeTHHI FoxeH, HO IpU 3TOM
pedyb He HUJAET 0 NOJPOCTKOBBIX (MJIM HOHOLIECKHX)
B3aUMOOTHOILIEHHUSAX.

Ocoboro BHHUMAaHUS 3aCAYKUBAKT Mnpodeccuu
repoeB - INEPCOHAXXU POCCUHUCKUX JIEHT SIBHO 3aHU-
MalT MapruHaJu3MpoBaHHOE MOJIOKEHHE B COLIUyMe
13-3a CBOEro poJja JeATeJbHOCTH. OHU, KaK yKe ObLI0
CKa3aHo, BBICTYNAIOT B TpaBeCTHU-IIOY (coLMasIbHas
Npo6/IeMaTUYHOCTb 3TOr0 3aHATUA MNOJYepKHUBaeT
Jlodb Po3bl, KOTOpas CTeCHAeTCsS MO3HAKOMUTD C «He-
HOPMaJIbHBIMY, [10 €e MHEHHI0, OTLIOM CBOEro Jpyra),
JpUK U3 «3UMHEro MyTU», CTyJeHT KOHCEpPBATOPHUH,
elle TOJbKO HAayMHaeT MyThb K MpodecCuoHaJbHOU
peanusanuy, Jléxa He paboTaeT, BeJeT aHTHUCO-
LMaJbHBIMA 06pa3s KU3HU (BOpyeT, JiepeTcs, Aebolun-
pUT B TpaHcmopTe 4 T.J.). B mpoTuBoBec aToMy Io-
MellleHUI0 TepoeB, IepecTyNnamlliux TreTepoHOpMa-
TUBHbIE IPAaHUIbI, HA epudepuio COLIUYMa, B 06J1aCTh
6oreMbl MWJIM KpHUMHHaJa, HeMelKue CO3JaTesu
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GUIBMOB BBIOUPAIOT [AJS1 MEepPCOHAXKEH O4YeHb pac-
NpoCTpaHeHHble U BOCTpe6oBaHHble Mpodeccuu - B
060ux HeMellKUX QUIbMAX pedyb UJET 0 CBOET0 poja
CnyKeOHBIX poMaHaX, B «HeoOGblYHOM pomaHe» - 0
JII0GBY IBYX IIKOJIbHBIX yuuTenei (Moxena u Toma), B
«CBOGOIHOM Ma/IeHUU» — 06 OTHOIIEHUSX ABYX MOJIU-
Lenckux. B oTamyne oT nepcoHakei «3UMHEro MyTU»
Y 4acTU4HO «BecesibyakoB» HeMellKHe repou npode-
CCHOHAJILHO peasM30BaHbl (TaK pedb UJET O TOM, YTO
HoxeH - XOpoLIMii y4uTesb, €ro yBaXalT yYeHUKH,
KOJIJIETH, PYKOBOJUTE/H), COLMAJIBbHO YCHEUHBbl U
MaTepuaJbHO obecrnedyeHbl (MEPCOHAXKU MKHUBYT B
COGCTBEHHOM /[IOMe, BJIaJIel0T MallMHAaMM M T.IL).
[IprMeyaTenbHO, YTO Npodeccud repoeB HeMeIKHX
$UNIBMOB CBSI3BIBAIOT UX C IJEHHOCTSMH FereMOHHOU
MacKyJUHHOCTU. PaiiBuH KoHHe/1, akTUBHO MCHOJIb-
3yolasg 3TOT TEPMHUH M I0KasblBawollass HCTOPH-
YeCKyl0 MOJBHUKHOCTb KOHIeNTa rereMOHHONW MacKy-
JINHHOCTH, OTMeYaeT ero CBSI3b B Psijie COBPEMEHHBIX
OOLIECTB C IIEHHOCTSMHU CHJIbI, BJIACTH, CIOPTHUBHBIX
JOCTHKeHUH M T.I. KoHHess ykasbiBaeT Ha CBA3b
COLIMA/IbHBIX CUJIOBBIX CTPYKTYP (B TOM 4HuCJ/Ie apMUH,
MOJIMLIUH) C KyJIbTOM rereMOHHOM MacCKyJIUHHOCTH [ 8:
225 - 257]. TlepcoHaxu «CBOGOJHOrO MafieHUS»
BIOJIHE HajesieHbl (QU3UYECKOW CUJIOHN, BBIHOC/IU-
BOCTBIO, arpeccuel, To eCTb aTPUOYTaMU TereMOHHOMN
MAacKyJIMHHOCTHU: OHU XOPOUIO AEPYTCs, AAOT OTHOP
obuaurKaM. XapakTepHo, yTo B ¢uibMe «CBOGOAHOE
naZieHue» HeMaJjloe MeCTo 3aHUMaloT Apaku. [IpaBaa, K
JlpakaM CKJIOHeH U repoill «3uMHero nyTu» JIéxa,
KOTOpPOT'0 MO>KHO COOTHECTH C McCJIeloBaHHbIM KOHH-
ey $EeHOMEHOM «IPOTECTYIOIIeH MaCKyJIMHHOCTH,
KOTOpasi, COTJIaCHO MCCJIe/loBaTe/bHHUILE, IPECTABIIS-
eT co60M «MapruHaJM3UpPOBaHHYI GOPMY MaCKyJIH-
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HHOCTH, KOTOpasl NMOAXBAaTbIBAET LEHHOCTHU TereMo-
HHOM MaCKyJIMHHOCTH, HO MOJUPULUPYET UX B yCJO-
BUsix 6egHocTU» (Connell, 2015 :173)

Kak nokasbiBaeT wuccJie/loBaTe/NbHULA, HCTOPU-
YeCKH C TereMOHHOM MacCKyJIMHHOCTBIO CBSI3aH ObLI U
KyJbT palMOHAJIbHOCTH, 3HaHUA: ,JlOMHHaHTHOe
MOJIOKEHWe TereMOHHOM MAacKyJIMHHOCTH OTYacTH
06'bACHAETCS ee IpeTeH3UsAMHU BOILJIOLATb CO60H cUly
3HaHus»* (Connell, 2015 : 246), TakuM 06pa3oM, eciu
npojoJ/KaTh MblcIb KoHHe, U npodeccus yauTes.
TakvM 06pa3soM, NepCcOHaXH HeMelKUX GUIIbMOB,
3aHMMAlT IMO3ULUU B CTPYKType, OTMeYyeHHOU
LLeHHOCTSIMU IereMOHHOW MAacCKyJMHHOCTH, KOTOPOH,
C ApYyrou cTopoHbl, Kak nuueT KoHHeJsu1, nmpucyiie
HenpusiTUe Bcero peMUHUHHOIO, a TaKXKe roMopoousl.
lepou >xe poccuiickux QUIbMOB COOTBETCTBYIOT
CKopee MoJesu MapryuHaJIu3UpOBAaHHON
MAacCKyJJMHHOCTH, O KOTOPOM FOBOPUT aBCTpa/MicKas
WcciaefoBaTebHULA. B mosie MapruHajim3aupoBaHHOU
MacKyJIMHHOCTH OKa3bIBAlOTCS BBITECHEHHBIMU BCe
sIBJIeHUs, OTBepraeMble C MO3ULUK HJeasa rere-
MOHHOH MAacKyJHMHHOCTH, B TOM 4HUCJe TO, YTO CTHUT-
MaTHU3UPYETCs KaK «KeHCKoe».

WHTepec npeACcTaB/AIT U CHOPTUBHBbIE 3aHATHA
nepcoHaxeil. Tak HoxeH yBJekaeTca 6erom, pery-
JIIPHO coBepIlaeT NMpobexKku mno ropoxy. Co cueHbl
6era HayMHAeTCsI WU MCTOPHUS B3aUMOOTHOILUIEHUH
repoeB B punbme «CBoGoAHOEe majeHue». U B aTom
¢dunbMe, 1 B «<Heo6bIYHOM poMaHe» IPO6GEKKU Mpeic-
TaBJISIIOT CO60M JIEUTMOTUB KMHOTEKCTa. TYyT yMeCcTHO
BCIIOMHHUTB, 4TO U KOHHeJ/1, U 3aHUMaIOIIMICA TeHe-
PHBIMH HCCIIEOBAaHMSAMH B 00JNacTu cropra HcCCJIefo-
BaTesib Maiikn MeccHep 3adBASIOT 006 0C060UM poJsin
CIOpTa B KOHCTUTYHUPOBAHUH H/Jeaa MaCKyJJMHHOCTH
(MeccHep, 2000 : 226 - 227). Jlto60onbITHA IPU 3TOM
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CBOEro po/ia UHBEPCUs B UHTEPNPeTALNH CIIOPTUBHBIX
XapaKTepPUCTHUK repoeB, COOTHOLIEHUS 3TUX Ka4eCTB C
JPYTHMH IIeHHOCTSIMHU IpeANHUCbIBaeMbIMU HJealoM
rereMOHHON MacKyJIMHHOCTH. boJiee cCIOPTUBHBIH, 10
cpaBHenuio ¢ TomoM, HMoxeH okasbiBaeTca W 6GoJee
COMHEBAWIIUMCH W HepelIUTeJbHbIM, 4YTO HJEeT
Bpa3pes C KyJIbTOM TBepAocTHU. B punbme «CBoGOAHOE
naZileHue» 0CO3HAIILUK CBOI roMOCeKCyIbHOCTb Kai
SIBJII€TCS JIyYLIUM CTIOPTCMEHOM, YeM KoJ1ebN0Iuica
Mapk, u3-3a 4Yero BO3HMKaeT pasjaj MexAay
CIIOPTUBHOCTBIO KaK TeHJIePHO  «MaCKyJMHHO»
MapKHpOBaHHbIM KayeCTBOM M BBITECHEHHOHW Ha
nepudepuo MacKyJHMHHOCTH TOMOCEKCYaJbHOCTBIO.
TakuM 06pa3oM, MOXHO MNPEANOJ0KUTb, YTO
CTIOPTUBHBIE 3aHATUS M CIOPTHUBHbIE KadyecTBa
NepcoHa)kel, KOMOUHHUpyeMble C [APYTUMH HX
XapaKTepUCTUKAaMM, CTAaHOBATCA JJA co3jaTesel
$UIBMOB 3/1eEMEHTOM UTPBI C IEHHOCTAMHU U UAealaMU
rereMOHHOM MaCKyJIMHHOCTH.

[lepconak HeMeUKHUX QUIBMOB OTJIMYAKOTCSA
TakKe 6OJIbIINM ICUXOJOTUYECKUM 6JIaromnoJydrneM,
yeM CMSITEHHble TepOu POCCUUCKUX GUIBMOB (IPUK,
KOTOpBbIA CTpaZilaeT OT JaBJIeHUs HA Hero B KOHcCep-
BaTOPHUU U CeMbe U KaXK/bl{ /leHb BbIIUBaEeT OYThIIKY
BOJKM, acoluaibHbli JI€xa, HaxoAALIMNCA B KOH-
GJIMKTEe CO BCEMU OKPYXKaWLMMH, MepcoHaxu «Be-
CeJIbYaKOoB», CTAJKUBAIOIMeECS C pa3HbIMU GefaMu -
oT 3apaxkenus CIIM/loM, [0 pa3/M4HBIX NPOSABIEHUN
romopo6uun). Jaa ¢uryp u3 HeMeUKUX GUIBMOB
CaMbIM 3HA4YUTeJbHbIM IICUXOJOTMYECKUM HCIbITA-
HHEeM CTAaHOBUTCS WX POMaH, CTaBALIUMH MX Iepej
HeoOX0/IMMOCTBIO BBIOOPA, a TAKXKe KAMHUHI-ayTa, XO TS
MM TOXE NPUXOAUTCA IpeojoseBaTb romModoburo
OKPY’KaOIHX.
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Bce puIbMBIL, 0 KOTOPBIX UAET peyb, TAK UJIM HHAYe
NBITAIOTCSA JaTh OTBET Ha BOIPOC 06 3CCEHIIMAIbHOCTH
WUad neppopMaTHBHOCTU CEKCYyaJbHOTO IOBEJeHUS.
JI1060NBbITHO, YTO OJHO3HAYHOI'0 OTBETA He JaeT HU
oAuH ¢uabM. B HeMelKUX  NIPOU3BeLEHUAX
NpOCJIeXKUBAETCs TaKOM WHBapUaHT: OAUH repoi U3
napbl NpejcTaBjJeH KaK HMCKJIIYUTEeJ]bHO TOMOCEKC-
yaJbHbIH (0COGEHHO 3TO O4YeBHUAHO B «Heo6bIYHOM
poMaHe», rie Tom JloiiTHEp pacckasbIBaeT 06 eAUHCT-
BEHHOM WM HeyJa4HOM OIbITe C JeBYWKOH. [pyrou
Y4aCTHHUK poMaHa NO03UIIMOHUPOBAH KaK He UMelo LIl
onpejieJleHHOM HJEHTUYHOCTH. B o6oux ¢uibmax
NPUCYTCTBYEeT CXOAHBIA IpHUEeM: JAMAJIOr, BO BpeMs
KOTOpOTO KeHa, y3HaBllasA 06 0AHOMNO0JION CBA3U MYKa,
CrpallMBaeT ero: Thl rei? XapakTepHo, uTo HoxeH u
Mapk [aloT OTpULLATeJbHBIM OTBET HA 3TOT BOIPOC.
Bes oTBeTa ocTaeTrcst Bonpoc beTTuHs! (eHbl Mapka):
«Tak KTO ke ThI?». Bpak Hoxena B «HeoGb4HOM

poMaHe» W Mapka B «CBOGOAHOM MaJleHUU»
npejcTaB/eH B QUibMax KaK CYaCTIAUBbBIN 0 TeX MOP,
oOKa He NpPOUCXOAUT BCTpeya C OyAyIIUM

BO3JII00JIEHHBIM, U B OTHOIIEHUSIX HAYUHAIOTCSA JIOXKb
v ymosyaHus. Kenbl nepcoHaxeit (MHHa B «Heo6b1y-
HOM poMaHe» U BerTtnHa B «CBOGOZHOM MajieHUU»)
MOKa3aHbl CO3/aTejqs MU (QUIbBMOB C CHMIATHEH U
OTHOIlIeHUs] TepoeB C HUMH [0 HayajJa poMaHa C
MY>XYMHON penpe3eHTUPOBAHbl KakK BIIOJIHE rapMo-
HHU4YHble B Pa3HbIX OTHOLIEHUAX. B ocHoBe croxeTa
HeMelKuX QUJIbMOB C MeJ0ApaMaTUYeCKUM TPEYyTo-
JIbHUKOM KaK pas JIeXKHUT NpobseMa BbI60pa, KOTOPBIN
IpeJICTOMT cZenaTh ofHOMy M3 repoes (Moxeny u
Mapky). TpyzHOCTb 3TOro BbhlGOpa MO PUIABMY CBS-
3aHa ¢ QJIYKTyupylollel, HeonpeeJleHHON UJeHTHY-
HOCTbIO. B poccuiickom ¢unbme «Becesbyaku» oJUH
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3 nepcoHaxei (Posa) Takxke HajesseTcs TeTepo-
CeKCyaJbHbIM MNpOLLIBIM, OJHAKO, B OTJHUYHE OT
HeMeLKMX QUJIBMOB, OpaK HpeAcTaB/JeH Kak HeyJa-
YHBIM, OTHOIIEHWA MexJAy NapTHepaMH JAajeKu OT
rapMOHUH, TaK KeHa reposi IpoBeJjia HeCKOJIbKO JIET B
TIOpbMe, He 3aHHUMaJach J0YEPBhI0 U SIBHO JiajieKa OT
COLMAJBHO aJalTUPOBAHHBIX TEePOHMHb HEMEeIKHUX
GUIBMOB, peACTaBJEHHBIX KaK UCKPEHHE JII00SINe
’KeHbl, XOpolue npodeccuonasbl (keHa Hoxena MuHa
B KOHIle ¢UJIbMa CTAaHOBUTCSA JUPEKTOPOM ILKOJIbI),
3a60T/IUBbIX MaTepeil. B ciyyae ¢ dunibMoM «3UMHUN
NyTb» HEBO3MOXHOCTb OIpejieleHus] UAEHTUYHOCTU
repoeB CBfI3aHAa C HUX IOHOCTbI0 U MCUXUYECKOU
HEYCTOMYUBOCTHIO.

OdeBH/iHA pa3HMI}A B KOHI[0OBKAx GUJIbMOB, HAMEY-
alluX MepCcHeKTUBbl UCTOPHUM, HapyllawIled reTe-
pocekcyaibHylo HopMy. HambGoJsiee ONTHMMHCTUYHBIN
koHell y ¢uibMa «HeoOGbIYHBIM poMaH», B KOTOPOM
1ocJie JOJIHMX KoJieGaHWH repod yXOAUT OT CEMbHY,
YTOOBl HAayaThb HOBYI0 XM3Hb C ToMoM. OTKpBITBIN
¢dunan y «CBo60AHOr0 nafieHUsA»: MapKa MOKUAAT U
’KeHa, U JII0O0BHUK, yCTaBIlIMe OT Heollpe/ieJIeHHOCTH
M Jxk4 napTHepa. KoHioBka ¢uibMa HaMepeHHO
OCTaBJileT [JIs1 3pUTeJid OTKPbITBIMHU pasHble BO3-
MO>KHOCTHU NPOAOJKEHUS UcTopuu. 06a poCcCUICKUX
¢dunbpMa 3aKaHYMBAKOTCA TPAaruyHo. UxX Takke OTKpHI-
TeI ¢UHA/M mnpeasaraeT 3pPUTENI0 KaK OJHY U3
HauboJiee BEPOSTHBIX BEPCHUI0 CMepTH repoes. Ha
nepcoHaxkeil «Becesb4yakoB» HamaJalwT TroModoOHO
HacTpOeHHble JKUTeJW POCCUHCKONW MPOBUHIMUHY,
pasapakeHHble BHJIOM MY>XYUH B XKEHCKUX HapsaJax.
JpuK, MOKUHYTBHIKN JIEXOW, OJMHOKO 3aMep3aeT Ha
yaune. Eciu a5 repoeB HeMelKHX NPOU3BENeHUH
HaubOJIbIIMM NPENsSTCTBUEM OKa3bIBAETCS IICHXOJIO-
rM4ecKUi BbIGOP MeX/y pasHbIMU MOJeJIIMH KHU3HHY,

B POCCUHCKHUX QHUIbMaX JleJIaeTCs aKIeHT Ha BHEIIHUX
06CTOATENbCTBAX, TMpEXJe BCEro  COIMAJbHOU
romodo6unu. B HeMeUKHX KapTHUHAaxX OHa TOXe
NPUCYTCTBYET, HO ee MPOSIBJEHUS JIMOO €JUHUYHbI
(Tak B TMOJIMIEHCKOM KOJIJIEKTUBE IMPUCYTCTBYET
TOJILKO OJIMH APBIA roMo¢ 06, OKa3bIBAOUIUH PU3H-
Yyeckoe HacuJue), Ju60 cMardeHsl (10 CpaBHEHHIO C
POCCUHCKOH penpe3eHTanMel), He IPUHUMAIOT GopM,
yrpoxammux u3Hu. Tak B ¢uibMe «HeoObIYHBIN
poMaH» BO3MYILEHHblE POJUTEJU 3BOHAT B aJMU-
HUCTPAIMIO TMOCJE TOr0, KaK IWIKOJbHUKH 3aCTalT
y4UTeNed LeNyIUMMUCI U PYKOBOJAWTENb B TaKT-
WYHOU ¢QopMe NPOCUT MNOJYMHEHHBIX CJI€PKHUBATH
CBOM YYBCTBa B LIKOJIE.

TakuM o06pa3oM, aHANIU3 ABYX HEMELKHUX U ABYX
poccuiickux puabMoB Havasa XXI Beka MoOKasbIBaeT
TEH/IEHIINI0 HEMEIKOr0 KuHeMaTorpada K KOHCTPYHU-
POBaHHUIO KBUP-UJIEHTUYHOCTH, KOTOpass COOTHOCHMA
C COLMaJIbHOM aJlanTalyel, [EHHOCTSIMU rereMOHHOU
MacKyJMHHOCTH, INpodeccuoHaJbHONW peaausanuel,
NCUXUYECKONW CTaOUJIbHOCTBIO, 3pEJIbIM BO3PaCTOM.
[lepcoHaxku HaAenATC MpodeccUusiMHM, IMIHPOKO
pacnpocTpaHeHHBIMH, BOCTPeOGOBaHHBIMM, HWHOrJa
KOHHOTHPOBAaHHBIMU KaK NPEUMYIECTBEHHO MYX-
ckue (mosunedckuii). C IEeHHOCTSMH TereMOHHOU
MacKyJIMHHOCTH COOTHOCHUT NEePCOHKEHW U UX CIOop-
TUBHOCTb, KaK TO peryJsipHble 3aHATUs Gerom. B
poccuiickux GuibMax, COUyBCTBEHHO U C CUMNATHEN
NpeACTaBIAIMX JIIOJeHd, HapyllawlUX TreTepo-
CEeKCyaJIbHyl0 MaTpHILy, BCE paBHO IPHUCYTCTBYET
TeHJeHIMsl K MapruHajM3alyM TaKUX IepoeB - HX
IOHBIM BO3pacTOM, Ha/IJIOMJIEHHOCTbIO, HaJleJleHueM
MapryuHaIbHBIMU MPOdECCUSIMU WU ACOLUATBHOCTHIO,
3KCTpaBaraHTHbIM BHEIIHUM BUJAOM U T.JA. Ilo
CPaBHEHHUIO C POCCUHUCKUMU GUIBMAMH, B KOTOPBIX
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JOMUHUPYET TparkdyecKuil B3IJIAA Ha Cy[b0Oy mep-
COHaXkel, Ha BO3MOXHOCTH TapMOHHWYHOTO CYLeCT-
BOBaHHS B COBpPEMEHHOM OOLIECTBE, B HEMEIKHX
NPOU3BEJIEHUAX IPeACTaBJIeHO 6ojiee ONTHMUCTH-
yeckoe BUJIeHHE MePCIeKTUB, OTKPbIBAIOLIUXCS Nepef,
JIIOABMH C KBUP-UAEHTUYHOCTbIO. B KMHeMmaTorpade
@®PT HaMedaloTCS a/IbTEPHATUBBI IPUBBIYHON MO/JIe/TH
CeMbH, IMpPUYEM ITH HOBble CIEHApUM pemnpe-
3eHTHUPOBaHbl KaK CTaHOBsLIUecs Bce 6oJiee NMpUeM-
JIeMBIMU B COBPEMEHHOM COLMyMe: OKpyKaloliue
[JIaBHBIX TepoeB KOJIJIErd, pOJACTBEHHUKH, IIO-
pa3sHOMY pearvdpysl Ha UX OTHOILIEHHUs, TATOTEIOT BCe
)Ke K TepnuMOMYy HX BOCHPUATHIO. YPOBEHb TOMO-
¢do6un B obuiectBe ®PI' mpencraBieH B HeMeNKUX
KHUHOJIEHTaX KaK 6oJiee HU3KUH, YEM TOT, KOTOPBIA
HM300paXkaloT pPOCCUMCKUE pexuccepbl. B HeMelkHx
dupMax MosiB/sIeTCS MEPCOHAXX HOBOTO THUIA, UJEH-
TUYHOCTb KOTOPOTO He INOAJAeTCs OJHO3HAYHOH
KJaccupuKaupd U 0003HAYEHHUI0 - He TOMOCEK-
CYaJIbHBI U He TeTepoCeKCyasJbHbIH, CIIOCOOHBIA K
pPa3HBIM MOJIeJIIM OTHOLIEHHH, TO eCTh 00J1a/Jar0IINH
KBUP-UJEHTUYHOCTbIO B ee neppopMaTHBHOM IOHU-
MaHUY, [peojioJieBawllell OHWHApHblE OMNINO3ULUU
rOMOCEKCYaJlbHOCTU U reTepoCeKCyaJbHOCTH. Takoi
NepCOHaX CyIlIeCTBOBaJ B KUHeMaTorpade pasHbIX
CTpaH U paHblle (B ¢unbmax PaliHepa BepHepa Pac-
ouHgepa, Opancya O3ona, [legpo AsbMogoBapa u
JIPYTHX PEXKUCCEPOR), OTHAKO, TOXKAJIYH, BIIepBbIe 3Ta
HeolpeJieIeHHOCTb  CeKCyaJlbHOW — UJEHTUYHOCTU
HaxoJUT BepbasibHOe BbIpaXKeHUE B Uajorax repoes.

CBU/IeTe/IbCTBOM COLMAJIbHOM aZlaliTalluu HereTe-
POCEKCYJIbHBIX OTHOIIEHHUH sIBJSETCS U OOpalieHHe
co3jarened QUIBMOB K JKaHPY MeJoJpaMbl C €ro
npreMaMH, KOHCTEeJJISIUSMH, PAaCCTAHOBKOH repoeB U
T.. [IpuMedaTesbHO, YTO MeJjioApaMa pas3BUBaJIACh
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HM3HaYa/IbHO, KaK «KEHCKUU» aHp ¢ubMa, OpHEH-
TUPOBAHHBIA COOTBETCTBEHHO Ha 3PUTEJNbHUI, U
noApa3yMeBaBUIMNA HUX HAEHTUPHUKALMIO CO CTpaja-
oMU repouHsaMu-xkeptBamu (Kohns, Liebrand,
2012: 367). Mogudukanuss MeaoApaMbl 1O/ BIUSHU-
€M KBUP-TEMATHKHU 3aCJyKUBAeT OT/eJbHOr0 Hccie-
JOBaHUS.

B poccuiickux ¢uabMaX MOXKHO HAaWUTH TOJIBKO
e/JUHUYHble OTCTYIJIEHUS OT pacnpoCTpaHEHHOTro
ma6J0Ha MapruHAJM3UPOBAHHOM MaCKYJUHHOCTU
JII0Jiel ¢ KBUP-UAEHTUYHOCTbBIO: HapuMep, B puibMe
«Becenbuaku» Bce repoH, oJieTble B IMOBCEJHEBHYIO
OJIeX /1y, BHEIIIHE He OTJIMYalTCsA OT CBOUX COBpeMe-
HHHUKOB U 0C060 He BbIJIEJSAIOTCS, B pHUHAJEe TOTO Ke
duabpMa TPaHCBECTUTHI IPOSIBASAIOT MY>KECTBO, CTONKO
M C JOCTOMHCTBOM JiepKach IPU HaMaJIeHUH Ha HUX.
Konen ¢pusibpMa HanoMHUHAET Mapaj0KC, MOAMedeHHbII
KoHHes1, 4TO MyXeCcTBO KaK LLleHHOCTb IereMOHHOU
MacKyJIMHHOCTH KaK pa3 MOXeT MNpPOSBJIATbCA B
NpU3HAaHUM CBOell roMmocekcyaibHocTH: «Kak Ham
MOHAATh TBEPAOCTb, KOTOpas Heo6X0JMMa, 4YTOObI

IPOTHUBOCTOSITh MNPEANUCAHHONW TBEPJOCTH, WJIU
repousM, KOTOPbIN HYKeH, YTOObI IPU3HATHCS B CBOEH
romocekcyaibHoctu?»  (Connell, 2015 123).

HecMoTps Ha Takue pa3pbIBbI 1Ia6J0OHA POCCUHCKOE
KHHO Npd 0OpalleHUHd K KBUP-TeMaTHKe OOHa-
pyXUBaeT O6LIHOCTb CKOpee C 3aMa/IHO-eBPONeicKUM
Y aMepUKaHCKUM KuHeMaTtorpadpom 1960 - 1970 -
1980-x romoB, rage repou, nepecrynaBlliUe TeTepo-
HOpMaTHUBHbIE TPaHHUILbl TOMELAJIUCh B MUP 6OreMbl,
HCKYCCTBa, KpUMUHAJBHYIO WU NOJYKPUMHUHAJIbHYIO
cpeny, ObLIM HAAJOMJEHBI W HeCYaCTHBbI, 4YacCTO
3KCTpaBaraHTHbI U 006J1aZJaJIi CKJIOHHOCTBIO K TpaHC-
BecTU3My. Takue nepcoHaku GUrypuUpyOT BO MHOTHUX
¢unbmax P. B. @acbunpepa, y baswina /[upaena
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(«XXeptBa», 1961), BepHapmo Bbeprtoayuuu («KoH-
dopmuct», 1971) u gpyrux. H.C. KoH oTMevaeT
«CTEepeoTHUIHOCTb 06Pa30B HECYACTHBIX 06peYEeHHBIX
roMOCeKCyaJIoB» B 3alaJlHOeBponeickoM KuHo 1960 -
1970 rr. (Kon, 2003 : 289) 3a paMKH 3THX CTEPEOTHIIOB
BBIXOJUT HEMENKUH KuHeMaTtorpad, CO3AaBIIUMI
Takke QuUrypy desoBeka ¢ QUYKTYyUpPYOILEH,
neppopMaTUBHOU UAEHTUYHOCTBIO U MOAUPUIUPYS
»KaHp MeJioApaMbl. MccienoBaHue MoKasbIBaeT OJHa-
KO, 4YTO OTKa3 OT HEKOTOPBIX CTEPEOTUIIOB BOBCE He
0603HavYaeT MOJIHBIA OTKa3 OT MUQOJIOTEM U PaMOK
penpeseHTanuu. Tak, CTpeMsCb COOTHECTH KBHUp-
WJIEHTUYHOCTh C SIBJIEHUEM rereMOHHOW MAacCKYJIMH-
HOCTH, CO3/IaTeJH HeMeUKUX (QUIbMOB TEM CaMbIM
NPUHUMAIOT U NOATBEPX/JAOT JAHHBIA GeHOMEH KakK
TaKOBOM, JIMIIb CTPEMSCh Pa3/iBUHYTb €ro rpaHMUIbI.
Ha mnpuBsiekaTe/lbHOCTb TeHJEPHOro Hjeasna CIop-
THUBHOI'0, CUJIBHOTO, CM€eJIOTO MY>XYUHBI 3TH QUIbMBI
He mocdarawT. [IpeacTraBisieTcs, 4TO 3TH U APYyrUe
HapyUleHUs W COOJIIO/IEHUS] FPaHUI] FeHJEPHOro I0-
psiikKa 0COOEHHO WHTEPEeCHbl NPHU U3YyYEHUH KOHCT-
PYKTOB KBUP-UJEHTUYHOCTH.

BJIATOIAPHOCTD

JlaHHas cTaThsl HAaNKMCaHa NPHU NOAJEpPIKKe HeMell-
Koro Hay4yHoro ¢oHJa wuMeHu AsekcaHzpa ¢oH
['yM60JibATa, 32 YTO S BIPAXKal0 €My CBOIO IJIyOOKYIO
NPU3HATEJbHOCTb.

[TPUMEYAHUA

(1

MoXHO Ha3BaThb elle Takue HeMelKHe (QUJIbMBI C KBHUD-
TeMaTHKo# Hayasa XXI B. Kak «3a6oiHbli GpyT6oa» («Médnner
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(2]

(3]

(4]

(1]
(2]

(3]

(4]

(5]

(6]

wie wir», 2004) lleppu XopmaHna, «J/leTHss rpo3a» (»Sommer-
sturmg, 2004) Mapko KpoitunapTtHepa, «ToJiCTbIe AeBYLIKH»
(,Dicke Madchen*, 2012) Akcens Panuiua u gpyrue.
FenfepHass HappaToJIOTMsl BO3HMK/A KaK a/JbTepHaTUBA U
JIOTIOJIHEHH e KJIaCCUUeCKOH U CTPYKTYPaJUCTCKOM HappaTo-
Joruy, kotopnle B KoHIe XX - Havasie XXI BB. noJBeprjuch
KPUTHKe 3a C/IMIIKOM (pOpMaIM30BaHHbIM, BHEUCTOPUYECKUI
M BHeHJeOJOTMYeCKUH MOAXOAbl K TeKcTy. [eHaepHas
HappaToJIorusi, B NPOTHBOBEC NpeALIeCTBYIOIUM TeHJeH-
LUAM, yYUThIBAeT NIPY aHa/M3€e NOBECTBOBATE/bHBIX CTPYK-
Typ KaTeropuM reH/iepa, a Takxke pachl M KJacca.

Hemenxux ¢unemoB Hauana XXI B. 0 I00BU MEKAY KEHIUHAMEI
JIOCTaTOYHO MHOTO: ,,)KeHckoe o3epo» (,,Frauensee®, 2012) Llon-
tana [laymns, «/Be marepu» (,,Zwei Mitter, 2013) pexuccepa
Anne lope Beppaxen, ,,Happy end“ (2014) Ilerpst Kiesep,
Haranun Hoiisroc, Kaponsr Kemnep u npyrue. B Poccun takue
(UIBMBI CTOJIB K€ MaJIOYHCIICHHBI, KaK M IPOM3BENICHHS O JIIOOBH
Mexay MyxanHamu. K peakum uckmodeHusM otHocutes «[lurep
Mocksay (2010) Amutpus ['pubanosa,

[lepeBop 37ech U flasiee aBTopa cTaTbu — A.E.
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CJIMKATA HA TOTAJIUTAPU3MOT BO ['OJIEMATA BOJA

AtaHac Yynocku
H.Y. Kunomeka Ha MakedoHuja, Ckonje, MakedoHuja

Ancmpakm: TIpeKy HapaToOJIOIIKAa aHaJu3a Ha QUIMOT
Tosnemama e6oda ce TOJIKyBa BpckKaTta Mefy peasHHUOT
HCTOPUCKU KOHTEKCT M ONIITECTBEHO-NOJUTHYKUTE U
KyJTypoJiolikuTe ¢aKTOpH KOU B/iMjaejie HA HErOBOTO
odopmyBame, CO JBaTa TeKCTa Ha KyJ/ITypaTa: pOMaHOT U
buamor 'onemama eoda.

Kayunu 36oposu: GuiM, HAeHTUTET, KyJITYypa, Aena, ToTa-
JIMTapusam.

®uaMOT U HCcTOpUjaTa Ce BO HEPACKUHJIM-Ba BpPCKa
yIITEe OJf U3YMYBAameTO Ha CJUKUTE BO [ABHXKEIbE.
HuBHHOT OJHOC e MOIIHe CJ0XeH U NoBeKeJUMeH-
3MOHaJIeH. 3a IuTepaTypaTa Iak BOOIITO He Tpeba Aa
ce 360opyBa. U camuoTt 360p (M)cTOpUja € MPEMHOTY
C/IMYEH HA TEPMUHOT CTOPHja, MpUKa3Ha. 3a HapaTo-
JIOTHjaTa, T.e. TeopHjaTa Ha pacKaXKyBameTo, HeMa
[iB0j6a [JleKa CeKOe pacCKaXKyBaibe, BKJIYYUTENHO U
HCTOPHCKATa, MOTOYHO MCTOpUOrpadckaTa Hapauwja,
He e ¥ He MOXe J1a Ou/ie UCKJIy4YeHa oJ] CybjeK-TUBHOCTA
Ha HapaTopoT, O0Ji HeroBaTa TIJeJHa TOYKa.
JononuuTtenHo, ¢pakToT WTO U QUAMOT M JUTepa-
TypaTa ce MacOBHHU YMETHOCTH, JOCTAIHU O IIHPOK
Kpyr 4uTaTeJd/rjejaTesNd, I'M NMpPaBU HUB NOTOJHU
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aJJaTK¥, MeJUyMH, NIpeKy KOW OJpeJleHH LeHTPHU Ha
MOK MOXAT Jia ce 06UAAT Jja BJHjaaT BP3 MyOJIHUKATA.

Op npyra ctpaHa, ¥ GUJIMOT U JIUTEPATYypaTa, KaKo
HapaTHUBHU YMETHOCTH, CBOMTE NPHUKA3HU MOpaaT jAa
M JlonupaaT BO BpeMeTO. 3aTroa WITO U BO JABaTa
cly4yad cTaHyBa 360p 3a WiysHja Koja Tpeba Ja ce
NpUKaXKe KaKo peasjHOCT, U QUJIMOT U JIUTepaTypaTta
MMaaT nortpeba OJf UCTOPUCKATa CTBAPHOCT, Ja IO
ynoTpebuMe OBOj TEPMHH, KOJKy U Jila e mpobJieMa-
THUYHA HErOBaTa PeYMCH OKCUMOPOHCKA IOC-TaBEHOCT.
Taka, 3a npuka3HaTa Jja 61/ie nopeasjHa, Moy6eIMBa,
IOCYyreCcTUBHA, U QUJMOT M JMUTepaTypaTa HMaaT
notpeba Ja ja cUTyupaaT BO ,peajlHO” HCTOPUCKO
MuUJje, Aypy U Kora ce paboTH 3a GUKTHBEH UCTOPHUCKU
XPOHOTOIL.

OTTaMy, TEKCTOB Ce 3aHMMaBa CO OJHOCOT Mery
HCTOPHUCKO-TIOJIUTUYKO-KYJITYpPOJIOUI-KaTa CTBAPHOCT
Ha oJipefieHa ernoxa U $UIMCKaTa yMETHOCT, OJHOCHO,
IpeKy HapaToJIOlIKa aHajau3a Ha ¢uiamotT [osemama
80da ce TOJIKyBa BpcKaTa Mely peaJHHUOT UCTOPHUCKU
KOHTEKCT U OIITECTBEHO-NIOJUTUYKUTE U KYJITYpO-
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JIOIIKUTEe paKTOpPU KOU BJIMjaesie HA HETOBOTO 0dop-
MyBame, CO JBaTa TeKCTa Ha KyJTypaTa: pOMaHOT U
bunmot 'osemama soda. Bo Taa Hacoka, TPYAOT, IpeKy
KOMIIapaTUBHO, UHTEPAUCKYP3UBHO IMPOMHUCIYBakbe
Jlondpa IoBeKe 3HA4YajHU ToOMOCU off ¢uIMCKaTa
Hapaluja Kou pedepupaaT Ha OJHOCOT Mel'y KyJTypa-
Ta, ACTOpHjaTa, NOJUTHUKATa, MeMOpHjaTa, 0b6pa3oBa-
HUEeTO, JUTepaTypaTa U GUIMOT, 0J, eflHa CTpaHa, U
JINYHUOT U KOJIEKTUBHUOT HJEHTUTET OJ, ApYyra, BO
CMHCJIa Ha NOBpP3yBakhe HAa UAEHTUTETOT CO OMILUTeC-
TBeHATa UHKJIy3HUja/eKCKIy3Uja, [PYITHOTO HACUJICTBO,
TpafulyjaTa U peJurujata, NOJTUTUUYKUOT UJEHTUTET
Y eTHUYKaTa NPUNaJHOCT, HAPAaTUBHUOT UJEHTUTET U
aBTobMorpadckaTta NprMkKasHa Ha IJIaBHUOT MpOTaro-
HHUCT, PUTYaJIUTE Ha e/lHa eNoxa, KyJTOT Ha JIMYHOCTA,
NOJIUTAYKATa KYJTypa Ha enoxaTa U GpaKTOpUTe KOU
BJIMjaesie/BavjaaT Ha GOPMUPALETO HA UAEHTUTETOT,
06pa30B-HUTE MHCTUTYLHUH U KPEUPAmeTO Ha HJEeH-
TUTETOT NpPeKy HUB, UCTOPUCKATa Hapaluja, yJjaorata
Ha JiuTepaTypaTa M QUJIMOT BO OOGJMKYyBameTO Ha
WJIeHTUTETHUTE, HallMOHAJHUTE CJAUKU U CJIUKHUTE 3a
JpyruoT ynorpebeHu BO JuTepaTypaTa U PUIMOT,
cuMbosinTe Bo GOpMUPaAKETO HA UIEHTUTETOT/ U EH-
TUTETUTE UTH.

®unmot l'osriemama 80da, koj e MaKeJOHCKO-4eIlKO-
ClI0BavyKa KONPOJYKIHMjA, € HMCTOPHUCKA JpaMa pea-
susrpaHa Bo 2004 r., Bo pexuja Ha UBo Tpajkos, no
cueHapuo Ha Buiapumup brnaxeBcku u Tpajkos, pa-
60TeHO criopeJ; ICTOUMEHHUOT poMaH Ha KuBko YuHro.
Harpagen e Ha ¢unmckure dectuBanu Bo Banencuja,
Jy6poBHuk 1 KoHcraHia. Bo oBoj HapaTuB, npukas-
HaTa 3a Be4HaTa MeTadusuika 6opba mery 06poTo 1
3JI0TO e IpeTCTaBeHa NpeKy NpujaTes-CTBOTO Ha /iBe
MOMYMHA, TJIaBHUTe MNpoTaro-Huctu Jlem u Hcak,
packakaHa JieJlyMHO BO O¢)-moOH, HU3 peasMCTHYKa
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Hapalyja fgonojHeTa co ¢aHTAaCTUYHU e€JIeMEHTH, BO
BUJ, Ha d¢hrewbek, peMUHUCLEHIM]ja, ceKaBambe Ha
ocrapeHuoT JleM. Bo meHTapoT Ha Hapanujata e
JpaMCKHOT cyZup Bo JloMoT 3a gena 6e3 pojuTey,
YUW poAuTe U Bo BropaTa cBeTcka BojHa 6usie ,majiu
OyUIMaHH - KyJaly, NpeJaBHUIM, KoslabopaHTH . Hus
CYyUPOT, IPEKy AOMHUHAHTHUTE obeJiexkja Ha CTaju-
HUCTUYKOTO OMNIITECTBO, KAaKO NapajurMa 3a Kapak-
TEPUCTUKHUTE HAa CUTE TOTAJUTAPHU 3aeJHUIIH, Ce
CIIPOTHUBCTABEHH, 0OJ] e[jHa CTpaHa KapaKTepUCTUKHUTe
Ha TOTAJMTapHUTE 3aeJHULU: 6e360KHOCTA, XKesbaTa
3a MOK, CHCTEMOT Ha MOJITPOHCTBO KOH MPETIOC-
TaBEHUTE U CypPOBOCT KOH NMOTYUHETHUTE, KYJATOT KOH
JIMYHOCTA Ha BJIAZETEJIOT, JULEMEPUETO HA MOKHHU-
I[UTe, IPeAaBCTBOTO, JIaraTa, CTPaBOT UTH.; a O Apyra
CTpaHa, NPeKy JUKOBUTE HA JIBETE MOMUHILA, 0061ec-
TUTE Ha HEBUHUTe: BepbaTa Bo bora, HeBUHOCTa, IpU-
jaTeJCTBOTO, >XPTBYBaweTO, BUCTHHATA, XpabpocTa,
uTH. KonHexoT no eosiemama eoda e maTadopa 3a
KOMHEXOT MO0 ¢/1060/a Ha YOBEKOT NPUTHUCHAT Of
HeYyoBeYHHUTEe O6GJHMLIM Ha JAOMHHAHTHATa OILITeC-
TBEHa CBeCT, HO, Ha JpYyro HHUBO, 2o/emama 80da
HUCTOBpeMeHO e U MeTadopa 3a ceondaTHoCTa Ha CE
LITO TIOCTOM U LITO Ce CJeBa BO HEKOj JpyT, HOBUCOK
00JIMK Ha NIOCTOEemeE.

ETUMOJIOIIKMOT KOpeH Ha 360poT momaaumapu-
3aM, momajaumapeH, € BO JATUHCKUOT TEPMUH totus,
LITO 3HAYH yes1, nomnoJiH. TepMUHOT ce BUJAOU3MEHU
BO PppaHIYCKHOT ja3uK Kako totalitaire v 3Ha4YU cesKy-
neH, yesoceH. TepMUHOT momaaumap-Ha dpiasa nax,
ro O03Ha4yyBa OHOj ApXKaBeH amapaT Koj Bp3 cebe ja
npeseMa KOHTpoJsaTa 3a cuTe pa3u oJf KUBOTOT Ha
CBOUTEe Jp>KaBjaHU: KaNMUTaJOT U paboTaTa, NPOU3-
BOJCTBOTO U MOTpPOLIyBaykKaTa Ha NMPOU3BOJHU, TPro-
BUjaTa, MHAYCTpUjaTa U CUTEe OCTaHATU Hpodecuy,
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3eMjo/ieJIMeTO, BepaTa, BOCIUTYBAHmETO, YMETHOCTA,
KHWKE€BHOCTA, HayKaTa, MeJUyMHUTe, CIIOPTOT, jJABHUTE
YCTAaHOBHY, 11a AYPH U CEMEJHUOT KHUBOT.

Make/JOHIIUTE MOBEKeNaTH BO CBOjaTa UCTOPHU]a, BO
noMaJsia MJu MoroJjieMa Mepa, 'M BKyCUJle CTeTUTe Ha
TOTAJIUTAPHUOT JAp:KaBeH amapart. Cemak, Toa 6GUJIO
0cob6eHO 3a6es1eXK/IMBO 10 3aBpllyBakeTo Ha BTopaTta
CBeTCKa BOjHa, Kora HoBodopMHpaHaTa Jp>KaBHa
TBop6a, HOP JyrocnaBuja u HP MakeznoHuja, kako
HEj3MH COCTaBeH JeJ, IpaBUTUpase OKOJy TOrall
MHOTY MOKHaTa KOMyHUCTHYKa Ap>kaBa CCCP. Tokmy
3a Taa ernoxa ¥ 3a OJJHOCOT Ha JpKaBHUOT anapaT KOH
noeJMHELlOT CTaHyBa 360p BO KHUrata U ¢QUIMOT
Tosnemama eoda.

O/l KHUTA 10 ®UJIM

’Kusko Yunro (1935-1987) e eneH of HajHarpagy-
BaHUTE MaKeJOHCKU NPO3auCTH, KOj, IOKpaj Toa LITO
numyBana pomaHu (CpebpeHume cHezosu, 'onemama
8oda, As, babayan) v packasu (36upkure [lackseauja,
Hoea Ilackeenuja, BmybeHn dyx, I'po6 3a dywama,
Cemejcmeomo OzyauHoB8YU), aBTOP € U Ha JApPaMCKHU
TekcToBU (Yemupume npekpacHu 200uwHU 8pemuisa,
O6pasey, Cypamu, Pabomuuyu, Ilo0 omeopeHo Hebo0,
Keneypos ckok), HO W Ha QUJMCKHM CLeHapuja 3a
JIOKYMeHTapHUOT ¢uiaM [losie U 3a UTrPaHUOT PUIM
Ked, peanusupanu Bo 1971 r., kora ro ob6jaByBa U
CBOjOT Hajno3HaT poMaH ['osiemama eoda. UHTepecHo e
WTO caMMOT YMHro ja HampaBuJ ajanTanudjata 3a
Teatap Ha [osemama eoda, Taka mTto Bo 1976 T,
mpeTCcTaBaTa HacJlOBeHa Kako Sudom, sodama, mpe-
JU3BUKYyBa TroJieM WHTepec Ha TorauHaTa jyroc-
JIOBEHCKA TeaTapcKa ClieHa.
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Cnopen roseMHOT MajcTOpP Ha PYCKHOT QUIM Of
coBeTcKaTa epa, AHApej TapkoOBCKH, HEBO3MOXHO €
nposaTa aZleKBaTHO Ja ce eKpaHHU3Upa Ha ¢uaM. Ce
pa36upa, Toa ce ogHecyBa Ha 6yKBaJIHA TPAHCIO3UIIHja
Ha JIMTEPAaTyYpHOTO Jeso BO UIMCKO, IITO €
HEBO3MOXXHO, 3aT0a ILITO /IBETE YMETHOCTH, U MOKPAj
CBOjaTa 3aeJiHMYKaA LpTa — HApAaTHMBHOCTA, KOPUCTAT
pa3/MYHU HM3pa3HU CpeJCTBa, T.e. 3060pyBaaT Ha
pa3uyHu jasuuu. Pas6upsnso, 3a ¢uaMcKaTa NpHU-
Ka3Ha e HEONIXOHO /1a ja ,3TyCHe" HapaLujaTa, Co orJes
Ha OTPaHUYEHOTO BPEMe LITO U CTOU Ha pacroJjiarame,
3aToa IWTO GUAMOT BO IPOCEK TPae 0, 4ac U MOJIOBUHA
[0 ABa yaca. CIpOTHBHO Ha Toa, JIMTepaTypaTa ja
nocejlyBa Taa NpUBUJErvja cBojaTa NpHKasHa Ja ja
packa)KyBa 106aBHO, BO TEK Ha NOBeKe 4acOBU Na AypH
Y ZIEHOBH, KOJIKY 1LITO e TOTPe6HO Jia ce MPOYUTa e/leH
MPOCEYHO roJIeEM POMaH.

AmepukaHckuoT ¢uIMCcKH TeopeTudap llon Jun
nak, 36opyBa 3a TpM HauMHa Ha NpeBe/lyBambe, T.e.
ajianTalyja Ha KHMXKEeBHO Jies10 BO GUJIMCKO CLieHapHo,
IpU IITO KHMKEBHUOT TEKCT ce TpaHcPUIrypa Bo HOBO
YMeTHHUYKO feso: ci10600dHa (loose), sepHa (faithful) v
6ykeasHa (literal) adanmayuja. Criopes, oBaa KJacu-
¢dukanuja, Bo CJAy4ajoT CO CLleHapHOTO 3a GUJIMOT
Tosnemama eoda, ce paboTu 3a cs10600Ha adanmayuja,
c/1060/iHa TPAHCHO3HULH]ja 0] jA3UKOT Ha KHHUXKEBHOTO
JleJ10 BO ja3MKOT Ha PUIMCKHOT MeJJUyM, 07y KHH>KeBHa
Bo ¢uMJMCKAa Hapaluja, 3aToa IITO CLEHAPUCTUTE
BaaxkeBcku v TpajkoB, MaKO BO MPUHLUI Ce APHKaT [0
XpOHOJIOIIKaTa TMOCTAaBEHOCT Ha JIUTepaTypHaTa
npejJ/IollKa, pa3oUpPJ/IMBO, UCIYLITAaT OJApPe/ieHH eNu-
30/l1 U JIMKOBY NPUCYTHH BO POMAHOT, @ BMETHYBaaT
HOBH, KOU UM Ce TOTPe6GHU 3a BU3YeJIHO Jja ja pacKaxaT
CBOjaTa NpuKasHa 3a [‘os1emama soda.
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OHa WITO e 3ae/JHUYKO Kaj ABaTa HapaTUBa e JieKa
HapanujaTa ¥ BO pOMaHOT ¥ BO GUJIMOT € IpeTCTaBeHa
NpeKy rJeJHaTa TOYKa Ha IJIaBHUOT JIUK, MOMYeTO-
Hapatop, JleM HukoauHOCKY, a ¥ BO ABaTa cjay4yau ce
paboTH 3a pacKaXaHO CceKaBame Ha TJIABHUOT JIHK.
HapanujaTa Bo poMaHOT ce cydyBa BeJHAll 110 3aBp-
yBamweTo Ha BropaTa cBeTcka BOjHa, kora JleM, Kako
CMpaK KOj BO BOjHaTa T'M 3arybuja pOJUTENUTE, €
OCTaBEeH BO ,eJleH [IOM 3a CHpauua Koj ce 0TBopa BO
npBaTa cja060Ha nposieT 1946 roguna“. OBJe XpoHO-
TONOT HA MPUKA3HATA € JIONUPAH BO MEPUOAOT OJ
1946-1949 r., Ha eAHO €IUHCTBEHO MECTO — BO CUPO-
MUTANUIITETO HapeyeHo ,CBeTsocT. QPUIMCKHUOT
XPOHOTOI Mak, CO LieJ a ja aKkTyaJu3upa NpuKa3HaTa,
Hapal{jaTa ja 3allo4yHyBa BO JeBeJleCeTTUTe TOJUHU
Ha XX Bek, BO BpeMeTO Ha NMOJUTUYKUTE MPOMEHHU BO
Maxkef0HUja, HEj3SMHOTO 0CAMOCTOjyBake U IpOMeHaTa
Ha MOJUTHYKHUOT CHUCTEM, OJf €JHOMApPTHUCKH BO
MOBEKEMaPTHUCKY, 32 MPEKY CeKaBamaTa Ha TJIABHUOT
JIUK, ocTapeHUOT JleM, la ce BpaTH Ha3a/i BO BPeMETO,
BO nepuozoT 1945-46r.

Bo poMaHOT, K0j GYHKIIMOHMpPA Ha NOBeKe HUBOA U
3a KOj MOXe Jia ce pede JieKka UCTOBPEMEHO € U UCTO-
PHCKHU U MCUXOJIOIIKH M COLMjasieH U XPOHOJIOIIKH U
¢dunocodpckr pomaH, BpeMeHCKaTa JUCTAaHIA Ofi Bpe-
MeTO Ha pacKaXKyBakbeTo [0 BPEMETO BO KOe Ce CIyIUJI
pacKa>kaHUMOT HaCTaH, He e Npely3HO HoTupaHa. Ce
HaBecTyBa caMo Jieka JleM e u3jieseH of AOMOT U
packaxkyBa 3a CBOUTe NpexuBeaaud. POoMaHOT, BO Koj
aBTOPOT ja Ha/JIMUHYBA ICHUXOJIOIIKO-PEAJUCTHIKATA
pacKakxyBadyKa IOCTanKa 3a Ja cTaca [0 MMTCKO-
CUMOOJMYHUOT ¥ GAHTACTUYHHUOT peajv3aM, TIo
COYMHYBAaT TPUHAeCeT MOTIJIaBja, a CUTe MOYHYBaaT Co
CBOEBU/IEH BOBeJ, IpeiaZieH BO KYP3UB U COOMILITEH 0O/
HapaTopoT JleM.

42

I'. CTapZe/ioB, ONUIIYBAjKU I'0 CTUJIOT Ha MIPO3HUOT
u3pas Ha YUHro, HabpojyBa HEKOJIKY KapaKTEepPUCTHUKHU:
€JHOCTaBHOCT, HENOCPEeAHOCT, NMOETCKU Haboj, Hau-
BHUCTHYKa, QOJIKIOPHA AUKLHM]a, CT0j Ha MOETCKOTO U
XyMOPHOTO, $paHTACTUYHOTO WU CTBAPHOTO, KOHKpET-
HOTO Y aJeropu4HoTo, PpaHTacMaropuuvoTo U peas-
HOTO, Ha IOETCKUOT 0/16JIECOK U CYPOBUOT daAKT, 3a Ja
NOEHTUpa JieKa ,3aToa HeroeaTa Ipo3a JesyBa 4ac
KaKO aJIerOpUU Ha HEKOU COBPEMEHH COLUjaIHU CUTY-
alMy, 4ac Kako ¢pakTorpadpCcky BUCTUHH, YacC KaKo COH,
Jyac KaKo jaBe, 4ac Kako JyX, 4yac KaKo CypoBa CTBap-
HOCT, Yac KaKo peaJIHO, Yac Kako HajpeasHo". (Ctap-
nenos, 1977:79)

[OIEMATA
BOTA

Cin. 1 ,Tonemara Boga“ Ha JKuBko YuHro

ABTopoT UMHTrO, MpeKy MHOTY CUMGOJIMYKHU U aje-
TOPUCKH HUIIKY, TO TKae TEKCTOT Ha CBOjOT POMaH,
JIOTIOJIHUTEJIHO M 3apajid Toa LITO BPEMETO BO Koe
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’KMBee U TBOPH He IJieJja 0co6eHo 6J1arOHaK/JI0HO KOH
KpPUTHUKAaTa Ha CONCTBEHUOT OIUITECTBEH CHUCTEM.
OTTaMy, MaKO BUCTHHCKaTa OCTpHULa Ha YHUHTrO e BIle-
peHa BO KOINHEXOT I0 cj06ojaTa U NMPOTUB TOTa-
JINTApHATa CBECT BOOILITO, 3apaJii LITO U HETOBHUOT
rJIaBeH JIUK U HapaTop Jlem, onuiuyBajku ro [lomor,
BeJIM: ,He 3allOMHaB Jpyro MecTO KaZie TOJIKY 6pry
yMHpa JeTCTBOTO", aBTOPOT YHHTIO e cenak NpUHYJEeH
CBOjaTa KpUTHMKa Ha CUCTEMOT Ja ja 3aTCKpue Co
KpPUTHKATa Ha CTAJUHUCTUYKOTO OMIUTECTBO, LUITO €
KYpeHTHO BO BpeMeTO BO KOe e MUUIyBaH poMaHoT. O
THe IPUYMHH, MOXKeMe /ia ce corJiacuMe co J. MojcueBa-
['yuieBa Koja cMeTa JleKa TOKMY CHMOOJIMKATa € eJHa
o/l TJIaBHUTE 0C0OEHOCTU Ha mpo3aTa Ha YuHro. ,Ako
cakamMe Jla T'M OCO3HaeMe BHUCTHHCKUTE HJejHU
COPXXUHU U IeJIX, OHOCHO BUCTUHCKATA MOJUTHYKA,
colMjaJiHA Y TICUXOJIOIIKA 33aJlHUHA Ha Mpo3aTa Ha
YuHro, noTpebHO e Ja HaBJe3eMe BO HETOBUOT CUM-
60/IM4eH KHM)XEBEH CBeT I[peKy UMaruHapHuUTe
CTPYKTYpH ILITO HajyecTo TW Kopuctu“. (MojcueBa-
['yurena, 2008:260)

CumboanuHO-pusocopckaTa Hapauuja Ha YUHTO e
ceTa HacodyeHa KOH €J0060/aTa, BO KOIHEX M0 2o0.e-
Mama 8004, 0Tajie SUJI0T, 0Tajie PUOT.

duamoTt Ha TpajkoB, mak, ce YUHU JleKa € O0CJIO-
607eH o1 rosieMd GUIOCOPCKU HUMILJIMKAIMM, Ma ce
obujyBa M ycneBa Ha peaJMCTUYeH Ha4yMH Ja ja
Hac/JuKa aTMocdepaTa BO KoOja MpHKa3HaTa e TeMIIO-
paTHO JIOLMPaHa, TOTAJUTAPHUOT PEXUM IITO KUBO-
TOT Ha Jenara Bo /JloMOT ro mpeTBopa BO MEKOJI.
®uaMOT yCJI0BHO € MoJesieH Ha JieBeT HapaTHUBHU
[eJIMHU, KOW ja COOMUITYBaaT >XKMBOTHAaTa MpPHKa3Ha
LITO ja pacKaXkyBa OCTapeHUOT pedopMHUPaH KOMY-
HUCTHUYKU noautudap Jlem HukoauHoOCKY, fojeka ce
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Haora BO KOMa, Ha paboT Mery jaBeTO U COHOT, Mely
KUBOTOT U CMPTTa.

Bo mnpBaTa enusoza of ¢uiamMckaTa NpHUKasHa
cleavMe mapaJiesiHa Hapalyja, Bo Koja Hau3MeHUYHO
ce MeHyBaaT /iBa HapaTHBHHU TeKOBU. Bo ceraumrHoTo
BpeMe Ha HapanujaTa TedaT CeKBEHIUTe LITO Cce
c1ydyBaaT BO aMOy/laHTHaTa KoJia U HU3 OOJIHUUKUTE
XOJJHULIM Jo/leKa Bo36yeHuTe 60JIHUYapy I'o TpaHC-
NOpTHpaaT ocTapeHUOoT JleM, Koj IpeTpIeJ CpLeB yAap.
Jlem, Bo cocToj6a Ha Gecco3HaHMe, Ce MOTCETYBa Ha
JIeTCTBOTO, MO IITO IOYHYyBa BTOPHUOT TEK Ha
napaJjieJlHaTa Hapanuja, CeKBEeHLHUTe Ha ewbek
(Bpakame Ha3a/| BO BpeMeTo Ha MpUKa3HaTa): iBaHae-
CeTrouIIHOTO MoM4e JleM, Koe 3a6p3aHO Tp4ya HU3
10JIeTO, T'0 3apobyBaaT BOJHUIM CO IETOKPAaKH Ha
kanurte. Kora ctapuot JleMm, Koj ja ucnyuita gyuiara, ro
NpUK/Iy4YyBaaT Ha alapaTH Bo 60JIHUIIATA, TAaTYBakbETO
Ha JAyllaTa e NpPeTCTaBeHO KaKo 3abp3aHo [ABUXKEHbe,
JleTame HaJi 20emama 800a, 1o UITo ctapuort JleMm, T.e.
HeroBaTa Ayl1a, U3JIeryBajKu oJ] €3epoTo, 0/} 201emama
eoda, BJeryBa BO HamyuwTeHuoT /[lom 3a Jena 6e3s
poAMTeNH, KaZile LITO TO MUHaI AeTcTBOTO. llleTajku
HU3 pPYUHUTE, ja Haora KyTHjaTa 3a HAKUT CO Koja
JAJHUHATa CTaHyBa MUHATO", MOJAPOK OJf HETOBHUOT
Jpyrap Hcak, Bo Koja e CKpUeHO JIaHYeTO CO KpCT,
nojapok oJ 6a6a My. Toj MOMEHT mpeTCTaByBa
notcTpek crapuoT JleM, Bo og-moH, Jja ja 3amoyHe
IpUKa3HaTa 3a CONCTBEHOTO AeTcTBo. [IprKasHaTa e
packaxkaHa Hau3MeHHUYHO: BO 0h-moH of, cTapuoT JleM,
IpH LITO HeroBaTa Aylla IleTa Mel'y NPOTAarOHUCTUTE
KOU He ja 3a0eJieXKyBaaT; UJIH CJeJlejKu T'o ejCTBOTO,
0/l CaMHUTe MPOTArOHUCTH.
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JloM

,IIpoKJIeT, MpoKJeT Ja 6uJaM, OTTOrall CUI'YPHO
“Ma MOMHMHATO WijaZia roAuHH..“. Co oBHe 300pOBU
crapyuoT JleM ja 3amoyHyBa NIpUKa3HaTa, a MCTUTe
300pOBU Ce CBOEBHUJIEH JIAjT-MOTHB M BO POMAaHOT.
Jopeka octapeHuoT JleM 360pyBa, HU3 ¢hiewbek ro
cleAyMe TEKOT Ha JlejCTBOTO 3a Koe 360pyBa, JIeETOTO
1945 r., mpBOTO JIETO 1O BOjHATa, KOra BOjHULUTE Ha
JHA, ,ys10BeH kKako sBepe“, ro foBegyBaaT Bo JJoMoT 3a
Jleria 6e3 poJUTeJNH, BCYUIHOCT HamymTeHa GpabpHUKa,
O/l CUTe CTPaHMU OrpaZieHa co BUCOKHM suJoBU. Tosna
0e3/l0OMHM CHpayMiba, MAlKH U KEHCKH, ce TMOCT-
pojyBaaT Bo ABOpOT. O cypoBOCTa Ha OJHECYBakbETO
Ha HeIlTO MOBO3paCHUTE Jella, 3aJ0/DKeHH 3a PefioT,
Jlem 3akisy4yyBa feka Bo /loMOT By1aZieaT CYpOBH yCJIO-
BU 3a XKMBOT U JleKa BCYIIHOCT J,0LI0J1 BO ,3aHjaHa“. U
JlofleKa HU3 [0BeKe KPYMHU IIJIAHOBH Ce 3all03HaBaMe
CO XKUTeJUTe Ha JIoMOT, yIPpaBHUKOT, CTPOTrUOT ApH-
TOH, ,TaTeHLeTO", MUHyBa HU3 peJlOBUTe Jela U CO
LIJITaKaHULKA IO KOpUTUpa CcTpojoT. Toj U ocTaHATUTe
oduLMjaJHU JIMLA, HA MOMEHTH ynoTpeby-BaaT pacu-
MaHU CPIICKK TEPMUHH, CO LITO Ce MOTeHLMpa HUBHATA
MOBP3aHOCT CO TOTalll aKTyaJHaTa jyrocJ0BeHCKa
KOMYHHUCTHYKA BJACT. JleTCKUOT cTapelinHa MeToAauja,
rpy6o ro oxaseayBa Jlem Bo ¢abpukaTa, My JaBa
aJIMIITa Jia ce IpeobJiedye U My I'o 0J3eMa JIaH4eTO CO
KpCT.

CiegHOTO yTpO, BO ABOPOT Ha JlOMOT, HaArJiedy-
BaHU OJi HaCTaBHUYKaTa M0 (U3UYKO BOCIHUTYBaMbE,
KOMyHUCTUYKaTa akTuBucTka OusinBepa Cpe3ocka,
o6JiedeHa BO LIpBEHU CIIOPTCKU FaKUUKH, JieliaTa Bex-
6aat ¢uckyaTypa. 36yHeT M UCIJIALIEH, HOBOJOj-
JeHHoT JleM, KOj [AOLHH, CO HEKOJKY 3aylIKH IO
HOCTpOjyBaat Mely JenaTa.

THIL AT PR T

THE-GREAT

HTTIT (]

Ca. 2 Tlnakat oz ¢unmor ,['osemaTa Boga“

Bo pomanoT JleM co ciiefHHMBE 300POBU 'O OMUILYBa
JlomoT: ,Hue 6GeBMe eJHa Ta)KHa ToJima TJIAJHU U
HEYNCTH Jlena, 6e3JoMHHU. Jloly, IPHU MaJledKH Tajo-
BH, KaKO IIITO He BUKaa AOOpPHUTe BOCIUTYBadH. YJIo-
BEHM MO MNOJIMKbATA, MO UIYMUTE, MO IJIEBHUTE, MO
KapIuTe, 10 TOJIEMUOT cHer. [Ipok/eT ga 6unam, Hue
He ce JaBaBMe"“.
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Bo Tperata enusoja oz ¢uaMcKaTa Hapa-Liyja ce
NojaByBa yIITe eJleH O [JIaBHUTe HPOTaroHOCTH,
neteto Mcak KejTeH, niu KejTeHOBUOT CHUH, KaKO IITO
HajyecTo € UMEHYBaH BO pOMaHOT, K0j ,3pa4yy Co HEeKoja
Helo3HaTa 4y/{Ha CBeTJIMHA" U CO CBOjaTa MojaBa cUTe
ru MarencyBa. Kora Vcak co Bp3aHu palie cTannHyBa BO
JBOpOT Ha JloMOT, T'M NpHUBJEKyBa BTPeHYEHHUTe
NorJleflM Ha INPUCYTHUTE, a €AHO OJi [eBOjYHHbaTa,
JleHde, U NOKpaj NmpejynpeAyBamaTa Ha NpeTHOCTa-
BeHUTe, My ce mpubamxyBa. Hcak xKuBeeq BO
MaHaCTHUpOT, Kaj MOHAacUTe, a CeJAHUTe IUTO IO
npujaBuJie, BeJjeje 3a Hero Jeka e ,0[ [aBoJICKa
cemka“ (KejreH - mejran).

Ha yacoT mwTo ro Apv ynpaBHUKOT ApPHUTOH, BO
YYUJHULA YKpaceHa co MeTOKPAaKH, Ha Koja Ha SUJOT
BUcaT cIUKU Ha CTajvH U TUTO U KOMYHUCTHYKH
[apoJIH, yIPaBHUKOT I'o JpXKH KPCTOT Ha JleM B paka u
BeJIM JieKa CO THe ,IUIyCOBU“ pacyUCTHJIe OJAMHA,
,€[JHaIll 3ayBeK U /0 Ja/bHer". Ha HeroBoTo npaluame:
JAjle na dyjaM Jajsid yluTe HEKOj BepyBa BO Toa
T'ocnoa?“, Ucak 6e3 cTpaB cTaHyBa, a Jlem, riefajku ja
HeroBaTa XpaGpoCT, CTAaHyBa U TOj, HO Ke ce UCILJIAIIN U
nokoJsie6a: ,Jac.. BepyBaB.. mopaHo..“. OTKako peJu-
rujata oj APYruTe YYEeHUIM e KBaJudHUKyBaHa KaKo
,OIIUYM 32 HapoAOT", MOMOBUTE KaKO ,HApOJHHU IIpe-
JIAaBHUIM KoU U ja IMI@aT KpBTa Ha pabOTHUYKATa
KJaca“, a MOJIMUTBaTa e OMaJloBaXkeHa 0/ yIIPaBHUKOT,
Hcak n JleM ce ka3HeTH Jja NpecejaT BO ABOPOT e/Ha
HOK 6e3 cnuemwe. HokTa noj Beipo He6o, O HCyIlie-
HOTO JIPBO CO MOJIYaJUBUOT Hcak e MpPBUOT YMH Of
HUJHOTO r0JIEMO NPHUjaTes-CTBO.

Bo pomanoT, HapaTopoT JleM e dacuuHu-paH of
JIMKOT Ha Hcak M Toa Ke NMpPOJOIKHU cé 0 KpajoT Ha
packaxxyBamweTo: ,IIpok/eT ga 6uzaaM, Toj Kako Ja He
Gellle BO CTPOjOT, KaKO Jla He oJellle N0 TOj IPYTUECT,
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TpamnyecT noJicky nat. Ce KoJIHaM, TOj KaKo Jia He 6ellle
Ha 3eMja. Jleraule, 60)XeM IeJIOTO TIOJIe, LEJTHUOT
npocTtop Gelie HeroB. [IpokyeT aa 6ujam, Toj Gelie
JlaJIeKy O/ TOoa MyCTO, KaJIHO I0JIe, AAJIEKy O LipHaTa
KOJIOHA HeCPEKHH, KPOTKH KaKo jarHUmba Jena’.

JbYBOB

Bo ¢unmMckara npukasHa, cropej CLeHapHUCTH4-
KUTe MPUPAYHUIIM 33 YCIELIHO CIleHAapuo, € BMeTHaTa
Y e[JHa JbyOOBHA MPUKA3HA, KOja coceMa OTCYCTBYBa BO
poMaHoT. UMeHo, Mery JleHue u Hcak ce para /by60B, a
Jlem e syboMopeH. HMcToBpeMeHO, HacTaBHHUYKaTa
OsiuBepa, cO MOMOLI HAa HEKOJIKY JIOjaJIHA JeBOjKH-
CTapelluHY, CIPOBelyBa UCTPara BO XXeHCKaTa ClajHa
co6a, pacdpsyBajKy r fylmeuTe U IMYHUTE paboTH U
MOHWXKYBajKu TH [JI€eBOjYMEbAaTa, BO MOTpara Io
Hej3WHUTE LPBEHU CIOPTCKU raKUYKH, KOU T Jo6u1a
KakKo ,N106eJHUK BO KPOCOT IO NMOBOJ, POJEHAEHOT Ha
ApyrapoT CTajuH". YIIpaBHUKOT, BO 3aCTPaLlyBayKHUOT
rOBOp IITO TO JPH, FaKUTe 'M HapeKyBa ,CBETHHHA,
CaKpaMeHT.. TaKh CO OMIITECTBEHO, MOJHUTHUYKO H
MOpaJIHO yBaKeHHe“. 3a Ka3Ha, 3a Toa WITO He
NpU3HaBaaT KOj TM YKpaJ CHOPTCKUTE TaKWU4YKH, HUC-
IJIALIEHNUTE [I€BOjYMIba, NPETCTABEHW HU3 KPYIHHU
IJIAHOBH, CpeJie 3MMa I'M 3aTBOpaaT BO HajCTyZeHaTa
npocTtopuja Bo /loMOT, Hopa/id ITO HEKOJIKY OJ] HUB ce
pa36oJ/iyBaaT, HEKOJIKY IpOKallIyBaaT KpB, a JleHye ja
oZBeAyBaaT Bo OoJsiHMLA. Bo TporaTesHaTa cueHa Ha
paszen6a, Mcak 6e3 mpamiame ro HamyITa 4acoT, HO He
MO3Ke J1a ja CTUTHe 4e3aTa Koja ja ogsenysa Jlenye. Bo
pPOMaHOT, 3JIOCTaBy-BalkbeTO Ha JeBOjuMmbaTa €
ONMIUIAHO Ha CcJeJAHUOB HauuH: ,CUTe JEBOjKU THU
HalMKa BO MHUjaJIHULATa M UM HapeJHu Jia ce cjeyar 0
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roJia Koxka. Majko Moja, fja ce ciaedat Ao Koxa. Mujas-
HUnaTa 6elle eJHAa HEMOJHOC/IH-BA 3€MjaHUIIA, KUBA
MpasapHuIia. U sieTe U 3uMe TyKa 6elle Mpas. Hukoj He
MoOxKellle MMOoJI0JITO Jja OCTaHe BO MUjaJIHUIATa, a Jja He
CU HaBJIedye HeKoja Jioma 6oJsiecT. Toa Gelle efHO Of
HajIPOKJIETUTE MeCcTa BO LIEJIUOT JJoM".

Hokra, Hcak, koj mocefyBa oJpeZieHHU MarucKu
3Haewa, BO HANMYLITEeHUOT Jes Ha ¢abpukara npaBu
Marvcka HallMBKa CO IOMOIII Ha IpaMeHOoT 0/ KocaTa Ha
JleHye, 3aBETOT Ha HHUBHATa Be4yHa JbyOOB. McTOB-
peMeHo, BO IBOPOT, HAa AOX/IOT, O/ U3Pa30T Ha JIUIETO
Ha CKHCHATHOT YNpPaBHUK ce TJieJa JieKa ro rpuse
COBeCTa 3a pellleHUjaTa WITO ryu goHece. [lo oapeneHo
BpeMe CJIy4ajHO ' OTKpUBAaT ,FaKUYKUTE Ha Jipyrap-
kata OsmBepa“, Bo KyjHaTa, KajJie FOTBAaYKUTe I'M YIIOT-
pebuJsie 3a MHeEHe CaZloBH, a NpecpeKkHaTa HacCTaB-
HUYKa IIJ1adye 0Jf pafoCT U BO MUT Ha ersaJjTaluja, ja
6akHyBa 6ucrata Ha CTa/IMH Koja caMaTa ja MoJesupa.

Bo pomanoT HapaTtopoT JleM He ro cnoMeHyBa
JIUKOT Ha JleHue, TYKy caMO HMHIbAaTa Ha HEKOJIKY
JleBOjuMiba OJf KOU ,HEKOHU yIlITe UcTaTa MpoJieT Npo-
Kauwiaa kps. (...) [[pokiieT ga 6ujam, yurte BeHall 6ea
HCIIpaTeH! BO AWCIAH3EPOT 3a TPaZHU 60JIeCTH".

[To ogpesieH BpeMeHCKHM MPECKOK BO HapaLujaTa, BO
cJeJiHaTa eny30/a, NpoJieTTa, Bo JJoMOT ce npoHecyBa
ryac feka JleHde yMmpeJsia Bo 60/IHUIA. 3a [ja I'0 3aCTy KU
IpujaTeacTBOTO Ha Hcak, JleM, HamecTo Aa OArOBOPH
Ha [pallakeTo 3a OpaTCTBOTO U €AUHCTBOTO U
BakHOCTa Ha THTO, ro mocTaByBa MpallakeTo 3a
cMpTTa Ha JleHdue, WITO NMpejU3BHKyBa HEeBPOTUYHA
peakuuja Ha HacTaBHHU4YKata OsiMBepa, a JleM e mpor-
JIaCceH 3a MPOBOKATOP U caboTep.

HoKTa, Bo HamymITeHHOT JieJ Ha ¢pabpukaTta Mcak u
JleM ro u3BpuUIyBaaT PUTYaJOT HA NOOpPaTHUMYBakbe,
MyIITajKu CH KPB OJ palleTe, Koja MOTOA ja UCIHBAAT.
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Jlem ce 3akosHyBa npef ['ocrioz feka co cuTe CUJU Ke
ce 60pM 3a BUCTHHATA U JieKa Ke M IOYHUTYBa
3anoBejuTe KoM Mcak My rv Mcnuila Ha JiMBYe: Ja ja
MOYUTYBa C1060/HaTa BOJIja — HAjCBETOTO HEIITO, Ja
He JIaXKe 3aLLTO JlaraTa e Opyje Ha JIOIUUTE CUJIH, 1a He
6era3aToa IITO GETCTBOTO HE € pellleHue U 1a 3all0MHU
JleKa CHTe HelLITa BO CBETOT ce MelyceOHO CBpP3aHH.
Hcak My nojapyBa KyTHja 3a HAKUT CO KOja ,,CBETOT Ce
rjejla CBpTeH Kako Bo orJiemasno“. Kora JleM Ke ja
OTBOpHU KyTHjaTa, HA3 [JlaBaTa My MHUHyBa BU3Hja Ha
WAHUTE HACTaHU: ja rjeja CMpPTTAa Ha YINPaBHUKOT
ApUTOH ¥ HerosarTa »eHa Koja ja cTaBa HUKOHAaTa Ha CB.
Marej Bp3 MpPTBOTO TeJI0O Ha CBOjOT Max. /lylmrata Ha
HapaTopoT, ctapuoT JleM, ja Hab/byAyBa CeKBeHLaTa
Ha 30paTUMyBaHETO.

Ci. 3 Jlem u Ucak

YTpeneHTa yNpaBHUKOT 6apa o, Mperia-ueHuoT
JleM jaBHO J1a ce CAMOKPHUTHKYBA, a OTKako JleM 0/161Ba,
COy4YeHMIUTe TO0 I[porjacyBaaT 3a ,IpOBOKaTop",
»,CaboTep*, ,IeTOKOJIOHAI", ,HEHAPOIEH eJIEMEHT" U Ce
HaTIpeBapyBaaT BO HM3MUCAYyBalke IITO MOCTpPOra
ka3Ha. ExguHcTBeHO Hcak, 6e3 360p 3actaHyBa BO
Heroma o/|0paHa, LITO ro MpeAu3BUKYBa YIPABHUKOT
Jla Hapeau Hcak ga ce 3aTBopH BO MOJPYM Ha Jjeb U
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BOJa, ce Jfojeka JleM He mpUcCTanmd KOH ,Jpyrapcka
caMOKpUTHKa". J/leM ce Haora npej MopajHa JujaeMa:
jaBHO Jja ja mpo4YMTa BeKe MoroTBeHaTa CaMOKPUTHKA
U Aa ro ocjaoboau Hcak, HO co Toa 64 ja MpeKpUIUJI
3aKJeTBaTa UITO ja Jjajie — JleKa HeMa Jia Jaxe. Ucak my
momMara ¥ BO OBaa CUTyallMja — HakKpaTKo Gera o[
NoAPyMOT, My ja mpeMadkyBa ycrara Ha JleM co
HeKaKBa TAaWHCTBEHa TEYHOCT, Koja ,Ke T'M HU36pulle
36opoBuTe”. Taka JleM, BO IPHUCYCTBO Ha CUTE YIYEHULIH
M HaCTaBHUIM, ja YUTA CAMOKPUTHKATA, MO IITO CO
amJays HOBTOPHO € IpUMeH BO KoJieKTUBOT. Ho,
JIpyrapkata OsimBepa cera 6apa oj Hero Jja MUIIyBa
NpUjaBu 3a OJHECYBAKEeTO Ha JAPYrUTe YYEeHUIH,
BeJIejKM My JeKa Toa e ,4ecT U NpPUBUJIETHja, CBETa
MUOHepCKa Jo/KHOCT . JleM 016K Ba, HO € BllallleH Kora
0CO3HaBa JleKa MHOTYMHHA HETOBU COYYEHUIU BeKe ro
cTopue TOa, JIAXKejKH, WU3MHUCIYBajKH U
NOTCKaKyBajKku. EBe Kako BO pOMaHOT e ONMINaHa
nojaBaTa Ha KoJouemweTo: ,[IpegaBcTBOTO Ly TelIe BO
JIOMOT, C€ oBeKe U NMoBeKe NPeJiaBCTBOTO CTaHyBallle
NpUMepHa KapaKTepUCTHKa. (...) MajuTe cpua HU TH
noJiHea €O THAcoTHUU. HekosKy oJf [Jenara, Kako
MeTtoauja 'punikocku, Cokosie EdpyTocky, (...) Hekoja
CnobonaHka, efHa ce BuKaile Jlobpusa, motoa Buo-
Jieta /loHecKa - CUTe THe CTaHaa BUCTUHCKH HHUKaKBe-
1. [loTcKaXKyBameTo UM CTaHa Ziesl 0f] )KUBOTOT. 3a C&
KaKo TIJIaJIHU Ky4uWiba AyUIKaa, BO CE€ U CEUITO Ce
3arjie/lyBaa, 3a Cé uMaa CBOj pedepaT U MpaBO Kaj
TaTeHLEeTO, Kaj Apyrapkata OsuBepa Cpesocka“.

KA3A4YOK

lllectaTa enu3oja ox puaMcKaTa HapaLuja coceMa
OTCYyCTBYBa O JIMTepapHaTa mnpejJjouka. Bo oBaa
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enusofa Mcak BjeryBa BO OTBOpeHa BOjHa CO pako-
BoACTBOTO Ha JlomoT. [IpBMOT 4YMH 0Jf Taa BOjHa e
MayKaTa Koja Toj 1 JleM My ja HOcaT Ha yJIaBUOT SBOHap,
YOBEK CO CaJAUCTUUKU KapakTep. Toj, Jozeka Ha pafHuo
cBUpU HHMepHayuoHa-iama, u3MadyBajKu ja co CTpyja,
ja youBa Maukarta, Ho, Hcak, co TajHUTe Marucku
penenTtH, U ro Bpaka »KUBOTOT. Kora ke ja 3morJiena
MayKaTa »>KMBa, TOa INpeJU3BHKyBa XUCTepUYHa
peakuyja Kaj yJaBUOT SBOHAp, TOKMYy BO MUIOT KOra
CUTE Y4YeHHLIU W HANHATOTO PAKOBOJACTBO Cce
MOCTPOEHH BO JABOPOT M BO36YyAEeHO ja O4yeKyBaaT
noceTaTa Ha BHCOKHUOT TOCTHH, COBETCKHUOT Xepoj,
WHBaJIWJ OJ BOjHaTa. 3a Ja ro HeyTpaJau-3upaar
SBOHApOT, I'o 3aTBOpaaT Bo pabpukaTa U ycraTa My ja
MOJIHAT CO XapTHja, 3a la He MoXe Ja BUKa, UITO Ipe-
JU3BUKYyBa HEroBOo 3ajyllyBame. Bo poMaHOT SBo-
HapoT yMHUpa coceMa M0pa3JUvYHO, peUYUCH MOKajaH 3a
CBOUTE 3J10/eJ1a.

Bo ¢uiamckara Hapanuja, Bo MefyBpeMe, JofeKa
yMHpa SBOHAPOT, BO JlOMOT MPUCTUTHYBA COBETCKUOT
Xepoj, HAaKUTEH CO OpJeHH, 6e3 paka U 06e3 OKo.
[To M1IeMEePHUOT FOBOP LITO I'0 APXKH, O LLITO Ce T1eja
JleKka He 3Hae JleKa JelaTa ce CUpallk, XepojoT UM
Bp3yBa LipBeHH MapaMu, IPUCYyCTBYBa Ha MUjaHKATa CO
PYCKM IeCHU OpraHu3MpaHa BO HeroBa 4ecT, Urpa
Ka3a4ok U UMa I0JI0B 0JHOC co AyrapkaTa OsuBepa BO
JIOMUHAHTHa, T.H. ,aHUMaJIHa no3a“. Bo oBaa kapuka-
TYpaJsIHO, BO MOCT-MOJEPHUCTUYKU CTHJ peaTu3npaHa
CEeKBEHIIA MOJIHA CO UPOHMja, GUJIMOT OTCTamNyBa Of
JloToraliHaTa peajJHCTHYKa Hapaluja, WITO NpeTcTa-
ByBa M Hajciaba ajKa BO JIaHeNOT Ha ¢QuMcKaTa
npukasHa. Ce pa3bupa, CIeHAPUCTUTE ja BMeTHaJe
enu3ojaTa co LeJ [ia ja MoTeHLUpaaT 3aBUCHOCTA Ha
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TOralmHOTO jYFOCJIOBEHCKO, d BKJIYYUTE/JIHO U MaKe-

JIOHCKO, TOJIUTUYKO PAaKOBOZACTBO 07 COBETCKUOT COjy3.

CTAJIMH

Bo ocmata enusojia, HapalujaTa NOBTOPHO, BO 0¢)-
moH, ce Bpaka BO MuHaToTo. [lobokHaTa >keHa Ha
yIpaBHUKOT, 6€3 360p, NpeA 1a BOAU JbY6OB CO HETO,
MY ja mojaBa UKOHATa Ha cB. Marej, Aa ja uesayBa. Toj
6e3 360p ro mpaBu To0a, a JleM u Hcak ckpuiiym
HabsbyayBaart. Jlem 6era, a HMcak go3BoJsiyBa fja 6uje
daTeH noj Npo30penoT Ha YIPAaBHUKOT. Cenak ymnpas-
HUKOT, JeJIlyMHO II0KajaH II0J, BJIMjaHUe Ha CBojaTa
compyra, ro myuTa 6e3 KasHa, IITO NpeJU3BUKYBa
BUYZIOHEBHU/AYBale Kaj CUTe HaCTaBHULM U COOHU
ctapeminHu. Mcak e ofBeZeH Ha cocC/ayulyBame Kaj
Jpyrapkata OJsinBepa, Koja, OKpy)XeHa CO BpaMeHa
¢doTorpaduja u 6ucrata Ha CtasiuH, 6apa o HEro Jja ro
HaKoZOLIM YNpaBHUKOT. OJiMBepa, He MOXejKU Aa
onosiee Ha ybaBuHaTa Ha Hcak, ce BOyLITa BO CEKCY-
aJIHa BpCKa co Hero. JleM Jby60MOpHO HabJ/byZyBa 0O
npo3openoT. CUTe 0BUe eJIeMEHTH KOU Ce YIoTpebeH!U
3a JIOMIOHUTEJIHO Ja ja ,yCBUTAT' aTMocdepaTa mpen
KyJIMUHaTHBHAaTa TOYKa HA HapalujaTa, coceMa OT-
CyCTBYBaaT OJf JIMTepapHaTa MpeJJIoIKa.

Ha npocnaBata Ha 11 OKTOMBpH, CBEYEHO € OT-
KpueHa 6ucTaTa Ha CTaJjuH, [leJlo Ha HacTaBHUYKaTa
OsuBepa. Ho, Ha 6ucTaTa U ce UCKONAHU O4YUTE U
HalpTaHU U ce IIPBEHU KPCTOBU Ha YEJOTO U OYMTE,
IITO MPeJU3-BUKYBa IoJIeM y)Kac Kaj CUTe MPUCYTHH, a
HacTaBHUYKATa Ce OHecBecTyBa. [IoBTOpPHOTO OTBO-
pame Ha Maru4HaTa KyTHja, My 0Bo3M0XKyBa Ha JleM Jja
Haspe BO HMJHUTe HAcTaHU: U Ha Hcak ke My ru
vcKonaat oyuTe. EfleH 10X1UB feH, Bo JJoMOT co UM
npUucTUruyBaat npunafuunu Ha O3HA, o6seyeHU BO
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JIOJITK LPHU KOXKEHW MaHTUJIM, KOU CIpoBeJyBaaT
HcTpara Bo BpCKa €O CJIy4ajoT co 6uctata. PaHaTHU3U-
paHaTa Jpyrapka OsuBepa, 3acTaHaTa npej MOpTpe-
TOT Ha CTaJIMH NpeJ KOj ropy CBeKa KaKo MpeJ, UKOHa,
ce CaMOKa3HYBa, 3aCeKyBajKu C€ Ha CJEeNOOYHUIATA.
[Mpunaguunute Ha O3HA, Bo 3ace6Ha NpoCTOpHja,
rpy6o U 6e3MUJIOCHO, JIeHO-HOKHO, eJleH-TI0 e/leH, TU
WcJiefyBaaT cuTe Bo JloMOT, U HaCTaBHUILIY, U YYEHHU Y,
KoM ce ,60/1HU o1 yniiaB®. JleM, Ha COCIyLUIyBamkeTO ro
peLuTHpa HAy4eHOTO 33 )KUBOTOT Ha CTasluH, JoJeKa
3af rp6oT ru TpUe paleTe oJ LpBeHaTa 60ja.
HciepHunuTe HULITO He 3a6esieXXyBaaT U My YeCTHU-
TaaT 3a HAY4YeHOTO, HarpajyBajKu Tro CO CaMO HUM
JlOCTallHAaTO YOKO0JIa0.

Bo poMaHOT UCIUTYBaWk-eTO He € MPeTCTaBeHO TOJI-
Ky ipaMaTU4YHO HUTY NaK ce CJydyBa 3apaJy NOBOJOT
KOj e BMeTHAaT Bo ¢uMcKara Hapanuja. OBJie yueHU-
[MTe eJHOCTABHO ojroBapaar npen ,TaTteHnero": ,Uc-
MUTYBaKkETO 3a HAC JOMI[MTeE Tevelle BO HEKOJIKY ¢pa3u.
HajnpBuH Kako Huwmo, ce KoJIHaM, He Tepaa Ja ja
packaxkeme 6uorpadujata Ha Jocud BucapruoHoBHY
CranuH. Kage ce poauJ, Kora, o, KakBa MajKa, 0/l KAaKOB
TaTKO - ce pa3bupa, 0Jy CeMejCTBOTO Ha OeJHU
poAuTeNH, CeJlaHH, pabOTHUIY, YIITE BO MJI3aA0CTa T'O
MOYyBCTBYBaJl TEIIKHUOT >KUBOT, HENpaBJaTa, [jpHaTa
ekcmioaTanyja.. OCHOBHO YYWJHMIITE 3aBPILIMJI CO
OZ/IMYeH yclleX BO DPOJAHOTO ceJille, yyeJd U HCTOB-
peMeHOo BO cUTe paboOTH UM NOMaraJs Ha CUpOMallKuTe
poauTesd. YIITe BO paHOTO JeTCTBO Ce OJJIMKYBaJ CO
TPY/I0JbyOUBOCT, YOBEKOJbYOUBOCT U T'OJIEMO ApyTrapc-
TBO. [loc/abuTe y4eHUIM T'M MOy4YyBaJ BO YHUTAE U
npaBeme CJI000JHHU COCTaBU, KHUTraTa 6U/ia HETOBUOT
HajMu pyrap. Mef'y BpCHULIUTE Ce JieJieJsI CO roJieMaTa
MyZpOCT, HeoOWYHA 3a HEroBuUTe MJaAu TOJUHH,
CKpPOMHOCT, 4oBe4yHOCT (..). Ho »kefTa 3a cinobopeH
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’KUBOT BO HEro 6uJia 1oroJieMa oJ CUTe JPYry KeJoHu,
c/210600ama y1Te ofi HajpaHUTe TOAMHYU OUJIa BTUCHATA
BO HeroBoTo cpue. Tamy Herze, BO IBeTHaTa,
packollHa 3eMja, macejKu r'd KomUTe cpefie 6ecKpaj-
HHUTe NO0JIMBa... YeCTo, cpefie Urpa co CBOUTE BPCHULIY,
BO HAjroJIEMHOT 3aHeC Ke 3acTaHeJs U, KaKo BKOIIaH, ce
3arJieJlyBaJl BO COHIIETO LITO 3aofa. [IpokseT fa 6uzam,
KaKo 8KonaH".

YBUCTBO

Ha cocnymyBamweTo Ha Ucak, fpyrapkara OnuBepa
Ke ce IIOCOMHeBA JleKa TOj e YHUIITYBAa4YoT Ha 6ucTaTa
Y cOo TylUl-nleplie Ke My I'l npo6oJie ounTe. Bo ceramHo-
TO BpeMe Ha HapaliyjaTa, Toa NpeJU3BUKYyBa OyAerbe
Ha cTapuoT JleM Bo 60o/1HMIIaTa. Bo MUHATOTO BpeMe Ha
NpUKa3HaTa, KPyMHUTEe KaZpu OJf HEMHUTe JIMKOBU Ha
NPUCYTHUTE Cyrepupaar JekKa HacTaHOT CO Npob6o-
JlyBalbeTO Ha O4YUTe Ha Mcak mpeTcTaByBa KyJMHU-
HaTHMBHA TOYKa BO 3aM/eTOT. Mcak e 00OBUHET U 3aTBO-
peH Bo NoApyMoT. JleM, 06/1eaH BO COJI3H, CBECEH JieKa
e eIJMHCTBEHHUOT KOj MoXe Ja ro cnacu Mcak ako ce
KPTByBa cebecH, MUILYBa NMpPU3HAHUE JeKa TOj e y-
HULITYBa4yoT Ha 6ucTaTa. Bo 06u0T Aa My ro npezaje
NpHU3HAHUETO Ha YNpPaBHUKOT, JleM HeMa cuiu Aa ja
Kake BUCTUHaTa. OMEKHAaTHOT yNpaBHUK, CBeCEH 3a
OHa LITO My NPeTCTOU, I'0 IpeKHHyBa. My KakyBa Jieka
ro ucmnpaka Ha ,CBecaBe3HO TakMHUYemwe Bo Bearpaz -
KusoTt u pgeno Jocuda BucapuoHoBuya Cta/buHa“ U
JleKa Toa My e >XKMBOTHaA ILIAaHCa, KOja He cMee Ja ja
nponywTy. Jlem caka fa kaxke Jeka Vcak He e BUHOBeH,
HO IO TyTKa JIMBYETO CO MPU3HAHUETO U BETYBA JeKa
Jl06po Ke ce NMOJArOTBY 32 HATHPEBAPOT. YIPAaBHUKOT
My I'o BpaKa JJaHYeTO CO KPCTOT, T'0 6aKHYBa TaTKOBCKU
Y 3aMHHYBa co npunagHunuTte Ha O3HA.
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YTpoTo, curHas 3a TpeBora rv 6ygu genara. [lunor
Ha O3HA BsieryBa Bo gBopoT Ha [loMOT, a 0J, Hero
W3JleryBa YNPaBHUKOT ApPUTOH, CHOT pacKpBaBeH.
HcTtoBpeMeHO, Ha pasrjac, [AeTCKHMOT CTapellrlHa
MeTo/uja YMTa COONIITEHME JleKa 3apa/Jid JuBep3rjaTa
Haj 6ucrtata Ha CTasJuH, YIpaBHUKOT APUTOH He ja
ompaBjaJ foBepbaTa Ha [lapTujaTa u 3aToa ke 6uze
3aMeHeT co ApyrapkaTa OnnBepa Cpe3ocka, Koja 3af0-
BOJIHO CeJIHYBa BO yIpaBHHYKaTa ¢oTesja. Metoauja
'pUILKOCKY, KOj e Ha3HAaueH 3a 3aMeHUK yIPaBHUK, 0/
KaHlleJlapyjaTa Ha HOBAaTa yIIpaBHUYKA ja UYMTaA Hej3U-
HaTa IIpBa Hapeaba: 6yZeme CEKOE YTPO CO CUTHATHATA
CUpeHa eJleH 4ac MopaHo, 3a MOJO0Jro Ja ce BexbOa
buckynrypa. /[logeka oJ pasraacoT OJeKHyBa
jyrocyjioBeH-ckaTa XuMHa ,Xej CJIOBEHH", yIPaBHUKOT
AputoH, obsedeH Bo yHMOpMA, CO IETOKpaka Ha
KararTa, BO cBojaTa coba ro 6apa MUUITOJIOT 32 JAa ce
oTena. [lo6oxHaTa )XeHa, IpeJ; UKOHATa Ha cB. MaTej ro
MOJIA MaXKOT Jia He T'0 IIpaBM TOj HajroJieM I'pes, a Kora
rJje/a Jieka ynpaBHUKOT JJOHeCOJI IIBpCTa OJJIyKa, Taa
ja IpaBH HajroJieMaTa XpTBa — caMaTa ro yo61Ba, co Toa
CmacyBajku My ja AylmiaTa oJ, TPeBOT ILITO He ce
IpOCTYBa, OJ FPeBOT Ha CaMOyOHUCTOBOTO, a cebecu
JKUTOCYBajKU C€ KaKo youell.

CrTe OBUe eJleMeHTH coceMa OTCYCTBYBaaT OJ JIU-
TepapHaTa Hapaluja, Kajie 1ITO 3a [I0KajaHUOT ynpas-
HUK ADUTOH e HaMeHeT coceMa Iopa3/iniyeH Kpaj, ITo
BOE€JIHO IIpeTCcTaByBa U Kpaj HAa caMUOT poMaH: ,[Ipok-
JleT Ja O6ujaM, HUKO] He 3Haelle IITO Ce CJAY4YHU CO
TaTeHueTo. Ce KOJIHAM, HUKO] He 3Hae ILITO Cce CAy4yBa
CO 4YOBEKOBOTO cple.. [Ipokier ma 6ujaM, ako 3a
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HEKOT0 BO >XKHBOTOT NOBeke cMe ce MoJiesie Ha [oc-

N0Ja OTKOJIKY 32 HalIeTO TaTeHIle, 32 HAIIUOT CTap
yIpaBUTeJ Ha JOMOT, [PyrapoT ApUTOH JaKoBJIeCKH".

Enusior

Bo pgeBeTTaTa M mociejHa enu3onfa of GUIMOT
Tosnemama eoda, JleM, Koj ceau ocaMeH BO JeTcCKaTa
CnajiHa, My ro IoJilaBa JIJaHYeTO CO KPCTOT Ha OCTa-
peHuoT JleM, BO MUT KOTa Cce HCIpeNJjeTyBaaT JBeTe
HUIIKKM Ha HapalMjata. Bo ceramHoTo BpeMe Ha
HapalujaTa, BO O6OJIHMLATA, 3BYKOT Ha amapaToT
cyrepupa Jieka cplLieTo Ha cTapuoT JleM npecTaHasio Aa
YyKa M TOj F'0 UCMHYLITA JIAHYETO CO KPCTOT O/J] paKara.
Bo munaroTo, maauot Jlem 3aMuHyBa 3a benrpag, Ha
HaTnpesap. Kora 1o foJ/iro BpeMe 1o npB naT u3Jerysa
o/ KanujaTa Ha JloMOT, mMpBO LITO 3J0TJefyBa ce
COHYEBUTE 3paly HaJ e3epoTo, 2osemama 800d
cnpocTpeHa npef /loMoT.

HcToBpeMeHO, HapaTOpOT COOMUITYBa JeKa Kora
Tpebaso Aa ro TpaHcnoptupaat Hcak, moapyMoT ro
Hall/le Ipa3eH, a YnpaBaTa ro nporJjacu/a 3a yMpeH. A
30LUITO BY ja pacKakaB oBaa npukasHa? Moxeb6u, 3aToa
IITO HUKOTAall IOAOIHA He 6eB TOJIKYy GJIMCKY [0
cBeT/IMHATA. Mcak, ce HaZileBaM Jleka HeMa Jila MU IIpocC-
Tuul [Ipokser ga 6ugam...“, co oBue 360poBHU ja 3aBp-
11yBa COIICTBeHaTa NpuKa3Ha crtapuoT JleMm. [Ipes ese-
pOTO 3acTaHyBa TeJIeBU3UCKA penopTa)kHa KoJia BO
NpUJpy»k0a Ha OKJIONIEH BOEH TpaHcrnop-Tep. BojHu-
[[MTe NaJIaT OraH, 3a /ja MHCLieHHUpaaT BoeHa coCcToj6a, a

50

BO 0¢P-moH ce cjaylla IJac Ha HOBHHApKa Koja Ha
aHIJIMCKH ja3UK ja COONIUTYBA JIOKaLMjaTa Ha UHTep-
BjyTO, /lOMOT 3a cupalu Kaje ro MHUHaJl AEeTCTBOTO
noautudapot Jlem Hukogunockuw. ,...Herosara npepa-
Ha CMPT HeMa /ia ja 3ampe JeMOKpaTHjaTa...”, BeJu Ha
aHIJIMCKU UHTEPBjyUPaHUOT NOJMTHYAp, IpUjaTes Ha
JleM, MeToauja I'pUILIKOCKH, HEKOrallHOTO MOMYe-
cTapelinHa oz JlomoT. Bo 60/1HUIIaTa ejHA OJIMLMCKA
cayK0eHUYKa, Ha Koja GoJIHMYapkKaTa U rd mnpejaBa
JINYHUTE mpegMeTH Ha JleM, cM ro 3eMa JIaHYeTO CO
KpCT, a XUTHEeHWYapKaTa Koja ja pacyucTyBa cobara,
Mo/l IEPHHUIIATA ja MPOHAora KyTHjaTa 3a HAKHUT U ja
cTaBa Ha komogara. Kora fosrata mmnuua 3aBpulyBa,
pakKa BO KpyIleH IIJIaH Ce CIyLITa U ja 1o3eMa KyTHjaTa.
Janu e Toa pakata Ha Hcak? Kpajor Ha ouimor
OCTaHyBa OTBOPEH.
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UDC

MY3UKATA BO MAKEJJOHCKHUOT UT'PAH ®WUJIM BO IEPUO/IOT 110
OCAMOCTOJYBARETO (90-TUTE rOJUHHU),
KAKO PEINPE3EHT HA KYJTYPHUOT UAEHTUTET
HA PENYBJIUKA MAKEJIOHUJA

Anekcanpap TpajkoBCcKHU
ECPA, Ckonje, MakedoHuja

Ancmpaxkm: EgeH oj Haj3Ha4YajHUTEe MEePUOSM OJ UCTOPHU-
jaTa Ha HamaTta Ap)kaBa e MepHOAOT MO 0CaMOCTOjy-
BambeTo, 0AHOCHO 90-TUTE rOAMHM O MUHATHUOT BEK, KOj
ce HapeKyBa M , TpeT IO4YeTOK" Ha ¢UIMCKaTa yMETHOCT
BOo Peny6suka MakeJoHHja, KOora HOBOHacTaHATHUTe
ONIITECTBEHO - MOJIMTUYKU COCTOj6M (CoLUja/IHU, eKo-
HOMCKU M KYyJTYpHHM) JAMPEKTHO ce oApa3yBaaT Bp3 y-
MeTHHYKaTa aTMocdepa mpu KpenpawmeTo Ha Make-
AOHCKUTe GUIMOBH. TOKMY THe, KAaKO eJHa OA HajBIle-
yatauBuTe GOPMH Ha KYJTYPHO M YMETHHYKO U3pa3y-
Bame, IPeTCTaByBaaT penpe3eHT Ha KYJTYPHHOT UJEH-
TUTET Ha Jp>KaBaTa, BjujaaT Bp3 popMUpPaAKETO HA CBO-
eBH/JleH aBTOXTOH COBpeMeH CEeH3UGW/INUTET U JOoNpH-
HecyBaaT 3a apupmanyjaTta Ha Hamara KyJarypa. Co or-
nep Ha pakToT geka PUIMCKaTa My3MKa NpeTCTaByBa
e/ieH 05 OCHOBHUTE U CYIITUHCKHU eJleMeHTH Ha ¢uimor,
BaKBHTe KBajudUKalLUU ce OAHeCyBaaT U Ha Hea. UMmaj-
KM ro npejBuj, Toa, GoKycoT Ha NPeAJ10KEHUOT TEKCT e
HacoyeH KOH aHa/IM3a Ha My3UKaTa BO MO3HaYajHUTe
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MaKeJOHCKU MIpaHu GUJIMOBH oJ oBoj nepuoj (,Ilpes
AOXKAOT", ,AHresu Ha ortnaz‘, ,CaMOyHUIITYBame“,
Jluncu mepuk”, ,Ilpeky e3seporo” u ,36orym Ha 20-0T
BeK"“). Bo pamkuTe Ha ucraTa, Ke 6uAatr usgudepeH-
LUPaHU KyJTYpHUTe UAeHTUPUKATOPH 4Mj penpe3eHT
npeTcraByBa My3uKaTa Bo GUIMOBHTE, KaKo IITO ce
My3HM4YKHOT (osIKJop (IpecTaBeH NpPeKy Mes0JMKaTa,
pMTMHMKaTa ¥ HHCTPYMEHTapUyMOT), aBTOPCKUOT CTHJIC-
KM H3pa3, jasMKOT, aBTOpUTe, M3BeAyBadyuTe M Jp., a
HCTO TaKa, Ke GUje MpeTcTaBeHa M HUBHATa QYHKIHO-
Ha/IHa yJIora BO paMKHTe Ha GPUJIMOT KaKO YMETHUYKH
npousso. Co Toa, Ke ce fo6He jacHA CJIMKa 3a yJorarta
Ha My3UKaTa BO MaKeJOHCKHUTe WUrpaHu puiMoBU BO
Nnpe3eHTUPAKkETO Ha KyJITYPHUOT UAEHTUTET Ha Peny6-
nuka MakejoHuja.

Kayunu 36oposu: My3uka, urpaH, GuaMm, KyJITypeH, UAeH-
TUUKaTOp
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1) BOBE/A

OTBOpajKu MoBeKe Mpallama 0/i Hay4eH KapaKTep,
JleHec GUIMcKaTa My3uKa e HHTepeCHa U aKTyeJsiHa 3a
06paboTKa oJ] moBeKe acnekTu. Taka, Hej3auHaTa Moja-
Ba I'M HaJIMMHYBa TpaHUIUTE Ha HUHTepec (caMo, U
HCKJIYYUMBO) Ha MY3MKOJIOIIKUTE HMCTPAXKYBalba, U Ce
NMoBeKe MpeTCTAaByBa OCHOBAa U 3a aHa/IM3a, BUJleHA
HU3 IpU3MaTa Ha KyJITYyPOJIOLIKUTE, COLUOJIOMKHUTE U
KOMYHHUKOJIOLIKUTE acnekTu. UcToBpeMeHo mak, Juc-
KyCHUUTE 33 3HAYEHETO M BAXKHOCTA HAa KYJTYPHHUOT
WJIEHTUTET ce ce NoBeKe aKTyeJU3UpPaHH, TOCeGHO BO
BTOpaTa MoJIOBMHAa Ha XX BeK, MO IUTO JeHeC TOj
NpeTCTaByBa HeU30EXKeH Jes 0J KyJATypHUTe, UIo-
30 CKUTE, COI[UOJIOMIKUTE U aHTPOIOJIOUIKUTE Aeba-
Tu. Co orsies; Ha Toa, BO HayyHaTa MHUCJA Ce HaMeT-
HyBa U moTpebaTta of, Qpy3UOHUpAbe HA OBHUE [IBE
obJslacTy - UIMCKATa My3WKa U KYJTYPHUOT WJEH-
THUTET, OZJHOCHO CO3/laBakbe IoJie 3a pasrjelyBakme Ha
duaMcKkaTa Mys3WKa HH3 NpU3Mata Ha KYJTYPHHUOT
HUJIEHTUTET.

Bo 06Uz fa ce 0ATOBOPH Ha TOA, HO UCTOBPEMEHO,
dOKyCOT J]a cCe HACOUM KOH COTNICTBEHUTE, HAl[MOHAIHU
paMKH, NpeAMeT Ha WCTPaXKyBakbe Ha OBOj TPYA
NpeTcTaByBa y/02ama HA My3ukama 60 MakKedOHC-
Kume uepauu ¢uamosu 00 nepuodom no ocamocmojy-
8arbemo, 80 Npe3eHMUPAemMo Ha KyJAmypHUom udeH-
mumem Ha Peny6auxka Makedonuja. O6eIMHYBambeTO
Ha oBHe 06JIACTH, CMECTEHH BO MOCOYEHUOT MEPUO/,
NpeTCcTaByBa OTBOpakbe Ha TeMa, Koja cropej; 06eMoT
Y CyLITUHATa UMa 3a 1eJl /1a IO Mo/BJieue 3HAYEHETO
Ha TIoBeKe eJIEMEHTH 0/ MaKeJJOHCKATa KyJITypa, HO U
Jla OTBOPM HOBHU acCleKTH 3a pa3MHUCIyBakbe MU
aHa/u3a.
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2) KyJATYPEH UJIEHTUTET

Ky/nTypHUOT M@HTUTET, UCTO KaKO U €THUYKHOT,
HalMOHAJHUOT, BEPCKUOT, UCTOPUCKUOT UTH., cnara
BO KaTeropujaTa Ha KOJIEKTUBHU HJEHTUTETH (KOj
nak ce JedUHHpa Kako MPHUNAAHOCT KOH oJpejieHa
rpymna Bp3 0CHOBA Ha IOCe/lyBarbe Ha OJipeJleHH 3ae/-
HUYKH KapaKTepUCTHUKH, 3apajd KOH, UCTOBPEMEHO,
HCTaTa Taa rpyna ce pas3/MKyBa O HeKoja Jpyra) H
HCTHOT, Ce I0BeJlyBa BO KopeJaliyja co UCTOpHjaTa U
KyJITyPHOTO HacJIeJ[CTBO.

CoBpeMeHOTO TOJIKyBalke Ha NOUMOT KYyJTYypeH
ujeHTuteT ro jAasa Jlucujen Ilaj, neduHupajku ro
KaK0 4YyBCTBO Ha NPUNAAHOCT 3aCHOBAaHO BpP3 IO03-
HaHUETO Ha HEeKOW 3aeJHUYKM OJpeJHUIH (ja3HKOT,
pacaTa, TepuTOpHjaTa, peJUrujata UTH.), KOU BO Ja-
JleHa CHTyallMja MNpeTCTaByBaaT OCHOBA 3a H/JeH-
Tudukauuja. HasoBp3yBajku ce Ha Toa, mpodecop-
kata 'anka llBeTaHoBa Besu feKa ,,popMUpamETO HA
KYJTYPHUOT UJIeHTUTET, KaKo pe3y/TaT Ha NPOLLecoT
Ha eHKyJTypalHja, ce cIy4yBa BO paMKHUTe Ha OIpe-
JleJleHO KyJTYpPHO HacJeJCTBO KOe o COYMHYyBaaT
jasMKoT, obuyauTe, obpacuuUTe Ha IOBeJeHHUETO,
BPeJIHOCTUTe, HOPMUTE U CTUJIOBUTE Ha >KUBeeme.
CuBe oBMe YMHUTEJM Ha KyJTYPHOTO HAaCJEeJCTBO
MeryceGHO T'M MPUOJIMKYBaaT HO, HCTOBPEMEHO U TH
JUCTHHTBUpaaT, OJHOCHO oOjJaJjedyyBaaT OILITeC-
TBeHuTe rpynu.” (LBeranosa; 2007: 39) Ilonaramy,
roBOpejKY 3a MPUCTANOT NPU YTBPJYBalkbeToO Ha MOU-
MOT KYJTYpeH UJleHTUTeT, l|BeTaHOBa ro nocodysa
Mucieweto Ha /Jlparan KokoBHK, Koj Bequ [eka
CaMHUOT 360p KYJITYPEH, yIIaTyBa HAa aHTPOIOJIOMIKA U
COLIMO0JIOIIKA aHa/IM3a Ha uJeHTUTeToT. Cnopes Hero,
- KYJITYPHUOT UJEHTUTET € BCYIIHOCT MOBP3aHOCTa
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Ha MOEJUHENOT U HETOBHOT HUJEHTUTET CO KyJITypaTa
Ha omiTecTBoTo. O CeBO oBa MpOM3JieryBa Jeka
KYKTYPHUOT HAEHTUTET ce popMHpa BO OApeAeHHU
OMIITECTBEHO - UCTOPHUCKU YCJIOBU BO KOM Ce CO3/jaBa
Y pa3BuBa camara KyJatypa.” (KokoBuk; 1997: 267)

OTTaMy, MOe Jla ce KOHCTaTHpa JieKa 3HAaYeHhETO
M Ba)XKHOCTA Ha KYJTYPHHOT HJEHTHTET Ce J0CTa
rosiemu. CoryiacHO Toa, MHOI'Y 3Ha4yajHa e ¥ HeroBaTa
pedjiekcrja Bp3 CEBKYMHHUTE OMIITECTBEHU OJHOCH,
noce6HO BO MYJTHKYJTYPHUTE CPEAUHU KU MOCEGHO
BO O/Ipe/ieHH 3Ha4yajHU ¥ YYBCTBUTEJHU MEPHOIU O]
MOCTOEHETO Ha €/IHO OMIITECTBO.

3) MAKEJJOHCKUOT UTPAH ©UIM
B0 90-TUTE l'oANHU

TakoB 3Ha4YaeH nepuo/, 0f, UCTOpHUjaTa Ha HallaTa
Jip>kaBa e MepruoJoT M0 0CaMOCTOjyBawkeTo, OAHOCHO
90-TuTe roJUHU OJf MUHATHUOT BEK, KOra ce cJiydyyBaaT
3HAYyajHU OMIUTECTBEHO - MOJUTHYKU TNOMECTYBaka
KaKo Ha collMjasieH, TaKa U Ha eKOHOMCKH U KyJTYpeH
wiaH. [lomef'y ApyroTo, HOBOHaCTaHaTUTE COCTOjOU
JIMPEKTHO ce oJijpa3dyBaaT U BP3 YMeTHHUUYKaTa aTMOC-
depa, KOHKPETHO U BO QUIMCKOTO MPO3BOACTBO, OJI-
HOCHO IIPY KpeHpameTo Ha MaKeJOHCKUTe GPUIMOBH.

OBoj mepuoj, dunamorpaduTe ro HapekyBaaT U
»TPET Mo4yeToK" Ha GUIMCKaTa YMEeTHOCT BO Peny6Jiu-
Ka Make/JjoHUja, MEPHUO]] BO KOj QUIMCKOTO IMPOHU3-
BOZACTBO e AeduHupaHO 0J HeKoJKy dakTopu. Taka
Ha IpuMep, efieH 0/ GUTHUTE NYHKOTBU KOU TeMaT-
CKH TO 0/ibesIe’KyBaaT UCTOTO, Ce BOjHUTE U alCyApoOT
Ha HACWJICTBOTO LITO 'O Cjefiellle pacnarambeTo Ha
jyrocsoBeHckaTa ¢enepanuja. Kako BTOp 3HavaeH
MYHKT Ce HOBOHACTaHATHUTe ONIITECTBEHO — OJUTHY-
KU (coLMja/iHH, €KOHOMCKH, KYJTYPHH) COCTOjOU —
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MakesoHMja M MaKeJOHLUTe 3a NpPB NaT ce CTek-
HyBaaT CO HEe3aBHUCHOCT U CO JP>KaBHOCT; NPOQYHK-
LMOHMpAa MOJUTHUYKHOT IJIypajvu3aM MU JleMOKpaTc-
KHOT CHCTeM; NasapHaTa eKkoHoMHja UTH. TpeT dak-
TOp KOj ro AeduHHpa GUIMCKOTO NPOU3BOACTBO BO
HOBUTE OINIUTECTBEHU YCJIOBH, € HCKIy4yBameTO Ha
L,Bapiap ¢éunm“ Kako eguHCTBEH QUIMCKHU MPOJIY-
LeHT BO JipKaBaBa - NpMBaTHATa/JM4YHATa WHUIMUja-
THBa BO QUIMCKOTO NIPOU3BOACTBO, KaKO pe3yJ/ITaT ro
JlaJle 3TOJIEMEHHOT NPOCEK Ha CHUMEHU UIpaHUu QUJ-
MOBHU. YeTBPTHOT PaKTOp e HOBaTa PUIMCKA TeXHUKA
Y TEeXHOJIOTHja - 6pojHUTE BHUJe0 popMaTH I'0 BHECY-
BaaT GUJIMOT BO cekoj oM. (AHresos; 2007: 173)

3a pasJsiMka oj npeTxofHaTa Aekaza, 90-tute ro-
JIUHU, CO BKYNHO 14 urpaHu ¢uma, npeTcTaByBaaT
Jl0CTa IIJIOJleH MepuoJ, BO UCTOpHjaTa Ha MaKeJoHC-
KaTa kKuHeMaTtorpaduja. ['iefaHo of acnekT Ha KU360-
poT Ha PuIMCcKa TeMaTHKa, KaKo M BOOILITO, HA pe-
JKHCEepPCKUTe BHJyBama Ha QUIMOT KaKO YMETHOCT,
criopesi6eHO CO MNPeTXOJHUTEe [ielleHHWH, MaKeJOHC-
KHOT JOJITOMETpaXkeH HWrpaH O¢uiM OGesieXH CyI-
THUHCKHU NpoMeHU. Cekako, eJHa OJ IJIaBHUTE NPHUUHU-
HU 32 Toa e QaKTOT JieKa NOKpaj BeKe JOKaKaHUTe
Ctouie [lonos, bpanko I'ano u lumutpue OcMansy, ce
N0jaByBa lieJla reHepalyja Ha HOBU PeXXUCepPCKU UMU-
Wba, Kako mwTo ce Jlapko MwutpeBcku, CpfaH JaHa-
KueBUK, Anekcadgap [lomoBcku, Musdo MaHUeBCKH,
Ep6us Antanaj, AHToHMO MuTpukecky, AnekcaHzaap
CrankoBckU ¥ VBaH MuTeBcku. Kako mTo Moxe Ja ce
3abesiexH, CTaHyBa 360p 3a KOMILJIeTHA NIOCTaBKa Ha
MaKeJIOHCKH pexucepH, co UCKJIy4ok Ha ['opaH [lacka-
JbeBUK. (TpajkoBcky; 2012: 59)

TokMy ¢UIMOBUTE, KaKO eJHA O[] HajBIEYaT/IH-
BUTe GOPMHU Ha KYJTYPHO U YMETHUYKO U3Pa3yBalbe,
NpeTCcTaByBaaT peNnpe3eHT Ha KyJTYPHUOT WJEHTH-
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TeT Ha JIPXKaBaTa, BjHjaaT Bp3 GOPMUPAHETO HA CBO-
€BHU/JIeH aBTOXTOH COBPeMEH CEeH3UOUJIMTET U JJONpH-
HecyBaar 3a apvMpManujaTa Ha HallaTa KyJITypa.

4) MY3HUKATA BO MAKE/JIOHCKUTE UTPAHU PUIMOBU

Co oryex Ha dakToT Aeka ¢uUIMCKATa MY3UKa
NpeTCTaByBa eJleH 0J, OCHOBHUTE U CYIUTHUHCKHU eJie-
MEeHTH Ha GUIMOT, IpH IITO HACTOjyBa Ja ja HpeTcTa-
BU MeTadu3UUKaTa JUMeH3Mja Ha CJIMKaTa BO JIBMIKe-
b€ U CO TOA /Ia ja HanpaBH NOBU/JIMBA U MaHUECTaH-
THA, BAKBUTE KBIMPUKALMY Ce OJHECYBAaT U HA Hea.

Bo mepuozOT M0 0CaMOCTOjyBakbeTO, My3HUKaTa BO
MaKeJIOHCKUTe WUI'paHu QUIMOBU e 60OraTo MUCKOpHC-
TeHa, IPU IITO, BO 3aBUCHOCT 0 pUIMCKaTa TeMaTH-
Ka, HO W CTHJICKaTa ompejesba HAa KOMIO3WTOPUTE,
MOXe Jia ce 3abesieXH JJOMUHAHTHA MHCIMpaLHja of
MaKeJJOHCKMOT (OJIKJIOp, HO UM NPUKJIOHYyBamke KOH
MOJIEpDHUTE TOHCKHM pelueHHja. OHa MITO e MOCe6GHO
B)KHO MAaK, 3a CEKOj YMETHHUUYKO - KOMepIiijaJieH Npo-
M3BOJI, BKJIYYyBajKH ja TykKa U QUJIMCKaTa My3HKa, €
TOa IITO MOroJIEM Jes Off My3UYKuTe GUIMCKHU Jesa
3abesiexKyBaaT IO3UTUBEH OJI/IaCc BO CTPY4HATA, HO U
nomMpokara jaBHocT. Taka, ciopes pe3yJTaTUTe U3-
HeCeHM BO [IOKTOpckaTa jucepranuja ,PusmMckara
My3MKa Kako ¢popMa Ha KOMYyHHKaLMja: My3uKaTa BO
MaKeJOHCKHOT UTrpaH UM Bo mepuoaoT og 1952 o
2011 ropuHa“ (TpajkoBcky; 2014), koj wWTO e NpB
TPYZ 0f morojieM o6eM Koj IUTO ce 3aHKMMaBa Co Ipa-
IIAakeTO 33 MaKeJoOHCKAaTa QUJIMCKA My3UKa, TOKMY
My3MKaTa OJi mnoBeke GUIMOBH CHHMEHH BO OBOj
NepUOoJ, Ce OCTAaHATH M KaKo TpajHa BPENHOCT 3a
ny6JiMKara.

5) AHAJIM3A

TpruyBajku of GaKkTOT ZieKa KaKo oJpeJHUIU UJIH
o6eJiexja Ha KyJITYPHUOT UJEHTUTET ce cCMeTaaT pe-
JIUTUjaTa, jasuKoT, GOJIKIOPOT UTH., 3a Ja ce Aobue
jacHa cyMKa 3a yJioraTa Ha My3uUKaTa BO Make-
JIOHCKUTEe UrpaHd QUJIMOBU BO NpE3eHTHUPAHETO Ha
KYJTYPHUOT UJAEHTUTET Ha Penybsnka MakenoHuja,
NoTpe6HO e Aa ce U3AUdepeHpaaT OBUe KyJTYpPHHU
ujeHTUGUKATOpPU. 3a Taa LieJ, BO paMKHUTe Ha OBa
HCTpaXKyBame, QOKyCcOT Oellle HACOYeH KOH My3UKaTa
BO MO3HAYajHUTE MaKeJOHCKU UTrpaHU QUIMOBHU OF,
nocouyeHuoT nepuof (,Ilpex moxamot“, ,AHresun Ha
otnax’, ,CamoyHumtyBame”, ,lluncu menuk", ,Ilpeky
e3epoTo” U ,360oryMm Ha 20-0T Bek“), Kajie IITO NMPeEKY
aHa/M3a Ha MOBeKe MapaMeTpu (aBTOpU U U3Be.y-
BauyM; NOTEKJO Ha My3WYKUOT MaTepHjas; ynoTpebda
Ha MHCTPYMeHTapuyM; ynoTpeba Ha TeKCT) 6ea U3I-
BOEHH CIIOMEHATHUTE KYJTYPHU HAEHTUQUKATOPH:

A. Asmopu u uzgedysauu

ABTOpUTe Ha OpUrHMHAJHAaTaA My3HWKa HECOMHEHO
NpeTCTAaByBaaT OCHOBHA aJIKa BO LIeJIOKYMHUOT MpO-
IleC Ha co3JaBake Ha uIMckaTa Mysuka. HuBHata
LeJ e CrIopesi CONCTBeHaTa YMETHHYKO-KpeaTHBHA
CIOCOGHOCT, CO MY3WYKHU CPeJCTBaA Jia ja UCKpeupaar
1opakaTa, OJHOCHO YCIELIHO Ja ja [0JI0BaT aTMOC-
depaTa Ha oZpesieHa CpeAHA, BpeMe, pa3/IMYHU eMO-
[IMOHAJIHU NPOMEHH, NCUXUYKHU COCTOj6U U Jp. YJo-
raTa Ha HU3BeJlyBayuTe MNaK, € Ja ja Npe3eHTHpaaT
KOMIIO3UTOpPCKaTa 3aMHUCJIa U €O TOA Jia My JlaJiaT Tpa-
€H TeYyaT Ha KOHKPETHOTO Jesio. ABTOPUTE, KaKO U
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M3BelyBauuTe NPETCTAByBaaT AUPEKTHU penpeseH-
TH Ha KyJITypaTa Ha €JHO OMNIUTECTBO - BO CBOUTE
penoBH, Peny6yinka MakeoHHja UMa BPpBHU My3WYKHU
MMHUIba, KOM CO CBOjaTa ycCHellHa JoMallHa U
MelyHapoJHa [ejHOCT ja WIMpaT W Npe3eHTUpaar
KyJITypaTa Ha JipKaBaTa.

OHa WTO MOXe Jia Ce 3aKJIy4Yd BO MOTJIE] Ha KOM-
MO3UTOPCKATA MOHYZA U IITO TOBOPU BO NPHUJIOT HA
Te3aTa JleKka My3uKaTa BO QUJIMOBHUTEe NpPETCTaByBa
aBTEHTUYEH penpe3eHT Ha KYJTYPHUOT UJEHTUTET
Ha Jp)KaBaTa, € JJOMHMHAaHTHOTO INPHUCYCTBO Ha Make-
JIOHCKHUTe aBTOpU. MIMeHO, OCBeH [iBajua CTPaHCKHU
koMno3uTopu (3opad CuMjaHOBHUK U ['eopr 3amoup),
CUTe JIpyTH ce JAOMalIHU aBTOpPU - MokKpaj Jbymuo
KoncrantuHoB u Wiuja IlejoBckH, KoM IUTO BeKe ce
MMaaT [J0Ka)KaHO BO CO3/lJaBabeTO My3uKa 3a QUIM,
BO OBOj IepuoJj 3a MpBOAT Ce MOjaByBaaT U JpPYyTru
KOMINO3UTOpPH, Kako wTo ce BiaTko CtedaHOBCKY,
Jumurtap JluMoBckH, rpymara ,AHactacuja’, Pucro
BpreB u FYROM EXPERIMENT.

HctoTo MOXe Jja ce 3aK/Iy4Yd U 3a U3BEJyBa4yUTeE -
aHTaXXMpaHU ce MPU3HATH U JAOKaKaHU HMHBbA Of
MaKeZlJOHCKaTa KyJTypHa ClLeHa, KOU ro oApa3yBaT
JAyXOT Ha MyJITUKYJTYPHOTO ONIITECTBO KaKBO LITO €
HauueTo - Jlparan [layToBcky, Bawa Jlazapoga, LleHruc
Hbpaxum, Pjaze Jamae (,Ilpex moxzpot“); azmenf,
Bepuma; Meno YyH; Ckenpep Amet; AHa KocToBcka;
Camko ['vroB - ', Muxaua [lapywes, Uauja lumMur-
poBcku; Uimu Arymes Benp; Jlemup llleknupos; Typ-
kujaHa baupumoBcka; Makenonka JlumuTpoBcka; Ui-
Mu MyctadoB (,lluncu menuk”); MakeJOHCKUOT Ha-
pozeH ryaadku opkecrtap (,IIpeky esepoto”); [paran
I'muoBcky, EmuH llujan, [paran [layToBcky, Muxaui
[lapywes; KartapuHa JoBaHOBUK; Mapuja JuMuT-
pujeBuk; [len3auoHepcku xop ,bopen”; TaHOBUOT Op-
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kectap Ha MPTB, noj agupureHTcTBO Ha AJleKcaHAap
[lam6a30B (,360orym Ha 20-0T Bek”) UTH. OHa LITO MO-
Ke Jla ce U3[BOU € U JleKa CaMUTe KOMIIO3UTOPH ce
jaByBaaT KakKoO JeJ OJi HU3BeJyBadyuTe Ha OPUIHU-
HaJHUOT MY3WYKU MaTepujan. Taka, Bo ,Ilpen mox-
JIoT”, aBTOpPCKaTa My3MKa Koja IITO € JeJI0 Ha TpymnaTa
»~AHacTacuja”, ja u3BeAyBaaT TOKMY 4YJEHOBHUTE Ha
rpynata - 3iatko OpuraHcku, 3opaH CHmacoBCKU U
T'opan TpajkoBcky; Bo ,I[Ipeky e3epoTo” AeTHUIIUTE 32
naHoBa ¢JiejTa, 4Ydj 3BYK € JJOMHUHAHTEH BO TEKOT Ha
neanoT GUIM ce BO U3BeAbOa Ha kKoMmmnosuTopor le-
opre 3amoup; Bo ,lluncu mepuk” u ,CamMoyHHUII-
TyBawe” BsaTko CTedaHOBCKHM ce jaByBa KakKO HHC-
TPYMEHTAJIMCT Ha FUTapa, HO U KaKo BOKaJIeH UHTep-
npertaTop; Bo ,36orym Ha 20-oT Bek”, Pucto BpTes.

Bb. Ilomeks0 Ha My3uyKuom mamepuja

Bo 3aBuCHOCT of MOTpeOGUTE Ha CaMUOT UM,
dunMckaTa My3uKa HajuecTo e COCTaBeHa 0/ My3U4KH
MaTepujajy Co pa3jIMyHO NOTEKJO0, a BO paMKUTe Ha
eJleH cy6uMaT oJf IoBeKe TaKBU MaTepujaad, fude-
peHLlMjalyjaTa Ha HUBHOTO NOTEKJOTO INONPEnU3HO
MOXe Jila Tro JeTeKTHpa HHTepecoT Ha OBa MCT-
paxkyBame:

1) OpueuHaseH: IIpeKy OPUTMHAJIHUOT MY3WYKH
Marepujaj, Koj ja ondaka oHaa My3uKa Koja LITO e
CrelyjaJlJHO KOMIOHMpaHa 3a oJpeJieH GUIM, WU
nak, e JleJo Koe e NpeTX0JHO KOMIIOHUPAHO OJ, CaMu-
OT aBTOP, a [I0TOA UCKOPUCTEHO BO QUIMOT (apxuB-
CKa My3HMKa), KOMIO3UTOPUTE I'o BrpafyBaaT CBOjOT
JiM4yeH ugeHturteT. Taka, Bo ,AHresiu Ha otnan’, Konc-
TaHTHHOB Ce OIpe/ieslyBa 3a 0CTaByBakmbe Ha IVIaBHU
TEMHU KaKO OCHOBA Ha OPUTMHAJTHUOT MYy3W4YKH MaTe-
pujaJi, Kou BO BU/J, HA My3U4YKHU GJIOKOBH, IPEKY pexKu-
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CEepPCKOTO BUAyBatbe Ha OCMaHJH, Ce HCKOPUCTEHU
noBeKe MMaTH BO TeKOT Ha ¢usmosuTe. Bo ,Ilpen nox-
JIOT”, KajJile IITO IMOKpaj OPUTMHANIHO CO3/aJleHUTE
TeMH, KOU MOJIOLIHA Ce CTaBeHW Ha Hocay Ha 3BYK -
soundtrack Ha ¢uaMoT (06pPabOTKUTE Ha HAPOJHHUTE
necH# ,JoBaHo, JoBaHke" u ,Co Maku cyM ce poauaa”,
Kako M TeMHUTe KOW BO ajbymMoT Ha ,AHacracuja’,
,Before The Rain” ce HacsoBeHu kako ,Time Never
Dies”, ,In A London Cab”, ,Funeral Theme” u , The Cir-
cle Is Not Round”), uckopucTeH e U apXHMBCKH MaTe-
pyjaa Ha ,AHacTacuja”, o HUIBHUTE NPEeTX0JHU aiby-
MU (TeMaTa BO pecTopaHoT Bo JIOH/OH ce Haofa Ha
asnbymort Ha 3saTko OpuraHcky, ,Lola V Stain”, a ,Pass
Over”, e KOMIO3UIMja Ipe3eMeHa 0J, BTOPUOT anbyM
Ha rpynarta, HapeudeH ,By The Rivers Of Babylon”).
[1aBHa KapaKTepUCTHKa Ha OpPUTMHAJHATA MY3MKa
Ha BsiaTko CtedaHoBCKH 3a puamoT ,lluncu mennuk” e
ynorpebaTa Ha COHrOBM, IO LITO Ce HM3/BOjyBa O[
octaHaTtuTe GpuamMoBU. OBZle, ODUTUHAJIHUOT My3HUYKU
MaTepujajl ce COCTOU OJf MHCTPYMEHTAJHO BapUpPaHO
npe3eHTHpale Ha rJjaBHaTa My3udka Tema (,Gipsy
song”), Koja cemak, HajBneyaT/MBa € BO Hej3WHATa
WMHTerpaJ/iHa, BOKaJIHO-UHCTPyMEHTAJHA BeP3Hja, Koja
BO TEKOT Ha QUIMOT ce MojaByBa /iBa NaTH (BO IieH-
TPaJIHUOT, KYJMHUHATUBEH JieJl U BO HEroBoTo ¢u-
HaJle, 3a0KPYXKYBajKH ja Ha TOj HAYyMH ¢HUJIMCKATa
npukasHa). UcTo Taka, OpUTMHAJIHUOT My3UYKH MaTe-
pujan Ha CtedaHOBCKH, MOMery JPYTrOTO, COAPKH U
06paboTKa Ha HEKOJIKY TPaJAUIMOHAJHU POMCKHU Te-
MU, KaKO W eJlHa TeMa CO HWHJMCKU NpU3BYK (Hame-
HeTa KOHKPETHO 3a CIIeHUTE KaJie NITO TJIAaBHUOT JIMK
Taun meutae 3a Uuauja). Bo ,CamoyHuLITyBamke” Nak,
MOKpaj HAMEHCKH MUIIYBAaHHUOT MY3W4YKH MaTepujai,
YUW TEMH, UCTO KaKo Bo ,llurncu menuk” ce HacTaHaTH
KaKo WHCIUpaluja oJi CIEeHApUOTO, BO e/iHa Of Clie-
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HHATE CO MMaHEHTHAa My3HKa, UCKOPHUCTEHA € W Hac-
JIOBHATA TeMa Ha efleH oJ aJbyMuTe Ha BiaTtko Cre-
daHoBCcKY, My3uuKaTa HyMmepa ,Kuceso Becesno”. Opu-
TMHAJHUOT My3W4YKU MaTepujaa Ha ,Illpeky esepoTo”
ro KapakTepusupa crnendpuyHUOT 3BYK Ha naH ¢Jiej-
TaTa Ha KoMIo3uTopoT ['eopr 3amoup, co Koj MuTpu-
Kecky, IpeKky ¢parMeHTapHaTa ynorpeba Bo TeKOT Ha
$UIMCKOTO JejcTBHeE, UCTOTO IO NpoJ1abodyBa U ro
»A0006jacHyBa”. Ucto Taka, u Bo ,36orym Ha 20-0T
BeK”, ce cpekaBa ¢parMeHTapHa ymoTpeba Ha OpH-
TMHaJIHUOT My3U4KH MaTepujall.

2)  @osaksnopeH: PosKJIOPOT BOOMLITO (COTIACHO
TOa U My3UYKHOT OJIKJIOP), KAKO AUPEKTEH MpPOU3-
BOJl 0J] HAPOJHHUTe CpeJuHH, 0opOpMeH CO MOMOII Ha
KpeaTHMBHOCTA Ha HapoJOT W cO ynoTrpeba Ha HaLUoO-
HaJIHUTEe KapaKTepUCTHUKH, ja IOBpP3yBa TpajuvliydjaTa
CO COBPEMEHOCTA U MpeTCTaByBa €HO O, HajKapak-
TEPUCTUYHUTE 0b6esiexxja Ha KyJITypaTa Ha €HO OMII-
TecTBO. EfiHA 0of rmaBHUTe cieUUKHA HA MYJTUKYJI-
TYpHUTE OMNIUTECTBA € TOKMYy OoraraTa najeTa Ha
dosknopHHATE Obesiexxja Ha pa3HUTe eTHUYKHU 3aef-
HUIY, KOW NaK 3aeJiHO BJIMjaaT BO OApeyBameTO Ha
KyJTYpHUOT HJeHTUTeT Ha uctute. Co Toa, mpu-
CyCTBOTO Ha (GOKJIOPOT BO MAaKeJOHCKUTE HWIPaHU
$UIMOBH, IpeTCTaByBa Npe3eHTalja Ha KyJTYPHUOT
WJIeHTUTET Ha Jip>KaBaTa.

Moxe na ce KOHCTaTHMpa JeKa MaKeJOHCKHOT
My3M4YKH (OKJIOp, BO 3HAYMTEJHA Mepa MpeTCcTaByBa
OCHOBa 3a HMHCNHpAl¥ja BO CO3JAaBaETO HAa OPUIH-
HaJIHaTa My3MKa. Taka, MaKo HeMa KOHKPETHHU IH-
TaTH, BO OPUTHHAJHUOT My3U4YKH MaTepHjas Bo ,Ilpe-
Ky e3epoTto” u ,360ryM Ha 20-0T Bek”, jacHO ce 3abe-
Jle’KyBa HErOBOTO IIPUCYCTBO, IPBEHCTBEHO NPEKy Me-
JIOAVCKUOT NPU3BYK, HO UCTO Taka U IPeKy YNoT-
pe6aTa Ha MaKeJOHCKHOT HApoOJeH WHCTPYMEHTa-
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puyM (co JOMHUHAHTHO NPUCYCTBO Ha 3ypJaTa U Tana-
HOT), LITO e pe3yJTaT Ha NPeTXO0JHO CBECHO 0OMMC-
JieH KoHLenT. [IpucyTHocTa Ha GoJIKIOPOT e moceGHO
BoouJMBa U Bo ,llpes AOXKAOT”, Kafie LITO UCTO TakKa
JieJ1 O/l OpUTHHAJHUTE My3UYKU $parMeHTH ce 6a3u-
paaT Ha QOJIKJIOPHU MOTHBH, a MOCeGHO Joara [0 U3-
pa3 ynorpebaTa Ha, Kako IITO Gelle KaXKaHO MOTOpe,
HapoJHUTE MecHU ,JoBaHO, JoBaHke” u ,CO MaKu cyM
ce poausaa”.

Bo ,Anrenu Ha otnag” ¥ ,CaMOyHUILTYBame", My-
3UYKHOT QOJIKJIOp e 3acTaleH eJUHCTBEHO BO Clie-
HUTE Kajie LITO My3MKaTa e HWMaHeHTHa. OJ HWUB,
Herosa JJOMHMHaHTHa ynoTpeb6a ce cpekana Bo ,CaMoy-
HUIITYBame”, KaJie WTo JieJ of, PUIMCKOTO JiejCTBUE
ce o/iBMBa BO KadeaHa, Ia Taka, HAPOJHUTE INECHU
KOU 3ae[JHO CO MY3MYKHOT COCTaB I'M MHTePIpeTHpa
efleH oJ, JUKOBUTe, nejaukarta lluna (JeneHa Muja-
TOBUK), Ce HCKOPUCTEHHM BO YHKLHMja Ha peayHo
npukaxyBamwe Ha ¢uiaMmckute cueHd (,Ciayumam kaj
mwymat wymure”, Yudre, yudre najronsapu”, ,Jby-
0eB jac eHO Jayj0 Muazo”, ,Ja HU3Jie3u cTapa Majko”,
Jlocaymajte natpuotu” u ,Jejruau ayau Muaagu
roAUHU"), a MOKpaj HUB, UCKOPUCTEHU Ce U ayAuo
CHUMKH - opoTo ,Temkoto” u necHara ,Kaxu Pajue”,
BO u3Bej6a Ha Hukosa BajeB (Bo [Be cleHU Kaje
KaKo U3BOP HAa UMaHEHTHATa My3HKa Ce jaByBa paju-
oto). McTo Taka u Bo ,AHresiv Ha OoTHaj” e UCKOpHC-
TeHa ay/jM0 CHUMKa OJi HapoAHaTa NecHa ,3aBPTH Ce,
Mmuna Marge” (co mpumes, ctpodu U pedpeH, UCTO
Taka Bo u3BeZi6a Ha Hukouia Bazies).

Kako mTo Moxe JAa ce 3abeJsiexxy, reHepasHO e
3actaneH QOJIKJIOPOT HAa MaKeJOHCKaTa €eTHHUYKa
3ae/lHUIA, HACIIPOTH OoCTaHaTHUTe. Bo TOj morsen, of
cuTe GUIMOBH MOXe Ja ce U3ABOM ,llumcu meypuk”,
KaJile IITO ce ynoTpe6eHu 0O6pabOTKU Ha TeMH Of,
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POMCKHOT (OJIKJIOp, IITO MaK, € yCJI0BeHO of ¢aby-
JlaTa Ha camara GpUIMCKa NpUKa3Ha.

3) /Jlyxoeen: TpruyBajku of GakToT JieKa peJu-
rujaTa, KaKo MHTErpaJsieH Jies oJi KyJITypaTa, HU JiaBa
YyBCTBO Ha NPUIAJHOCT KOH OJIpe/leHa 3aeIHUIA, Taa
CTaHyBa eJIHO O] Haj3HA4YajHUTe o0beJsiexkja Ha KyJATyp-
HUOT uJeHTUTeT. COTJIacHO TOa, AyXOBHATA MY3HUKQ,
KaKO HEj3WH COCTaBeH /e, MPeTCTaByBa pPenpe3eHT
Ha KYJTYpPHUOT UJIEHTUTET. Taka, rJieJaHo U OJi 0BOj
acmekT, Joarfa [0 u3pa3 crnenquduKaTa Ha MYJITU-
KYJITYpHOTO OMNIITECTBO. MMEHO, HCKOPUCTEHU Ce
dparMeHTH 0[] MpaBOC/JaBHATA, KATOJIMYKATA U MYyC-
JIMMaHCKaTa AyX0OBHA My3HKa, CO TOA IITO, BOOYJIUBA €
JIOMMHAaHTHOCTa Ha mpaBociaBHaTa. Toa mnoce6HO
noara zo uspas Bo ,llpes poxzaot”, kase, BO MPBUOT
HEroB JieJ, HapeYeH ,360poBU”, ce ynoTpebeHU MOBe-
ke W3BaJi0ONM O L[PKOBHATa MpABOCJaBHA MY3HKa.
Ucto Taka, Tpeba fAa ce HamoMmMeHe JieKa BO OpH-
TMHAJIHUOT My3WYKHU MaTepujas, ce 3a0esiexyBa BJIH-
jaHMe Ha BU3AHTUCKOTO L[PKOBHO Neewe (Temarta ,Fu-
neral Theme”, U3BeZileHa 01 MalllKh BOKaJIM, IPH LITO
e/leH ja Mee MeJIOAUjaTa, @ APYTUTE TO NPUJPYKYBaaT
CO HCOH), a IITO Mery APYTOTO MOKe Jla I'0 TOJIKyBaMe
Y KaKo JieJl OJf KOHLeNTyaJHaTa 3aMUcJIa Ha pexuce-
pOT, Koj Besu: ,jac 6apaB Bo cleHorpadujata u BO
My3MKaTa Zila UMaMe JIBa 10J1a: €JHUOT € MaraHCKHY,
TOA € OYHUIJIEJJHO BO My3UKaTa... 4, IPYTUOT M0JI, KAaKO
KOHTpPAaCT Ha OBOj MaraHCKUOT Gellle €JleH BHU3aH-
THUCKH, eieH papuHUpaH...” (04 MHTepPBjyTO Ha MUI4O
MaHnueBcku co busaroja KyHoBcku; 1995: 57). Hcto
TaKa, BO TPETHOT Jies of ,360oryMm Ha 20-THOT BeK” e
HMCKOpHUCTEHA KoMmo3uljaTta ,['ocnogu nmomuiyj”, 3a
COJIUCT U MellaH Xop, a Bo ,Ilpeky esepoTo”, coceM
MUHUMAJIHO, CO €JleH CTUX € 3acTaleHa mpaBocJaB-
HaTa MmoJauTBa ,['ocnoau boxe Ham”.
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Bo ,AHrenu Ha OoTHaj’ mak, AyXOBHAaTa My3WKa e
3acTarneHa Co MHCTPYMeHTaJ/IHa Bep3uja Ha KaToJIUY-
KaTa MOJIMTBa yIlaTeHa KoH boropoauiga, ,,Ave Maria”,
a Mokpaj Toa, Bo ,Ilpexs J0XA0T” € UCKOPUCTEH U e
on ,Sanctus” of ,Requiem” Ha KoMmo3uTopoT Maurice
Durufle (Bo cueHaTa Bo KaTejpasnaTta Bo JIOH/|0H, BO
Y3Be6a Ha JIETCKHU X0p).

Bo ,lluncu w™menuk”, ce cpekaBa ymoTpeba Ha
My3uW4Ku ¢parMeHT OJi MyCJIMMaHCKaTa JyXOBHa
My3HKa - 3a WIyCTpalyja Ha PUTYaJHUOT AEePBULIKU
o6pea. Ucto Taka, Bo ,Ilpes A0KAOT“, Kako ey Of
MMaMeHTHTHUTE CLieHHU, COCeEM MHUHHMMAJIHO, HO NPO3-
By4YyBaaT ¢parMeHTH OJi MYCJMMaHCKaTa [JyXOBHa
My3HKa (BO CIIEHUTE CO [JaMHUH).

B. Ynompe6a Ha uHcmpymeHmapuym

[Ipeky ynoTpe6aTa Ha UHCTPYMEHTApUYMOT, MOXKe
Jla ce corJiela TeH/JEHIHjaTa Ha KOMIIO3UTOPUTE BO
Npe3eHTUPAETO Ha KyJATypaTa (HeryBamweTo Ha
aBTEHTUYHU HHCTPYMEHTH HWJU HHCTPYMEHTH KOHU
NpeTCcTaByBaaT JieJl O/l JIMYHUOT UJEHTUTET Ha KOM-
no3uTopuTe). Taka, rj1aBHa KapaKTepUCTHKA BO TOT-
Jiel Ha UHCTPYMEHTApPUYMOT CO KOU € H3BeJyBaHa
OpUTHMHAJIHATa My3UKa BO JieJ1 01 GUJIMOBUTE BO 0Baa
nekaaa (,Ilpen moxnpot”, ,[lpeky e3epoto” u ,360rym
Ha 20-THOT Bek”) e JOMHHAHTHATa ynoTpeba Ha Ha-
POJHUTE UHCTPYMEHTH, KOU KOMIIO3UTOPUTE ' KOM-
OUHUpAAT CO WUHCTPYMEHTHUTE O KJACUYHUOT WHC-
TpyMeHTapuyM. Bo ,IIpeky e3epoTo”, KOMIIO3UTOPOT
3aM¢pUp I KOPUCTH KaNalUTETUTE HAa KJIACUYHUOT
WHCTPyMeHTapuyM (CcUMQPOHUCKH OPKeCTap, CO CHUTe
HEroBU TPYNH - TyAauM, AyBayd U yAapHH UHCTPY-
MEHTH; OpraHa M MHjaHO), KaKO W MaKeJOHCKUOT
HapoJieH WHCTPyMEeHTapuyM (KUYaHU HaApPOJHU
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WHCTPYMEHTH, 3ypJIU WU TalaH), CTaBajKu mNocebeH
aKIeHT Ha HeroBara CIleL|HjaJHOCT, TaHoBaTa ¢JiejTa,
KOja e JOMHWHAaHTHO HCKOPHCTEHA BO CHUTe HHCTPY-
MeHTa/IH1U KOMOHWHALIMY, YeCTO AT yrnoTpebeHa U BO
coJio U3BeJ0a, a Koja BCYIIHOCT IpeTCTaByBa JIajT
MOTHB Ha IlleslaTa My3u4Ka NoAApuiKa Ha ¢uamMoT. Bo
Jpen noxaoT”, ,AHacTacuja” ru KOpUCTAT TPAJULNO-
HaJIHUTe UHCTPYMEHTH (KaBaJl, TallaH, rajAa v Tapa-
OyKa), aKyCTUYHUTE (MHjaHO U TUTapa) U eJeKTPOHC-
KUTe (ceMIiepd U CUHTHCAj3epu), a Bo ,360ryM Ha
20-TuoT Bek”, BpTeB KOpPUCTHU KJIaBHjaTypH, rUTapa,
YAUPAJIKU U XOpHA, KaKO M HapOAHUTe 3ypJa, rajaa u
KaBaJl, KOMOMHHUPAjKU I'0 Ha TOj HAYWH TPaAULMOHAJ-
HUOT MY3UYKH U3pas, CO COBPEMEHHOT.

Hacnpotn HMB mnak, Bo ,AHrejd Ha oTHazg’,
KOHCTaHTHHOB BOONLITO He YHOTpeGyBa HApPOJHU
WHCTPYMEHTH, TYKy Ce ONpejesyBa 3a KJACUYHHUOT
WHCTPYMEHTApUyM (AyBayKW, TYJA4Kd M yAApHU
WHCTPYMEHTH) BO KOMOGHHAIMja CO OpraHa U eJeKT-
pUYHa ruTapa, 4¥j 3ByK, BO rojeMa Mepa JONpHHe-
CyBa 3a C03/laBambeTo Ha IICUXOJIOIIKATa aTMocdepa
Ha QUIMOT.

YnoTtpebaTa Ha ruTapara, moce6HO Aoara o uspas
BO OpUTMHA/IHATA My3MKa 3a ¢uamoBuTe ,lluncu me-
nuk” u ,CaMOyHHMIITYBamwe”, IITO € coceMa JIOTHYHO
MMajku ro mnpejBuj NpodUIOT HA KOMIO3UTOPOT
Bsiatko CTedaHOBCKH - UM€EHO, rUTapaTa peTcTaByBa
obeJiexje Ha JIMYHUOT UAeHTUTeT Ha CTedaHOBCKY,
KOj ce NpecJHKyBa IPU HeropaTa Npe3eHTalHja Ha
KyJTypaTa Ha ApkaBaTa. Taka, Bo ,llumcu mMepuk”
NOKpaj JIOMHHAaHTHaTa ynoTpeb6a Ha eJeKTPUYHa,
aKyCcTH4Ha W 6ac ruTapa, Toj ynoTpedyBa COCTaB OJ,
J106po, BUOJIMHA, KJIaBUjaTypH, XapMOHHKA, KJIApUHET,
Tapabyka, Miranda drum u cemnioBd. HacnpoTu Toa,
aBToOpcKaTa My3uka Ha Pepyc Mycrador (MycTados e
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aBTOp Ha JeJ OJ, OCTAaHATHOT MY3UYKH MaTepHjal
(poMckaTa My3uKka) - additional music) e HameHeTa 3a
HWHCTPYMEHTaJ/IeH COCTaB O/ IUMEeHH yBayM.

Hcra cutyanuja ce 3abesie’xyBa U BO KOMGUHHUpa-
HBeTO Ha BOKaJIUTE CO UHCTPYMEHTH - ,AHacracuja”
npaBaT KOMOMHALMja HA BOKAJIU CO TPAAULHOHAIHU
WHCTPYMEHTH U CHHTHCAj3epy U CceMIlepd; Biatko
CtedaHOBCKU ymoTpeOGyBa COCTAB O MALIKK BOKaJI,
ruTapa, KJaBHjaTypH, BUOJMHA, KJIApUHET U yAapHHU
WHCTPYMEHTH, NPeKy KOj ja Ipe3eHTHpa My3HYKaTa
TeMa ,Gipsy song”, 6;1arofgapeHue Ha Koja ynorpebarTa
Ha BOKaJIHO-UHCTPYMEHTAJHUOT COCTaB BO OBOj
¢éunM, ctaHyBa NPUJIMYHO JOMHHAHTHO BOOY/IMB; a
BpTeB, ciuyHO Kako ,AHactracuja’, TM KOMOWHUpaA
BOKAJIMTE CO TPaJULMOHAJIHUTE HHCTPYMEHTH, HO 3a
pasJ/ivKa OJi HUB, ja BOBeAyBa M XOpHATa, CO3/1aBajKu
JloTorall HeynoTpeGeH BOKaJHO-UHCTPYMEHTaseH
COCTaB O/ BOKaJl, XOpHA, KJIaBUjaTypH U yIapHU UHCT-
pymeHTH; 3aMHUp NaK, NpaBU pPasJUYHU BOKATHO-
WHCTPYMEHTAaJHU KOMOGHUHAMU (MaLIK¥ BOKaJH, 3yp-
JIM, TallaH U naHoBa ¢JiejTa; })KeHCKU BOKaJIM, OpraHa,
naHoBa ¢JiejTa M TamaH; MallKM BOKaJM M IAHOBA
bJiejTa; JKEHCKM BOKaJM, TyJayd U YAApHU UHCTPY-
MEeHTH), uMja cnenuduka noceGHO Jjoara Bo U3pas BO
forte ;uHaMUKaTa, IOCTUTHYBAjKU NpU Toa edeKT Ha
3roJieMyBarbe Ha UHTEH3UTETOT BO OJIpeJleH! MOMEH-
TH 0] [PaMCKOTO /IejCTBHUE.

I Ynompeba Ha mekcm

EnHo of Haj3HavyajHUTe o6eJiexja HAa KyJTYPHUOT
WEHTUTET, [IOKPAj peJUrujaTa, e jasukoT. UMmeHo, T0j
He e caMO CPe/iCTBO 3a KOMyHHUKal{ja, TYKy UMa 3Ha-
YajHa yJiora ¥ Bo 360oraTyBambeTo Ha KyJaTypara. [Ipe-
Ky JasMKOT T'M CO4YyByBaMe M IIpeHecyBaMe KyJI-

59

TYPHUTE BPEJHOCTH U LeJIOKYITHATA KYJTypHa Tpaju-
IlMja Ha 3aeJIHMLATa Ha Koja M NpUnarame, na oTTyKa
MpoM3JieryBa BaXKHOCTA, HO U OBeKe3HayHaTa PyHK-
LMja Ha ja3ukoT. [IpeKky couyByBawmeTO U MpeHecyBa-
BbEeTO Ha KOJIEKTUBHATa MEMOPHja, ja3UKOT - KaKo
e/leH OJi OCHOBHHUTE 4YHHUTEJH Ha KOJIeKTMBHATa
CBECT 3a HalllaTa NPUNAaJHOCT - IpeTCTaByBa Haj3Ha-
yaeH $aKTOp BO INpOLECOT HAa KOHCTpPYKLHUjaTa Ha
KOJIEKTUBHUOT UAeHTUTET. (LIBeTaHoBa; 2007: 45)

Jes on My3ukaTa BO GUIMOBUTE COAPXKHU U CTUXO-
BY, KOM Ce HalMIIaHM Ha MaKeJOHCKHM jasuk. Toa
nmoceGHO Aoara 1o u3pas Bo ,lIuncu MenuK", Kajie IITO
[JIaBHUOT IeYaT Ha My3HMKaTa ro ocTaBa HyMepaTa
,Gipsy song" - Toa e BCYyLIHOCT U eJUHCTBEHUOT CJIy4aj
BO OBHe QUJIMOBH, KaJile LITO OPUTHHAJHATa My3MKa
COZpKU TeKCT. Bo ocTaHaTHUTe, TEKCTOT € 3acTalleH
eIUHCTBEHO BO IuUTUpaHUTe dparmMeHTH (PosKaop-
HHY, JYXOBHU U Apyru aBTopH). [Ipu Toa, cute PoJk-
JIODHU LIMTATH CO TEKCT Ce Ha MaKeJJOHCKM jasHk, a
HUCTOTO € CJy4yaj U CO HajroJeMuoT Jena of ¢par-
MeHTHUTe O Apyrd aBTopH (0A OCTaHAaTUTe, MUHU-
MaJIHO Ce cpeKaBaaT U CPICKUOT, aHTJIMCKUOT, UTaJIHU-
jAaHCKHUOT U PYCKUOT ja3uK.) /lyxoBHaTa My3HKa MakK, e
NpeTcTaBeHa MPEKy CTAapOCJOBEHCKUOT M JIATUHCKH-
OT ja3HuK.

IV. 3AKJIYYOK

Cnope/;, ceTo 0Ba, MOXe Jia Ce 3aKJy4H Jeka Bo 90-
THUTe TOJUHU OJi MUHAaTUOT BeK, OJJTHOCHO MepHuoJioT
[I0 0CaMOCTOjyBalkeTO, KOj € J0CTa 3Ha4aeH U 4YyBCT-
BUTEJIEH MePUOJ, 0/ IOCTOEHETO HA HAIllaTa ApP:KaBa,
KOTa Ce CIy4YyBaaT 3Ha4yajHU OMUITECTBEHO - MOJIH-
THYKHU IOMECTYBabha Kako Ha COoliMjaJjieH, Taka U Ha e-

KOHOMCKH U KYJITYPEH IlJIaH, My3WKaTa BO UTPDAHUTE
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duIMoOBH, MOKpPaj ocTaHaTUTe QYHKIUU, MPETCTABY-
Ba U peNnpe3eHT Ha KyJTYPHUOT HJIEHTHUTET Ha
Jip>KaBaTa.

[Ipexy aHasM3aTa Ha NOBeKe NapaMTepH, 6ea
u3audepeHMpaHy TJIaBHUTe KYJTYPHU HJEeHTUOU-
KaTtopu (pesuruja, ja3uk, GOJKJIOpP UTH.) CO LITO Ce
co3/a/le jacHa CJIMKa 3a 0Baa yJsiora Ha Mysukara. [Ipu
TOa, CEKaKO, IJIABHUOT aKLEeHT MOXe Jia Ce CTaBH Ha
$aKTOT eka Taa ro nNpeTcTaByBa MYJTHUKYJTYPHHUOT
JlyX Ha OIIUTECTBOTO, NOCEeGHO MOABJIEKYBAjKU IO
HeryBameTO Ha KyJTypHaTa Tpajuliyja U YCIELIHO
KOMOWHMPAjKH ja CO COBPEMEHUTE, aKTyEeJHHU TEKOBH.
Co Toa, BiMjae Bp3 GOpPMHpAHmETO Ha CBOEBHU/IEH
aBTOXTOH COBPEMEH CEH3UOUIUTET U JONPUHECYBaA 3a
adupmanyjata Ha joMalIHATa KyJITypa.
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IMAGE OF THE BALTIC IDENTITY IN THE CONTEXT

OF THE CONTEMPORARY ORGAN MUSIC

Juraté Landsbergyté-Becher
Lithuanian Culture Research Institute, Vilnius, Lithuania

Abstract: Image of the Baltic identity is formed on the
basis of historical experience in the past century. The
Baltic States were like three sisters with the same
destiny, who resisted the Soviet occupation. They were
ready to fight, to find other forms of sensitive existence
and descend into silence or restore their rising inner
power step by step - their dormant dream of Independ-
ency. The special area expressing rising from the
depths is the culture in all types of art: visual, literature,
drama, music, etc. Even more - the culture created
a phenomenon of the immune structure of the Baltic Self
as the image of their Identity and the road, leading to
their statehood.

Keywords: Baltic, identity, archetypes, immunity, silence,
resistance, road, image, depths, light, other space.

THE BASIS OF BALTIC IDENTITY

The Baltic identity is a very powerful and multidi-
mensional cultural phenomenon like a tree of life with
roots in the depths and the top with the power of en-
lightening, and is strongly based on the archaic con-
sciousness. This is the area of unknown depths and
highs of nature, full of impulses and signs awakening
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to life. The archetypes are the symbolic source of
this area, which powered nation's ability to rise from
the depths. The most important Baltic identity arche-
types are:
earth - the field of various signs of homeland,
heaven (with sun, moon, stars) - the field of
light and sacrality, the other space,
the road (the pilgrimage, the procession) - the
eternal return home,
nature as a source of power and figurative im-
provisation — trees, forest, birds,
the call or the fight for the motherland,
religion ideas as well.

This means that the Baltic phenomenon changed
after WWII, soviet occupation and the partisans “war
after war”. The archetypes were crushed and blocked
by deformation, what is now called the “deformation
of time”. The archetypes were waiting, calling from
the depths and gaining power to rise till they evolved
from natural, innocent and low key existence into a
strong gesture - a symbolic weapon for restoration of



Investigating Culture 3 /2019

the nation's rights. After losing home the archetype
earth became the most longed for, gone forever or
estranged place for emigrants, refugees and displaced
persons. It became the source of their pain as
generations became homeless - stateless people. They
named themselves “orphans” (“Augintiniai”, A. Mackus,
1959, 1999).

The archetype heaven became the transcendental
“other space” for non-returning home nations, for the
life of ex citizens’. The archetype road became the road
of escaping the system or the road to eternity - to Si-
beria - the deportation road, heading to the North as
an empty space and limitless horizon confused by
death. The road to silence (famous organ work by
Onuté Narbutaité, composed in 1981) was a symbolic
way to say: “we don't belong here in this system; we
are going to the silence”. And this is a mainstream of
ideas in Baltic minimalismus - their style of music in
later decades of the XX century. We can refer to the
most notable Baltic composer - Estonian Arvo Part
(*1935), who emigrated from the Soviet Empire in the
8th decade and created his own original musical style,
named tintinabuli style (imitating ringing bells) by his
famous works: Tabula rasa, Trivium, Fratres, To Alina,
Spiegel im Spiegel, Annum per annum, Pari intervallo
(8th decade of XX c.) etc. It is the new style of sacrality.
We can imagine it as the therapy of power of Enlight-
ening, of the horizon line leading to idealistic, limitless
(borderless!) another space. It is named the sacral Bal-
tic minimalism as the alternative to postmodernizmo
or postmodernism (Ranciere, 2007).

The next archetype is nature, which has a special
link to Lithuanian music. There are a lot of pantheistic
signs of Lithuanian mentality (it is important: Lithua-
nians were from the last pagan state in Europe, Chris-
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tianised in the XIV-XV century). These special signs of
nature are still sacralised in Lithuanian culture: ani-
mals and snakes, birds and trees, oak - the tree of life,
holy hills and stones, the moon and sun circles. A very
strong power is present to construct identity struc-
tures in visual arts and music. All possible sounds of
the natural world are participating here, for example,
dramma per musica by Bronius Kutavicius: cycle of
oratorios, starting with “Pantheistic Oratorio” (1970)
“Last pagan rites” (1978), “From the Jatvingian Stone”
(1983), “Two Birds in a Thick of the Woods” (1978),
“Magic Circle of Sanskrit” (1990), opera “The Thrush,
the Green Bird” (1981), the String Quartet Nr. 2 “Anno
cum tettigonia” (1980).

And the last archetype, the call for Motherland
(home and family) from overseas, is the key for re-
sistance and restoration of the Baltic Identity. It forms
a sensitive idea about eternal return or non-return
home. A painful voice in emigrants' poetry calls the
Motherland: “Are you still alive?” “I call you from
darkness of night, waiting for your response...” (Ber-
nardas Brazdzionis, 1948, U.S.A.). Or Motherland be-
comes the estranged other space - transcendental
landscape of cold, snow and deep forest: “The resur-
rected God is walking beyond in hills of snow... (Al-
gimantas Mackus, U.S.A., 1959). And the Motherland is
“taken away”, robbed, crushed and pleading for help in
the poetry of partisans: “The shot songs” (under-
ground Lithuanian partisan poetry, published in 1990).

Motherland became the goal of a very sad, eternal
procession of “returning home” in Bronius Kutavicius
sonata for organ “Ad patres” (1984) created in accord-
ance with the cycle of 7 paintings “Funeral Symphony”
(1903) by M.K.Ciurlionis's (1875-1911). Nevertheless,
Motherland is the key archetype for rising of the Baltic
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identity. Here one has to find a very important new
source of the emotional power: Baltic resistance and
folklore, special modern values in a structure of
rhythm and repeated musical intonation. It is explored
as an intonation cell of folklore, spiralising ongoing
impulse by musical form for its dramaturgy (Estonian
composers Veljo Tormis, born 1931, Estonian folks
songs for choir, Ester Magi, born 1922, Six Estonian
folk tunes, 1975).

Also the archetypes have their psychological power
explained in theory by C.G.Jung (Jung, 1976) and in the
Baltic identity case it is the same line as in psychology
and trauma theory: the damaged Self returns back with an
accumulative impulse of its archetypes, after a long wait
in depths for signs, like the light shinning in the dark and
in a rush to rise. It is only a question of time when the
healing is returned to the damaged Self (in Jung's theory:
Ego - Self axis) and at that moment we have the turning
point. The archetype theory in Baltic culture is motivated
to restore the damaged Baltic identity using the power of
musical dramaturgy (“The Sound of Resistance” in New
Statesmen, online, 07. 07.2007).

FACTORS THAT CHANGED AND MODERNISED
THE BALTIC IDENTITY

The new Baltic identity is based on resistance to the
artificial or hybridised identity idea and the experience of
permanent historical survival. Though this motive was
deeply hidden and was raised in a metaphorical way, it
became the most powerful factor and the realistic identity
of modern Baltic culture. Being blocked from outside, the
post-war history now has been researched and is repre-
sented in the archives. There are letters and partisans' dia-
ries, photos, published by the Genocide and Resistance
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Research Centre of Lithuania (Streikus, 2002, AnuSauskas,
2012, Tracevskis, 2013). So now we have a completely
changed image of the Baltic identity. Instead of being
patient, the Self, that was expressed earlier in lyrics, now
laments in a mysterious waiting in the darkness of forest-
ed nature in Eastern Europe. The Baltic identity became a
more important dynamised alternative for ideology of
totalitarianism in the form of the limitless horizon of the
Baltic Sea, the North as a totally frozen horizontal, the
eternity of nature, the prayer for the power of Enlighten-
ing. The active power is explored as a vertical of the Cau-
casus, its massive mountains were meant to be the saviour
and cradle of the Baltics. A very important moment is the
feeling of having brothers in arms with the same destiny.
This is a fateful connecting point for the new Baltic iden-
tity: being not “utterly alone” (it is the name of the film
about partisans' leader Juozas Luk3a-Daumantas, directed
by Jonas Vaitkus, 2005), but being together with other
nations — the Finnish, Ukrainian, Georgian, Armenian,
Polish underground, with Czechs during the Prague's
spring and Hungarians in the Hungarian Uprising, who
were able to help to awake and save the statehood's strug-
gle against the Soviet Union. The Baltic identity then be-
came a gesture, eternal as a stone, with a developed strong
immunity structure and sense of North. The Baltic hori-
zon metaphorises in the form of the horizontal of “the
Mannerheim line”, named after a hero of Finland's Winter
War (Mannerheim, 2012). This horizontal line wakes up
in the sensitivity of culture — music, visual arts, and litera-
ture. The resistance factor transformed this line in musical
arts by the sound's continuity with the rhythm's monotony
as a rising power, as a phenomenon of clarity and eternity.

The second factor in formation of the new Baltic
identity is the deportation, which “washed away the
sense of time”. Surviving the deportation to Siberia
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was the way to complete the transformation of identi-
ty. Here comes a new modern musical form, unlimited
in time and space - open for all meditational spheres,
of the endless horizontal, pulsating with heartbeat,
sounds of railway trains, losing itself in the darkness
of death. The transcendental landscape of the new Bal-
tic identity is taken exactly from this type of experi-
ence: magnificent nature of taiga, eternal cold and
snow fields of senseless Nord. The hopeless landscape
in confrontation with human nature leads to the end of
all roads. This sense of transcendental landscape of
Baltic identity is perfectly expressed by Latvian com-
poser Aivars Kalejs (*1951) in musical work for organ
- solo “Via Dolorosa” (1992) dedicated to the victims
of Soviet occupation in the Baltic States, especially for
the ones who were deported to Siberia and died there,
and their families. “Via Dolorosa” is one the most im-
pressive works, expressing the Baltic identity in con-
temporary music and there is a deep association with
Christ Calvary. Obviously it can be compared with musi-
cal form of passacaglia (variation on basso ostinato),
based on the image of funeral procession with its pulsat-
ing fatality, leading to the eternal space.

There are more fields of sorrow in the musical
works of Baltic composers that completely describe
the Baltic image of eternity and identity. The other
organ music work by Lithuanian priest and composer
Gracijus Sakalauskas (*1955) is named “Campi lugen-
tes” - “The Fields of Sorrow” (2008) and dedicated to
Georgia after its short war with Russia in August 2008.
Lithuanians were absolutely compassionate about
Georgians, raising Georgian flags everywhere (some
even participated in the defence of Georgia), artists
and musicians travelled there, created their projects
and actions, even masterpieces, related to Georgia.

Continuity of this “Caucasus Project” (compared with
the earlier Project - Europe plus the Baltics in 1999) is
the most important process contributing to the new
Baltic and especially Lithuanian identity. It is called
“Lithuanisation of the World”, (Geda, 2010) including
the ancient world, sacrality of nature. The special link
to Georgia, as well as to Ukraine's brothers in arms, is
reaching us through the stately image of medieval
Grand Dutchy of Lithuania (stretching from the Baltic
Sea to the Black Sea) and being together with nations in
their fight for Independency. The awakening archetypes
of the past are deeply inspiring motives for reflexion of
the new world's history.

Movement for Ukraine's freedom is the upsurge of a
new Lithuanian identity nowadays: the fight for freedom
for the brotherly States. This extended identity is defend-
ing “the freedom of others” - “uz jusy ir masy laisve!”.
Archetypes here are raised from the past to the future.
Statehood is the main goal to achieve. The Baltic identity
based on the defensive, religion and nature, and its struc-
tures are united in cultural projects for ages. This is a
phenomenon of lines, now appearing in Nordic style: like
“the mirror in the mirror”, which is a name of the organ
piece by Arvo Pért in 1978. Metaphor of the front line
embodies all possible fields of war — the cold, the loss,
between and after, winter and August, short-lived conflict
and post-war struggle, even includes the Baltic strategical
mission of losing in battle but winning the war (the words
of partisan song, CD “Brothers”). This is an idea of cul-
ture. This is a mission of Baltic identity to reach the goal
— to awake all leitmotifs as “solders” on the stage of the
state's reconstruction.

It can be said, that the most leitmotivs (or symbols) in
Baltic culture contains the political means and work
towards the restoration of Statehood. They are well
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connected with “other spaces” of the art work, politics,
history and geography, and shining in the hights and
depths of psychology as the mystery of archetypes (An-
drijauskas, 1995).

THE WORKS OF MUSIC, THAT CREATED THE BALTIC IDENTITY

The context of Baltic organ music is based on the
archetypes and symbols of the collective imagination
for recreation of identity. The main stream of organ
works created by Lithuanian, Latvian and Estonian
composers are embodying the structural dramaturgy
for restoration of statehood. Eventually the organ
works integrate into the new Baltic identity. Here is
the list of titles of the most important organ works,
which enlighten the renewed Baltic identity:

1. Julius Gaidelis (1909-1983) The Evening Medita-
tion (1966, Boston, U.S.A.)

Longins Apkalns (1923-1999, Lettland, U.S.A,
Germany) Quaternio Latviensis (1968)

Teisutis Makacinas (born 1938, Lithuania). Sonata
Nr. 1 based on Lithuanian folklore, particularly
sutartines and plainsongs (1965), Sonata Nr. 5
“Prayer for Lithuania” (1980)

Giedrius Kuprevicius (born 1943, Lithuania) Sona-
ta Nr. 3 “Borobudur” based on sacral architectural
idea of Buddhist Pyramid in Java island, Indonesia
(1978)

Algirdas Martinaitis (born, 1950, Lithuania)
“Awakening of the Bright Blossom of the Night” af-
ter reading Indian poet R Tagore (1974)

Onuté Narbutaité (born 1956, Lithuania) “The
Road to Silence” (1981)
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. Vidmantas Bartulis (born 1954, Lithuania) “The

Messenger” (1982)

Vidmantas Bartulis “The Vision” after ]J.S.Bach cho-

ral “Ich ruf zu Dir...” (1985)

Bronius Kutavicius (born 1932, Lithuania) “Pru-

tena /Preussen/ - Sand Buried Village” after text

by L.Rhesa about the lost homeland, Trio for organ,

violine and bells (1976).

10.Bronius Kutavicius “Last Pagan Rites”, oratorio for
chorus, solo, horn and organ after the text of S.Geda
(1978).

11.Bronius Kutavicius “Ad patres” for organ (1984)
after M.K.Ciurlionis painting cycle “The Funeral
Symphony” (1903).

12.Imants Zemzaris (born 1951, Latvia) “Lauks (Field).
Mandala”, for organ (1984).

13.Peteris Vasks (born 1946, Latvia) Musica serva
(1988), for organ.

14.Gracijus Sakalauskas (born 1955, Lithuania)
“Domine, clamavi ad te...” Choral, four Meditations
and post scriptum, for organ (1984).

15.Aivars Kalejs (born 1951, Latvia) “Via Dolorosa”,
dedicated to victims of the Soviet occupation in the
Baltics, for organ (1992).

16.Arvo Part (born 1935, Estonia, Germany) Trivium
(1976), for organ.

17.Arvo Part, Annum per annum, for organ (1980).

18.Toomas Siitan (born 1958, Estonia) Capriccio for
Farewell of Beloved Teacher, dedicated to Arvo Part,
for organ (1980).

19.Jonas Tamulionis (born 1949, Lithuania) “Prayer”,

for organ (2000).
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20.Gracijus Sakalauskas Campi lugentes dedicated to
Gerogia, for flute, oboe and organ, with a version
for organ solo (2008).

21.Algirdas Martinaitis “The Messenger from Heaven”
(Dangaus pasiuntinys) dedicated to St Francis from
Assisi, for organ (2014).

22.Mykolas Natalevi¢ius (born 1985, Lithuania) “LA”,
dedicated to Loreta Asanaviciute, the victim of So-
viet agression in Vilnius on 13.01.1991, for organ
(2014)

23.Algirdas Martinaitis “Cantus Relictus Vilnensis”, for
flute and organ (2015).

24.Ester Magi (born 1922) Psalm for cello and organ
(1991).

25.Edgar Arro (1911-1978, Estonia) “The Estonian
Folks Songs” for organ (1975).

THE CONCLUSIONS

1. The Baltic identity is the new phenomenon of
united culture of three nations Lithuanian, Latvi-
an, and Estonian. The most important factor here is
the resistance against Soviet occupation. The arti-
cle has explored national symbols operating in or-
gan music and the process of motivation for devel-
opment of the returning Self.

The structure of fight. The organ works created
by Baltic composers are filled with identity imag-
es - archetypes gestured as prayers, medita-
tions, visions, calls from the depths, the road,
eternal return home, the fields of sorrow and
the silence after statehood was crushed in the
post-war apocalypse. They are the symbols for the
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new Baltic identity and its eternal immunity. These
symbols are like the aging stones, which endure
through the events of occupation, resistance, de-
portation, emigration, globalisation and the search
for “the other space” from abandoned homeland.
What is important for the Baltic Self is the rising
power of waves in rhythm's monotony.
The factor of loss opens the perspective to fight,
survive and receive help from other nations - “sis-
ters, burdened by the same destiny” or “brothers in
arms”, the feeling of being not utterly alone, and
seeing themselves in solidarity of the family of
other nations (“Sister, you aren't alone”, this is
what Lithuania constantly reminds Ukraine).

4. A number of reunion projects are constantly
coming to the fore: the Baltics + Europe project
(the last decade of XX century), later the Baltics +
Georgia (in 2008), now the Baltics + Ukraine
(and we can feel the Scando-Baltic project in the
rears, strong ancient cultural Lithuania's links with
Poland (Rzeczpospolita project)), then searching
identity sources in India, Tibet, Caucasus, etc. In
these projects of “other safe space” the Baltic iden-
tity is renewed and transformed into summarising
images of the ancient world. It fulfilled the mission
of the Baltic identity as being global and ancient
and became the instrument enabling “to rise from
the depths”, from the destruction times, from
darkness to light, to enlighten the masterpiece of
culture embracing Statehood.

. The part of this identity restoration culture is
the Baltic organ music, because organ music is
the most universal and sacral language for the na-
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(1

(2]
(3]
(4]

(5]

(6]

tions rising to their enlightenment. The dynamism
of sacral sphere of organ allows to rise from the
depth. This thought attempts to compare the struc-
ture of musical masterpiece with rising dramaturgy
to the power of Statehood.

In organ music this dramatic image inspires a
sound-pyramid with steps rising towards the pow-
er of Enlightening or other (sacral, safe) space. This
strength of dramaturgy climbing to eclipse is fully
explained by pieces of organ music named in the
article above.

The special goal of Baltic identity is to become
the limitless horizontal as the “Mannerheim's
line”, as a unique in the culture, the front line by
forming the defensive of the Selves to survive as a
nation.
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UDC316.7

['PAHULIEE U MOT'YRHOCTHU HOBUX TAPAZJUT MU
O KYJTYPHOM YHUBEP3YMY CABPEMEHOTI" JOBA

AHToaHena [leTkoBcka; KoHcTaHTUH MUHOCKHU
Qunozopcku pakyamem, YKUM, Ckonje

Abstract: Heuristic and epistemological paradigms in the
social sciences and the humanities receive their input
from the overall situation of the contemporary human
universe that are incomparable to the ages that unfolded
until the end of the 19th and the 20th century. The first
necessary ‘revolution’ took place with the shaping of the
idea that culture has a societal, in addition to the elite di-
mension, that cultural dynamics implies countercultural
processes, and not just evolution and cultural resistance.
Therefore, the thesis is encoded that the field of culture
may be the subject of interest not just of the individual
‘classical’ academic and philosophical disciplines (sociol-
ogy of culture, cultural psychology, ethnology, art and cul-
tural history, cultural anthropology, philosophy of cul-
ture), but also develop scientific concepts that widely
open the doors to inter-disciplinarily approach, the jux-
taposition of cultural phenomena per se, involving tech-
nology, media practices and the academic and philosoph-
ical paradigms for the place, the role and the practices of
the human world, in terms of creation, imagination and
generally ‘shifting the limits’ of the knowledge and the de-
sign of the material and the spiritual in the very habitus
of humans and their ‘possible worlds’ (cultural studies,
cultural sociology, intercultural studies, cultural geogra-
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phy, transhumanist studies, culture, media and social sci-
ence, etc.). The new intellectual discourses incorporate
the rationalism and analytical positivism of scientism, as
well as the poetics, aesthetics, metaphysics and phantas-
magoria of the humanistic cognitive and creative per-
spective. Of course, they do not meet these goals with the
success that may be implied from their ambitions, but in-
dicate the need of the contemporary age to synthesise,
once again, the ideas on culture, the arts, technology and
science.

Keywords: heuristics, epistemology, cultural theory, cul-
tural paradigm, new studies of culture

XeypuUCTUYKe W eNUCTEMOJIOLIKE TNapajurme y
JpPYIITBEHUM HayKaMa U XyMaHUCTUIH J00Hjajy CBOj
VHHUIMjaJIHU UMITyT ¥ HHPOpMaljyje 0 CTakbuMa U Ipo-
[[ecCMMa CaBpPeMEeHOr JbY/ACKOT yHHBep3yMa (Koju je
NPUPO/IaH, aJId U XyMaHU30BaH; COLUjeTalaH U KyJITy-
paH, Yy UHTEpPaKLUUju ca peasHUM eHOMEHHMa U ca
penpeseHTanujoM 3Hauewa). OHU ce He MOTy ymope-
JUTH ajli Cy UNaK MHULKMPAHU NpoLiecuMa Koju cy ce
o/iBUjanur KpajeM 19. Beka 1 Hapo4uTO ToKoM 20. Beka.
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PelieHTHe mpoMeHe ApacTUYHO M HACUJIHO pasapajy
TKUBO KOJIEKTUBHeE, a/I1 U CBaKe UH/JMBU/ya/He, N0je-
JIMHa4YHe CBecTH. JIUCKypC caBpeMeHOCTH AUPEKTHO
yrpoxaBa JbyACKY er3uCTeHIUjy Ha MHOTO HOBUX Ha-
4YWHa, AUCTOP3UpA U CUJIyje JUTHUTET U UJEHTUTET
CUMOOJIMYKUX CTPYKTypa IMOjeIMHAYHUX KYJITYPHUX
Moziesa. TakBa MaTepHyjajiHa a/ld U [yXOBHA CTamba Be-
oMa 4yecTo NpousBojie edpeKaT MACUBHOCTH, BHUOJIEH-
THOCTH, y/la/baBatbe 0/l TeHepUYKOT JbYACKOT XabUTyCa,
ca KaTapsWYHUM, aJM U JeCTPYKTUBHUM MCXOJHMa.
bBe3 0631pa Ha cTynamw, MHTEH3UTET, OPMY U KaTero-
py3anujy pasJsora TpayMaTHUYHUX HCKyCTaBa YOBeYaH-
CTBa, UJIM 0/IBOjeHUX COLIMO-KYJTYPHHUX apeasa na yak
Y nojeauHana (peBoJiylidje, paToBU, KaTacTpode, 60-
JIECTH, €eKCIIoaTaluja, oTyhere, HeoJnbepain3am,
WT/.) IOCTaje CAMIITOMaTUYHA alallTUOUIHOCT, MaKap
jelHOT fejla YOBEYAHCTBA, Ca TPayMaTUYHUM aclek-
TUMa KUBOTA.

AmMepuyku couuoJor PajT Muic je npumeTHo fa ce,
n3Mebhy ocTasior, 3aBpLUIETKOM je/jHe eT0Xe U T0YETKOM
JIpyTe ernoxe, Mewajy U TeMesbHa OINpejie/bera ApyLI-
TBa U ce6CTBa Y fyxy HoBe peasiHocTH (Mills, 1967:166).
To ce, HapaBHO, /ielllaBa U ca NpeJjia3oM U3 MOJlepHe Y
NIOCTMO/IEPHY eNOoXy, KOjy OH MHa4Ye Ha3uBa 4emepmom
ModepHoM (HEKU ayTOPH, y IPUHLIUIY, yMECTO TEPMUH
IOCTMO/IepHAa KOPHUCTE TEPMHUHE IPBA, APYyra ... [ecTa
MozepHal). Music cMaTpa Aa cy 1 HeosnbepanusaM U
coLMjai3aM MPOU3ULLIN U3 NPOCBETUTE/LCTBA, yCBA-
jajyhu TeMe/buTe BpeAHOCTH, Kao LITO je paljMOHaIU-
3aM, Ka0 HEONXOJHM YCJOB 3a OCTBapeme JbYJCKUX
cno6oga. Cioxuhemo ce ca MusicoMm Jja HUjesaH of, o-
BUX CUCTEMA HUje Y TOMe YCIleo, HAIPOTHUB, JOTOJHO Ce
KOJIANC CBETA y KOMe >KMBHUMO U OBE Cy TEOPHjCKe U
NpaKTU4YHe NMapajiirMe OCTajle UMIIOTEHTHE y CBOjUM
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XeYPUCTUYKHM U eNUCTEMOJIOIIKUM IOJyXBaTHUMa
(ibid).

Y OCHOBM Cy HmpuMapHe U TIyobajiHe ApPYLITBEHE
rpyne, nojeAUHaI ¥ ApPYLITBO OCTaJH ,HAa MUJOCT U He-
MUJIOCT HEKOHTPOJINCAHUX W HUPALMOHAJIHUX CHara,
MPOU3UILJINX U3 ,KOTJIA" BeJIMKUX Kopropanuja (Mills,
1967:169).

Jbyau ce aganTupajy, Ha KBa3u-palMoHalaH HauyuH,
OBHMM acneKTHMa XXMBOTa U N0CTAjy CyBUlle ONOPTYHU
Jla OW ce YNYCTWJIM y TOTpa3u 3a pemeweM! IlocTajy
»,KOHCYMEeHTH" cafip>KKHa ,,CJI060AHOT" BpeMeHa WIH Y
CBeMy IMOTNaJajy [AEeCTPYKTHUBHO] JIOTUIU OTyhHema,
KOje HeTupa CBe UCTOPHUjCKH CTBapaHe HaImope 0cJ060-
bhema MHAMBHU/Iya/IHE CBECTH, pasyMa U emonuje (Mills,
1967:170).

CouuoJioryja je, kKao U Apyre cpoAHe HayKe (Kako
JPYLITBEHE, TAKO U XyMaHUCTHUYKe) 3apobJbeHa y yo-
6MYyajeHMM KOHCTPYKTHUMaA (YaK U Ka/J| >KeJsu Jla UX Ipe-
Basube, WJIM Jla X NPOIIMPU HOBUM 3Ha4YeHHUMa) y pe-
KOHIleNTya/u3aluju ¢peHoMeHa CTBApHOCTH LITO pe-
3yJaTUpa ePpeKTOM MayKoBe Mpexe U3 Koje MUCIUOLHU
He ycIleBajy cacBUM /Jia ce ocjo6oe. CBeCcHU Tora Jia Cy
CTPYKType APYIUTBEHUX U KYJATYPHUX CUCTEMA Y UCTO
BpeMe U CTPYKType CTPYKTypHpamwa, 0JHOCHO CTPYK-
Type COLMja/IHOT MHXXUHePUHTa KOju oNpaBJaBa NMpu-
BUJJHO MHTPHUCTUYHE, peasiHe, OKOJHOCTH €er3vUCTeH-
Ll4je, COLMOJIO3HU U KyJITypOJIO3H, UIIAK, CTOje IIpes 3a-
JAaTKOM Jia U3 aHa/iu3e MOCTojeder TpaHCLEeHAYjy Ka
NoJby Kpenpamwa U HHULIMPakha HOBUX NUTaka, UMaru-
HaTHUBHO U eMaHIMIIOBAaHO NOCTyIupajyhu MoryhHoCT
OYyTypUCTHYKUX  JUCKypca JIMIIEHUX  PUTHJHUX
Marpuna. Tako, pyHaMeHTasHA Tpayma JpYIITBA U
KyJITYpe FeHepU4yKHU CTyNa y UHTEpPaKLHjy He caMo ca
IpOMEHOM, OUJIO J1a je OHA JIOTHYKA U KOHCTPYKTUBHA
WIM O6u3apHa, BellTayKa U JeCTPYKTUBHA, Beh u ca
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VHTeJUTMOUIHUM CyouaBakheM ca TPayMOM Ha pa3vHHU
eMaHIuNauvje W [JeKOHCTPYKIUje YKOpDeHeHHUX e-
NUCTeMUJIOIIKUX TapaJUrMH.

YKo/IMKO ce cleAu XaOTHYHA U KOMILJIEKCHA
npupoja ,TypooHoctu” (CapTp) JaHallbe CBEKOJHKE
er3vcTeHIMje, MOKeMO A0CTURY HeKy HOBY eCEeHIIH]Y, ¥
jelHOM pa3BOjHOM UM OTBOPEHOM IIPOLIECY KOjU 103BO-
JbaBa JIEKOHCTPYKIUjY OUTHU 3HAHKA aJId He u3berasa u
M3a30Be MeTaHapalldje U MeTacllueHTHU3Ma. AKO Apy1l-
TBEHe HayKe U XyMaHUCTHUKa 06e36ehyjy nyT ka Ku-
Jlalby TpaJgUuLMOHAJIHUX HayYHHUX CUCTEMA U UCTOBpe-
MEeHO IOCTYJIMpajy Te3e AujaJeKTHKe oJHoca U3Mehy
JbY/ICKOT U YHUBEP3yMa, OHJla Cy OHe ob6aBe3He Ja pe-
KOHIIeNTyaJ My, U3BaH eCTabJUIIMEeHTa HAyYHOT Ma-
HUpHU3Ma U aHTPOIOLEHTPUYHE CAMOJONaA/bUBOCTH,
MeCTO U yJIOTY YOBeKa y APYIITBY, ajld U Y YHUBEp3y-
MHMMa KOjU ra ONKpyXkyjy. 2KeCTOKU ¥ MpalluOHaJIHU e-
$eKTH pelleHTHUX peaJHUX CTakba eBUJAEHTHO eMaHu-
pajy: AUCKYpC KyaATypHe TpayMe (Sztompka, 2004); me-
BacTUpajyde IpPOM3BOJAE KyJType pe3urHanuje
(Forman, 1963); kyntypy ctpaxa (Furedi, 1997), ky.-
Typy pusuka (Bek, 2001) kyaTypy HemoBepema
(Gidens, 2002). To cy CyIUTUHCKM eJIeMeHTHU KOju peJ-
CTaBJ/bajy M3a30B 3a COLIMOJIOTHjY, HAyKe O KyJTYpH U
VHTeJIeKTya/JHy eHeprujy 4oBe4yaHCTBa y NMPUHLHUIY.
[IpBr HeonxoZaH W €BHUJEHTAaH HpoLec ,pPeBOJy-
nyje” oZBYja ce Kpo3 06/IMKOBae Ca3Hama Jja KyJITypa
MMa CBOjy MHTPUCTUYHY COLUjETaJHy a He CaMo e-
JINTHY AUMeH3Hjy, Ja KyJTypHa JAMHAaMHUKa NOApasy-
MeBa U KOHTPaKyJTYpHe Ipoliece a He caMo Ipolece
eBOJIyLlMje U Ipoliece KyJITypHe pe3ucTeHuUje. ['pue-
BUTHU Cy MOKYIIAjU 32 YK/bYUYUBAEM IJIypPATUTETA Y
KOHTEKCTY pelpe3eHTalyje paBHONPABHOCTH KyJITyp-
HUX XabHTYyCa, 3 TOCTYJIMPAKHEM HbUXOBOT CHHXPOHH]-
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CKOT pa3yMeBamwa HacynpoT WM yrnopeJo ca Jhjaxpo-
HUCKKM. Ha oBaj ce HaUMH eHKO/Mpa Te3a Jia 0Jbe KyJI-
Type Moxke GUTH NpeJMeT UHTepeca He caMo KJacuy-
HUX, TPaAULMOHAJHUX HAyYHUX U QUI030PCKUX JU-
LMIIJIMHA (Kao Ha IpUMep COLMO0JITHje KYJITYpe, ICUX0-
JIoTHje KYJType, eTHoJIOTHje, ¢uao3oduje KyJaType,
uT/.) Beh U fa pa3BUja CLIUjeHTUCTHUYKe KOHLIENTe KOjU
IIMPOKO OTBapajy BpaTa WHTEPAUCLUIJIMHAPHOCTH,
dokycupamwy Ha KyJTypHe peHeMeHe per Se, YK/bYUHU-
Bame TEXHO0JIOTHje, MeJUjyMCKe IpaKce U YHUBep3aJl-
HUX HAyYHUX U GUI030PCKUX MAPaJUTrMU O MECTY, Y-
JIO3U Y NIPAKTUIY CBeTa JbYA U Y CMUCJIY Kpealyje, UMa-
TMHalYje U IoMepame rpaHulia 3Hakba U ju3ajHa MaTe-
PHjaJIHOT ¥ AYXOBHOT Y CaMoOj JbYACKOj IPOPOJU U He-
roBUM MOIyhUM CBeTOBHMMaA (KYJTypHe CTyAHje, KyJ-
TypHa COLMO0JIOTH]a, UHTEPKYTYpHe CTyAHje, KyJTypHa
reorpaduja, TpaHCXYMaHUCTUYKE CTyJHje, MeJHjcKe
ctyauje u cii.). Jloruka jeJHaKor o3HaYyaBarmba 6aHaJIU-
TeTa CBAKOJAHEBHUX KyJTypa/HUX, KUBOTHUX IpakK-
THKa U JeMHUTOJIOTH3allkja eJUTH3Ma WJH HeroBo
OTBapame Ka UHTEePTEeKCTYaJTHOCTH U UHTePKYJITypaJ-
HOCTH, Kao0 jeJlaH 06JIMK KOKeTepHje ca pealHUM I03HU-
[[MjaMa TPUBHja/IMTETa pEeLleHTHUX APYIITBeHUX GeHo-
MeHa, MOXe Ce pa3yMeTH Kao NpUIpeMame TepeHa 3a
NPOAYXOBJbEHO TPETHUPAbe CBAaKOJAHEBHHUIIE UJIH ,IIPO-
daHU30Bame" eJIUTU3MA.

WuprkaTUBHA je, peuMo, TEHJAEHLMja CTPYKTYPHO
GYHKIIMOHAJIMTUYKOT KOHIEITa Jla Ce aHa/iM3a JuHa-
MUKe JpYIITBEHUX CUCTEMA ,yIOTHYHU" KOHLEITOM
KOHQJIMKTA, peLIMO Y OKBUPY KOHQIUKTHOT QYHKIU-
oHanusMa Jlyuca Kosepa koju ce TeMmesbu Ha 3UMeJIOBO
cxdaTamwe KoHPJIMKTA. TaKkoke, KOHAa4YaH je LU/b OHO,
HapaBHO, 3aMeHUTH OBy COLIMOJIOLIKY TEOpHjy OHOM
Panda Jlapengopda, o4HOCHO KOHGJIUKTHOM TeOpHU-
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joM, KOja nmpou3unJasu u3 MapKCcOBHUX CTaja/IMILTa, pa-
IuKajaHe Teopuje PajTa MuJsica, peHOMEHOJIOLIKe Teo-
puje Andpena Ilymama, [Mutepa Beprepa u Hukisaca
JlykmaHa, TeopujoM pa3meHe Llopiia XomaHca, eTHOMe-
TomoJioryje Xaposiaa lapdunkena u JJoHa 3uMepMaHa,
Kao ¥ M3 CUMOOJIMYKOT MHTepaKnuoHu3Ma HWpBuHra
F'odpmana (Ritzer, 2005, 2011).

Jy6103e mpoy3poKOBaHe CTPAXOM OJI X0aca, Upalu-
OHAJIHOCTH U AUcXapMoOHUje Beh cy U3BeCHO BpeMe pa-
306/1M4YeHe 3axXBa/by/byhu Kako IPUPOJAHUM HayKaMa U
TEXHOJIOTHjH, TAKO U COLIM0-XYMaHUCTUUYKUM HAyYHUM
nepcrnekTvBaMa. To je MOTHBHCAIO BeJIUKU 6pOj Teo-
peTuyapa Ja pasyMejy Xaoc Kao jejlaH BUIIM NopeJaK
CTBapH, AUCXapMOHH]y Kao HeyXBaT/bUBY U Y3BHUILEHY
XapMOHUYHOCT @ UPALlMOHAJHOCT Kao PaliMOHAJIHOCT
Hajpa¢unupaHnuje Bpcte (Dorfles, 1991). OBu ce KOH-
LeNITU HaJla3e Ha NYTy Hallle HY»KHOCTH, pa3BOjHOCTHU
aJi Cy U HEMHUJIOCPJHO NOBE3aHU Ca HalOM CIIOCO-
oHomhy ga OyJeMo 3HATHXKeJbHU, CJI06O0JHOYMHH, U
OTBOPEHU Ka HOBUM BpCTaMa UHTEJNEKTYaJHOCTH, Jy-
XOBHOCTH, NMOETUYHOCTU U eCcTeTUu3MpaHOCTHU. Hase-
JleHU NPHUCTYI He NOTCTUhe KOMIPOMUTOBAbE YUHbe-
HUI]A )KUBOTA, HbUXOBE COLU0-OHTOJIOLIKE KOMIIJIEKCHE
CTPYKTYype U JUHAMUYHOCT, 6yAyhH Cy OHU CHHXPOHU;]-
CKHU M JUjaXxpOHUCKHU Npoy4yaBaHu. Haume, moryhHocT
Jla *KUBOT OyJZie cxBaheH y CBOj CBOjOj XOJIMCTHUYKO]
pacKouIM NpeJcTaB/ba IPaBU aHTA>KOBAHU U3a30B KOjU
JKUBOTY Jaje cMucao. CUMOOJIMYKO, UMarnHaTUBHO U
CTBapaluKo 3Hauemwe KyJITypHUX GOpMU NPOAYKLUje U
penpojyKIiyje CTBAPHOCTH ca JIpyTe CTpaHe, Takohe cy
Jleo peaJsIHOT KMBOTa, 6y Ayhu npousuaase U3 coluujas-
HOT KOHCTPYKTa BU3HMja U CTBapaJalliTBa OHUX KOjHU Cy
noJije/THAaKO 00jeKTH W CyOjeKTH COIUjabMJIUTEeTa, ca
MamOoM WM BehoM MoryhHomvy 3a noceoBame Mohu
y npolecy yTUliaja Haj, o61MnuMa noctojewa (Adorno,

72

1991). HapagHo, ,xereMoHu3aM"“, y ['/paMiidjeBoM cMU-
cny pehu, oBJle ce nmojipasyMeBa Kao CyLITUHCKUA MPO-
6s1eM caBpeMeHe enoxe (Pansiro, 1969).

HoBu wuHTe/eKTya/lHU [JUCKYypcH Yy cebu
VHKOPIOPHUIILY PalMOHA/IN3aM U aHAJIUTUYKH O3UTH-
Bu3aM (y ¢uo30duju, COIUOJIOTHjH, TICUXOJOTH|H, Y
KyJITypHUM CTY/[MjUMa) ajlk Ce UICTOBPEMEHO OTBapajy
Y Ka MOeTHLH, eCTETULH, MeTapU3UYHOCTH U daHTa-
Ma3ropUYHOCTH XYMAaHUCTUYKH UHTOHUPAHOT U Kpea-
TUBHOT TMpPUCTyna cTBapuma. HapaBHO, OHU He
MOCTHXXYy OBe IUJbEBE jeZJHAKUM YyCIeXOM Kao LITO
MOJXe J]a Ce IPETNOCTABU U3 HUXOBUX aMOUIIHja, aau
yKa3yjy Ha NoTpe6y AaHIIbHIe 2 TOHOBO CHHTETHUILE
Ca3Hama 0 KYJTypH, yMETHOCTH, TEXHOJIOTHjU U HAYLIH
(Agar, 2007; Bect u Kesnep, 1996).

MeTaTeopHjcKH, MO3UTUBHUCTUYKNA HJIM KOHCTPYK-
TUBUCTUYKH / JIEKOHCTPYKTUBUCTUYKU WHTOHHUPAHU
COLMja/THU HAapaTHUBU U KPEaTUBHU MPOU3BOAU XyMa-
HUCTHUKe HaJjiase Ce y CTalby NepMaHeHTe TeH3Wje ca
OHTUYKUM CYNCTPATOM >XUBOTA U YHHBep3yMma, ca
JAPYLITBEHUM U aHTPOIOJIOLIKUM peaJUTeTOM KOjH je
BeoMa 6OraT y CBOjUM CaJpKMHCKUM MaHHUdecTanu-
jama (Marks, 1977; XoHeT, 2013). PagukaJHOCT 0BOT
HWCTOPUCKU TeHEepUCAHOr CTaka HEepPaBHOIPABHOT
HaTjelamwa uaMelhy cTBapHOr ca je/jHe cCTpaHe U UMaru-
HapHOT, UHTEJUTUOUJIHOT, pallMOHAIHOT, €CTETCKOT,
MOETUYKOT Ca Jpyre CTpaHe, UMAaHEHTHU je HU3BOP
VMHTeJIeKTyaJlHe U YMEeTHUYKe TpayMe Y3 KOHKpEeTHe
KOHCEKBEHILIe Ha PeaJIUTET JbYACKOT MULL/bEHA, JEJI0-
Bama Ma U caMe ersucrteHuuje. YuHu ce ga ce pyHaa-
MeHTaJlHa TpayMma [JpylTBa U Ky’aType (Sztompka,
1990, 2004; Smelser, 2004; Alexander, 2004, 2012)
CYUITUHCKHU OJTHOCH He CaMO Ha Cyo4aBarba ca U3a30-
BUMa er3ucTeHI|Hje WU HheHUX NPOMEHA, OJJHOCHO ca
HENo3HAaTHUM, HAaCUJIHUM, PUCKAaHTHUM (06e3 o063upa
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JlaJli Cy Ta CTama JIOTMYKa U NporpecMBHA UJU Jec-
TPYKTHUBHA) Beh U y cyoyaBamy ca TpayMOM eMaHLUMa-
nuje U pasbujarkby YKOPEHEHHUX eNUCTEeMHJIOLIKUX
JMCKypCa U ca XeypPUCTUIKUM CUPOMAlLITBOM KoOje Huje
y CTamy Aa caeAd NMOJHUCeMUYHOCT COLUOKYJITYPHHUX
amb6ujeHaTa. [lomepeme rpaHuna uaMehy Hayke U y-
METHOCTHU, MeTaje3UK, MUTOJIOTU3AlH1ja, KOKeTepuja ca
¢daHTa3MaropuyHuMm U PyTypuUCTUYKHUM, HaMmehe Ham U
KOHTPOBep3y NPOU3HUILIY U3 HOCTAJIrHje 3a IpaH/i-Te-
opujaMa W yTonujaMa, ajJu Hac U ynyhyjy ka ¢eHoMe-
HMMa CaBpPeMEHOCTH KoOja FeHepHuIly ,MOpaJHy Ma-
HUKY" (Tompson, 2003) y okBupHMa ,IOCTMOJIEPHE €-
tuke" (bayman, 2005).

Tako03BaHO MOCTMO/IEPHO U MIOCTUHAYCTPHUCKO 10643,
caMo NMpPUBHUJHO peAedHHUIIE WJIM pefu3ajHUpPA OBY
KOHTPaJUKTOPHY CTPYKTYpy 3Hadyema U JesoBakba.
HHcucTtupame Ha Jeba0KUpalke U ocnobabemwe Jbya-
CKOT [I0OCTOjarba U oTpara 3a HeKUM HOBUM MOJlycUMa
VHTeJIeKTyaJIHe Jie3apOuTpapHe aHTaXKOBAaHOCTH Kao
Y HaNyLITalke ONCECHBHE TEXHe 33 OPUTHHAJIHUM H
paLMOHATHUM pelllelbuMa TPo6JieMa CBETA Y CBUM Hbe-
roBuM cdepama, NOTCMeBakbe ca HEMHBEHTHBHOM IIpe-
JaHouy BeJMKUM HapaldjaMa ¥ CUCTeMaTHYHOM
HEKpUTUYHOM urpom xubpuzausauuje (bectu u Ken-
Hep, 1996) ucTopuje UHTENEKTyaJlHe MUCIHA U YMET-
HUYKe Kpealyje, CTBapame eKJEeKTUUKHUX 06/IMKa KyJI-
TypHOTr Hacsiebha, u3muibame Tpagaunuje (Hobsbawm
and Ranger, 1983; Giddens, 2002), Buiue cy npogy6uu
Hero IITO Cy peJlaKCUPaJ/Iu FreHepHcarbe TpayMaTUIKUX
HUCKyCTaBa W  XyMaHUCTMYKHUX  HeJ0CJeJHOCTH
(Sztompka, 2004; Smelser, 2004; Alexander, 2012).

EBuzieHTHO je, MehyTuM, fja cy caBpeMeHHU Apyll-
TBEHH NPOLECH CBOM CBOjOM cJjOKeHOIuhy, xeTepore-
Howhy 1 peayHJaHTHOIIhY U306JIMYNINA BU3YPY MHO-
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ruX COQUCTUIMPAHUX COLMOAHTPOMOJIOMKUX (GeHo-
MeHa Kao, Ha IpUMep, yMeHTUYKY npakcy. Uctopuja u
TeopHja YMETHOCTH, eCTETHUKA, COLMOJIOTHUja U IICUXO-
JIOTHja yMEHTOCTU Pa3BUJIA Cy UMIIO3aHTHE KOHLEITe
0 YMETHOCTHU U MUHYLIMO3He BellITHHE 3a HeHO UCTpa-
uBamwe. OBaKBa eNUCTEMOJIOIIKA anapaTypa OMOry-
huia je cTBapame 036M/bILUX MaTpHUlia TeOpHja U Me-
TO/,0JI0THja KOje HeOCIIOPHO NMOTBPhHyjy cBeCTpaHOCT U
NOTEHTHOCT peHOMeHa YMETHOCTHU Y KOHTEKCTY CBUX
HCTOPUCKUX JluMeH3Uja JpyiTBa (Hauser, 1962). Unak,
CyNpoCTaB/bakhe eCeHLUje U ersucteHuuje ¢popmu y-
MEeTHUYKUX (eHOMeHa ca APYrMM eKCIUIMIUTHUM U
MMILUIMIIUTHUM 006JIMIIUMa JpYLITBEHe CTBAPHOCTH, Jia-
Hac, OTKpHBa ONIITY TeH/eH1ujy 6aHaIM3al je cTBap-
HOCTH a ca TUM M YMETHUYKOT cTBapasauwtsa. OBo je
Moryhe yTBPAUTH aKo Ce MPU3HA MO3UTHUBUCTUYKO U
€KJIATAaHTHO HJIe0JIOTU30BaHO U KOMepLHjaJu30BaHO
TpeTupame YMETHOCTH y [JpPYLWITBEHOM KOHTEKCTY
caBpeMeHor f06a ([e6op, AxopHo, boapujap, BupMuH-
reHcka mkoJa). Ca Apyre ce cTpaHe YMHH Jla UCTPAXKHU-
Bame YMETHOCTH, UJIK Y BYJITAPHOj UJIU Y TIPECLIUjeHTH-
3MpaHoj BapHjaHTH, IOHaBJ/ba Beh MO3HATE KOHIENTY-
aJIHe OKBHUpe pa3yMeBaha YMETHOCTH UJIK HYJ U UHTe-
pecaHTHe, a/IM HeKa/i IpeBulle apTHQUIMjeIHe U TOM-
NHUjepUCTUYKe JUCKYPCe YUjU JIapIlypJlaThU3aM HHUje J0-
BOJbHO MOhaH Jia cJleiM KpU3e U IpOMeHe YMeTHHUYKe
npakxce.

CBa Tako3BaHa ,NIOCT" cTakba QYHKLHOHUPAjy Kao
PEMHUHHCIEHIIM]ja, HEKAJ, Y joll OpyTa/IHUjo] Bep3HjH,
KapaKTepUCTHUYHA 3a TPeTX0/iHe Ppa3e ernoxe MOJEPHO-
CTH, CTBapajyhu joi miaoaHUje TJIO 32 HEOUMITIepHjaJiu-
3aM, Tepopu3saM, HEOKOHCYMepHu3aM, ajidjeHalujy ca-
KpUBEHY U3a KapHHUBaJIM3Ma y KyJTYpH, peJlaTUBU3a-
L 1jy BpeHOCTH TPaAULMOHAIHUX KYJITYpa, He HallyLI-
Tajyhu KOHTEKCT lbeHe KOH3epBAaTUBHE U XereMOHCKe
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no3unyje. Pagukanusam, peBoJiyLiyja v yTonja wasby ce
y IPOIJIOCT Y UMe AeMOKPATCKOT Jleraja1u3Ma 1 JUILIo-
MaTHje ca eKCTPeMHO HOPMAaTHBHUM KapaKTepHUCTH-
KaMa [IyHUM XUIIOKpH3Hje a NOCTYJIMPaHUM Ha TeMeJby
WJIe0JIOIIKUX paKypca AeMOKpaTHje U JbyJCKUX IpaBa.
H3a wUX JJATEHTHO JeJyje HOBa GUPOKpaTHja, TEXHO-
KpaTHja, KJIUjeHTUIM3aM U Hacu/be Koje ce MaHUbe-
CTyje Kao ,XpHU3aHTeMa ca OLITPUHOM Maya“. Buosien-
THa [TOCTKOJIOHH]ja/IHa U KBa3H IJ106aJIMCTUYKA JIOTHKA
Y NpakKca caBpeMeHe LMBUJIM3allMje U3a3uBa TpayMme
KOjUX HHUCMO YBeK CBECHH, U Koje ocehaMo kao faneke.
OBa cTama NpPOU3BOJE HCKYCTBA IPEKO KOjUX Ce
pacnajia TKUBO KOJIEKTUBHUX UEHTUTETA U UHTErPU-
TeTa ca GP3UHOM Koja je 3acTpaiuyjyha U AUHaMUKOM
Kojy dyecTo ocehamo caMo Ha CUMOOJMYKOM HUBOY Ha
KOMe ce TpayMaTH4YHa JApaMaTHKa CTBapHO JIETUTH-
Mulle. MHOra cTapo-HOBA JpYIITBEHA U XyMaHUCTHYKa
Hay4Ha CTaja/MIITa U IOKPeTU OTBOPUJIM Cy ,NTaHA0-
PUHY KyTHjy“ pa3oTKpuBajyhu Heke HajKOHTPOBep-
3HHUje acreKTe ,BpJor HOBOT cBeTa” (Xakciu). Tako cy
caBpeMeHe LMBWIM3ALMCKe XUOPUAHOCTH MOCTYJIH-
paJjle UHTPUTaHTHe JUCKypce MHOTOOPOjHUX U Heca-
IJ1el/IMBUX NOC/e/IM1la 3a MO3UIIUjYy YOBEKa, T0CTaBJ/be-
HOT HacynpoT CBeTa TEXHOJIOIHje U BUPTYEeJHUX CyO-
BEP3UBHUX M CTpaLIHO ,3aBOJAJbMBUX" MapaJeJHUX
CBETOBA. Y 0BOM KOHTEKCTY HUIIaK 0CTaje OTBOPEHO MH-
Tame OTCYCTBa XO0JIM3Ma U Kay3aJHUTeTa Kao U OTCYT-
HOCT paduHHpaHe JbYCKOCTH KOjH Cy Ce U3TYOUIH y
palloMOHHUja AN JUCKypca Mohu.

Yak M CTAaHOBHULITA NMOOGOPHMKA TPaHCXyMaHU3Ma
KOjY MOKYylIaBajy yTeMe/bUTH U Pa3BUTH 11e0 YHUBep-
3yM HOBHUX ITyTEBa 3a MOCHEIINBalkhe KBAJUTETA JbY /-
CKOT >KMBOTAa NOCTyJIMpajyhu MHOro6pojHa UCTpPaXKu-
Bama M oTKpuha Be3aHa 3a GMOJIOLIKO yCaBpllaBakba
JbyAHU (Kao MOTyhHOCT IyroBeYHOCTH KoOja He 6U OuJia
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JIMIIeHA KBAJIMTETHOT ONCTaHKa) HUCY CACBUM CBECHU
MMIUIMKallMja OBaKBUX IOAyXBaTa H3UTpaBamba
,bora“ Ha pauyH CTPyKType U CUCTeMa JbYACKOT COLU-
jabusMTeTa U KyJITTUBUCAHOCTH KOja 61 MOTJIa, PELUMO,
Jla ce 0ZJHOCH, /la Ce CBeJle, CaMo Ha eJIMTY 4OBeYaHCTBa.
Moryhe je na je peh 0 HOCTXyMaHUCTHYKUM apaaur-
MaMa Koje Cy UNlaK OCTBap/bHUBJ/be CaMO Yy yCJIOBUMaA Y-
TOIHja, MU Y TEXIHU Ka kbHUMa, a He y IepMaHeHTHOM
Mapily Ka AUCTONHjaMa y KojuMa MM Beh JaHac »Xu-
BuUMo. TpaHcXyMaHU3aM je, peluMo, Kao TO objallmba-
Bajy HeroBU NMOGOPHULH ,..MHTEJEKTYaJHU U KyJ-
TYPHU MOKpeT Koju apupMuile MOIYNHOCT U MOXeJb-
HOCT TeMeJ/bUTOT N060/bllIatha CTakba YOBEKA MyTEM Y-
noTtpebe pasyma, HAQPOYUTO KpPO3 pa3BUjarbe U OMOTY-
haBame lIMpPOKe AOCTYITHOCTH TEXHOJIOTHje, Kako 6u ce
M36€eryio CTapeme U Kako O ce moboJbliaane bycKe
MHTeJeKTya/JHe, (U3UYKe U ICUXUYKE CIIO0COOHO-
ctu” (Agar, 2007:12). Kako mTo cMmo Beh cnoMeHnyJiy, o-
BOM IPUBJIQYHOM KOHIENTY HeJO0CTaje peaMCTUYKa
JIMMeH3Hja: IPOMUCINATH KO yIIpaB/ba TOM TE€XHOJIOTH-
joMm (oa nOpoHOBa A0 GUOTeHETHKE U OUOUHKUIbe-
pUIHTa), MAKO je MUTakbe 0 pesalliju eTUKe U TPAHCXY-
MaHHUCTHUYKe NepCIeKTHBe YeCcTO MOCTaB/baHO, HApO-
YUTO Mehy KpUTHYapHuMa OBOT IIOKpeTa.

Kaza pasmunbaMo o ApyLITBy Kao 0 CUCTEMY 4Hja
je CTPYKTypa peJlaTUBHO ,yA00HO" U KOHCTAaHTHO yTe-
MeJbeHa, O/ IPauCTOPHje [0 JaHalllbHlle, TPeno3HaBa-
jyhu oZpefeHe KOHBeHLHOHa/lHe QopMe y HHXOBOj
CUHXPOHUjCKOj AMHAMHU LY U YyuHehu Hanop 3a apupma-
[IUjOM [JIMjaxpOHUCKHUX HCHOUTHBAKA JAPYIITBEHOCTH,
6e3 063upa Ha yCIeWHOCT UCX0/a, Y CTaJIHOj CMO Oma-
CHOCTH Jja YCIIOCTaBUMO JJOTMaTCKe Mo/iesle MULIL/bekba
KOje YyTHYy Ha Hallle JleJloBaikbe Kao LITO, ca Apyre
CTpaHe, NpaKca Kojy peasu3yjeMo Yy CBaKHUJALIBUM
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CTalkbMMa OINCTaHKa YTUYe Ha Hallly CIOCOGHOCT Kpea-
TUBHOI, OTBOPEHOI U CBecTpaHor o6yxBaTama
,MCTHHEe" 0 HaMa y KOMIIJIEKCHOM CBeTy Kora CTBapaMo
Y KOju Hac 00JIMKyje. MeByTHM, Ta MUCA0, KOHIIENT, 6e3
WJIA Ca OHTUYKOM CYIITHHOM, KOja je, yCJIOBHO Pe4eHo,
eTabJiMpaHa y CBOjOj JIOrMaTUYHOCTH, Ca jeIHE CTPAHE,
Uy CTpaxy o/ HEHCTHHE, Ca Apyre cTpaHe, XaoTUYHA U
HpalMoHa/IHa a yHa TeXbe Ja 6y/ie 06jeKTUBHA U pa-
LJMOHAJIHA, YHOCH jeJlaH NOTIYHU BaKyyM y CBETY pas-
JIMYUTUX MOTyNHOCTM a/JuM BeoMa CHPOMAIIHUX
MaTpula JpyLTBEHOCTH KOjU ce 0/iBUjajy MpeMa Ipa-
BWJIMMA JleKaZleHTHUX U PeAyHJaHTHHUX CUCTeMa yTe-
MeJ/beHUX Ha HaMeTJ/bMBe U HAaCUJIHE MeTo/le KojuMa ce
KOpPHCTE U KOjU KOPHUCTE CaMO JAPYIUTBEHUM, rJ106aJ-
HUM oJIUrapxujama uau eaumama mohu (Mills, 1956).
Cim4Ha Hac cyi6MHa NpaTH U y He/AOMUILL/bATOCTH
Jla febuHuLIEeMO (fajau je TO yONLTe NoTpebHO?) KyJI-
Typy, coljujeTaJiHy UJU eJUTHY (0Ba nojBojeHOCT Beh
aconupa Ha koHBeHIHjy!). HapaBHO fga cy Ky/aTypHH
AHTPOII0JIO3U NPENO3HaIN OrpoMaH 6poj YHUBep3aJ-
HUX BPEJAHOCTH y TaJIMMaTHjacy KyJITYPHHX MOJeJa,
MaTpula, o6pasala, aJiv joll YBeK ce JpKUMO IpaBU/a
Jla IOCTOje HeKa ,JIOTUYHA" objallitbeHa HhbUXOBOT YIIOo-
penHOr npeno3HaBamwa. Mamwa je xe/ba M TeHJeHLUja
Jla ce 0rOBOPU HAa MUTAkbe KOjUM CMO NyTeM Kao 4YoBe-
haHcTBO MorJ1M /1a NoFeMo, 6e3 0631pa Ha TBP/AOT/IaBO
WHCHCTUpalke HEKHUX KyJITypa [Ja  Iocenyjy
,IIpaBo” Kpeupamwa ,yJITHUMATUBHUX" U jeJUHO INpPHU-
XBaT/bUBUX MeToJa U ¢$opMM MNocTojama. 3aTo ce
Basb/la ioroaua ,BaBrioHcKa Ky/1a“ U3MeRy , LJUBUJIN-
3auuje” u ,npuMutuBu3Ma“ (Levi-Stros, 1978). [locse
TOJINKO BEKOBA, YMETHOCT UCTPaXKHBalba y HaylH, y-
MeTHOCTH U pus030dHjH, Kao Aa ce Hajla3Mu y ,CJenoj
YAUIUIM“ MAHUPUCTUYKE PeNpPoAyKIHje CTapUX, HaKo
MOX/Jla HeJJOBplLIeHUX KOoHLenaTa. Kao y Hekoj Mame
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BpEe/IHOj MOCTMO/IEPHO] apXUTEKTYPH, OPHAMEHT U [ie-
TaJb [0CTAjy BaXKHUjU 0Jf caMe CTaOUJIHOCTH, pa3urpa-
HOCTH, eJleTaHLUje U CBEYKYyIHe AUHAMUKE U LeJ0BU-
TOCTU 06jeKTa/cybjeKTa.

Tako je Texxtba NOCTMOJEPHUX TEOPHUja Ja My-
TeM JeKOHCTPYKIHje MOGUJINILY U CTUMYJIMIIY HOBO
YHTakbe CBEeTa, Y0BEKa, UCTOPHje U XKUBOTA, Aa ca3fajy
HOBe XHMOpH/le 3HAaUema U Jja 3alo4YHy UTPy BpeaHO-
CHOT peJIaTUBU3Ma, IPOy3poKoBaJa ,JpyIITBO CIIEKTa-
k1a“ ([ebop) 1 HOBY BpCTY ,.Bosbe 3a Moh“ (Huue). Ko-
Ha4yHU je pe3yJTaT JIaTeHTaH U ,CpaMeXJ/bUBU" come
back BeTMKUM U CUCTEMATCKUM HapaTHBHMa KOjU Cy ce
3aJip>KaJjiy, Makap M y TparoBuMa, y HOBUM ypO6aHUM U
rJ106aJHUM MUTOBHMA, Kao 1ITO, Y CTBapH, HUKaJ, HUCY
CTBapHO HAMYCTUJU U Tpafulujy pebepeHTHOCTH aH-
TUYKHUX MUTOJIOTHja.

EnucremoJionika anapaTtypa je, perjuMo, paguia Ha
3aMeHy Te3a JleTepMUHaHaTa APYLUITBEHE U KYJTypHe
JAnHaMuKe. Tako je OCHOBHM MapaMeTap aHaJll3e CKpe-
Tao O/ KJIACHOT NMPUHLMINA Ka eTHUYKOM U PacHOM U
06pHYTO, 0, COLIUjaJIHOT Ka POJOBOM, O, JIOKAJHOT Ka
rjao6asHoM U TA. EnuTHa KyJaTypa je jelHOM mporJia-
IIeHa ,,CKOpOjeBUYKOM" a MacoOBHA M MOMyJiapHa KyJI-
Typa ,MCTUHUTOM" WJIM Ce IOMePajy, OAHOCHO GpHULIy
rpanulie usaMelhy oBa ZiBa GeHOMEHa aJIv Ce He MeWaAjy
CYLITUHCKU U eNUCTeMe, HUTU CUMMOOJIMYKA 3Havyera
BbUXoBe cyuTuHe. CyOKyAType cy Nokas JudepeHiyja-
LjMje aJId U U3BOp KOHJIMKaaTa KOju IPOYy3pPOKYjy KOH-
TpaKy/AType 6e3 HEONXOJHOTI MeTa3Havyewa U JULIeHe
peBoJsiynuMoHapHe cHare. [IpercraBHunuM bupMuHreH-
CKe 1KoJie (KyJaTypHe cTyauje, Xos, Bunujamc) cy cymn-
TUJIHO, TEMEJ/bUTO U JYLUAHO UCTPAXKUBAJIM MaCOBHY
KYyJITYpy Kao JOMUHATHY KYyJTypy V Aob6a rjobannsa-
Ljdje, UCTO Kao IITO Cy npetcTaBHUU PpaHkdypTcke
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IKOJIe KPUTHYKe TeopHje JpyLITBA YKa3UBaJIU Ha KOH-
TpoBep3He nocjegule oBor peHoMeHa (AzopHo, Xop-
KXajMep).

Y yMeTHOCTH je MOHOBO [JOMHHAaHTHa TeXHa Ka
aHra)KOBAaHOM (Marbe MOTEHTHOM Hero y ,3J/1aTHO
Jloba“ aBaHrap/e!) a Jjierno, Ma 1ITa TO AAaHAC 3HAYUIIO,
Jlobuja mexopaTuBaH Npu3ByK. PaHTazMaropuja jecre,
jour yBeK, HEOGMYHO BaXKHA, HAPOUMUTO Y3 MOMOh TEXHO-
JIOTUje/AuruTannsalyje, ajii lbeH je KOHTEKCT BeoMa
4ecTo Ha HUBOY ,CHMyJaLiyje U cumyakpyma“ (boapu-
jap,2001). YuHu ce aa cMo 3a60paBUJIM UJIM CACBUM 3a-
MocTaBUJM cTaB beHjaMuHa la yMeTHOCT oceayje CBOj
concTBeHH MUKpoKocMoc (Benjamin, 1982) unu Xayce-
POBO CTAHOBHUUITE Ja Ce TOTAJUTET KMBOT MOHABJ/bA
camo y ymeTHocTH (Hauser, 1962). UHcTUTYyLMjE KYJI-
Type ¥ yMeTHOCTH, 4Hja je ApylLITBeHa peleBaHTHOCT,
Makap NpPUBHUJHO, IpeNno3HaTa M MOTeHIMpaHa, UlaK
Cy caMO KOMepILHjaIu30BaHU, TOJUTHUUKN YTUIUTapaH
,IpUBE3aK" ayTopuTeTa/BJAaCcTH WJIM Cy PEMHHHU-
CIieHL]a YMULJbeHe rpahlaHCKe CAMOCBECTH U aHTaXo-
BaHocTH. CabsiacT HeosnbGepaau3Ma, ako IMOCTOjU H
cabJiacT MapKcu3Ma Kako To kaxe [lepuza?! (Jepusa,
2004), u kynTypa kanuTtanusMma (Bell, 1978) y caBpeme-
HOM /100y HHCY CyIITHHCKH ITIOMOTJIM Pa3BOjy YOBe4YaH-
cTa, Beh ra cUCTeMaTCKM JeBaJjBHUlly, Kao IITO JeBa-
CTHpajy yHUBEP3yM KOjH je Halle IPUPOSLHO CTAHUILITE.
BeomMa je, MehyTHM, ounrsiefHO, 1A HOCTOje HATJIAlIEHE
NpeKpeTHUYKE TEXIbe Ka PaJMKaJInu3alHjH APYIITBEHE
MUCJIY U Cy6BEP3UBHOM NPEUCIUTHBAY, KOJIUKO OBO
6110 3acTalllyjyye U TypoOHO, LieJIOKYIIHe H/ieje OHTO-
JIOIIKOT, THOCEOJIOLIKOI, €eTHUYKOI, eCTeTUYKOI U
AHTPOMOJIOIIKOT JAMCKypCa MOCTOjamka KUBOTA y YHU-
BEpP3yMy.
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TTIOJIMTUIKHOT U3PA3 BO TEATAPOT...

UDC 792:32 "19/20"
UDC 792:32(497.7)

[TOJTMTUYKUOT U3PA3 BO TEATAPOT
(KPAJ HA XX — TOYETOK HA XXI BEK)

Muiueu [laBnoBcku
Yuueepsumem ,,Ce. Kupusa u Memoduj“, Ckonje, MakedoHuja

Ancmpakm: TeKCTOT ' U36erHyBa ,KJIaCHYHUTE" TeMH
KOra cTaHyBa 360p 3a IOJIMTUYKHOT TeaTap, KaKo IITOo ce
eNCKHMOT/JujaIeKTHYKUOT TeaTap Ha BpexT, TeopuunTe 3a
NOJIMTUYKUOT Teatap Ha EpBun IluckaTtop wuam
aHTHdaMKCTHYKATa U aBaHTap/JHO TBOPeIITBO Ha [TuTep
Bajc co Mapart Caa u EctreTukara Ha oTnopot. I[1a gypu u
BceBosios Mejepxo/b;, €O HeropuTe MOBULM 3a
peBoJIyIMja BO TeaTapoT U CO €eKCIlepUMEeHTHUTe CO
TeaTapCKH JejcTBHja U co pexxkujaTa Ha ,Mucrepuja 6yd*“,
OBeHYaHa CO CJIaBaTa Ha NPBaTa COBETCKA IPeTCcTaBa He
e IpeJMeT Ha HAILIMOT JeHelleH UHTepec. U MHoOry Apyru
aBTOPH, peKHUCEPHU U TeopeTUYapu oJ, 20. BeK KOU Ha OBOj
WJIY OHOj HA4MH 360pyBaJie WM pa6oTe/ie HAa TeMaTa Koja
HajIIMPOKO ja HapeKyBaMe NOJIMTUYKM TeaTap. HamecTto
TOa, BO TEKCTOT Ce 3aAp>KyBaMe Ha ONIITHUTe onpeje/icu
3a TOa IITO € MOJIMTUYKHU TeaTap, KaKo ¥ Ha IpojaBUTe HA
0BOj BH/, TeaTap Ha MaKeJOHCKa CLIieHa

Kayunu  360posu:  NOJIMTHUKA,
nep¢popMaHC, aHFaXKMPaAHOCT

TearTap, AHUCKYPC,

llITo 3Hauu ,NOJUTHUYKKH TeaTap” peHec? Ilos-
p3yBameTo Ha OBUE /IBA MOUMa MOXe Ja UAeHTUDU-
KyBa KOHTEKCT Ha KYJITYpHA pa3JiIuKa, MOXeOU AypH U
OWMHapHa OMO3HUIHUja: MOJUTUYKHUOT TeaTap He e HUCTO
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IITO ¥ ,00MYHUOT" TeaTap 3allTO MPUKaXKyBa pasJiu-
YeH BU/] Ha peJialifja Co HEllITO APYro OCBEH CO CAMUOT
cebe: ,mosutukara“. U yurre: mro e ,,moautuka“? Boo-
6uyaeHo, MOUMOT NO/IUMUKA Ce OJIHECyBa Ha CHUCTe-
MUTE Ha yIpaByBatbe, MPOLECUTE CO KOU Ce MEeHyBaaT
BaKBUTE CUCTEMU U MPUPOJATA HA COLUjATHOTO ydec-
TBO BO THE NPOMEHU; OJHOCUTE Mely THe CUCTEMU Ha
BJIaJleere, COpaboTKaTa U KOHKYpPEHLHjaTa, MUPOT U
BOjHATa; NOEJUHIUTE, MAPTUUTE U UJEUTE KOU TH OJI-
pKyBaaT, pa3BUBaaT, 6paHaT U Cy6Bep3upaaT BJIaUTe
Y UAE0JIOMKNUTEe GOPMALUK CO KOU Ce OAP>KYyBa HUB-
HaTa MOK.

Ja ce uaeHTHUPUKyBa TeaTapoT KaKO ,IOJIH-
THYKHU" 3HAYH, O/ e/lHa CTPaHa, Jia ce AeduHHUpa oApe-
JleH BU/ IpaMa, a o pyra CTpaHa, Jia ce Cyrepupa o-
peleHo MOBp3yBake MOMery TeaTapoT U MOJIMTHKATA:
NpeKy JejHOCTa Ha MOJUTHYKHOT TeaTap Ce IOB-
p3yBaaT Mery cebe IBe [ejHOCTH Ha YOBEKOBOTO HUCKYC-
TBO, BOOGHUYAEHO pa3/IMuHU Mery cebe.

[la Taka, TeaTapoT MoXe Ja 6uje ,IOJUTUIYKU" 6€e3
Jla 6ujie ,MOJIUTUYKU TeaTap“, BO CMUCJA JleKa [peTc-
TaBaTa MOXe /la MPETCTAaBYBa MOJUTHUYKH PabOTH WU
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Jla ce OCBPHYBA Ha NOJIMTUYKHUTE Npalllaka, Ha UCT Ha-
YMH KaKo LITO peTcTaBaTa MoxXe Zia FTOBOPH 3a Jby6OB,
CTapoCT, CUPOMaAIlTHja UK JyAujo. Tyka ce mpeTHnoc-
TaByBa JleKa [peTCcTaBaTa ja U3BpIIyBa Taa pernpe3eH-
TalMja Ha MOJUTHUKATA HAa 00jeKTUBEH HAauuH, 6e3 Ja
3a3eMa cTpaHa. llITo cMeTaM Jieka e TeLIKo, peYUCH He-
BO3MOXHO. Bu/iejku mo/siMTHKaTa 3HA4YH Jia ce NpaBaT
u360pY, Aa ce 3a3eMaaT CTPaHU U Ja ce GpaHaAT CTa-
BoBM. [laTeM pedyeHo, TOKMY NOpaJii BAKBUOT OJHOC Ha
TeaTapoT U NOJUTHKATA, YUHAM, Ce NojaByBa ¢ppaszaTa
»,CeKoj TeaTap e moMUTHUYKU". 3Hauu He. CeKoj TeaTap
He e NOJUTHYKH. [IoJIMTUYKY TeaTap e OHOj KOj 6paHU
CTaB.

JlOKOJIKY TOJIMTUYKHOT TeaTap ce pasbepe KaKo Te-
aTap Koj e aHTaKMpaH BO IOMHAKOB BU/J, OJHOCH CO T0-
JINTUKATa, TOoa NMOBJEKyBa JileKa TeaTapoT CTaHyBa /
3acTaHyBa Ha JIMHUjA Ha oJpeJieHa MOJUTHUYKaA Ipyna,
Kaysa, Ue0JI0THja U HYAW apTUKYyJMpaHa ONO3UIuja
Ha /Jpyra HOJWTHUYKa Tpyna, Kaysa, HAeoJIoTHja.
(Holderness 1992, p. 2)

Bo Taa cmucia, fjeduHULIMja HA TOUMOT NOAUMUYKU
meamap e JieKa CTaHyBa 360p 3a ,[IOMM KOj 03Ha4yyBa
TeaTap IITO Ce KOPUCTH 32 MOJUTHYKU L1, 06GUYHO
KaKo JieJ1 OJi KaMIlaka UM IBHXKekbe, TOHeKoral Kako
Jles1 o paboTaTa Ha MOJMTUYKATa NapTuja. Bo Hajmu-
poKa cMuCJa, TEDMHUHOT MOXe Jja MMa LIMpoKa NpHu-
MeHa, 0J] TeaTap BO 3aeJHHUIATa [0 NOAUTHYBakbe Ha
CBeCTa 0J] CTpaHa Ha I'PyNHu co clielliPruyeH UAEHTUTET,
KaKo ILUITO ce IBUKeHaTa 3a IpaBaTa Ha XKeHHUTe, adppo-
amepukanuute uau JIIBT 3aepnuuarta. Herosata
ynorpeba e 4ecTo Helnpenu3Ha, MPeKJONyBajKu ce Co
JPyTy TEPMHUHU KaKo aJTepHaTHUBEH, repua UjM pa-
nukasieH teatap.” (Chambers 2002, 613) Cekako, rpa-
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HUIATa e JOBOJIHO NOpO3Ha M 3aMarJieHa. Tpure Tep-
MHHa, BO NMPAKTUKATa, Ce NMPEKJONyBaaT, MOHEKOoraml
MOUCTOBETYBAAT.

Toa npekJionyBame ce Nperno3HaBa v BO TPUTE, MO-
BeKe WM MOMaJKy, npudaTeHU onpeesidnd Ha aaTep-
HaTUBHUOT, repujia U paZjuKaJHUOT TeaTtap. Bo Taa
CMUCJIa, aJITEPHATUBHUOT Tearap ce riefa Kako ,ce-
pHUja TeaTapCcKd HJAEeU KOW Ce CIHPOTHBCTaByBaaT Ha
MEjHCTPUMOT, KOj JJOTOrall BKJIydyBalle CyOBEHILIHO-
HUPaH TeaTap LUITO HeKorall 6elile aJTepHaTHBa Ha KO-
MepIUjaJIHUOT TeaTap. [...] ONuITo, TEPMUHOT Ce MpPHU-
MeHyBa 3a CeK0ja TeaTapCKa MpaKTHUKa Koja Hyiu Bpe/i-
HOCTH HACIpOTH OHHE Ha [JIOMHHAHTHaTa Jpama.
OOMYHO TNOJIUTUYKH, KAaKO W €CTEeTCKH HHCIOUPH-
paH.” (Chambers 2002, pp. 19-20)

JIakOHCKH, repuJia TeaTapoT ce AedUHUpA KaKO
»$opMa Ha NOJIMTUYKH TeaTap KOj 06UYHO ce U3BeAyBa
Ha OTBOPEHO M Hocu cuiiHa nopaka“, (Chambers 2002,
p.- 333), wTOo My OBO3MOXKyBa Jia 6HUJEe MOAMHOXKECTBO
Ha a/ITEPHAaTUBHUOT TeaTap, HO U /1a Ce Pa3/IMKyUBa O]
HEro.

KoHeuHO, KapaKTEPUCTUKUTE HA PAJAUKATHUOT Te-
arap ce JleKa Toj ,Ce CTPeMH [ja IPETCTaBU KPUTHYKA
NepCcreKTHBa Ha aKTYEeJHUOT COoljMjajieH nopesok. Mma
3a IieJ1 1a TM pa30TKpUe CTPYKTYPUTE HA MOK U Jja 1o-
Ka)ke KaKo THE NMPOAUpPaAaT BO CEKOjJHEBHHUOT YKUBOT,
OTPaHUYYBajKU ' MOXKHOCTUTE 32 caMopeasin3alyja u
COLIMja/IHU MPOMEHU; 'M UCIUTYBA WJeaJn3aluuTe U
palMOHa/IM3alMUTE IITO IO ONPAB/yBAaT aKTYEJHUOT
MOpPesOK; ja UCTPAXKYBAa AWHAMHUKATA HA COLUjaTHUTE
NPOMEHHU U T'H NMPeJU3BUKYBAa UHCTUTYLUUTE U NpPaK-
TUKHATEe Ha KOHBEHIHOHAJTHUOT Teartap.” (Murdock
2016, pp. 151-152)
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JacHo e: onpesen6uTe ce AOBOJIHO LIMPOKU. Bo efiHO
HajoINLITO YUTakbE, U FepuiaTa Moxe jia 6ujie aJTepHa-
THBEH TeaTap, WU MOAMHOXECTBO Ha paJUKaJHHOT,
aJTepHATUBHUOT TeaTap Moe Bo cebe Jja COAPKHU pa-
JIMKaJIeH UJIM repuJia, paJJUKaJHUOT MoXe Ja 6uje aj-
TepHaTUBEH UTH.

Kako u cexoj 061 fa ce TeopeTHsupa TeaTapoT (Ia
Y CeKoja yMeTHHYKA aKTHBHOCT BOOIILITO), CO TEOPET-
CKHUTe TEPMUHHU Ke ollepupaMe BHUMATEJHO, THE Ce BO
rojeMa Mepka yCJ0OBHH, BIPOYeM KaKO U COCTaBHUTe
JleJIOBU Ha CHHTarMmara nos1umuyvku meamap. TeaTtapor,
[0 CBOjaTa NpUpoja e ycaoBeH. [lonuTukara, nak, of
e/lHa CTpaHa, CY IIOUIPYyBa €O YCIOBHOCTUTE, HA MpHU-
Mep, KOra CTaHyBa 300p 3a TOJIKYBaleTO Ha ycCrell-
HOCTa Ha INpeAU3OOpHHUTEe BeTyBaka, a Of Jpyra
CTpaHa, TM KOHCTPyHpa YCJAOBUTE 3a HaCTaHyBamkeTO
Ha TeaTapoT - U ONIITECTBEHUTE U, LITO € IOBaXXHO, BO
HajroJieM Gpoj cJiydyau - EKOHOMCKO GUHAHCUCKUTE. Ha
TOj HA4YMH, BO IOMaJia UJIM [TOrojeMa MepKa, Taa, oJu-
THUKaTa >XeCTOKO T'0 KOHTPOJIUPA HAjrOJIEMUOT JeJl OJ,
TeaTapcKaTa IPOAYKLHja BO eHa KyJITypa.

Tyka poarame go ctaBoT Ha R. G. Davis koj, napad-
pasupajku ro bpexr, Besin JleKa 32 yMeTHOCTA MOCTOU
caMo eJleH Ha4yMH Jja He 61/ie MOJIMTUYKA, a ToA € J1a T'H
MOAAPKYBa CUJINTE KO ce Ha BjacT UuT. ci. (Carlson
1997, 188)

Juctunknyja: JejBuc e ge dbakTo ocHoBay Ha San
Francisco Mime Troupe, kako XU aBTOp Ha TEKCTOT
"Guerrila Theatre" (Davis 1966), npakTU4HO, MaHU-
decT Ha repusia TEATAPOT.

Bu cakaJ 3a MOMEHT Jia ce 33/ip»KaM Ha e/iHa Kapak-
TEepPUCTUKA HAa MaKeJJOHCKHUOT MOJUTHUYKHU TeaTap. Yu-
HaM, BO HajroJsieM Jies, 6apeM Kora cTaHyBa 360p 3a
odulMja/HUTe TeaTpH, Na U HedpOpMaJHUTEe TPYIH,
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MaKeJIOHCKMOT TMOJIMTUYKU TeaTap He HpobJieMaTu-
3Upa, He e CBPTeH KOH BHATpe, TYKYy KOH HazBop. llITo
cakaM /Jia KaxkaM. 3Ha4ajHO MecTo BO Npo6JieMaTHKaTa
CO KOja ce 3aHMMaBa MaKeJOHCKHUOT MOJHUTHYKU Tea-
Tap e AUCKycHjaTa 3a ogHOocUTe co EBpona, 3a uaeHTH-
TETOT, BO CMHUCJA, 3a JI0OKaXKyBare Ha COINCTBEHHOT
WJIEHTUTET KOH HaJIBOPEUIHUTE OCHopyBauu. Y6aB
NpUMep 3a TOA e TBOPEUITBOTO Ha [leBHel U npeTc-
TaBUTe NIpaBeHU criope/ HeroBu Apamu. [louna co Epu-
TOH

XoszepHec, Ipesi pedyrdcy TpUeceT TOJJUHH, HAllOM-
HYBa JleKa KPyIHUTE U/IE0JIOMIKY, TEOTIOUTUIKH U Te-
OCTpaTelIKH NMPOMEHU BO CBETOT, KAaKO LITO € pac-
naramkbeTo Ha OWHapHATa U/JE0JIOUIKA I0/es0a,
narameTo Ha BepJIMHCKHOT suj, repMaHCKOTO 06eu-
HyBakbe, He MOXAT a /J|a He BJIKjaaT U Ha TEPMUHOT No-
JUMUYKU meamap, KaKo U Ha HETrOBUOT TEOPETCKU
koHuenT. (Holderness 1992, p.2) Toa BJavjaHue ce
npojaByBa BO IojaBaTa Ha HOBU GOPMH, UHTEpecu U
TeMH, 1a ¥ METOAM Ha NOJUTUYKHOT TeaTap. Ha Toa 6u
cakaJie Jja ce 3a/Ip>KUMe [TIoHaTaMy.

Bbnaronapenue Ha Jlejman (Lehmann 2006), cospe-
MEHMOT TeaTap Ce HapeKyBa MOCTAPAaMaTCKU Teartap,
OJIHOCHO, CIIOpe/J] UHTepIipeTalyjaTa Ha UCTUOT aBTOD,
cTaHyBa 360p 3a MOCTOPEXTOBCKU TeaTap Koj ,e TeaTap
KOj 3Hae JleKa e BJMjaeH o 6aparara W mpaliambara
BTeMeJIeHU BO paboTaTa Ha BpexT, HO He MOXXe MoBeKe
Ja ru npudartu 6pextoBuTe ofrosopu.‘ (Lehmann
2006, p. 27) Yurte noBeke, BpexT cTaHyBa CBOeBU/AHA
npevkKa BO BTOpaTa moJioBuHa Ha 20. Bek, ce pa3bupa,
OJ1 JleHellleH acnekT. ,KOHIleHTpUpawkeTo Ha panuo-
HaJIHOCTA, Ha OpeXTOBCKAaTa JUCTAHLA Mel'y MPUKAXKY-
BAabETO U MPHUKAXKAaHOTO, peNpPe3eHTUPAHOTO U HAYHU-
HOT Ha pemnpes3eHTaluja, signifiant u signifié, noHece ce-
MHOJIOIIKA NPOAYKTUBHOCT, HO U YyJHO cienuJio. bapt
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He MoOellle Jia ja ,BUAU LieJlaTa JIMHHUja HA HOBUOT Tea-
Tap [..] og Apto u 'poroBcku no The Living Theatre u
Po6epT Busicon, HacnpoTH QpaKTOT jileKka HeroBUTe ce-
MUOTHUYKHU pedJsieKCUH [..] UMaaT OrpoMHa BPeJHOCT
3a OMMCOT UMEHO Ha 0BOj U BAaKOB TeaTap. bpexT crana
(nepuenTtuseH) 6Ji0k 3a bapT.“ (Lehmann 2006, p. 30)
JleHelIHNOT TeaTap, BO Taa CMUCJIA U JIEHELIHUOT I0-
JIMTUYKH TeaTap, I'M HalylITa OJUTHYKHUOT CTHJI, TEH-
JleHllMjaTa Ha JorMaTH3vpame W HarjlacyBameTo Ha
PaLMOHAJIHOTO 0/ OPEXTOBCKUOT TeaTap, ce Haora BO
BPEMETO 110 aBTOPUTETHOTO BaXKEH€ Ha TeaTapcKarta
KoHIennuja Ha BpexT. Toj ¥ TakoB TeaTap noBeKe He e
opHeHTHpaH Ha pabysaTa TYKy e TeaTap Ha COCTOj6U U
JUHAaMUYHU CIIEHCKU KOHCTPYKLUH, CO HarJiaceHa TeH-
JleHIlMja ny6J/iMKaTa Aa ce BKJIY4YH Bo IpeTcTaBaTta. Ha
npumep, Bo , Typ6odosik” Bo pexkuja Ha OtuBep Ppsbuk
Ha CTepuuHO no30pje, BO OZpeieeHH CIIeHH, aKTepUTe
JUPEKTHO ce 06paKkaaT He Ha My0JIMKATa, TYKY HAa KOH-
KpeTeH Iyejady. 3Ha4M He CTaHyBa 300p 3a ,BKJYyYy-
Bambe" Ha [VIelaYMTe KOe e aKTYeJsIHO YIITe 0/ ABaeCeT-
TUTE FOAVHYU HA MUHATHOT Bek. TaMy, ny6/MKaTa Tpe-
Galle a ce BKJIy4H BO IpeTCTaBaTa Co IieJs TopakaTa /ia
O0ujie ,TOYHO" UHTepIpeTHpaHa, ,chaTeHa" Ha HAYUH
3a KOj aBTOPOT/peXHcepoT CMeTa Jieka Tpeba Ja ce
coaru. Tyka, mybivkaTa He e ,KyJATypeH UAUOT", Taa
CTaHyBa paMHONPAaBeH UHTEPIIPETATOP HA TEKCTOT HA
npeTcraBaTa. Uiu kako o Besu Cac, ako poKycoT BO
20. BeK Ha OJIMTUYKUOT TeaTap (1a ¥ BO TeaTapoT BO-
ONIITO) Gelle Ha pexucepoT (MJIM, OHEKOorall, Ha KO-
JIEKTUBHHUOT PEXUCeD), AeHEeC, TOJUTUIKHOT TeaTap e
HacodeH KOH ny6JsinkaTa. Toa e eHa KapaKTepHUCTHKa
Ha JIajMaHOBHOT NOCTOPEXTOBCKHU TeaTap.

Kora cTaHyBa 360p 3a BKJIy4yBakbe Ha NMy6JIMKATa,
MOpaM /ia ce HaBpaTaM Ha eJieH IepUo/, of, uCTopujaTa
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Ha MaKeJJOHCKHUOT TeaTap Koj MU e MHory MuJ1. Ha nap-
THU3aHCKUTE eJHOYUHKU Kou Brnazo Masnecku, bnaxe
Konecku ru nuuyBaJje U NMocTaByBaJie Ha ocjo60/e-
HUTe TePUTOPUH. 3HAYU Ha 0CJI060JeHUTE TEPUTOPUH
ce U3Be/lyBaJle e JHOYMHKH KOU per se 61J1e OJTUTUYKU
Teatap. Wiu, HajaupexkTHa mnpomaranzga. dabysara
6usa egHoctaBHa. KoHQIUKT Mery Gyrapckuor, rep-
MaHCKHOT WJIM aJIGAHCKHUOT OKyNaToOp U MapTH3aHUTE.
Ce pa36upa, mapTusaHUTe nobenyBase. Bepysam mo-
paZii BpeMeTo, a He IOpaJiu YMeIIHOCTa Ha U3BeJlyBa-
4YHUTe, TeaTapcKaTa yCJA0BHOCT TOJIKY ce Gpuileia, ITOo
4eCcTo ce CJy4yBaJIo HEKOj o[ IJeAauyuTe-NapTU3aHU
(ce pa36upa, BOOpYKeHH) Jla IOCETHE 110 OPYXKjeTo 3a
Jla ce IpecMeTa CO OKYNAaTOPOT. 3aToa UMaJIo TOCeOHHU
penapu. ['v Bap/iesie akTepuTe.

BTopa 3HayajHa ojAJMKa Ha MOJUTHYKHUOT TeaTap
no 1991, uau, ofiMKa Ha TeHAEHIMHUTe Ha MOJUTHY-
KHOT TeaTap BO 21. BeK e IoMecTyBake Ha POKyCOT, Ha
TeMUTe U MOTUBUTE. J/IOKOJIKY TOJUTUIKHOT TeaTap BO
BTOpaTa NoJI0BUHA Ha 20. BeK ce MOBp3yBallle, [JIaBHO,
CO aJITepHAaTUBHY, JIEBO OPHEHTHUPaHH, HedopMaJHU
Ipyny, AeHec 0J, MOJAUTUYKUOT TeaTap WU NOJUTU3H-
paHM TeaTpajuM3WpaHu GOpPMU He ce OTKaKyBaaT M
rpynalMuTe KOU M NOMMaMe KaKo NpUNaJHUIM Ha
JIECHUOT LleHTap WM JecHOTo KpuJo. [la Taka, UMame
Occupy Wall Street, NYC Protest for World Revolution,
HO uMaMe U Tea Party.

HoBuTe MHTEpECH 3a KoM 360pyBaBMe I'l BKJIYYY-
BaaT U Npallamara 3a TeJ0To, eMUHU3MOT, a BO THE
paMku U Post-human performance. HakpaTtko, nocTxjy-
MaH O3HayyBa XuOpHJHa PuUrypa Koja ce KapakTepHu-
3Mpa CO CII0jyBambeTOo Ha YOBEKOT/>KeHaTa U MalllMHaTa.
ABTopuTte o 1990-TuTe cMeTaa JieKa NOCTXyYMaH OH-
TOJIOTHjaTa BKJIy4YyBa Aucnep3uja Ha HHGOPMALUHU U
cBecT npeKy cybernetics. CoBpeMeHUTe JUCKYpCH Ha
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NOCTXYMaHU3MOT Ce 0JJHeCyBaaT Ha JlelleHTpupame Ha
KJIaCHYHUTE I0MMHU 33 YOBEKOT, Hy/lejk1 OGHOBEH Har-
JIAaCOK Ha peJslallUUTe U KoeBoJyLHjaTa. [locTxyMaHuC-
THUYKHOT JUCKYPC Ce LleHTPUpa Ha KPUTHKA Ha Jube-
pasmHUOT xyMaHu3aM: Taka, NOCTXYMaHUCTHUYKHOT
nepdopmaHc Moxe Aa ce JebHHUPA KAKO KPUTHUYHA
(oKCHMOpPOHCKA) paMKa LITO ce CIPOTHUBCTaByBa Ha ce-
Koe TBp/iebe JieKa Ha post-human He My Tpe6a opraH-
CKOTO TeJIO WJIH JleKa Toa TeJI0 MOXKe /ia Fo HaJIMUHeE,
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My3UKATA KAKO OJPA3 HA KYJITYPATA...

UDC 316.728:78

MY3HUKATA KAKO OZIPA3 HA KYJITYPATA HA KUBEEILE
BO EZIHO IIOAHEBJE

Anekcanpapa Kysman
Huecmumym 3a poakaop, Ckonje, Makedonuja

Ancmpakm: TpyaoT 360pyBa 3a noTpe6ara Ha YOBEKOT 3a
KOMYHHMKalyja, NIOBp3yBame M pa3éupame CO Jpyr 4o-
BekK, KOja NOKpaj opUIUja/IHUOT FOBOPEH ja3UK, 0OTBOpa U
NpaBU MeCTO 3a My3UKaTa Ja Gu/e yHHBep3aJeH ja3uk
IITO I'M NOBP3yBa pa3/IMYHUTE HAPOAU. AKIIEHT Ke Guje
CTaBeH Ha rpajckKara My3W4yKa KyJITypa, IOTOYHO 4YaJ-
rMCKaTa craporpajcka mysuka. Ke ce pasrsiesa npama-
BeTo, Aa/JIM My3UKaTa Kako JeJ 0J, KyJTypaTa Ha eJHO
nojHeGje ce nNojaByBa Kako yMeTHUYKHU NMOPHUB 3a JOKa-
J)KyBalbe Ha CONCTBEHUOT WJEHTUTeT, WIH HUAejaTa 3a
NOoCTOoeHe Ha UAEHTHTET NOTTUKHYBA N10jaBa HA OJpe/JieH
MYy3MYKM CTHJI, OJHOCHO, KOj Ha KOro e XxpaHa:
UAEHTUTETOT Ha KyJTypaTa WU KyJTypaTa Ha UAEHTH-
teroT. Ke ce HanpaBu napaJie/ia nomMery Toa Kako U KOJIKY
e/lHa NecHa MoKe Ja 6uAe cuMG60J 3a UAEHTUTETOT Ha
e/ileH My3U4KHU CTUJI, KOJIKY TOj My3U4YKH CTHJI MOXe Aa ro
NpeTcTaByBa HAEHTUTETOT Ha eJeH HapoJ, KOJKY
KyJITypaTa Ha eJleH Hapo/, e JeJI 0/, F0JIeMAOT CUHIIUP Ha
KyJITYPY HM3 CBETOT M ja AONOJIHyBa Taa KyJTypHa Mana
BO CBETCKH PaMKH.
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Kayunu 36oposu: UAeHTUTET, KyJITYpa, My3U4KH JKaHP,
YaJITUCKA CTAporpajcKa My3uKa, My3u4Ka rpyna

YoBEKOT KaKO >XHUBO OUTHE HUMa MOTpeda of
KOMYHHKallMja, NOBp3yBake WU pasbupame co Jpyr
yoBek. Toj Kako eAuMHKAa WU Kako JeJs Oof rojeMara
nejquHa ¢opMmupa CBOj CONCTBEH WAEHTUTET KOj e
NO0KasaTeJl Ha HeKaKBa NPUINIAJHOCT, NPUNAJHOCT KOH
oJipefieHa 3aeJHUIA, KOH HeKOe OINIUTeCTBO, KOH
HeKakBU upeasu. [lorpebaTa of JOKaKyBakbe Ha COTIC-
TBEHUOT UJIEHTUTET 4eCTO e CUJIHO U3pa3eHa Kora ce
YyBCTBYBa IpPHUBHUJIEH WJU peasleH CTpaB 0/, 3arpo-
3yBambe Ha MCTHOT. [lau e Moxe6U Toa WUHAMBH-
JyaTHOTO 4YyBCTBO Ha MNOeJUHELOT WJIU OApeJeH
Hapo/Ji Koe yKa)KyBa Ha caMocebe-HellpU3HaBambeTo Ha
CONICTBEHUOT UJeHTUTeT? [lajiv MOXKebU Toa e YUCTO
MHCTUHKTHUBHA NOTpeba Ja ce 06esexu CONCTBEHATa
TepuTopuja? Yuja e oBaa mecHa, 4ydja e 0Baa My3HKa,
4YYj e 0BOj HApOJ, 4Yvja e 0Baa TEPUTOPHUja, HA KOT'0 I'"
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oJiroBapaMe CUTe THe NIpalllara, 3a KOro ce BaxkHU? Koj
e TOj TOJIKy BakeH KOMy Tpeba Jia ce JJOKa)ke HeyHj
uaeHTUTeT? Jlasu MoxebH Toa e caMo YMCTa NoTpeda
O/l 3a4yByBalbe Ha COICTBEHUOT HJEHTUTET IpeKy
HeryBabe Ha TPaJULHOHaJIHUTe GOPMU Ha KUBeEHe U
vM3pasyBame, MoTpeba oJ HezabopaBamke Ha COIC-
TBEHUTe KOpEeHH, NOoTpeba 3a HeUrHOpHUpame Ha
NIOCTOEHETO Ha COINCTBEHOTO KyJTYpHO jagpo. Wim
MOebH, eJHOCTaBHO, TOa e NoTpebaTa /Aa ce MOKaxaT
Pa3JIMYHOCTHUTE NOMery JIyfeTo, HApOAUTeE, YMEUIHOC-
TUTE, YCIIECUTE, U KOja e CaMO HeKaKBa MHULMjaHa
Kanuc/a 3a cebe-HanpeAyBamwe, U KaKo MOeAUHeL, U
Kako HapoJ. PasiMkuTe mocTojaT, He MOXe Ja ce
HervpaaTt. Moxe Ja ce yMmMpTBaT, NPUCUJHO Ja ce
HNOHMIITAT, UM NPUCUJIHO Jia ce HaMeTHAT of Ty[H
KyJATYypHU obpacuy, Tyrd KyJaTypHU cuctemu. Co
camara notpeba 3a JOKa)KyBalbe Ha HEKaKBa CBOMHA,
ce UCTAaKHYBa TOKMY TOa, ieKa Toa He e CBOMHA, a UMa
norpeba o/ HeEKoja NMpUYMHA Aa cTaHe cBouHa. Co
CaMOTO HaBJleryBale BO JebaTaTa Jieka HeKoja
TepUTOpHja e CBOMHA Ha Jipyra TepuTOpHja, aBTOMATC-
KM Ce UCKaXKyBa/IpU3HaBa No/ieJIeHOCTa U HeNpUIa-
HOCTa eJiHa noJ, Apyra. M Tyka HeMa Kpaj, OCBEH aKo
NOMOKHHMOT He HaJBJajee, WIKM He ce pasbepar
Pa3JIMKHUTE, 11a [ja Ce 0CTaBU UAEHTUTETOT Jia 6Uze caM
3a cebe, CBOjCTBEH 3a eZjHA TEPUTOPH]ja, HEJOTPEH OF
pa3/IMYHOCTa Ha UIeHTUTEeTOT 0J, ipyraTa TepUTOopHja.
Pasnuky Kako pas/juMku, Moxe Ja ce BoAu 6Gopba
NOpaZiy HUB, a MOXKe W caMo Ja ce npudarar U ja
CyLITECTBYBaaT KaKo e/lHA KOXe3WBHA LieJIMHA. AKO OU
300pyBaJie 32 KOXe3UBHOCTA U HA/[MUHYBAabETO Ha THE
pas3JIMKH, MOXKe Jla ce CIOMHe MucaeweTo Ha Lafon-
taine koe ro HaBejnyBa llBeTaHOBa Jeka HaJMHU-
HYBameTO Ha TPaHULUTE MOXe Ja CTaHe NO3UTHBHO
YOBEYKO MCKYCTBO KOTa CTaHyBa 360p 3a KyJTYPHU U
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JIYXOBHU TPaHMIM, U ce pabOTH 3a TOA CONCTBEHATa
KyJITypa Jla ce U3Mepu BO OJHOC Ha HeKoja JApyra,
COIICTBEHUOT KYJTYPeH UAEHTUTET Ja ce KOHPPOH-
THPAa CO HeKoja Jpyra KyJITypa NpuToa 360raTyBajKu ce
(Lafontaine, 1990:3)" (LiBeTaHoBa, 2007 : 33).

My3sukaTa Kako HEOJBOWUB JeJ 0, KYJTYPHOTO
jaApo Ha eJHa JApKaBa U KaKo IJIOJ Ha JIMYHOTO
M3pasyBame Ha NoeJUHeL0T, a BOeJHO U Ha HAapOJOT
WM HallhjaTa Ha Koja mpuIara Toj moefyuHell, YIITe O
JAaMHMHA [I0CTaHa/la YHUBep3aJeH ja3uK NpeKy Koj TOj
noeJIMHeL, UM Taa Halluja KOMyHULMPAaT CO APYTrHUTe.
U nokpaj Toa WITO CeKkoj HApoJ co3JaBa CBOja KyJATypa,
’KUBeejKH cIriopes; CBOU Hauesa GOPMUPAjKH OMLITEC-
TBO, U ONIUTEjKH Mely cebe INpeKy oULHUjaJTHUOT
FOBOPEH ja3HK, Cellak My3UKaTa e Taa LITO NpojAupa
JI1Iab0KO BO CeKoja KJeTKa Ha CeKoja MHAMBHUJya Ha
nja”etata 3eMja. Mysukara e Taa IWITO T'M NOBP3yBa
pa3JMYHATE HApoOJAM, WITO HU3HYyJyBa pa3bupame U
npudakame Ha MHOLYTe aJKH KOM I'0 COYMHYBaaT
CUHIIMPOT Ha pas/IMYHUTE KYJTYPH BO CBETOT.

Ce moctaByBa IpalllakbeTo Aai My3UKaTa KaKo JeJl
O/l KyJITypaTa Ha eJHO NoJHebje ce mojaByBa KaKo
YMeTHUYKHU MOPHUB 3a JOKaKyBale Ha CONCTBEHHOT
WJEeHTUTET, WK HJejaTa 3a MOCTOeme Ha UJEHTUTET
NOTTHUKHYBa I10jaBa Ha oApeJieH My3u4KH cTua? Toa e
TOj Marv4eH Kpyr, Kpyr Ha MeryceGHU BJIMjaHH]a, IITO
BOJM KOH OHa MO3HATOTO Ipalllake IITO € MOCTapo:
jajueTo MaM KokoukaTa? BcyllHOCT, KOj Ha KOro e
XpaHa: UeHTUTETOT Ha KyJITYypaTa; WX KyJITypaTa Ha
nieHTUTeTOT? MOXKEOM HeKoram My3uKaTa W He
NpeTCTaByBaJja CPe/ACTBO 3a [JOKaXKyBakbe Ha UJeHTHU-
TETOT Ha e/IeH Hapo/i, HO MOeOH U He GUJIO TOa JIeJ1 0/
chakameTo Ha TOj HApoJ, JieKa MOKe BOOILITO Ja ce
ynoTpebu Kako CpejCcTBO 3a JoKaxyBame. Ho, kora
cTaHyBa 360p 3a P. MakeZj0oHUja, MOXe Jia Ce KaKke JieKa
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BO e/leH NIepHOo/, Toa BeKe CTaHyBa Ipakca rjieJaHo Of
MOJIMTUYKU acneKT. Toa e neproJ0T Ha TpaH3ULIUjaTa,
NPEeMUHOT 0J; e/leH BO APYT Iepro/, BO KOj ce [ojaByBa
norpe6aTa OJi 3alBPCTyBakbe Ha HJEHTUTETOT Ha
JApaBaTta. Bo mponecoT Ha Toa 3alBpCTyBame HU
JOKaXXyBame, My3MKaTa KaKO HEUITO IUTO He MOXe
HUKOj Ja ro Herupa, ojgurpysa roJsema ysora. Co
CaMOTO BpaKame KOH KOpeHUTe, KOH OHa U3BOPHOTO,
0/ My3WYKH acIleKT IJIeflaHo, ce [J0KaXyBa [leKa CeKoj
HapoJ uWMa CBOja TpajuIdja, CBOj GOJIKIOP KOj e
CO3/laBaH U HeryBaH CO BEKOBU OJ] HETOBUTe MpeALu.
Ha TakoB Ha4yuH TOj HaApOA WJIM HaLWja ro 3a4yByBa U
ro J0KaXKyBa [NOCTOCHEeTO Ha UAEHTUTETOT, Jaju e Toa
My3WYKHOT WJIM € TOa UJAEHTUTETOT Ha JpiKaBaTa
rJeJaHo OJi HUCTOPUCKUM W TOJUTUYKU aCIeKT.
MysuKaTa, BCyIIHOCT, IpeTCTaByBa 3Ha4ajHa aJlaTKa 3a
NOJUIrHyBalme Ha CBecTa Ha IOeJUHeLOoT, HO U Ha
HapoJOoT KOj »KMBee W IHpuUIara Ha OJpeJeHH
reorpadCKd IpaHULH, MPOCTOPOT KOj TO 4YyBCTBYBa
KaKo CBOj, IPOCTOPOT 3a KOj Ce TPUKU U 'O IIOYUTYBA.
My3HYKHOT CTUJI UJIU 2KaHP e 0Jipa3 Ha e[jHO BpeMe,
0/lpa3 Ha HA4YMHOT Ha >XMBOT Ha eJHO MoAHebje
u3rpajieH Bp3 chakamara, pasMuUC/IyBawbaTa, CTaBOBU-
Te KOH XXUBOTOT, OJJHOCHO CBETOTIJIeJJOT Ha JIyf'eTo of
TOa BpeMe, 0/ipa3 Ha KpeaTUBHOCTA Ha NOeJUHIU. AKO
ce 3eMe KaKo IpUMep rpajJickata My3u4ka KyJTypa BO
MakenoHMja, Kako Jiesq oJ ypb6aHocTa U yp6aHUOT
HAuUMH Ha »>KUBOT, IIOKOHKpPETHO CTaporpajckara
YaJIrMcKa My3HKa, CJI060JHO MO3Ke Jla Ce KaXKe JleKa Taa
NpeTCcTaByBa UAEHTUTETCKA CUMOOJI HA KyJITypaTa Ha
KHBeemwe BO rpajckure cpeauHu. Ilopagu Toa mro
MakeznoHMja GuJIa KPCTONAT HA Pa3JUYHUA KYJTYPH,
npeJ, ceé BeKe NpUCyTHaTa BU3aHTHCKA KYJTypa, 0Toa
HMCTOYHATa OpHUEHTAaJIHa KyJITypa U Ha Kpaj 3anajiHaTa,
TOoa NPUJOHECJ]O 0BOj My3W4YKH >KaHp, TaKaHapedyeH
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CTaporpajcka 4YajJrucka Mys3uKa, Ja Oufe cImoj Ha
JIOKaJIHU MY3U4KHU eJIeMeHTH co HaZBopellHU. Tyka ce
[10jaByBa IpalllakbeTo, Ja/ld Taa My3UKa Koja IUTO e
NpOM3BOJ, Ha JIOKaJHU WM HaJBOpEINHH eJeMEeHTH,
OZITHOCHO JIOKaJ/IHM eJIeMeHTH CIIO€HU CO HaJiBOPELIHU
(Ky/ATypHHM) My3WUYKHM BJIMjaHUja, € penpe3eHTaTUBEH
npuMep, OJHOCHO [JOBOJIHO CHJIeH CuUM6GoOJ 3a
HWeHTUTETOT Ha My3W4KaTa KyJITypa Ha >KUTeJUTe Ha
Hekoj rpaz? [lanu, v MokKpaj Toa LWITO e MellaBUHA Ha
pasJIMYHU MY3W4YKHU BJIMjaHHMja, OBaa YaJrucKa My3ukKa
npeTcTaByBa 3acebeH cnenudruyeH UIeHTUTET?

BcymHocT, ¥ moKpaj Toa IWTO 0BOj My3UYKH CTUJI Ha
HEKOj Ha4YMH e CII0j Ha CUTe THEe eJIEMEHTH, Cellak Toa e
aBTEHTHYeH CTUJ 3a ypbaHUTe CpeJUHU BO
MaKeZJOHCKOTO MYy3WYKO IMOJHebje, OUJejku cemak,
TAaKBUOT HAaYMH Ha My3UILIUpambe He MOXe [Ia Ce CpeTHe
Ha Apyro Mecto. Cekoralll Kora Ke ce CJIylLIHe HeKoja
NecHa 0Ji 0BOj My3WU4KH »aHp, TOYHO MOXe Jia ce Kaxke
JleKa Toa e HellITO I'paiCKo, Koe peTKO MoXe Jia ce yye
BO HeKoOja pypaJiHa cpejjMHa. PypasHaTa cpesuHa, ce
pa3bupa, UMa CBOj crnenudUyeH MY3UYKH KUBOT CO
NOMHAKBa TeMaTHKa, CO Pa3/JIMYHU HHCTPYMEHTHU U
pas/MyeH HayMH Ha H3BeJ0a OJf OHOj BO IPafCKUTeE
CpeJJMHHU.

Huty enna mpocyaBa BO rpaJiCKUTe CpeJUHU He
MOXe Jla IOMUHe 6e3 My3HKa. MysuKaTa e HeoJJBOUB
Jle]l 0J, CEeKOjJHEBUETO Ha >XUTeJUTe BO TPaACKUTe
CpeJUHM W BO BeYEpPHHUTe YacOBU BO pa3JMYHHUTE
pectopaHu ¥ KadpeaHu. Pa3iMyHM ecHU ce cyIaaT Bo
OBHMe Be4YepHU 4YacOBH, NIECHU KOU Ce UJEHTUTETCKHU
cMMO00JI1 Ha 0BOj CTaporpafCKU YaJrucku ctui. lnena-
HO OJi My3U4YKHU aclleKT, caMaTa M3Be/iba Ha IecHaTa,
WHCTPYMEHTHTE CO KOU e NPUAPYXKYBaHa, CTUJIOT Ha
My3ULMpalke ce JOBOJIHM IIOKa3aTeJu 3a OJpeJeH
My3U4KM cTUI. [lokpaj Toa, oBHe IlecHH, NOpajy Toa
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LITO BO HUB Ce ONeaHW HajpasjiMuHU CJAYYKU Of
CeKOjAHEeBHUOT >XMBOT INOBP3aHU CO Hajpas/IM4HUTE
ceMejHU ApaMy, 3a/by0yBaba, Hel03BOJIEHU JbYOOBH,
TparuyHu CUTYalldM HTH, BO BpPEMETO BO Koe ce
co3pazeny, 19 Bek, npeTcraByBaje efeH BUJ MeIUYyM
MpeKy Koj ce MpeHecyBaJie U J03HaBaJle IPUKAa3HUTE 3a
CTapuTe NMO3HATU TPajAcKU ceMejcTBa. U neHec, oBue
MIeCHU Ce CBeJOLM 3a XKUBOTOT BO ypOaHUTEe CpeJUHU
BO MUHATOTO, OU/EjKH Ce yIITe ycreaJe Jja ce 3aJpKaT
Y /1a ce MeaT U MOKPaj Toa LITO Ce CAy4YUJe OApeieH:
NpOMEeHH BO HUHCTPYMEHTApHUyMOT, a CO TOa U BO
Ha4YMHOT Ha U3Beaba.

Ho, uMa mecHH KOU eJHOCTAaBHO TeXHeaT KOH
NIOCTOjaHO MeHyBake U MOoNpUMamke Ha HaJBOPELIHU
ejleMeHTU. Hekoraul HacTaHyBaaT IPOMEHU BO TeKC-
TOT, BO 3aBHUCHOCT 0Jf MeCTOTO KaJie ce U3BeJyBaar,
HeKOTalll HaCTaHyBaaT MeJIOJUCKH IPOMEHH, HEKOoTrall
pOMEHH BO caMaTa u3Bez6a. Bo 6yrapckuoT JoKyMeH-
TapeH ¢uiaM ,Yuja e oBaa mecHa“ Ha pexucepkaTa
Agnena IleeBa, cTaHyBa 360p 3a necHara ,0j, Tu [lano
JpeHoBuaHke" (mpuJserncka Bep3uja), uau ,TeToBCKO
jabosiye“ (TeTOBCKa Bep3uja), Koja IITO UMa U MHOTY
Jpyrd Bep3uH, Typcka, 6yrapcka, rpyka, ajbaHCKa,
CpIicKa, 6ocaHcKa Bep3uja. [I[pBaTa CHUMKA MOTEKHYBa
oz 1900 roamHa, 3BeZleHa Ha TYPCKH ja3uk of Avedis,
JABaHaeceTroAuIIHO MoM4e o EpMennja, o cTpaHa Ha
eTHOJIOTOT U apxeoJior, Felix von Luschan u HeroBaTa
»)keHa Emma, Bo 3eHUUPJIY, cesio BO TypcKaTa 06JiacT
AunHTab (geHemeH laszuaHTemn, Jyrouctouna Typiuja)
Ha OTOMaHCKHOT HMMOT U CaH4Yak Xaseb (JeHelleH
Aneno, CeBepna Cupuja). (cf. Klebe, 2004, 87pp.).!
Crope/; oHa IITO TO TBPAAT U MY3UYKU 06pa30BaHUTeE
Y THe LITO He Ce My3WYKH 00pa30BaHU O/ Pa3JUIHUTE
3eMjU BO KOM Taa IlecHa ce Iee, leka e HUBHA, MOXe Ja
ce KaXke JieKa 0Baa IecHa UMa MHOTY uJieHTUTeTU. OBaa
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IecHa e KaKo KaMeJIeOH, ce NpUJarofyBa Ha CeKoe
nojHe6je, MonpuMajKu T'M CUTe JIOKAJIHU MY3UYKU
KapaKTepUCTUKH OJi KyJTypHaTa cpeJjiHa BO Koja ce
M3BelyBa U /0 TOj CTelleH e mpudaTeHa LITO CHUTe
LIBPCTO BepyBaaT JieKa WJeHTUTETOT Ha Taa IlecHa e
arcoJ/lyTHO MO3HAT M IMpHUIlara TOKMY Ha Taa KyJTypHa
cpefMHa BO Koja ce u3BejyBa. Kako 1To Ke peue
[IBeTaHOBa, WAEHTUTETOT He e JaJileH eJHall 3a
cekoraul. Toj ce rpagu ¥ ¢opMupa BO TEKOT Ha L|eJI0TO
nocroeme. A Toj npouec Ha GopMHUpabe, MEHYBamkbe U
ypaMHOTeXyBame, ce JeduHHpa o0Jf CTpaHa Ha
MHOLITBOTO BHAaTPEILIHU U HAJABOPELIHU BJIUjaHU]a, O,
IITO MPOM3JIeryBa HeropaTa Noce6GHOCT U YHUKATHOCT
(iBeTaHoBa, 2007 : 35 - 37).

MysuyapuTe NnoejWHLM, KOU CEKOj HAa CBOj HAYMUH
NpUJ0OHECYBaaT KOH HeryBakbe, IOHEKOrall U 3aKHUBY-
Bame Ha HEKOj MY3WUYKH >KaHpP Kako Jes oJ, Tpaju-
[[MjaTa ¥ My3U4IKHOT (OJIKJIOP, )KUBEAT KAKO €JleH BU/|
MaJid 3aeJJHULM Bo popMa Ha My3UYKH T'PYIH U CEKOj
O/l YJIEHOBHUTe Jioara JI0 CO3/laBalbe U CIo3HaBamke Ha
CONCTBEHUOT JIMYeH HJeHTUTET KaKo MoeJHHel, a
[0TOa U /10 CO3/aBalbe Ha MY3UYKHUOT UJAEHTUTEeT Ha
caMara My3WdKa Irpyna Ha Koja mpumnaraat. Cekoramn
MMa [0 HELITO aBTEHTUYHO U celuPpUIHO criopes Koe
e peno3HaT/IMBa HEKOja My3WYKa Ipyna, BKJIYYyBajKu
M U JIMYHUTE MY3W4YKH CIOCOOHOCTH Ha 4YJIEHOBUTE,
KaKo W HUBHHTE KOMYHHUKALMCKH M COLHjaJHU
CIOCOGHOCTHU: Jlaiu Toa Ke 6u/ie cnefupUYHUOT BOKaJ
BO TIpynaTa; Jaju crnenudUYHUTE apaHXKMaHU Ha
NECHUTE; CHOjOT HA HMHCTPYMEHTHUTE BO TOj COCTAaB;
HaMeTJIMBUOT BUPTYO3UTET HA HEKO] OJi 4JIEHOBHTE;
JlaJTd UMa ,[lIoyMeH " Mel'y Y4JIeHOBUTE KOjJIITO CeKoTall
e 33/I0/DKeH 3a NOCTUTHYBake Ha j06pa atMocdepa U
KOMYHHUKaluja noMery nybjukKaTa 1 My3sudyapuTe UTH.



My3uKATA KAKO O/IPA3 HA KYJITYPATA...

My3ukaTa e cekoralul Bp3aHa CO MO3HAaTHU MY3U4YKH
MMWIba, HEej3UHU CO3JaTesIM UM OHMe IITO ja penpo-
Ayuupaart. Cexoralll Kora Ke ce ClIOMHe HeKOe My3HU4KO
MMe, Ce Bp3yBa CO OJpeJleH CTHUJ Ha My3HKa, 6e3
pas/iMKa Jja/iu CTaHyBa 360D 3a aBTOp MJIM H3BeJyBad.
Cekoj o, HUB CO HELUTO Ce WCTaKHaJI, JaJli CO CBojaTa
KpeaTMBHOCT, [JaJld CO CBOjaTa BUPTYO3HOCT U Belll-
THHA, Y TaKa Ha HEKOj Ha4MH IOCTaHyBa UJIeHTUTEeTCKU
cMM0OOJI 33 HEeKOj oJpefieH My3WYKHU >KaHp. AKo ce
cnoMmHe Kiaume Caguio, BeaHawl ce Bp3yBa 3a
OXpHJCKaTa CTaporpajicka yajrucka My3uKa; Kora ke
ce cnoMHe [lenie ATaHacoBCKH, ce Bp3yBa CO U3BOpHATa
MaKeJJ0HCKa My3MKa, 0CO6eHO CO MHCTPYMEHTOT rajfa;
Bama JlazapoBa, ce Bp3yBa CO MaKeJJOHCKa HapoJHa
M3BOpHa Mys3MKa; /lparaH /JlayTOBCKH, ce Bp3yBa CO
MOYEeTOKOT Ha IPOLlecoT Ha My3H4yKaTa eTHOpeHecaHca
Kako 1TO ja HapekyBa CrojkoBa (CTojkoBa
CepapumoBcka, 2014 : 206); Tonu KuTaHOBCKU -
NpeTCTaBHUK Ha He3 Mys3ukarta Kaj Hac; Kanuonu
BykJle mo3HaTa KakKo Kpa/Julia Ha MakKeJOHCKaTa MO
MysuKa; EcMa PeyemoBa - kpaiauna Ha poMckaTta
My3MKa UTH.

Moxe fa ce 3ak/ly4u JleKa, My3uKaTa CeKoraul e
HQjIPUCYTHOTO HEIITO CO KOe YOBEKOT KOMYHHIMpa
MOKpaj 0QUIMjaTHUOT TOBOPEH ja3UK, a KOj KOJIKY Ke ja
cMeTa WJIM HeMa /ia ja cMeTa 3a CPeZICTBO CO KOe MOXe
Ja  JIOKaXyBa HeKakoB  HWJeHTUTeT, Toa e
MHAMBUAYaHO. CeKoja Ky/aTypa MMa CBoe 60raTcTBo,
MMa IITO Aa NOHYJU M LITO Jia oKaKyBa. My3UYKHOT
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doJIKIOp CeKaKo JleKa e 3HavYaeH eJieMeHT 3a pa36u-
paleTo Ha UJIEHTUTETOT Ha HAPOJOT KOj TPHUKJIUBO CO
BEKOBU I'0 I'pajiy, CO3/jlaBa U HETyBa, NPHUJIOHECYBajKH
KOH 3roJieMyBambeTo Ha (OJIKJIOpHATa KOJIEKTHBHA
MeMopuja. [loeJUHLUTE KOU Ke Ce HCTaKHAT Kako
3HaYyajHU 3a HEryBameTO Ha My3W4YKaTa TPaAUIIN]a,
MOCTaHyBaaT NPENO3HATIUBU UIEHTUTETCKU CUMBOJTH
3a OJipeieH MY3UYKU CTWJ, MY3UYKHOT CTHJ
NpeTCcTaByBa UJEHTUTETCKU CUMGOJI 32 KyJITypaTa Ha
e/lHO no/iHebje Ha efleH HapoJ, a KyJTypaTa Ha eJleH
HapoJ, e JAes Of, T0JIeMHOT CHHIHUD Ha Pa3/UYHUTE
KyJITypH HU3 CBETOT W ja JIONMOJIHYBA Taa KyJTypHa
Marna BO CBETCKHU PaMKH.

3ABEJIEIIKH

(1

[Ipesemeno ox: http://www.everybodys-song.net/inspiratio_
story.php 31.08.2015

JIUTEPATYPA

[1] CrojkoBa - CepaduMoBcka, Besnnka. ,Make0oHCKaTa BOKaJIHA
My3H4Ka TpaJMIiMja BO IPOLECOT Ha ONIITECTBEHATa TPaH3HU-
nyja of 80-TUTe roAMHM HA MHHATHOT BeK [0 JeHec”.
JokTopcka gucepranyja. JHY UHcTuTyT 3a doskiop ,Mapko
LlenenkoB“ - Ckomje, 2014

LiBeranoBa, ['anka. KyamypHume pasziuku u onuimecmeeHama
unmezpayuja / Maxedonuja nped u no Pamkosnuom 002060p.
Ckomje: VMHCTHTYT 3a €KOHOMCKM CTpaTerMd W MelyHapOJHH
onHocu - Oxpua, 2007

(2]
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Abstract: The Anti-governmental movements that emer-
ged in Macedonia in 2015 are considered to be the big-
gest Collective Action witnessed in the short history of
the independent country. In particular, there are two
major strands behind the wave of contention, namely:
Gragjanite za Makedonija and #Protestiram movement.
In this paper we aim to understand and present the col-
lective identity frames and the organization of the two
initiatives as outlined by the differences and similarities
between them in time of a piercing reshuffling of the
political landscape. As in both of the movements social
media played a crucial role in the process of dissemina-
tion of information in additon to the general inights, we
examine the digital material accumulated from the re-
spective websites, Facebook and Twitter accounts along
the process of the Public sphere reshaping. Accordingly,
the major element we focus on is the dynamism of the
collective identity frames in time of critical juncture.
Along the same lines we account for the ideology of the
movement, key players, target of the movement, type of
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change aimed for, communication strategy, slogans and
symbols.

Keywords: Collective identity frames, Hybrid Civil Society
organizations, Social movements, Social Media, Macedo-
nia, Political crisis

I. INTRODUCTION

In the past five years the frequency of protests has
significantly increased in Republic of Macedonia. While
the ‘protest scene’ was dominated by specific issue-
centered initiatives (e.g. protest against the new abor-
tion law, against police brutality, against government
project ‘Skopje 2014’ for reconstruction of Skopje city
center etc.), in the beginning of 2015 the emergence of
unprecedented wave of anti-government movements
has captured the interest of domestic and international
public. In particular, there are two major strands be-
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hind the wave of contention: Gragjanite za Makedonija
and #Protestiram movement. The anti-governmental
movements that emerged in Macedonia in 2015 are
considered to be the biggest Collective Action wit-

nessed in the short history of the independent country.

This paper adopts a dynamic perspective on the vi-
tality of civil society organizations within complex and
changing opportunity structures (Tarrow 2011). This
“fluidity in the movement of organizations across the

To answer this question we map and compare the
core characteristics of the collective identity frames of
the movements and account on the different trajecto-
ries they have embarked upon. By shedding a light

upon these puzzles we hope that we would contribute
to the understanding of the effects of external political
reshuffling for the identity of civil society organiza-
tions.

complex landscape of civil society and the periodic A. Emergence of key social movement organizations

changes in the polity [...] generates many hybrid forms”
(Hasenfeld and Gidron 2005, p. 102).

II. LITERATURE REVIEW AND RESEARCH QUESTION

The literature on civil society has been dealing ex-
tensively with the hybridization of organizations
(Minkoff 2002, Hasenfeld and Gidron 2005). Hybrid
organizations perform multiple purposes, promote
social values and identity, provide services and engage
in political activities. Moreover, these organizations
are a “deliberate mix of organizational forms bor-
rowed by from volunteer-run associations, social
movements and non-profit service organizations”
(Hasenfeld and Gidron 2005, p.98).

In this paper we are interested to understand how
the changing political landscape shaped the organiza-
tional responses of two key social movement organiza-
tions which dominantly organized the anti-govern-
ment ‘protest scene’ in Macedonia. More precisely, the
concrete question of interest is:

e How the two key civil society actors changed in
terms of their organizations and collective identity
frames during critical juncture?
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during ‘political crisis’

For critical juncture we take the period from the
beginning of the crisis in February 2015 until the end
of August 2015 when the opposition party Social Dem-
ocratic Alliance of Republic of Macedonia [SDSM]
stepped outside of the coalition Gragjanite za Make-
donija.The anti-governmental protests were mobilized
as a result of tapes releases, popularly known as the
“bombs”, by the opposition party. Since February 2015,
conversations between members of government
or/and leading actors in the party in power were con-
tinuously released. This marked the beginning of the
“political crisis” in Macedonia.

The tapes were presented as a proof for mass wire-
tapping of over 20 000 citizens by the Government of
VMRO DPMNE which is in power since 2006. The tapes
reveal wide scope of antidemocratic practices, ranging
from electoral frauds, abuse of duty and office, abuse
of justice system and state and private media, corrup-
tive practices (bribe-taking, violation of investigation
proceedings, clientelism) and among other, purposeful
covering up of the murder of young Martin Neshkoski
in 2011. After the release of new “bombs” spontaneous
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assemblies of citizens who demanded resignation of
the Government and democratization of institutions
would occur in front of public institutions buildings
(Government, Public Prosecution Office, the building of

the Macedonian State Television, the Parliament etc.).

The two most significant social movement organi-
zations were Gragjanite za Makedonija and the #pro-
testiram movement. The platform called #protestiram
emerged with similar repertoire of rituals, tactics and
slogans as the movement Against Police Brutality
(2011), calling for justice in the case of Martin Neshko-
ski and voicing dissent against undemocratic practices
of the Macedonian Government. Activists and support-
ers of the #protestiram movement gathered every day
at 18:00 pm to march a route that passed in front of
the key public institutions, demanding justice, resigna-
tion of the governing party, responsibility and democ-
ratization. The #protestiram movement was organized
and supported by members of Leftist Movement Soli-
darnost, CSOs representatives, Helsinki Committee,
Student Plenum members, independent journalists
and citizens.

On the 17th of May, the opposition leadership
called for mass anti-government rally, which was sup-
ported by a broad coalition of NGOs, informal groups,
civil society leaders, journalists and citizens gathered
under the name “Gragjanite za Makedonija” [Citizens
for Macedonia]. The coalition Citizens for Macedonia
comprised of the major opposition party SDSM, other
parties in opposition, Open Society Foundation Mace-
donia, numerous NGOs, citizen groups and communi-
ties who signed a joint declaration.

On the May of 17th, more than 60 000 people gath-
ered in front of the government building in the capital
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Skopje to demand resignation. The rally was supported
by citizens and actors who participated in protest
events organized by #protestiram, as well as by stu-
dents. This was the point in time when the different
stands of contention united. The coalition Citizents for
Macedonia decided to stay in front of the Government
building raising an anti-government protest camp. The
groups and citizens aligned with #protestiram did not
support this strategy and distanced themselves from
SDSM and the aligned civil society groups.

Solidarnost, one of the key movement organiza-
tions within #protestiram, since the May events has
moved towards more professionalized non-for-profit
type of organization, utilizing foreign funding for so-
cially engaged projects and employment of project
staff. In November 2015, members of Solidarnost and
active organizers of #protestiram has formed a leftist
political party, while the majority of members commit-
ted towards more institutionalized forms of political
activity within the civil society.

Gragajnite za Makedonija, formed as a wide alliance
of NGOs supported mainly by foreign donors attempt-
ed to become a wide citizen movement while being in
alliance with the opposition party. Since this had rela-
tive success, they have distanced themselves from the
opposition party and re-branded the movement under
a new moto: “Zasluzuvame podobro!”[We deserve bet-
ter!].

III. SOCIAL MOVEMENT IDENTITY FRAMES: CONCEPTS
AND ANALYTICAL FRAME

Social movements’ scholars use the notion of col-
lective identity in order to explain how social move-
ments sustain the engagement of members and activ-



Investigating Culture 3 /2019

ists (Fominaya, 2010, p. 393). Collective identity is a
theoretically fuzzy concept which poses methodologi-
cal challenges in empirical studies on social move-
ments. This concept has been used by scholars to ac-
count on cultural and socio-psychological mechanisms
of cohesion and sustenance of participation in social
movements.

The general understanding of collective identity re-
lated to social movements is that “collective identities
can be understood as (potentially) encompassing
shared interests, ideologies, subcultures, goals, rituals,
practices, values, worldview, commitment, solidarity,
tactics, strategies, definitions of the ‘enemy’ or the op-
position and framing of issues, [however]it is not syn-
onymous with and cannot be reduced to any of these
things.”(Fominaya, 2010, p. 398). We consider these
dimensions as tangible elements that help us grasp
collective identity in social movements.

However, making sense of the social world is not
necessarily an already established organized system of
values, such as ideology. Namely, having an authentic
worldview does not in all cases mean that one is ad-
herent to a particular ideological frame. In addition, we
believe that one can join a movement because of one’s
identification with the goals of the movement, rather
than with fellow members. Hence, we accept Poletta’s
(2001, p. 298) understanding that “collective identities
are in a constant interplay with personal identities, but
they are never simply the aggregate of ‘individual
identities”.

Furthermore, we are interested to understand
whether collective identity is something that can be
discovered outside the movement and beyond the in-
dividual narratives of the movement participants and
how this reflects to the general image of the CS in
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times of political crisis. However, following this logic,
it is not clear whether individual frames and identifica-
tion accounts are the only legitimate basis for under-
standing the movement identity or the identity is
something that emerges through interaction between
members and can be recognized from the outside.

Collective and individual identification are the two
sides of a same coin when studying identity compo-
nents of action, however they present different level of
analysis. In this paper we take the concept of Snow
(2001) of collective identity as being something shared
and connected to the collective (Fominaya, 2010, p.
394) and observable from the outside. In other words,
we take the ‘product definition’ of collective identity
which “refers to a sort of ‘shorthand’ reference point
for insiders and outsiders that encapsulates key
movement frames, issues, tactics, identities, ideologies
and orientations.” (Fominaya 2010, p. 397).

Collective actors such as social movements are ac-
tively engaged in ‘politics of signification’ (Benford and
Snow, 2000). The ‘short hand reference’ or the
shortcut to understand social movement’s collective
identity lays in the concept of collective frames. Social
movement frames simplify the meaning of “different
aspects of the world” in order to mobilize movement
participants by formulating what is wrong (diagnostic
framing) (Snow and Benford, 2000, p.614), what is the
solution for the problem and how it should be
achieved (prognostic framing) and who is to blame.
Framing processes are inherent part of identity con-
struction in social movements (Snow and Benford,
2000, p. 631).

There are case studies which “reveal that the prog-
nostic dimension is one of the primary ways in which a
movement’s SMOs differ from one another.”(Snow and
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Benford, 2000, p.617). However, the concept of frame
bridging can account for the alliance between the
movements in some major protest events.

IV. SAMPLE AND METHODOLOGY

In this study we analyze the websites and the plat-
forms, in particular the Facebook pages, of Gragjanite
za Makedonija and # Protestiram. Taking in account
the centripetal force of protest events, it is likely that
the same are scarcely followed and documented by
mainstream media (Adamoli, 2012). Moreover, in lack
of physical space to communicate the freedom of
thought, especially bearing in mind the time that we
live in-the Digital Era, it seems that ‘the use of online
media tools becomes fundamental to understand cul-
tural meanings (Adamoli, 2012: 7). Furthermore, social
media reliability is attested by market researchers (La
Rosa, 2013) who utilize social media as core resource
for qualitative research on determining early trends.
Accordingly, to understand the Collective identities of
the movements, the focus on available online data is
crucial.

Building on the above elaborated point, Habermas
(according to Adamoli, 2012) defines the public sphere
as a forum for communicating that offers the basis for
civic engagement and participation in the process of
social decision making. Platforms such as Facebook
put the concept of Public sphere in function by provid-
ing a space for civic participation and engagement.
They also serve as a space for connecting with the
broader community. The character of the virtual spac-
es makes it a valuable resource in analyzing collective
identities geared through civic engagement.
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As Facebook generates traffic of more than 900 mil-
lion users (‘Facebook traffic’, 2012, Pepitone, 2011,
according to Adamoli, 2012) it is mounted to be the
leading networking service and ‘it carries collective
power’ (Adamoli, 2012:1) outpacing flicker, tumbler,
youtube or twitter. Hence, the same is considered the
major source for generating the data in this study. Sec-
ondly, websites of Gragjanite za Makedonija and #Pro-
testiram are taken in consideration. Overall, looking in
the communication strategy that constructs the identi-
ty framework of the movements as a public sphere
where people connect to the broader community, we
analyze the portrait of the movements illustrated on
their websites and facebook pages. The last are viewed
as a virtual public sphere, effective in its outreach to
offline social engagement (Adamoli, 2012).

Most of the qualitative research on online data em-
ploys qualitative content analysis and semi-structured
interviews (Adamoli, 2012), where the qualitative con-
tent analysis entails the dissection and interpretation
of messages, pictures, and videos posted by users for
the purpose of articulating their stance while creating
the collective identity frame. The analyzed data, as
practiced in the qualitative tradition, is later used for
generating grounded theory. As most of the analysis on
social movements revolve around the western cultural
milieu, the systematic approach to understanding the
movements that happen in the other parts of the world
deem necessary. Adopting the qualitative approach,
this study applies the interpretative framework for the
analysis of a non-western contemporary social move-
ments.

V. ANALYSIS
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In terms of collective identity frames and organizai-
ton, the main difference between the two movements
lies in their prognostic frame and identification of the
protagonists of change. For Gragjanite na Makedonija,
the protagonist of change is the main opposition party
and for #Protestiram, the protagonist of change are
the citizens and CSOs. For instance, on their respective
platforms, most of the Gragjanite za Makedonija’s
communication is revolving around emphasizing the
malpractices of the prime minister, whereas #Pro-
testiram is mostly focused on exclaiming the need of
democratic institutions and a solid methodology of
governing that resonate with the authentic needs of
the citizens.

Along the same lines, the examined communication
on the platforms shows that the exchange of opinions
and the messages in the Gragjanite za Makedonija
space usually prime at least one issue that was widely
discussed in the political arena between the ruling
elite and the opposition party. On the other hand, in
the #Protestiram pool of comments and texts the main
train of thought goes in line with enhancing and main-
taining a negative emotion and perception towards the
Public institutions and the methodology of governing
at the time. Generally, the difference lays in the way
narratives are ‘stitched together’ and the discursive
processes of frame articulation.

As mentioned before, the process of frame bridging,
or accentuation of the diagnostic frame at one point in
time aligned the two movements together (17th of
May 2015). Following the departing point of this pa-
per that participation in protests and facing repression
can build ties between social groups and movements
through solidarity and shared memories (Flesher Fom-
inaya 2010; Hirsch 1990), the digital material analysis
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from the period show homogenization of the words
and logic in the platforms communication. Namely,
both of the discourses sparkle the understanding of
the need for unification and introduce artistic initia-
tives to convey the message. To conclude, the facing of
the repression, as proposed in the referred bulk of lit-
erature, places the groups on the same side of the
fence. This is the case with May the 5th when police
used disproportionate force on protesters. Since May
the 5th until May the 17th the movements’ proximity
was highest in terms of diagnostic frames.

Later on, the groups distanced again. This second
process of departure was reflected in the different
communication strategies embarking on mainstream
as opposed to alternative interventions in the public
sphere. In the similar vein, this approach was mainly
manifested in the cautiousness of #Protestiram with
the predominantly ‘political’ language, visual and writ-
ten. Gragjanite za Makedonija key actors used lan-
guage in line with the dominant values which # Pro-
testiram criticized as conservers of the undemocratic
institutions.

Nevertheless, the consistency of both of the groups
related to the immediacy of their similar diagnosis of
the social situation contributed to the nurturing of the
similarity in the identity frames, especially the diag-
nostic. Likewise, both movements articulated broad
‘democratization’ master frame, with rhetorics focused
on human rights, good governance (Poletta, 2001),
during the time of critical juncture.

Further on, with Solidarnost moving towards more
professionalized non-for-profit type organization and
potentially a leftist political party, and Gragajnite za
Makedonija, forming as a wide alliance of NGOs , re-
branded in a new movement and publically distanced
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from the opposition party, the changing nature of the
CS landscape is visibly depicted. In this period of
transformation the communication on both of the plat-
forms has decreased.

In a nutshell, we mapped the identity frames in the
digital discourses encompassing information on key
events and dates, ideological framework, aims and
goals. These discourses outline the hybridization of the
organized forms of participation of the Macedonian
CSO in time of the 2015 critical juncture, hybridization
that supports the theoretical approach highlighting the
dynamic properties of the CSO collective identity
frames and organization, portraying CSOs as ‘dynamic
entities’ (Hasenfeld and Gidron 2005, p. 109).

VI. CONCLUSION

In this paper we examined the changes in the or-
ganziation and the collective identity frames of the two
main civil society initiatives at time of 2015 political
crisis in Macedonia. The last are noted to be the most
significant wave of contentious Collective action in the
short history of independence of the country. To un-
derstand the reflection of the political reshufling on
the civil society landscape, we looked at changing col-
lective identities and hybridization of the civil society
orgazniations.

The complex reshaping of the organization and the
collective identiy frames of the initiatives, merging and
distansing at various points of the trajectory of the
crisis showed the effect of external poltical dynamics
on the identity of movement organizations. The digital
communication of the separate initiatives present such
logic that contibutes to the understanding of their
changing diagnostic and prognostic frames. In general,
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the digital dynamic articulations of the members
commitment and mobilization process brings evidence
in support of civil society changing collective identity
frames and organzation in time of external political
calving, thus subscribing on the idea that highlights the
importance of memory and the palpability of the con-
tinuity in the third sector.
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Abstract: In the modern world identity is not synony-
mous with the agenda. As an example of this I am using
the heavy metal culture. Traditionally, cases like heavy
metal were analyzed as subculture and subcultural iden-
tity. Subcultures were mostly interpreted as subversive
political-economical entities with the common agenda.
Besides, the early research on subcultures interpreted
them and ‘modern primitives’ with syncretic under-
standing of aesthetic, political and economical. The
common ground for heavy metal identity is far from po-
litical, nor is it syncretic. In it's base metal community is
thoroughly modern and relies on modern aesthetics. It
relies upon is the Early Modern division of beautiful and
sublime. It doesn’t mean that metal is not political or
that metalheads do not use their identity in political
field. If we look at the particular regional scenes, there
often is a very pronounced local agenda. Overall this
idea relies on the specific view of modernity as a discon-
nected set of elements that in the European history often
conflicted with each other. Despite the contemporary
attempts to produce the common lineage to the ideas of
democracy, human rights, capitalism and nation-state,
historically these ideas were never a part of a single
Modern project. They arose in the competing projects in
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different times. It could be a mistake to think of identi-
ties as primarily political constructs. Most of the identi-
ties are based on the completely different foundation. In
the local context, however, the particular identity is of-
ten used as a rallying banner for a particular cause, pick-
ing up other big narrative and pre-narrative construc-
tions that are compatible with its own foundations.

Keywords: Identity, agenda, aesthetics, sublime, heavy
metal

In social and political sciences it is commonly held
as an axiom that common identity means also a com-
mon political or social agenda. This axiom either caus-
es the futile attempt to find an underlying common
agenda where one is not obviously seen, or makes the
researchers to perceive such identities as lacking or
not fully formed.

In my work I seek to use the example of one of the
musical, aesthetic identities to show while the agenda
is the product of a particular local context, the identity
results from some other, not less strong unified force.
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The example I am using is the contemporary metal
music community.

Most commonly, communities such as metal com-
munity are defined as 'subcultures' and the 'subcultur-
al' identity is analyzed. In one of the most influential
works for the analysis of the contemporary music
communities, his Subculture: The Meaning of Style [1],
Dick Hebdige had interpreted subcultures as youth
movements of social and economic protest in the con-
text of the class relations. For him, common social
agenda and not the music was the focus of the punk
subculture he researched. Later works by other au-
thors tried to extend his conclusions on other subcul-
tures as well and, essentially, match any of the music
subcultures to a particular ideology. Another interpre-

tation of subcultural is born of the theories of Maffesoli.

In his view, both the common identity and the common
agenda are born of neo-tribal communal feeling.

Even the latter works that discard the notion of the
subculture itself for musical communities, continue
trying to find a unifying agenda for them.

The reality of the contemporary metal music com-
munity casts doubt on such interpretations of agenda.
The global community contains a huge number of par-
ticular local musical scenes. Each of them exists in
their particular local context and is associated with

certain range of social, political or economical opinions.

The foundations of these opinions can be directly con-
tradicting to each other, which, in turn, can create an
impression that the global metal community is just the
illusion, and local scenes are 'homonymous' to each
other, identical in the name, but fundamentally differ-
ent. This would not be a true conclusion, however. Lo-
cal scenes take part in the global project of metal mu-
sic. The bands from different regions influence each

other musically, while the listeners consider them-
selves the members of a single global culture.

The basics of this culture lie not in the common po-
litical or social agenda, neither in the tribal conflict of
them vs. us. In essence, metal music is a thoroughly
modern and is based on the aesthetics of modernity.
When speaking of the aesthetics of metal, we should be
aware of the evolution of the genre and the changes of
the last decades. In 70ies and 80ies, as the genre was
forming, it was mostly based on the musical conven-
tions of hard rock music and randomly employed the
quotations from the then popular horror movies. As
the genre developed, however, the artists used the in-
fluences from the even increasing corpus of visual and
literature texts. The resulting outline of the genre
could seem contradictory. On one hand, the genre has
a codified canon, a set of the influential musicians,
whose authority is beyond doubt. On the other hand,
originality and novelty are encouraged - as long as
they do not overstep certain boundaries. These
boundaries are the subject of much discussion. In my
other works [ have been trying to explain and define
them using the division between beautiful and sublime
inherent in modern aesthetics. In my opinion, 'metal’
as a quality of the music lies in the same boundaries as
'sublime' defined by Burke. This particular feeling of
shared aesthetic boundaries, of sublimity of their mu-
sic, is what unites metal fans globally.

It doesn’t mean that metal is not political or that
metalheads do not use their identity in political field. If
we look at the particular regional scenes, this global
identity is often employed on behalf of a very pro-
nounced local agenda. Currently there is a number of
researches of local metal scenes, which discover how -
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keeping the same aesthetic - metal functions different-
ly in local contexts.

In his book Heavy Metal Islam [2] Mark LeVine
studies the specifics of metal scenes in the countries of
Muslim world. Of particular interest is his attempt to
connect the social situation in each particular country
and the characteristics of the musical scene that ap-
pear as the answer to this situation.

In the Moroccan scene LeVine emphasizes the reli-
gious position of metal fans. Despite the usual anti-
religious pathos of metal, for Moroccan metalheads
metal is not the tool of fighting Islam, but a stimulus
for it's reinterpretation. In the discussion between
fundamentalism, traditionalism, pro-westerners and
reformists, they occupy the least popular but the most
promising position of reformist Islam. Metal music for
them is one of the routes to the secularization of Islam
from the inside.

At the time the book was written, Egypt was under
Mubarak's rule. According to LeVine's description,
Egyptian metalheads purposefully avoided blatant po-
litical protest, it being almost impossible for the al-
ready discriminated scene. Instead, they concentrated
on the psychological help for surviving dictatorship.
Saying that in this society it is impossible to find peo-
ple without a psychological trauma of some kind,
Egyptian metalheads turn metal music and events in a
practice that is strongly reminiscent of the traditional
practice of demon banishing.

Of special interest is the analysis of metal scene in
Palestine and Israel. Significant example in the situa-
tion of the permanent war in the region is the Israeli
band Orphaned Land that has members of mixed Jew-
ish and Arab descent. Unlike other bands of the region,
they explicitly include in their music and texts Muslim,

Jewish and Christian themes and influences. On the
example of the Orphaned Land and several other less-
er well-known bands, LeVine shows how metal scene
in Israel and Palestine is one of the few spaces where
Jews and Arabs communicate and work together.

The work of Idelber Avelar is dedicated to the Bra-
zilian scene [3]. The specifics of Brazilian metal-scene
is determined by the overall political situation after
the fall of dictatorship in 1985. Metal music was then
criticized from two sides, from the right for the disre-
spect of tradition and risky topics and from the left for
the lack of political consciousness and protest. Avelar's
article is mostly centered on the art of one band, one of
the most significant for Brazilian metal scene, Sepultu-
ra. He underlines the constant development of the
band, it being 'the step ahead' of the critics who tried
to explain their music with the existing theories. This
fluidity lets him describe Sepultura as socially critical,
but not concentrated on a single vector of outright po-
litical protest.

Initially, both music and lyrics of the band were
significant as the signs of the opposition to the con-
struction of a new total national idea - Sepultura were
singing in English and discarded all the tropes of popu-
lar Brazilian music. Starting with the critics of Christi-
anity in the first album, they moved to the analysis of
alienation and social pathologies and then to the global
social critique. After achieving the international re-
nown, Sepultura had returned to their argument with
the Brazilian national project as embodied in the music.
One of their most significant albums, Roots, doesn't
employ the tropes and motives established by the Bra-
zilian popular and folk music, and instead assembles
it's own set of influences taken from the indigenous
and local black music. This way, Sepultura's music not
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only marks a distinct position in the discussion on Bra-
zilian national identity, it also codifies musical tropes
and modes of discussion for other musicians from
Third World countries.

The research of Turkish metal by Pierre Hecker [4]
is devoted not to a single band, but to Turkish metal
scene as a social occurrence. He also describes the re-
lationships between metal and Turkish national pro-
ject. As in the case of Brazil, in Turkey there also exists
it's own codified musical language. As in Brazil, metal
in Turkey started with lyrics in English and European
style music, only later working on the traditional mu-
sical themes and including them in the canon of the
genres.

Despite these similarities, there are also significant

differences between Brazilian and Turkish metal scene.

According to Hecker, in Turkey metal stands in the
opposition not to the Turkish national project, but to
the everyday Islamic and pseudo-Islamic traditional-
ism. He is especially interested in how traditional for
metal anti-Christian and 'Satanic' themes are per-
ceived in predominantly non-Christian Turkey. Despite
strong Scandinavian influences, Turkey doesn't have a
single discourse of right-wing nationalist anti-
Christianity. Rather, the members of the scene various-
ly employ anti-Christian themes and symbols as stand-
ins for anti-Islamic symbols, as the signs as seculariza-
tion and just as the common signs of the musical genre.

The second problem that is significant for Turkish
metal scene is a gender problem. Hecker analyzes tra-
ditional patriarchal Turkish morality - and namely the
opposition of 'men's honor' and 'woman's shame'. The
honor lies in the ability to protect one's woman, the
woman on the other hand has to protect herself, oth-
erwise she is 'shameless’.

In the metal scene the notions of honor and shame
are not that significant. Moreover, for the significant
number of women the scene becomes the space of bla-
tant protest against the gender roles. Thus in Turkish
context, metal scene gives a secular space, allowing the
religious and antireligious views to coexist, at the same
time also letting both men and women to perform non-
traditional gender roles.

Such variations of global metal identity can be
found in other local contexts. A significant segment of
metal culture in Scandinavian, Baltic and East Europe-
an region is connected with local right and ultra-right
groups and anti-immigrant sentiments. In North-
American context metal is primarily tied with left cri-
tique and various ecological movements. Polish metal
scene is centered on creating a space independent of
the prevalent conservative Catholicism. In Japan metal
becomes one of the areas of female protest against the
strict gender roles and traditional regulation of emo-
tions.

The goal of my work, however, is not only to cata-
logue the local variations and agendas of global metal
identity. The ability of a single identity to play out dif-
ferently in different local contexts hints, in my opinion,
at the deeper implications for the structure of the mo-
dernity. Overall this idea relies on the specific view of
modernity as a disconnected set of elements that in the
European history often conflicted with each other. De-
spite the contemporary attempts to produce the com-
mon lineage to the ideas of democracy, human rights,
capitalism and nation-state, historically these ideas
were never a part of a single Modern project. They
arose in the competing projects in different times.
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This is the reason, why metal community, as a
community founded on a distinctly modern aesthetics,
can in different regions serve as a conduit for different,
sometimes contradicting modern ideas. It could be a
mistake to think of identities as primarily political con-
structs. Most of the identities are based on the com-
pletely different foundation. In the local context, how-
ever, the particular identity is often used as a rallying
banner for a particular cause, picking up other big nar-
rative and pre-narrative constructions that are com-
patible with its own foundations.

[1]
[2]

(3]

(4]
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Abstract: Based on fieldwork involving unobtrusive ob-
servations of adolescent prisoners participating in a
cognitive-therapy program, this paper engages recent
debates on the nexus between “culture” and criminal-
ized behavior. While much of the literature in this area
suggests that young men possess distinct cultural “rep-
ertoires” that separate them from mainstream society,
we find that adolescent prisoners often frame their crim-
inalized behavior by ideas that feature prominently in
mainstream US culture. Study participants also mani-
fested common adolescent aspirations, such as the de-
sire for wealth, status-conferring commodities, and the
ability to fulfill the “American Dream.” This suggests that
if we wish to understand how culture shapes criminal-
ized identities and behavior, we may be better served by
theorizing the former as an objective property of social
structure.

Keywords: Culture, Identity, Crime, Youth

INTRODUCTION

This article is about mainstream American culture
and how it accompanies the criminalized behaviors of
racially marginalized and incarcerated young men
from urban settings in the United States. This social
group is heavily excluded from labor markets and
over-represented in incarceration figures (Wacquant
2001; Western 2006; Western and Wildeman 2009).
Since the 1950s, some academic and popular strands
of thought have argued that the troubles of poor young
men are a consequence of adopting “subcultural”
worldviews. This line of thought has recently been re-
configured by sociologists who have turned to cultural
categories, such as “frames” and “repertoires,” to make
sense of persistent urban problems.
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Based on fieldwork conducted inside a jail that
houses adolescents from an inner-city in the northeast
of the US, we show that deviant behavior does not nec-
essarily follow from cultural marginalization. On the
one hand, the peer-group norms of young prisoners,
and the criminal behaviors they are likely to rational-
ize, are consistent with ideas that are prevalent within
mainstream US culture. On the other hand, the adoles-
cent prisoners that we observed embrace common
desires for wealth, status conferring commodities, and
a lifestyle that approximates the “American Dream.”

Our research suggests that adequately theorizing
the relationship between cultural factors and deviant
behavior requires revisiting a tradition of thought that
construes culture as a structural force, thereby avoid-
ing the tendency to reduce it to a series of internalized,
individual attributes. In what follows, we extend this
line of thought by underscoring one of its most pro-
found, yet rarely discussed, implications: the necessity
for a critical interrogation that focuses not only on
general economic conditions, but broader cultural
forces as well.

COMPETING NOTIONS OF CULTURE
AND CRIMINALIZED BEHAVIOR

Theoretical debates concerning the culture of so-
cially marginalized groups have been taking place
since the 1950s. In criminology, Walter Miller (1958)
suggested that there is a distinct lower class culture
that fosters criminalized behavior among young men.
The sociological analogue of Miller’s position is repre-
sented by the work of Lewis (1966, 2002) and Moyni-

han (1965), who suggested that capitalist economies
often generate a “culture of poverty” among lower
social classes.

In the 1980s and 1990s, Wilson (1987, 2010) and
Anderson (1990) made similar arguments. In their
accounts, deindustrialization in the United States
throughout the 1960s and 1970s disproportionately
affected black neighborhoods by eradicating relatively
secure jobs. As a result, middle class blacks fled to the
suburbs and this opened up a moral vacuum. The exo-
dus of middle class values, combined with growing
joblessness, fostered the development of a “code of the
street” that facilitated the reproduction of inner-city
poverty (Anderson 1990, pp. 57-69; 1999, pp. 145-150;
Wilson 1987).

More recent scholars have continued to consider
how culture matters by turning to concepts such as
frames (Goffman 1974; Shutz 1962), repertoires (Di-
Maggio 1997; Swidler 1986) and cultural capital
(Bourdieu 1984; DiMaggio 1982; Lamont and Lareau
1988). The outcomes that follow from these sources of
theoretical inspiration were recently highlighted in a
special issue of The Annals of the American Academy of
Political and Social Science. In his analysis of how men
define a “good job,” for example, Alford Young, Jr.
(2010) finds that social location and past experiences
generate specific world-views about work, and that
these shape behavior within labor markets. In the
more particular context of young men and their partic-
ipation in criminalized behaviors, Ilan (2010) finds
that young men subscribe to non-mainstream, subcul-
tural worldviews, but that these are a product of social
exclusion. Similarly, Sandberg’s (2008) analysis of
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young violent men in Oslo, Norway suggests that they
are led into a “street culture” that is governed by a
quest to accumulate “street capital.”

According to Steinberg (2011), however, the turn
to repertoires, frames, and re-workings of Bourdieu’s
“capital,” repackages the “culture of poverty” thesis. He
argues that once broader economic conditions are rec-
ognized as the primary cause of inequality, any subse-
quent focus on the cultural ideas of poor people is re-
dundant (Steinberg 2011).

In the midst of such debates, there stands a long
tradition of thought that considers the significance of
culture without “blaming the victims” for their prob-
lems. In Merton’s (1938) account of “innovative” be-
havior in the US, culture was treated as a structural
force that emphasized the importance of acquiring
wealth. Drawing on Veblen’s (1899) notion of conspic-
uous consumption, Matza and Sykes (1961) theorized
“deviant” orientations as an appropriation of the “sub-
terranean values” that animate the leisure activities of
dominant social classes.

Broadly consistent with the work of Liebow (1967),
Hannerz (1969), and Young (2003, 2007), Nightingale
(1993) also adopts a critical approach to the problem
of culture. He shows that contemporary inner city
youth are excluded from the economy, yet deeply im-
mersed in a popular American culture that is saturated
with racist images and stereotypes, glorifications of
interpersonal violence, and hyper-masculinity. This
two-pronged relationship to the economy and culture
leaves the urban poor wrestling with a contradiction
that refuses any satisfactory solution: while excluded
from the realm of work they are bombarded with cul-
tural ideals that presuppose disposable income. In
such a context, crime often represents an attempt to

address the suffering caused by being compelled to
live with this structurally induced contradiction
(Nightingale 1993; Young 2003). Consistent with criti-
cal analyses of cultural industries (Adorno and Hork-
heimer 2002), Nightingale emphasizes that these as-
pects of American culture are a product of corporate
interests and that they are routinely propagated via
advertising, television, film, radio, and music.

Through an empirical focus on adolescent prison-
ers, this research builds upon such approaches and
suggests that if we are interested in determining how
“culture” shapes deviant behaviors, we stand to benefit
by conceptualizing it as a structural force in the lives of
young people, one that plays a profound role in shap-
ing their sense of self. Taking such a step also helps to
address one of the main shortcomings of the literature
in this area: while economic conditions are consistent-
ly analyzed, often leading to calls for job creation (Wil-
son, 1987; Anderson, 1990; Holzer, 2009), dominant
cultural values are rarely subjected to the same kind of
critical scrutiny. While we certainly need policies that
favor job creation, we also need a fundamental critique
of the cultural dimensions of capitalism.

OBSERVING ADOLESCENTS FROM DISADVANTAGED
BACKGROUNDS

The “inner reconstruction project” (IRP)! is a ther-
apeutic course available to adolescent prisoners at the
“John Doe Youth Center” (JDYC), a facility situated
within a major urban area of the United States. Based
on the “Harrington curriculum,” which utilizes a cogni-
tive-behavioral approach to overcoming addiction to
drugs, alcohol and criminal activity, the IRP is imple-
mented by specially trained captains and correctional
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officers. The staff of trained personnel is responsible
for admitting adolescents from other sections of the
prison in to the program and monitoring their
progress. The screening procedures require that pris-
oners write an essay outlining why they would like to
participate in the IRP. Once this has been done, the
captain and/or a correctional officer will interview the
prisoner. Depending on the prisoner’s essay and re-
sponses, the staff will either admit him to the program
or refuse entry.

Those in the IRP program participate in two group
therapy sessions each weekday (i.e., 10 sessions per
week, with no therapy sessions on the weekends).
Each session is based on a topic that has been adapted
from the Harrington curriculum. As part of a much
larger project that sought to evaluate the effectiveness
of the IRP, we were able to sit in these group therapy
sessions as non-participant observers. We spent ap-
proximately 80 hours in the field and observed 30 ses-
sions. Observations were conducted in the summer
months of 2010. On most visits to the adolescent de-
tainee center, two therapy sessions were observed,
each lasting about one hour.

We were permitted to use a pad and pencil to take
notes during the sessions. Focusing primarily on their
conversational nature, we attempted to create an accu-
rate transcript of what was said as sessions unfolded.
Each observational period yielded 8 to 10 pages of
typed notes, which were bound to create a book con-
sisting of 130 pages.

We then coded this data by identifying common
patterns and recurrent themes. In an effort to ensure
reliability, two researchers analyzed the data and cre-
ated code lists separately. Importantly, both coders
identified similar categories in the discourse of prison-

ers. While the similarity of codes generated inspires
confidence in our analysis, it is worth noting some lim-
itations of the data. The first stems from what we
would characterize as a general dynamic between cor-
rectional officers and prisoners, a dynamic that
emerges given the status positions of each social group
within this particular context. During the observations
it quickly became apparent that the correctional offic-
ers dominate the group sessions. Of course, by virtue
of the role they are expected to play, which is essen-
tially one of re-socializing the prisoner, it is not sur-
prising to find that they do most of the talking.

A second limitation stems from the presence of
non-participant observers. The issue here is whether
the knowledge of being observed changed the dynam-
ics of sessions and what the actors were prepared to
reveal about themselves. While there is no easy way to
resolve this dilemma, we believe that several factors
worked to reduce the possible effects of our presence.
We were, for example, very transparent about our re-
search purposes. We explained to correctional officers
and prisoners that we were interested in identifying
what transpires in group sessions and the strengths
and weaknesses of the IRP for the sake of improving
the program if necessary. Spending a considerable
amount of time in the field also allowed us to develop a
rapport with many correctional officers and prisoners.
After a few visits to the youth facility, conversations
between the correctional officers researchers were
relaxed; many prisoners would acknowledge our pres-
ence by waving or nodding their heads. On several oc-
casions, we were able to talk to individual prisoners
informally. During these moments, the latter would
often share their life story and how they ended up at
the John Doe Youth Center. Given this development of
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rapport, we think it unlikely that the behavior of cor-
rectional officers and prisoners was substantively al-
tered by our presence, but we cannot be sure of this.

We have given study participants psuedonyms and
differentiate correctional officers from prisoners by
preceding statements with “CO” or “PR” for each group
member.

THE CULTURAL WORLDVIEWS AND SUBJECTIVE DISPOSITIONS
OF ADOLESCENT PRISONERS

Before elucidating the ways in which our respond-
ents are intimately connected to mainstream US cul-
ture it is worth re-emphasizing that our analysis and
conclusions concern poor, young marginalized men
who engage in criminalized behaviors, a population
that has occupied a prominent place among scholars
interested in cultural identities and deviance. We ex-
plore several themes that embody how our respond-
ents manifest attitudes and beliefs that reflect compo-
nents of dominant US culture. We begin by focusing on
how deviant behavior is often framed by mainstream
cultural scripts before moving on to consider the use of
violence, fantasies of consumption, and pursuit of the
“American Dream.”

A. Non-normative and Criminal Behavior Framed by
Mainstream Cultural Scripts

Prisoners often frame the commission of their
criminal acts by drawing from ideas that circulate
widely throughout US society, as is evidenced by the
following extracts from our fieldnotes:

CO: OK, so you're on your way to a job interview.
But, a long time friend comes along and tells
you to skip the interview because they’'ve got a
hussle. The [criminal] hussle will pay more than
the job. Who can say no to that?

PR Lou: If I don’t have a job then I'm gonna take
it [the criminal opportunity]

PR Rob: But aren’t you on your way to a job in-
terview?

PR Lou: Yeah, but it’s only an interview. You
might not get the job. It could be easy cash. It’s
all about survival. I'm not ignorant; I rob because
I need to survive

CO: What about the people you hurt?

PR Lou: Survival of the fittest

(Field notes, July 22, 2010; emphasis added)

PR Brandon: I wanted independence, so 1 sold
cocaine since 14. [ can’t say I'll stop. It’s a sleazy
way to do shit, but...

CO: I respect honesty, but you're bound to come
back here

(Field notes, July 19, 2010; emphasis added)

CO: You said you had to commit crime. Why?

PR Marlon: Need money to support the family,
especially being a man

(Field notes, July 29, 2010)

In the first dialogue, the act of robbery is motivated
by a sense of risk and uncertainty regarding an indi-
vidual’s very existence. Insofar as it acts in an exclu-
sionary manner, the legitimate labor market is posited

109



Investigating Culture 3 /2019

as the source of this risk - “you might not get the job.”
While this surely represents an inversion of the usual
order of things in which regular employment is seen as
the best guarantee to security, it is very conventional
in that it prioritizes notions of “risk management” or
“risk minimization.” Further, the tropes of “survival”
and “survival of the fittest” have obvious Darwinian
undertows, a scientific (and political) body of thought
that has been appropriated by many social groups to
advance their interests.

While the second dialogue also hints at the themes
of “necessity” and “survival” (selling cocaine is sleazy,
but...), the prisoner’s prioritizing of “individual inde-
pendence” brings him well within the orbit of conven-
tional cultural codes. In its more common form, this
idea is summarized in maxims such as “you have to
stand on your own two feet.” In a manner comparable
to the notion of “risk management,” this commonplace
idea is being put into practice in the unconventional
manner of selling cocaine. Consistent with the findings
of Benoit et al (2003), it could be said that a conven-
tional code is fostering the deviant behavior.

In the third example, criminal conduct is framed by
the idea of “supporting the family” via the provision of
money, which is understood as a male prerogative.
This kind of monetary support links “being a man”
with the enacting of social relationships in which
women and children are dependent upon men in im-
portant respects. Almost needless to say, such a notion
of manliness reiterates the once culturally dominant
idea (or so we would like to think) that the role of a
man within the family unit is that of “breadwinner,”

the source of financial support (Seccombe 1986; Con-
nell 1995).

B. Violence to Address Problems

The use of violence to address problems is an am-
biguous category. On the one hand, violence is often
denounced explicitly in public discourses; on the other,
it is a prevalent aspect of many of the movies and tele-
vision programs produced and widely disseminated by
the US culture industry. Further, violence is a key in-
gredient to other forms of mass culture, such as popu-
lar music and video games.

In his persuasive ethnographic study of a disadvan-
taged neighborhood in Philadelphia, Nightingale (1993:
168-185) demonstrates how the use of violence is ul-
timately sanctioned by the US culture industry - and
glorified by the social deference shown towards the
military - and how the predisposition to act in a vio-
lent manner is subsequently internalized by poor inner
city kids as a “compensatory masculinity” that allevi-
ates feelings of pain and humiliation. Our observations
lend further empirical support to Nightingale’s incisive,
but often overlooked, analysis:

PR Abe: You can go to college, get a job and all
that. But if someone violates my mom, I'll take
care of it. | ain’t got no problem sitting in here
[prison]

(Field notes, July 13, 2010)

CO: Who knew what they were getting into?
Who knew about 25 years? That your girl would
leave you?
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PR BeeBee: Sometimes you are forced into it. If
someone shoots at me [ have to shoot back. As a
boy, as a young man, some things you just can’t
let slide

(Field notes, August 2, 2010; emphasis added)

PR Lou: What's your code?

CO: Responsibility; family first. Feed my kids
and be loyal to friends and co-workers

PR Lou: If your son was wanted for murder and
there was a reward for him, what would you do?
CO: I'd turn him in. If my son kills your mom,
what would you want me to do?

PR Lou: I'm gonna kill your son...

(Field notes, August 2, 2010)

In their advocacy of using violence to resolve inter-
personal problems, our prisoners echo some of the
themes already analyzed and posited as stemming
from broader cultural features of contemporary US
society. There is a strong sense of obligation and acting
in an “honorable” manner towards family members,
especially women (“If someone violates my mom, I'll
take care of it”). The male role is again understood as
one that demands occupying a position of provider for
dependents. In this instance, women figure as vulnera-
ble and dependent upon men'’s use of violence for pro-
tection. That this use of violence is intimately related
to notions of masculinity is clearly evinced in the claim
that it is “as a young man” that you cannot allow “some
things to slide.”

In each of these examples the prisoners are also of-
fering statements that elucidate the extent to which
vigilantism is readily accepted. It is perhaps worth not
ing that the prisoner who said “I'm gonna kill your son”

did so without any hesitation. While vigilantism, an
“eye for an eye,” and so on, are certainly leitmotifs of
many action films - Charles Bronson’s “oeuvre” imme-
diately comes to mind - they are also grounded in a
profound mistrust of the criminal justice system. Cul-
ture, and perhaps experience, teaches that “the system”
cannot deliver justice. Like Charles Bronson, you might
be better off embracing a “do-it-yourself” philosophy.

C. Fantasies of Consumption

Conspicuous consumption was another prominent
theme in our field notes, especially during discussions
about money and future earnings. One facet of living in
a capitalist society is a felt need to acquire social status
and power, which can be accomplished through super-
fluous spending and symbolic forms of consumption
(Bataille 1989; see also Bourdieu 1984; Veblen 1899).

That the prisoners we observed had accepted the
legitimacy of status acquisition through consumption
is clear from our data. Correctional officers often asked
prisoners to think about their future and what they
wanted out of life. The following is representative of
the responses typically given:

CO: Tell me what your life will be like at 45.
Paint me a picture.

PR George: Couple of grey hairs; hopefully a
business; a home; a couple of Jags, a Porsche. |
want to start my own airline

PR Lou: Maybe work with my uncle who is an
architect. I want 3 cars

PR Phil: I'll be wearing suits. | want to be a CEO
and work in the music industry
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PR Mario: I want to be a bricklayer and go to
Florida. I want to have a Ferrari

PR Jack: Few car dealerships. [ want 4 Kkids; a
house; some classic cars

PR Mack: [ want to be an actor; get into the mu-
sic industry. I want 4 kids; 5 cars

(Field notes, July 6, 2010; emphasis added)

While the specific objects of affection being re-
ferred to may reveal nuances in taste, the desire for
“fancy” cars, expensive clothing and fame - ideally se-
cured through prestigious occupations - indicates that
prisoners are much like any other American adoles-
cent moving through their teenage years - perhaps
even many adults.

We would argue that the very notion of status
through conspicuous consumption is inherently prob-
lematic. For status to be meaningful, and for objects to
communicate difference, it must be the case that con-
spicuous items are unattainable by most: if everybody
can afford a Porsche, then it will struggle to operate as
a marker of distinction. But unlike other social groups,
poor inner-city youth are doubly disadvantaged in
their embrace of capitalism’s fundamental cultural
aspects. The imperative to conspicuously consume -
an impossible demand for the vast majority of society
to satisfy - is a source of further tension because of
exclusion from the primary labor market (Steinberg
2011).

D. American Dreams
When asked to envisage their lives several decades

into the future, prisoners gave responses that involv-
ing unlikely scenarios, making them appear closer to

fantasy than possible reality. However, when asked by
correctional officers to identify concrete plans and rel-
atively short-term goals, it was various elements of the
“American Dream” that occupied a prominent place in
their understandings of a satisfactory life. In this con-
text we understand the “American Dream” to revolve
around home ownership, family, and access to educa-
tional opportunities that, in turn, lead one into the paid
labor force (Messner and Rosenfeld 2001).

While our data reveal that prisoners desired decent
neighborhoods and a supportive family environment,
it was the desire to finish school and secure a decent
job that prisoners repeated most often:

CO to group: What's your plan?

PR Sparky: Finish school and then go to trade
school to become an electrician

PR Col: Finish school and enter the NAVY ser-
vice

PR George: Finish school and go to college to
study aviation

(Field notes, July 6, 2010)

CO to group: What's your plan for the future?
PR Skinny: Find me a girlfriend; get a job; get
my GED; become an architect

PR Russell: Finish school, go to college

PR Rob: Go to college and try to get a job

PR Dex: Finish college; sell computers

PR Rigo: Go to school, then go to college for a
while, then get a job

(Field notes, August 19, 2010)

For many prisoners the idea of a decent job did not
necessarily revolve around whether the work was
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meaningful, or if it offered career satisfaction. Rather,
the relative merits of a job were assessed in purely
economic terms:

CO: What do you like to do?

PR Randy: Work

CO: What type of work?

PR Randy: Anything that gets me 30 to 40 dol-
lars an hour

PR Sam: My cousin went to trade school and he
gets 17 dollars an hour

(Field notes, July 29, 2010)

We do not think there is anything out of the ordi-
nary in wishing to live in a decent neighborhood, have
a family, finish school and/or college, and then find a
job that pays a living wage. Further, we would specu-
late that not too many people, at least in the US, would
classify these kinds of life goals as unreasonable or
radically distinct from conventional cultural standards.
Of course, given the nature of the current post-
industrial landscape, noteworthy for its lack of stable
employment opportunities (Sassen 2001; Wacquant
2009; Wilson 1987, 1996), these relatively basic aspi-
rations may not be realistic possibilities for most
prisoners.

CONCLUSION

Sociological and criminological work during the
1950s and 1960s sparked rigorous debates concerning
the relationship between culture, structural inequali-
ties, and deviance. Following developments in the so-
ciology of culture, new approaches have chosen to em-
phasize the importance of repertoires, frames and,

amongst other categories, habitus. However, for all the
benefits that follow from incorporating these new ide-
as into the analysis of deviant behavior, we would ar-
gue that they tend to delimit culture, effectively en-
couraging us to see it as something that ultimately re-
sides inside the heads of agents. This is not necessarily
incorrect, but it does diminish the likelihood of consid-
ering other ways in which culture might be conceptu-
alized. To be more specific, if the emphasis remains on
the subjective dispositions of small groups and indi-
viduals, we risk losing sight of how culture - especially
that which is produced by powerful interests - is a
structural force that circulates throughout society and,
with this, the necessity for critical scrutiny of prevail-
ing cultural ideals.

In analyzing the discourse of adolescent prisoners,
we found mainstream cultural currents were utilized
to frame criminalized behaviors, played a profound
role in building their desires, and shaped their sense of
what it means to live a fulfilling life. Our adolescents
embraced vigilantism, recognized the acquisition of
status through consumption as a worthwhile endeavor,
and were taken by the “American Dream.” We would
argue that it is quite difficult to construe such tenden-
cies as emblematic signs that a radical divorce with US
culture has occurred.

Our findings reinforce a tradition of thought devel-
oped by Merton (1938), Matza and Sykes (1961), Han-
nerz (1969), Nightingale (1993), and Young (2003,
2007), who have argued that deviant behaviors are
best understood as an outgrowth of a multifaceted re-
lationship to broader structural conditions. This usual-
ly means exclusion from the legitimate labor market
accompanied by immersion within dominant culture.
Insofar as the latter is predicated upon the notion that
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individuals have access to regular work and disposable
income, those excluded from labor markets become
trapped between the worlds of legitimate employment
and the “leisure” that others can afford to take for
granted.

While it often follows from here that policy should
focus on job creation, we would add that it also sug-
gests a need for cultural critique. In short, we think
there is something “pathological” about a culture that
prioritizes the accrual of status through consumption,
routinely promotes the use of violence to address per-
sonal problems, and generates a lack of faith in funda-
mental social institutions. From this perspective, it is
important to recognize that even if public policies
were successful in creating jobs, we may still be left
with significant cultural problems: how satisfying can
it be, for example, to secure a job and then have little
choice but to participate in the divisive game of con-
spicuous consumption? Put otherwise, if the post-
industrial landscape is characterized by a shortage of
meaningful work, it is also marked by a paucity of cul-
tural models of social life. As we have attempted to
show, adolescents living in difficult situations experi-
ence and reflect this complex of social and cultural lim-
itations in peculiar ways.

ENDNOTES
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Abstract: This article focuses on how memories about
WWII and national socialism are passed on to today’s
youth in multilingual Carinthia (Austria) and how these
grandchildren of witnesses nowadays influences collec-
tive memory. Kérnten/Koro3ka/Carinthia is a southern
in Austria, with borders to Italy and Slovenia. Since Slavic
and Germanic tribes settled there in the early 6th cen-
tury, at least two languages are spoken in this region.
Carinthian Slovenes are nowadays a national minority,
recognised by the state of Austria since its founding in
1955. In the period of National Socialism and WWII, po-
litical and cultural active Slovenes in Carinthia were de-
ported to German work camps and concentration camps.
Other Slovenes could stay at home, where they had to
deny their language and assimilate. Others chose to hide
in mountain woods, where they often joined the re-
sistance - partisans. In 2015, the 70th anniversary of the
breakdown of national socialism, memory culture in
Carinthia still has to deal with two burdening topics: the
past of national socialism, which has never really been
refurbished: neither in Carinthian families, nor in official
discourse. Also, slovene roots are still present in the re-
gion and were an emotional topic until today. While the
number of people identifying with the Slovene minority
in Carinthia is shrinking, German-Slovene-bilingual edu-
cation is prospering nowadays. For decades, it was seen

as a political question whether to enrol children to Slo-
vene classes or Kindergartens or not. From this back-
ground, the following article addresses strategies of re-
processing the dark past of National Socialism through a
theater project that deals with stories of victims and how
young people engage them.

Keywords: memory studies, youth, political participa-
tion, mediatized everyday life, transgenerational trans-
mission

MEMORY AND IDENTITY

Memories are referring to other memories, while
memories outside of the group are excluded (cf.
Halbwachs, 1992: 43). We remember what corre-
sponds to interests of our group. Participating in the
collective memory of a group indicates that one is a
member of this group. A main function of referring to
the past is to form identity (cf. Erll/Rigney, 2009: 2).
Astrid Erll writes, we remember, what matches the in-
terests and self-concepts of our group. Participation in
collective memory shows, that the remembering per-
son is part of the group. She describes as an example a
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football game, which sees a group of friends together.
The national team play beautifully during a World Cup
and the group witnesses it. This memory will be shared
individually, as well as collectively by the friends. It will
be “clothed in a spatial-temporal context” (Ma-
nier/Hirst 2008: 257). Cultural memory stabilises the
self-concept of the group. It supports its consciousness
of unity and uniqueness (cf. Assmann, 2011: 252). So-
cial groups derive their identity from their cultural
memory. In this process, a clear hierarchy of relevances
and values is shaped (cf. Erll, 2011: 29). Which groups
officially exhibit their conception of history and present
it as valid, depends on which place they took in the hi-
erarchy of memories. The dominant narrative is always
the result of a permanent negotiation process.

As Heidemarie Uhl states, in pluralistic, democratic
societies, such heterogeneity of narratives of the past
shall be considered normal (cf. Uhl, 2002: 225). How
memories shape the identity of large groups can be
practically demonstrated with elements of Volkans the-
ory of “seven threads of large group identity”. Psycho-
analytic Vamik Volkan's identified seven threads, that
when they are woven together, produce the cloth or the
canvas of a large-group “tent”. The “tent pole”, meta-
phorically spoken, often is a narcissistic leader. People
could find shelter in such “tents” of large-group identi-
ties. Social psychologist Klaus Ottomeyer proposed to
apply this concept on Carinthia’s german speaking
dominating population (cf. Ottomeyer, 2009: 55). In the
following, we will add elements of the slovene minority
population:

1) Good objects, specific objects, which represent
the uniqueness of the group (cf. Ottomeyer, 2009: 55).
Volkan describes these elements as a “personal reser-
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voir”, which already is important for children. On a col-
lective level the elements become important, when they
are permanent and shared from all children in a group
(cf. Volkan, 2004: 37). Scottish boys e. g. learn implicit
through identification with parents and other family
members that a kilt or bagpipe represents masculinity,
heroic won or lost battles, independency and national
history. In Carinthia, the traditional costume called
“dirndl” for women and “Kérntner Anzug” for men has
a similar function. It is symbolically connected with a
heroic remembrance of the so called “Karntner
Abwehrkampf”, the armed conflict for Carinthia’s bor-
der after WWI. [ts function of serving a Carinthian iden-
tity is quite well demonstrated e. g. in archives of Aus-
tria's official public TV broadcast station ORF. Record-
ings from the 10th of October 1970, a national holiday
in Carinthia, show a parade in these costumes, which is
commented by TV-announcers: “The whole country in
traditional Carinthian costumes - it has become true!
[...]- And you might have asked yourself, how was it pos-
sible, to educate a whole country to wear costumes?”

The mentioned archive recordings were collected
for the movie “Artikel 7 - unser Recht! / Clen 7 - nasa
pravica!” in 2005. The movie represents the minority
situation in Carinthia from an objective view, so a lot of
Carinthian slovenes are asked for their opinion, too. A
Carinthian slovene women remembers, how she saw
the parade in 1970, as a young girl: as a “marching-up
of dark powers”, as “old-fashioned german-national-
istic” and “optically dark” (the traditional costumes are
hold in brown and grey).

2) Shared identifications, e. g. eating habits, songs,
dances, also the sound of a language, which people of a
group share with each other. In Carinthia songs about
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the native, so called “Karntner Kasnudeln” (filled noo-
dles), the “Karntner Reindling/Pohaca” (a roulade) or
the “Zasaka” (hacked meat) are highly respected as typ-
ically Carinthian. An interesting point is that these iden-
tifications are shared by Germans in Carinthia as well
as Slovenes in Carinthia: a Slavic origin of the word
“Zasaka” is well recognisable and was never in conflict,
on certain festivities both the german “Reindling” and
the slovene “Pohaca” are not separated. Slovene and
German songs sound very similar in melody and tune.
These identifications can therefore be seen as shared
by both groups, which shows a general group-overlap-
ping potential of such identification elements in a cer-
tain region. However, Volkan described also identifica-
tions with “traditions” and their founding fathers (cf.
Volkan, 2004: 101), which can again be very group-sep-
arating. For Carinthian Slovenes their standard lan-
guage as well as the different dialects can be seen as
shared identifications.

3) Own mud on a neighbor's tent. Members of a group
don't just externalise good elements, but also bad ones (cf.
Ottomeyer, 2009: 59). The own mud represents unloved
shares of a group, which, in a psychoanalytic matter, are as-
cribed to another group. As Ottomeyer states, German
Carinthians put elements of their own greed and egoism on
their Slovene neighbor's tent: “the minority always wants
more, although they already have everything!” (Ottomeyer,
2009: 60). Both groups in Carinthia reproach each other
also for treason: in politically “hot” times as the 1970ies
Germans named Slovenes in Carinthia as “betrayers of the
native” for demanding minority rights, while Slovenes
acted aggressively against Carinthians with Slovene roots,
who did not use these roots for their ethnic identifica-
tion as part of the minority. Even today there is a quite
large number of so called “windisch” people in

Carinthia: Carinthians with Slovene roots who do not
want to be seen as part of the minority and use this
identification to a third group as a solution. As Volkan
described, a group can integrate the mud of another
group, if the other group is e. g. very influent or higher
in power. The “mud” then becomes characteristic for
the group. Individuals might even unconsciously hold
on to this characteristic element.

4) Chosen glorious chapters, which Volkan described
as shared feelings of triumph and success, which are
bound on historical events. In Carinthia such a glorious
chapter surely is the “Abwehrkampf” in connection with
the anniversary of the 10th of October 1920, when south-
ern Carinthians participated on a plebiscite about annex-
ing the country either to Austria or the “State of Slovenes,
Croats and Serbs” (SHS). In the narrative of most German
Carinthians, the “Abwehrkampf’ was a brave battle
against Slavic aggressors, who wanted to take their coun-
try. At the same time, these brave (German) Carinthians
resisted political decisions from Austria's capital Vienna -
forging their own fortune and future. As already Volkan
described, such glorious tales of the past often are histori-
cally wrong, but nevertheless important for the identity of
a group and heighten its self-esteem (Volkan, 2004: 187).
In comparison, Carinthian Slovenes cut out the “Abwehr-
kampf” from their collective narration of contemporary
history - it is seen as antislovene, if not German national-
istic. Chosen glorious chapters for Slovenes in Carinthia
are e.g. resistance of partisans against the national social-
istic regime during WWII - which again is a chosen trauma
for Germans in Carinthia, as will be shown in the following
chapter.

5) Chosen traumata. Vamik Volkan describes them
as mental representations of an event, which led a
group to bigger losses, to feelings of helplessness and
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humiliation because of another group (cf. Volkan, 2004:
185). Such events are often wilfully cultivated by polit-
ical leaders, to strengthen a collective identity (cf. Ot-
tomeyer 2009: 66). For Carinthia’s chosen traumata,
time shortly after WW?2 is relevant. Immediately after
capitulation of Nazi-Germany in 1945, units of the Brit-
ish and Yugoslav armies began arresting Carinthians,
which were suspected of having collaborated with the
national socialistic regime. Out of 236 officially ar-
rested Carinthians, 96 are still missed (cf. Entner, 2012:
426). Is is estimated, they were liquidated without
court proceedings. For Carinthian Slovenes, chosen
traumata are e. g. the violent deportation of over 300
political and cultural active Slovene families in working
camps and concentration camps of Nazis in 1942,

6) The inner world of the narcissistic leader. Volkan
characterised charismatic leaders amongst others as
persons, who are internally driven to “repair” them-
selves and their followers (cf. Volkan, 2004: 134). Ot-
tomeyer described the former governor of Carinthia as
a child of Nazi-parents. During his lifetime he worked
on trivializing their guiltiness. With this underlying aim
of many of his political and civil actions, he found simi-
lar “unfinished businesses” (in Volkan’s sense of “repa-
ration”) in many Carinthian families (cf. Ottomeyer,
2009: 22).

7) Symbols represent the last thread in Volkan’s
concept. He described symbols, who represent large-
group identities. A symbol could originally belong to
one of the other threads, but later get enough powerful
to combine all threads. Almost mythically loaded is e. g.
the Carinthian boarder to Slovenia: a whole verse of
Carinthia’s hymn is dedicated to this “bloody” border
(which refers to the myth of the “Abwehrkampf”). For
Carinthian Slovenes, article seven of the Austrian state

treaty, that defines minority rights for Slovenes and
Croats, has reached high symbolic character.

Memory in the Carinthian field is the result of a run
for several decades past discourses, which was charac-
terized by highly polarized positions in Carinthia. Sev-
eral communities of (shared) memory shape the field of
remembrance, while borders of these communities of-
ten represent borders of ethnic or national groups in
the region. As the available interpretations of identity
forming elements following Vamik Volkan’s concept is
proving: many elements of the seven “threads” are di-
rectly connected to the (collective) memory of a group.
It is a detail different groups refer to similar historical
sequences. What the Slovene group points out as a cho-
sen trauma (after psychoanalytic Vamik Volkan), can be
seen as a glorious chapter in contemporary history for
the other group.

To REMEMBER THE WAR IN TIMES OF PEACE
THROUGH ART - A CASE STUDY

On the basis on our theoretical discussion around
memory and identity we want to build on its basis our
case study. What we are drawing on, is a theatre play
realised 2013 by the theatre association “Special Sym-
biosis” and two local schools in the City Villach in the
South of Austria. The venue was a public square in front
of the museum in the city of Villach and on the opposite
lying garden of the town church. Protagonist of the
show was the “Memorial of Names” [Denkmal der
Namen], which was erected next to the garden by an in-
itiative of the Association “Remembering” [Verein Erin-
nern]. The monument counteracts the dehumanization
and metamorphosis of victims by National Socialism in
numbers through the documentation of the victims'
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names written on a transparent glass. Since 1999 more
than 15 times the glass has been damaged by vandalism.
This was also the reason why the team of the theatre
project dedicated the theatre performance to the vic-
tims of Nazi violence while giving them a voice in the
present.

The story of the play deals with the characters Joseph
and David, who embody the past and present. It starts
with a look into the past where we get to know the story
of Joseph, who has been marginalized by his community.
He suffered from this social exclusion and committed sui-
cide. Since this point he plays continuously in the story
with the help of aloudspeaker as a ghost figure. The inter-
pretation if Joseph acts as a spirit, as a conscientious re-
minder or even a voice of reason in the present has been
left to the audience. In the present the visitors are con-
fronted with the desecration of the monument and must
observe how the young people spot the “Memorial of
Names” with paint. When the pupil David does not want
to smear the memorial, the group discovers his last name
at the glass. David did not know anything of his family’s
history, which is divided into victims and perpetrators.
Now he also learns what exclusion means, because his
school friends and peer group insult him and count him
out. Therefore David sympathizes with Joseph's suicide.
When imitation attempt, a young girl from the group holds
David back. When he decides to clean the memorial the
group follow David. The silence on victims and perpetra-
tors of National Socialism has been left refracted and cur-
rent marginalization has been reflected.

BETWEEN COLLECTIVE AND COMMUNICATIVE MEMORY

To remember WWII during the theatre play means
renegotiating the immediate present and the prospec-
tively future. As Carlos Kolbl (cf 2006: 506) emphasizes,

the past, present and future are not separate from each
other, but influence each other. The experience of the
theater productions helps both viewers and actresses,
to understand the past events or better through past
events to reshape and to open spaces of agency in the
present day. Theater work, as discussed example here
shows has the special potential to renegotiate memory
- especially in the age of globalization and migration, as
there is in a heterogeneous society not only one collec-
tive memory with a single dominant historical narra-
tive.

Following Maurice Halbwachs (cf 1992: 25), this
collective memory of history is different in two respects.
First, the collective memory result of an ongoing con-
struction process, and secondly, there are several dif-
ferent memories at the same time together. Past events
live in the consciousness of a group running for as long
as this group is interested in. Collective memory cannot
be divided in before and after, but is, so Halbwachs,
comparable with the structure of a theatre play. It tells
the story like a dramatic fabric over several divided acts
(cf. ibid: 52). A new act continuous with the topics, peo-
ple and meanings of the act before and competes them
with new ones. If a group is no longer interested in cer-
tain topics, it does not mean that this topic stops to exist.
Rather, there is a split, which leads to the formation of
two or more memory communities with different inter-
ests that exist side by side and eventually compete with
each other. But theater projects have not only the par-
ticular potential to place special emphasis on this po-
lyphony in the cultural field of remembrance, but illus-
trate that the concepts of cultural memory and commu-
nicative memory are always in movement and only use-
ful in a theoretical discussion (cf. Welzer 2008: 286).
The media, for example the letters and diaries, which
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have been used here for theater productions, can be at-
tributed to the cultural memory because it mediums
have an affinity for written texts. In contrast, theater
productions could be assigned to the communicative
memory because of their oral characteristics. Since the
temporal distance is lacking in the theater productions,
a unique or single assignment is not possible. Theatre
seems to me is located between those two memories
and is a point of intersection between them. Theater
work also provides the opportunity to deal with differ-
ent kinds of stories and to recall memories or make re-
membering possible.

BETWEEN PRIVATE AND PUBLIC

In this case, the theater work addresses private di-
ary entries but also letters and thematises the memo-
rial. The mediated experiences in letters, diary entries
and list of names are “dumped experience images re-
ceived by an audience” through the theater productions
(Malkin 1999: 21).

Young people have dealt with the victim's docu-
ments and set their stories through the protagonists Jo-
seph and David in scene. Through abuse and desecra-
tion of the “Memorial of Names” they combine the sto-
ries of the victims of National Socialism with their own
experience of violence and exclusion. Based on texts by
victims they formulate fears and desires that were first
written and discussed in workshops with the director
and project manager, Martin Mittersteiner, and the
founder of the association "Remember", Hans Haider.
In the writing workshops Mittersteiner often thema-
tised with the young people often belittled “small eve-
ryday acts of violence”, which results are not foreseea-
ble, as for example the suicide of Joseph. Hans Haider

discussed with the pupils the “Memorial of Names” and
its history in the two schools. In the writing workshops,
the young people approached well-documented cases
of victims and wrote possible dialogues or scenes. In
addition, the pupils also wrote about experiences of vi-
olence and exclusion in the present. Afterwards they
linked the different texts and as a consequence a variety
of possible performance texts have risen, which chal-
lenged the participants to the very end to agree on a
theater version.

BETWEEN INDIVIDUALS AND COLLECTIVES

On the one hand it can be stated that the institution
theater or theater sets memories collectively as a me-
dium. So the theater scholar Jeanette R. Malkin writes
(cf. 1999: 9) about the memory function of the institu-
tion theater as a possible reminder of the constitutive
values of a community. On the other hand, the produc-
tions individually and collectively embody memories
that make the spectacle potentially liminal. Thus the fo-
cus of the theater project does not handle self-experi-
enced memories, but memories passed further via me-
dia. Memories were experienced by the people through
the performance. Not cognitively by reading, but in a
physically and performative way. Therefore, this expe-
rienced memory is beyond the performative act of
reading and gives the participants not only an experi-
ence they did not have before, but also the possibility to
act bodily. The result is a political moment, where the
hegemonic structures of the stories are made transpar-
ent and a certain space of agency is opened up by it.
Those lived memories of embodied perception creates
an understanding what marginalization and suppres-
sion means.
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SUMMARY

In memory discourse, a certain reference to terms of
identity is always given. In this text, a practically illus-
trated psychoanalytic concept for large-group identi-
ties showed, how identity forming elements are taken
directly out of the (collective) memory of a group. As
shown, these elements are not exclusive for one single
group: large groups refer to other large groups in a re-
gion, to similar historical events (which are interpreted
differently) or similar cultural “achievements”, as
showed the example of shared identifications in
Carinthia. These are several points, which demonstrate
possibilities to weaken national identities, as they are
still present in many regions
of Europe.

How to deal with different historical interpretations
on the way to European narratives of history, leaving
national concepts of history behind? Fundamental ob-
stacles are so called “myths” in the collective memory
of a large group, which can often be found e. g. in the
chosen glorious chapters, the chosen traumata and
symbols of a group. A first step would be to discuss dif-
ferent points of view regarding the history, with the aim
to accept differences, as for example the case study has
shown. There historical well documented stories and
individual counter-stories were linked together to cre-
ate a fluid memory. Thus the past neither crushes down
individual stories nor the individual ignores history.
Both are interrupting each other to set a new model of
memory, one where new forms of meaning and sense
were created (cf. Young, 2001:50 and Hudelist/Pilipets,
2014:11). Real and experienced traumata should in this
sense be a lesser problem than myths. A lot of victims

of the national socialistic system nowadays state, we
should “forgive, but not forget” (cf. Wutti, 2013:53).

Teenagers like the pupils who took part in the thea-
ter project are able to interpret texts when they are en-
couraged to talk about them. Thus, the literary scholar
Shelby Anne Wolf emphasizes the autonomy of children
and adolescents, when it comes to the interpretation of
literary texts. In the foreground there must always be a
dialogue with the learners and not a reading template.
In the theater productions, they learn not only writing
or how to put experiences of suppression and exclusion
into words, but also the performance gives them the
knowledge how to act to each other in such explicit sit-
uations, not as actresses and actors talking to each
other, but how they can speak as a human being to an-
other (cf. Wolf, 1993: 544). They learn to explain the is-
sue to weigh arguments and at the same time they learn
through the performative act, how it feels, to marginal-
ize and to be marginalized.

This potential of creativity is particularly important
in the theater between performers and spectators. Both
the communication and the cultural memory come by
in a lived experience that people do not limit their in-
terpretation at last, but are able to stimulate them to
action. In the described example pupils created with
the theater a medium to visualize the past. The stories
told are embodied in the present and ask for the action
of the participants. Thus the participants create inter-
pretative narrative reconstructions of experiences and
sensitivities to challenge, to break through and to ex-
tend the official discourse of memories.

In the theatre play “Memorial of Names” the exclu-
sion is exemplarily shown in the character of Joseph
and David. David is following Joseph's suicide, because
he thinks that is the solution. But when his peer group
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get to know about his intention, they stop him and clean
the soiled “Memorial of Names”. Thus his name is
washed clean, and he finds himself in a group with like-
minded again. The conscious use of memory counter-
acts the dominant experience of the world with inhu-
man practices in the individual history of everybody.
An aim we should to follow.

(1

(2]

(3]

(4]
(5]

(6]
(7]

(8]
(9]
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UDC 316.722-027.6:[658.788.4:631.147

BU3YEJIHWUTE UJEHTUTETU HA AMBAJIAYKATA 3A XPAHA
1M HUBHATA YJIOT'A BO (CDOPMI/IPAH)ETO HA)
MOJZIEPHATA KYJITYPA

['oppaHa BpeHnocka
Esponcku yHusepaumem, Ckonje, MakedoHuja

Ancmpaxm: AM6asaxaTa 3a XpaHa ro J0>KUBYBa CBOjOT
pa3Boj Bo 19-HOT BeK, co 3a6p3yBamkeTo0 Ha HHAYC-
TPUCKOTO NPOMU3BOJACTBO, HOBUTE MaTepHjasd, HOBUTE
TeXHUKM Ha HU3paGoTKa U NevyaTeme, WHOBAILUUTE 3a
3alITUTa M 6e36eAHOCT Ha XpaHaTa, MOKHOCTA 3a GpeH-
Jupame U BMETHYBale€ Ha 3alITMTHM 3HAlM, KaKo U
Apyru HoBuTeTH. Co cé MorosieMMoT 6poj Ha NPOU3BOAU
U moroJjieMaTa KOHKYpeHIMja, NMaKyBamwaTa CTaHyBaa
MOKHO CpeJACTBO 3a uJeHTHPHKaLMja, KOMyHUKaNuja U
NpeJHOCT HA NMa3apoT. BioKyBameTo BO AU3ajHOT HA
NPOM3BOJAOT U BU3YEJHHOT UAEHTUTET Ha amMGaJiaxara
3Ha4Y4 NOAO0GpyBame Ha KBAJIMTETOT Ha KPajHUOT MpPoO-
AYKT U 3ajaKkHyBarbe Ha KOMyHUKalMjaTa co KynyBa4ure.
Busye/iHMTe MJEHTUTETH HAa OBHMe NPOM3BOJH, NPEKY
cnenquduyHuTe popmu, 60M, cum60.,14, TUNIOrpadujaTa U
Apyrute rpapuYKu ejleMEeHTH Ha aM6ajakaTa U eTH-
KeTHUTe NpHJOHeCcyBaaT 3a jaCHa NPeNo3HaT/JIUBOCT U
HU3/BOjyBame BO NepuenuuuTe Ha KOH3yMeHTHTe. OBHe
JAMCTUHKTUBHM MAEHTUTEeTH CTaHaa HWHCOUpanuja M
Ba)keH MOTUB BO JeJiaTa Ha HajIO3HAaTHTe YMETHHUIU BO

Ion-aptoT Ha 20-uot Bek (ToMm BecenmaH, PoGepT Barec,
Enau BopxoJs, Mapucos), NoTBpAyBajKH ja HHUBHaTa

Ba)KHa yJiora Bo ¢opMHpameTo Ha MOJepHaTa KyJITypa.
BU3ye/THMOT MJEHTUTET Ha MPOU3BOJOT ja MMa JypH U
MOKTA Jja MOHEeCe eCTeTCKHU, CHMOGOJIMYKH, ONIITECTBEHH,
AaBTEHTHYHU BPEJHOCTH 3a XpaHaTa KaKo JeJl 0J KyJI-
TYPHUOT UJEHTUTET Ha eJHA Hanuja. TpagunnoHa/HaTa
M OpPraHCKM NpOHM3BeJeHa XpaHa € BAXHO KYJITYPHO
oGesiexkje Ha P. MakeJoHHUja a co Toa MoxXKe JAa 6uje U
KOHKYPE€HTHa NpPEeJHOCT HAa HAIMjaTa - €KOHOMCKH H
KyJITYpeH MOTEeHIUjaJ 3a COo3JaBame MpPeno3HaT/INB
MaKeJOHCKHU 6peH/i. Bo paMKuTe Ha HCTPaKyBameTo 3a
oBaa mnpo6G/eMaTHKa e CIpoBeAeHAa paGOTHUJIHMIIA 3a
Pe/du3ajn Ha npou3eodu 00 3dpasa u op2aHcKa XpaHa,
Koja ce oapxa Ha EYPM Bo 2014 roauHa. /lusajHepure
peseduHUpaa BU3ye/IHU UAEHTHTETH Ha aM6ajlaxku 3a
NOCTOEYKH AOMAIIHM NpexpaHGeHU NMPOM3BOAH, BHeCY-
BajKU JeJi 0, TpaJuLMjaTa U KyJITYPHOTO HacJieCTBO BO
JAOMEHOT Ha MOJiepHUTE BU3yeJTHU KOMYHUKAIMHU.
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Kayunu 360posu: XpaHa, am6aJjiaXka 3a XpaHa, JU3ajH Ha
NPOU3BO/], BU3ye/IHM KOMYHUKAIH, BU3yesleH HAeHTH-
TEeT, BU3yeJIHa KyJITypa, MOJEpPHa KYJTypa, KyJTypeH
U EHTUTET.

I. BOBEJ

XpaHaTa e YOBEKOBa OCHOBHA XHMBOTHA NOTpebda.
3a passimka o[, *KUBOTHHUTE, YOBEKOT He KOH3yMHpa
caMo XpaHa HajJieHa BO NpUpojaTa, TyKy KyJTHUBUpa
pacTUTe/HU BUJOBU U OAT/elyBa }KUBOTHHU 3a NOTpe-
6uTe Ha cBojaTa UcxpaHa. YOBEKOT yuu Jia TOTBY,
yrnoTpebyBa Nprubop 3a jaJierhe U MoCTaByBa KOMILJIEK-
CEeH CeT Ha MpaBuWJia Ha OJHECyBame NPH jaZileHheTo
(Almerico, 2014:3). Ox 19 Bek HaBaMy, HHAYCTpHUjaTa
3a NPOU3BOJCTBO M IpepaboTKa Ha XpaHa Ke CTaHe
e/lHa O/ HAjBAXHUTE CTOMAHCKU XpaHKH, Npodu-
THpPajKU OoJi MOTpeOUTe 3a MNpexpaHa Ha Gp3opac-
TeykaTa yp6baHa MmomyJialyja Koja ja HamymTa arpap-
HaTa TpaZMlivja, CONCTBEHOTO 3eMjo/leJICKO U CTO-
YapCKO NMPOU3BO/ICTBO U MIPEMHUHYBa BO MH/AYCTPUCKA
MPOU3BOJCTBEHA CHJa. 3aKOHOT 3a 6e36eJHOCT Ha
xpaHaTa Ha P. MakesioHuja ja JepuHUpa HA CAeJHUOB
HauuH: ,XpaHa” e cekoja CynCTaHLMja WJIH IPOU3BOJ,
BO NIpepaboTeHa, JAeJyMHO NpepaboTeHa WJM Helpe-
paboTeHa cocToj6a, HAMeHeT Aa 6uJe WU ce OYeKyBa
Jla 6u/le KOHCYMHUpaH 3a ucxpaHa Ha jyfe. Co noumMoT
,XpaHa” ce ondaTeHU NUjaJaly, 'YMU 3a LIBaKame U
CUTe CYNCTaHLUM, HAMePHO BrpaZileH! BO XpaHaTa BO
TEKOT Ha HEj3UHOTO IMPOU3BOACTBO, MOATOTBYBabe
Wiy npepaboTtka. [loumMoT ,XpaHa“ BK/Iy4yBa U BOJa, U
Toa: a) BoJa 3a MUEHe 0J, CUCTEMU 3a jaBHO CHab-
JlyBalbe CO BOJila 3a ImHewe; 6) BoJa Koja ce
ynoTrpebyBa M/WIM BrpajiyBa BO XpaHaTa BO TEKOT Ha

HEej3UHOTO NPOU3BOACTBO, MOJATOTOBKA WJIM TPeTMaH
Y B) IpUpOJHA MHHepajHa BOJa, U3BOPCKa BoJja U
Jpyra nakyBaHa Bojal.

HaBukuTe 3a uyyBarbe, U360p, HMOATOTBYBale H
KOH3yMHpame Ha XpaHaTa ce OJpa3 Ha Halarta
KyJTypa W JeJ OJi HAaUIMOT JIMYEH U KOJIEKTHUBEH
HWIeHTUTEeT. HamuoT c/oXeH OJHOC KOH XpaHaTa
CTaHyBa W MOpeAMET Ha HAYYHU UCTPaKyBamba, CO
0dOpMyBamkeTO Ha WHTEPAUCHUILUIMHAPHUTE CTYIUU
3a XpaHa KOW I'M aHaJu3upaaT KOMIJIEKCHUTe BPCKHU
noMery XpaHaTa, KyJTypaTa W ONIUTECTBOTO, O, ac-
MEeKTHU Ha YMETHOCTA, eCTEeTHUKATa, aHTPOIOJIOTHjaTa,
COLIMO0JIOTHjaTa, IICUX0JIOTHjaTa, EKOHOMUjaTa, 3paBC-
TBOTO U APYTU aKaJEMCKHU AUCLHUIINHU.

OBOj Tpy. I aHaAJU3Upa BU3yeJTHUTE UAEHTH-
TeTH Ha aM6Gasia’kaTa 3a XpaHa Kako MOKHO cpe/ic-
TBO 3a HJeHTUPUKAlHMja, KOMyHHKalLMja CO MOTPO-
LyBayMTe U eKOHOMCKa NpeJHOCT Ha Mas3apoT, a Co
TOa U HUBHATA yJiora Bo GopMUpamkeTO Ha MoJiepHaTa
Kysatypa. CBoOjcTBOTO Ha ambasakaTa Ja IOHece
€CTETCKH, CUMOOJIMYKH, ONIITECTBEHU U aBTEHTUYHU
BpeJHOCTU 3a XpaHaTa, I'0 MCTAaKHyBa HEj3SUHUOT
NOoTeHLHja 1 3a epeKTHBHA BHU3YyeJHA (KyJTypHa U
6peH/l) KOMyHUKanuja. Taa Moxe Aa pe3yaTupa Jypu
U CO MPOMOBUPake Ha KyJTYPHUOT MAEHTUTET Ha
e/lHA Haluja, NpeKy [AW3ajHUpalme Ha aBTEHTHUYHU
OpeH/I0BY CO 3HaYaeH eKOHOMCKH OTeHLHjal.

[I. XPAHATA BO BU3YEJIHATA KYJITYPA

XpaHaTa mnpeTcTaByBa CHJIHA CETHUJIHA CTHMY-
Jlaljyja, He caMo 3a CeTHJIaTa 3a BKYC, MUPHUC U AONUP,
TYKy ¥ 3a HAIETO CETUJIO 3a BUJ. XpaHaTa He e caMo
GUOJIOLIKYA U3BOP HA )KUBOTOT, Taa € U HEOJBOUB JeJl
OJl HallaTa KyJaTypa. XpaHaTa MOXe Jja Gujie pUTyal,
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YMETHOCT, KYJIT, OIICECHja, CUMGOJ Ha pa3IM4YHU BEPY-
Bamba U peJUruy, Metadopa co CUJIHU 3HaYema. Bax-
HOTO MeCTO Ha XpaHaTa BO >KMBOTOT Ha YOBEKOT e
BU/JIMBAa BO INPOMU3BOJUTE Ha MaTepujajHaTa M
BU3yeJHaTa KyJTypa. CouyBaHuUTe apTedakTH of
HEKOTAIlHUTe LIUBUJIU3allM1 OBO3MOXKYBaaT TOJIKyBa-
e Ha pas3JIMYHHUTEe 3Hauema U CUMOOJIMKA LITO Xpa-
HaTa r'd MMaJja HU3 ucTopujaTa. Ha mpumep, kajiuH-
KaTa yuITe o/i JaMHEIIHH BpeMUia 6uJia IoOBp3yBaHa
CO MJIOJHOCTA - CUMOOJIM3UPAjKH yTpo6a - HO U CO
cuprta (Connell & Airey, 2007: 99). Bo apeBHUHOT
Erumnet co mounMHaTuTe BO rpo6OT GUJIe 3aKOMyBaHU U
KaJIMHKW. PuMjaHUTe ro mnuesie COKOT OJf KaJUHKHU
KaKo JIeK 3a Hels1ogHOCT. Bo Crapa I'pyuja, kauHKaTa
6uJ1a MOBP3yBaHa CO BEpyBakba U PUTyaJd 3a CMPTTa
(cn. 1). Cnopen muTosiorujata, Ilepcedona, KepkaTa
Ha 6oxunaTa /JlemeTpa MopaJja a IOMHUHYBa U3BECHO
BpeMe o/ ToJiuHaTa Bo [loa3emjeTo GuJiejKku ru usesna
CEMKHTE 0] KaJIMHKaTaz.

XpHCTHjaHCTBOTO U306HUJIyBa CO CUMGOJIH, a TOJIEM
JleJl 0/1 HUB Ce OBP3aHM CO XpaHaTa: BUHOBATA J103a U
rpo3jeTo, BUHOTO, JieOOT, pubaTa, jajueto. Pubata
6uia gesa of yyjaata Ha Hcyc Xpuctoc u cuM6oJ Ha
HeroBUTe NpPBU TajHU cjefbeHUI . JIe6OT U BUHOTO
ro IpeTcTaByBaaT TeJOTO M KpBTa Ha Hcyc, U uMaat
CpeAUIIHO MeCTO BO LPKOBHUTe o6penu. Kako u
JIPBOTO TOJIHO CO IJIOZ0BY, TaKa MU BUHOBATA JI03a BO
XPUCTHUjaHCKaTa peJIMrHja MMa KapakTep Ha /lpBo Ha
»KUBOTOT. BUHOBaTa J103a co rposje e eZieH 07, MOTHBHU-
Te Ha 15-Te BUHUYKU TepaKOTHU UKOHH, KOU JlaTUpa-
aT oJ] paHOXpHUCTHjaHCKaTa enoxa (3 - 7 Bek H.e.) Ha
yp6aHuTe Haces6bu Ha BuHuuko kane (cia. 2). Buno-
BaTa JI03a, Koja BO efjHA crnenudUyHa UKOHOrpadcka
BapHjaHTa e NMpHKaXaHa BO PaMKUTe Ha BUHUYKHOT
penepToap, NpeTCcTaByBa e/leH OJi HAjCTapUTe XPUCTHU-

jaHCKM CcMMOOJIM KOj Ce IojaByBa BO YMETHOCTA Ha
HajpaHuoT nepuoA3. Ha ukonarta e uiayctpupaHa Aca-
doBaTta mecHa oJ; 79-uoT crapo3aBeTeH I[lcayiM, Koja
MMa KapakTep Ha JbyGe3Ha Mosiba M IpeTcTaByBa
MOJIMTBA 32 06HOBYBak€e Ha HCe4YeHOTo Jio3je (JAUMUT-
poBa, 2012:171). OBa e NOBUK 3a Crac Ha U3PAEJICKUOT
HapoJ, YMH JI03ja ,Ce HalaJAHaTH O/ JUBU SBEPOBU".

Ci1. 1 TepakoTHa KaJuHKa, ['puyja, okosty 5 - 4 Bek IL.H.e.
MeTponosnTeH My3ej Bo Ibyjopk.
Cia. 2 TepakoTHa UKOH3, J/Io308a neHywka — [lcaam 79, okony
6 Bek, Bunuuko kane, P. MakejoHyja.
Mysej TepakoTa Bununa.

[TocnepHaTta Beyepa wto Ucyc Xpucroc ja nogenun
CO CBOUTE aloCTOJIM € MpeTcTaBeHa Ha OPOjHH MO3a-
uny, GpeckM U HKOHU BO XPUCTHjaHCKATa HKOHO-
rpaduja. Of HUB Hajno3HaTa e ,TajHaTa Bedyepa“ Ha
JleoHapzo fa BuHuy, HaciukaHa Bo MusiaHo BO JOL-
Huot 15 Bek.

MoTHBOT Ha MpTBa NpUpoAa Ke CTaHe LieHTpaJseH
BO CJMKApCTBOTO Ha XOJIaHJCKUOT 6apoK Bo 17 Bek.
Co pa3BojOT Ha OMIUTECTBOTO U jaKHEHETO Ha CTa-
TYCOT Ha rparfaHUHOT Ce 3roJieMyBa M MOXXHOCTa 3a
noce/lyBarmbe Ha KBaJINTETHA NOKyKHUHA U YMETHUYKHU
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nena. [lonysapHUTe MPTBH MPUPOAM CO Hajpa3JUIHH
¢dJiopasHy, 6aHKETHU M KYJHCKH CLUEHU O] CEKoj-
JIHEBHHUOT *HUBOT Ke CTaHAT CUMGOJI 3a UCTEHYEH BKYC,
cratyc u npectk. [losHatuTe ,6aHKeTHH” U ,M0ja-

JIOK“ MOTHBH BKJIy4yBaaT PAacKOIIHM CIeHH Ha XpaHa
CO er30THYHO OBOLIje, jaCTO3H, IIyHKa, BUHO U Apyra
XpaHa, CHUMOOJIM3UpaAjKH ja OJsarococrojbata Ha
COINICTBEHUKOT U acCNMpaLlUUTe 3a JYKCY3€eH >KUBOTEH
cru (cn 3).

Ci1. 3 Jan Davidszoon de Heem, Mpmea npupoda
co ogowje u wyHka, 1648-49

JBa 4 mos Beka MmoJjouHa, ¢dacuuHauyjaTa Ha
YMeTHULUTE 0] BU3yeJIHUTe CeH3alluM Ha XpaHaTa He
ctuBHyBa. Caukara ,ExeH aros of macata“ Ha I[loa
Ce3aH oJ; kpajoT Ha 19 Bek (ci1. 4) e eiHa Of CEpUUTE
MPTBU IPUPOJH BO KOU TOj rO C/1IaBU GOraTCTBOTO HA
dopMH, 60M U TEKCTYpH ILITO IO HYAU €CEHCKOTO
oBolje. Bo Hea ToOj mpukKaxkyBa HeoGHWYHA MOCTa-

128

BEHOCT Ha YMHUjaTa U OBOLIjeTO BO OJHOC Ha Macara,
co WTO ro HaBecTyBa KyOGuU3MOT, YMETHUYKHOT Ipa-
Bell IITO Ke HaMeTHe HOB HAauyMH Ha rJeJjame BO
NoBeKearo/IHU NepCrneKTHUBH.

blesok.com.mk
Ca. 5 Jlazap JluueHocky, Pubu, okosay 1936
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MpTBaTa mnpupojAa co xpaHa Ke OHJEe OMUJIEH
MOTUB M Ha MNpPETCTaBHULUMTE Ha MaKeJOHCKOTO
MOJZlepHO cauKapcTBo. Jlazap JIM4eHOCKH BO cBojaTa

ciuka ,Pubu“ ox 1936 roguna (ci. 5) ke mpukaxe
YMHHja CO JBe NACTPMKHU NOCTaBeHa Ha Maca, OTCJ/IH-
KyBajKM ja CKPOMHOCTA Ha TOTAIIHOTO CEKOjJHEBHUE.
Bo noctBoeHaTa AMepuKa U BpeMETO pPaCTEYKHOT
KOH3yMepH3aM, yMeTHUKOT BejH Tue6os Ha moeTudeH
HayuH Ke ro JI0JIOBU HOBOTO aMEPHUKAHCKO CEeKOj-
JIHeBHe BO KOe XpaHaTa Ke cTaHe ,KoHdekuuja“ u
cTOKa 3a 6p3a npojaxoba (c1. 6).

Ca. 6 Wayne Thiebaud, Caﬂarhu, ceHdsu4u u decepmu, 1962

[IpeHecyBajku ce BO 0Ba MOCTMOJIEPHOTO BpEME,
CBEJIOI[M CMe Ha CBETCKUTE TEHJEeHIUU 3a TpeTHupa-
IeTO Ha XpaHaTa KaKo YMETHOCT M KaKo IoceGHa
BU3yeJiHA ecTeThKa. CPICKUOT YMETHHUK U JHU3ajHEp

Mapko CTojaHOBHK Ke ja MmpHUKake oBaa TeH/leHIIWja
Ha CBOjCTBEH HAuMH, TpaHCHOPMHUPAjKU I'M JesaTa Ha

NO03HAaTHUTe BU3yeJHU yMEeTHUIM BO eKCIIpecHja co
xpaHa. Bo cBojoT npoekr ,Art Food“4 od 2006 roguna
TOj Ke HallpaBU OMaXk Ha JiesiaTa Ha [luT MoaHpuaH,
Kasumup ManeBuy, Jlyuno ®oHTaHa, Llekcon Ilosok
(cn. 7), lled Kync (cn1. 8) u gpyru.

Ci1. 7 Mapko CtojaHoBuK, Pollock, gurutanen npust, 2006
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Ca. 8 Mapko CtojaHoBuK, Koons, gurutanen npuHT, 2006

III.,AMBAJIAYKATA 3A XPAHA KAKO MEJIUYM
3A BU3YEJIHA UJIEHTUOUKALIMJA U KOMYHUKALIAJA

YiTe o JAaMHEIIHW BpeMHUHba YOBEKOT Ce OOUAY-
BaJ Ja Hajle HAaYMHU KaKo [Jia ja coyyBa U 3alUTUTHU
XpaHaTa 3a MOAOJI BpeMeHCKU mNepuoh. [lpBeHuTe
604YBH 3a BUHO ce ynotpebyBase yurte 2.800 roguHu
IL.H.e.; CTaKJIEHUTe caZj0BU 6use Bo ynoTpeba Bo Eru-
net o 1.500 m.H.e.5. Bo aHTUYKHUTE TJIMHEHU NMUTOCH
ce YyBaJI0 KUTO HO M Te4yHa XpaHa, a amdopure
CJy’KeJle 3a 4YyBake Ha Macjao, BUHO U Boga. Ce
yInoTpeObyBaaT U Hajpa3/IMYHU BUJIOBU HA TEKCTUJ U
xapTuja. AM6asiakaTa 3a XpaHa ro JOXHUByBa CBOjOT
pa3Boj Bo 19-UOT Bek, co 3abp3yBambeTO Ha HMHAYC-
TPUCKOTO NIPOU3BOJCTBO, HOBUTE MaTepHjaJIk, HOBUTE
TEeXHUKU Ha U3paboTKa M nevyaTere, MHOBALUUTE 3a
3alITUTa U 6e36eJHOCT Ha XpaHaTa, MOXHOCTa 3a
OpeHANpalke W BMETHYBake€ Ha 3alITUTHHU 3HAIY,
Kako U JApyru HoBUTeTH. HajBakHM HMHOBaLUM KOU
NpuJoHe/e 32 PalugHUOT Pa3Boj Ha NMpexpaHOeHaTa
WHJYCTpHja Ce NaTeHTHPameTO HAa MeTaJlHaTa KOH-

3epBa Ha [lutep [ypanz Bo 1810 roavHa ¥ NOYETOKOT
Ha MNpPOU3BOJCTBOTO Ha MeTaJHUTe Tybu Bo 1817
rogruHa. Bo ucTata rojuHa 3aloyHyBa M IPOU3-
BOJACTBOTO HA KapTOHCKU KYyTUM OJ MOBeKecJojHa
xapTuja’.

3akoHOT 3a 6e36eJHOCT Ha XpaHaTa Ha P. Makejo-
HUja ja gedpuHUpa aMbasakaTa Kako: "3aBUTKyBamwe"
e CTaBambe Ha XpaHaTa BO TaKOBKa MJIM aMbaJiaXka Koja
e BO JUPeKTeH KOHTAKT CO XpaHaTa Ha Koja ce ofjHeCy-
Ba, KAaKO M caMaTa NaKOBKa WJM aMmbasaxa; "[lakyBa-
we" e cTaBarme Ha 3aBUTKaHa XpaHa, e/jHa UM NI0BeKe,
BO Jpyra aMmbajia)ka, Kako M caMaTa ambasaxa’;

[IlpumapHaTa amMbajiaXka € BO JAUPEKTEH JAOMUD CO
XpaHaTa, CeKyHJapHaTa aMmbajaxka e TPYIHO MaKyBa-
e 0J] HEKOJIKY oeJJUHeYHU NPO3UBOJH, a TepLHja-
HaTa aMmbasa)ka o06e36elyBa CUTYpPEeH TPAHCIOPT U
JUCTpUOyLMja 0 TPOJaXKHUTE MeCTa .

Co cé morosiIeMuoOT 6pOj Ha MPOU3BOAHU U MOTOJEM-
ata KOHKypeHIMja, NaKyBamwaTa CTaHyBaa MOKHO
CpeAcTBO 3a HJeHTHUOUKALMja, KOMYyHHUKAIMja U
NpeJHOCT Ha Ma3apoT. BusyesHUTe UAEHTUTETH Ha
NpOM3BOAUTE, MNpeKy chnenuduyHuTe ¢dopmu, 60w,
cuMbosd U Tunorpaduja cofpkaHu BO YHUKATHUTeE
JIOroa Y JIOTOTUIIOBU U JIpyTUTe rpapryKy ejleMeHTH
Ha aMbasiakaTa M eTHKeTHUTe I0YHaa Ja Npujo-
HecyBaaT 3a jacHa MpPeNno3HAT/JUBOCT U W3/|BOjyBakbe
BO NepLenuyMuTe Ha KOH3yMeHTUTe. Taka ce mojaByBa
M 1noTpebaTa 3a 3alITUTA Ha OBHUe CcHelUPUYHU
BU3yeJHU eJleMeHTH, Kou Bo $opMa Ha 3alITUTEHU
TProBCKM Mapku Ke o6e36eJaT uMe, BU3yeJIEH
WJEHTUTET W OpeHJ Ha MNPOU3BOJOT HA KOHKY-
peHTckuoT nasap. Komnanujata 3a 4yaj Twinings opn
JlouzoH ymte Bo 1787 roguHa Ke o BOBeJle CBOETO
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JIOTO, KO€ JIeHeC e HajcTapoTo KOMePLHjaJHO JIOTO BO
KOHTHHYHpaHa ynotpe6as.

TWININGS

Ci. 9 Jloro Ha Twinings, 1787

Kommnanujata Guinness ja BoBeAyBa CBojaTa 3alll-
THTHa OBaJ/iIHa eTUKeTa Bo 1862 roauHa®, co Koja ce
06e36e/yBasia NMPENO3HAT/IMBOCTA HA HUBHOTO NMHUBO
Ha cTpaHckuTe mnaszapu. Jlorotunot Guinness, moT-
nucor Ha Arthur Guinness u waycTpanujata Ha
xapdaTa Kako cuM60J1 6Ujie OCHOBHUTE eJIEMEeHTH Ha

BU3YeJIHUOT UAEHTUTET Ha TProBckara Mapka (c1. 10).

Tue, cO U3BECHU CTUJIM3ALMU U NpPUJIATOJlyBarbe Ha
COBpeMeHUTe rpadUyKH CTUJIOBU Ce 3ajJipKajie KaKo
WJIeHTUTET Ha GPEHAOT 10 JAeHellleH JeH.

Trademark Label 1862

The GUINNESS Word

A iirmehdon

The Aéthur Guinness
ignature

The Harp Device

Ci. 10 3amTuTHaA oBaJiHAa eTUKeTa Ha Guiness, 1862

[IpBoTo nosHewe Ha Cooca-Cola Bo cTak/eHO LIU-
me 6uso Bo 1899 ropuna (ca. 11). Bo 1915 6uio
JM3ajHUPAHOTO NMo3HAaToTO Contour CTaKJEHO LIUIIE,
yHja cuayeTa Bo 1977 rogrHa e 3allTUTEHA KaKo JieJl
0/ BU3YeJHHUOT HUJEHTUTET Ha TproBckaTa Mapka.
Kora Bo 1960 roguHa 6ujie BOBeJJeHH KOH3EPBUTE BO

npojiax6al®, Bo rpadukatra Ha ambasaxkaTa OujIa
BMeTHAaTa KOHTypaTa Ha IIKIIEeTO 3a NoJIecHa penos-
HaT/JMBOCT Ha MPOU3BOAOT (1. 12).
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Ccttely

In the Distinctive Bottle

est.1886

. 1899 e 00

1957

Ca. 11 EBosiyuuja Ha cTak/eHaTa aMmb6asaxa Ha Coca-Cola

Cia. 12 Konsepsa co Coca-Cola, 1960

IV.BU3YEJIHUTE UJEHTUTETH HA [TPEXPAHBEHUTE ITPOM3BO/IU
BO YMETHOCTA U [101-KYJITYPATA

MacoBHOTO NPOU3BO/CTBO, pEKJIaMUpPakbETO NPeKy
MacOBHUTE MeJUYyMHU U KOH3YMepUCTHUYKaTa eydopH-
ja 6p3o ce pedsiekTHpaa BO Ky/JTypaTa U YMeTHOCTA
Bo ¢opMa Ha mHomyJapHa KyJTypa, NpUBJIeYHA U
pa3bupsrBa 3a cekoro. JJUCTUHKTUBHUTE BU3yeJHHU
WJIEHTUTETH Ha NpexpaHOGeHUTe NPOU3BOAM IOJeKa
CTaHyBaa JeJ 0J, HeoJMUHJ/JMBAaTa MKOHorpaduja Ha
MOJIEPHOTO OMIITECTBO. [10J06pPEHHUOT KBaJUTET U
u3rje[, Ha ambajakaTa 3Hayelle M MOIIMPOKaA
JUCTpUOyLMja U 3TOJIeMeH >XKMUBOTEH BeK Ha NpOou3-
BoZ0T. CyllepMapKeTUTe Ce HANOJIHUja CO NPOU3BOAH
CO Hajpa3/IMYHM HMHHA, E€THUKeTH U aMbasaxH.
MpTBUTE NPUPOAM CO OBOLIje, Meco, Jieb U BUHO BO
CIMKapCTBOTO 6ea 3aMeHEeTH CO KOH3EPBU CO IIYHKA,
NMUBO, cyma; mumumba Coca-Cola; kyTuu co kopHpJIEKC
U 4okosaja. OBHe aMmbasaXu CTaHaa ILeHTpasleH
MOTHB BO JleJlaTa Ha HajlI03HATUTe yMeTHULM Bo [lomn-
aptoT Ha 20-UOT BeK, NOTBPAYBajKU ja HUBHATA BaX-
Ha yJsiora Bo GpopMHpameTO Ha MOJepHaTa KyJTypa.
Ywte Bo NpBUYHUTE N0jaByBama Ha [lon-aptoT BO B.
bpuranuja, ymeTHUkoT Puyaps XaMUJITOH BO CBOjOT
kosax IImo e moa wmo eu npasu Hawume domosu
MoJIKy pasAuvHu, moJjky npueseuHu? (can 13) ke
NIOCTaBU KOH3epBa CO LIYHKA Ha LleHTPaJHO MecTO BO
JlHeBHaTa coba Ha eJieH JAO0M. YMeTHULHTe KaKo
Po6epT Paymen6epr co Coca-Cola Plan, 1958 u Llacnep
IloHc co Painted Bronze: Ale Cans, (cn. 14) ke ja
HMCKOpPHUCTAT CKyJIITypajHaTa [JUMeH3dja Ha amb6a-
JIQXKUTe, NMPeTBOPAjKU TM NPOU3BOJUTE BO KYJTHHU
06jexTH. lloHC U3sleasn Be KOH3EPBHU 0J aJle BO 6POH3a,
a 1oToa ' HacJMKaJ eTUKeTUTe CO MacJeHH GOU.
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\’

C. 13 Richard Hamillton
Just what is it that makes our homes so different, so appealing?
1956

Ca. 14 Jasper Johns
Painted Bronze: Ale Cans, 1960

Engu Bopxos Bo cBouTe [Jesna Ke T'M MaTepHja-
JM3vpa noctyJjatute Ha ¢unoszodpor Bantep Benja-
MHH, KOj CMeJIo TBpJelle JeKa MOXHOCTa 3a
MeXaHHYKa penpojyKlLHja 3acekoraul Ke ro MU3MeHHU
TEeKOT Ha yMeTHOCTa M HalleTo IIOMMame 3a
OPUTHMHAJOT BO YMETHUYKOTO TBOpewTBO. Ako Pay-
meH6epr U lloHC 6ea MoCBeTeHU Ha CO3/jaBakbe yHU-
KaTH, BopxoJ ja MakcruMusupalle ynorpe6aTta Ha CUTO
[e4YaToT, Kpeupajku cepuu W AYIUVIMKaTH Ha CBOUTE
Jesa. /lypyu ¥ BO payHO HaCJUKaHUTe IJIaTHA TOj ja
MMHUTHPA MallMHCKATa NPeNU3HOCT U CTEPUJHOCT Ha
WHAYCTPUCKOTO MPOU3BOACTBO U NevyaTeweTo. CMec-
TyBajKU Ha CBOWUTe IUIaTHA JeCceTULH, CTOTHUIHU
koH3epBu Campbell cyna (ca. 16, 17) wiad cToTUIU
mumuwa Coca-Cola (cn.15), Toj ke ro Bo3AUTHE
JAV3ajHUPAHUOT NPOU3BOJ, yIITE OTOPe Ha TPOHOT
Ha [onyJlapHaTa Ky/Typa, 6e3 HUKaKBH KOMIJIEKCH Ha
YMETHUYKHM €eJINTHU3aM, CTpaB WJM IAK TpHXKa Ha
COBECT.

II';':"
INENEN

Ci1. 15 Andy Warhol, 210 Coca Cola Bottles, 1962
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Ke ja oBeKkOBeyM HKOHOrpadujaTa Ha MacoBHATa
KyJTypa, KpeHpajku ' CBOUTE yMETHHUYKH IJaTHA
KaKo rojieMH pekJaMHU 6un6opju - Tom Becenman.

Toj ke fazie HOBA MHTepHpeTalyja Ha MpTBaTa NpUpo-
Jla KaKko yMeTHHYKM MOTHB, CO3/laBakKy KOMIIO3UIIUU
NpeNoJIHK CO MONyJIapHU NpexpaH6eHH NPOU3BOAHU U
TPUBHjAIHU CeKojaHeBHU npeameTu (cia. 19). [loHe-
Koralll Bo CBOUTE Jiesla KOPUCTU U peJlU-Mejf 00jeKTH,
KakKo [1eJIOBU 01 QPIKUEpH, IJIACTUYHO I[BEKE WU
napuvma of 6uabops maakatu (ca. 18), co mro
CBECHO ja Opulle rpaHUIlaTa NMoMery yMeTHOCTa U
nomnyJiapHaTa KyJTypa.

|

Ca. 18 Tom Wesselmann, Still Life No. 30, 1963, Oil and
collage on canvas, Museum of Modern Art, NY

Ci. 16, 17 Andy Warhol, Campbell soup, 1962
Museum of Modern Art, NY

Yuwte efieH yMeTHUK of AMepukaHCKUOT [lom-apT

Ci1. 19 Tom Wesselman, Still Life# 35, 1965
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YMmeTHUKOT Po6epT BoTc ke mpoMoBUpa eKCTpeM-
Ha BapHjaHTa Ha 6ykBaysu3MoT Ha [lom-apToT, mpetc-
TaByBajKM MacOBHO NPOU3BEJEHU KOMEPIU-jaJIHU
MPOU3BOAU KaKO CONCTBEHHW YMeTHHYKH Jesia (Livi-
ngston, 1990:136). TakBo e HeroBoTO fesno Whitman’s
Assorted Chocolates op 1963-4, Bo dpopma Ha 6OHOGO-
HHEpPA CO YOKO0JIaJHU 60HO60HHU (ci1. 20).

EXCIMIUTHUOT
MONAapTOBCKUOT OYKBaJiM3aM Ce Ipeno3HaBa U BO
nenata Ha PoropeanusmoT. OBHe MeTOAM Ke 6GUAAT

WJIY3UOHUCTUYKU MAHHUP Ha

alJIMLIMPaHU U BO JJOMEHOT Ha CKyJNTypaTa, Kako BO
duUrypaTHUBHUTE MaTepUjaIM3alMU Ha Jiyfe 0] CeKOj-
JHEBHUOT }XUBOT Ha yMeTHUKOT [lyaH XeHcoH. Kopuc-
T€jKU CHHTETUYKH MaTepHjasid KaKo CTaKJeHa BOJIHA,
BellITayKa CMOJIa U IIOJMBUHUIJ aLleTaT, TOj Ke co3aazie
peaJuCTUYHM TNpUKa3d Ha npoduad Ha Jyfe of
TOralllHOTO ONIUTECTBO: TYPUCT, KyNyBay, IeH3UOHEeD.
Herosata mnosHara ckyantypa Kynysau eo cynep-
Mmapkem on 1970 (ca. 21) mpukaxyBa >KeHa CO
NpeKyMepHa TeXWHa, CO LiUrapa BO yCcTa U HHJIHU-
depenTeH u3pas Ha auLeTo. [Ipes Hea TypKa KoJM4yKa
npernoJiHa o NpexpaH6eHU NPOU3BOAHY, ClIaKyBaHHU BO
pa3/IMYHU BUJOBH Ha ambasaxu. Hema Hu Tpara of

CBEXH MNPOAYKTH, a HU360OPOT ce COCTOU OJ; Ipepa-
60TeHa, KOH3epBUpaHa U 3aMp3HaTa XpaHa.

Cn. 21 Duane Hanson, SupermarketShoer, 1970

HMako BO HAYMHOT Ha NHpPETCTaByBamke Ha OBaa
KyIyBayKa ce YyBCTBYBa XyMOD, CEeNaK ce HaceTyBa U
3arpmKeHOCTa 3a MpeTepaHOCTa BO KYIYBaWETO,
KOH3yMHpawmeTOo He3JpaBa XpaHa W BUAJMBATA Y-
XOBHA OTANEeHOCT Ha MacaTa.

[IpexpaHGeHUTe TPOU3BOAM Ke HAjAaT CBOE MECTO
M BO MeJMYMUTE Ha MOMyJiapHaTa KyJTypa, Kako
ypranuTe puamMmosH (Ilomnaj u KOH3epBUTE CO ClIAHAK),
ctpunoT, ¢unmoBuTe (mumero Coca-Cola Bo puimMoT
The Gods Must Be Crazy, 1980) u Bo ipyru $opMHu.

Ako [lon-apToT ycnea Aa ja BHece ambaJjiaXkaTa BO
CPLIETO Ha YMETHOCTA, MOCTMOJEPHUCTUIKUTE UIPHU
Ha COBpeMeHHUTe BU3yeJHU TEHJEeHLHU ja BHecoa
yMeTHOCTa - Ha aMmbanaxkaTa. I[lakyBawaTa cTaHaa
MEeCTO 33 YMeTHHUYKH eKCIIepUMeHT, BO HaMmepaTa
MPOU3BOJOT Jla CTaHe I0CAKYBaH ,06jeKT Ha XKesa6uTe".
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[lo3HATH yMETHULM W [JU3ajHEPH Ce aHTAKUPaAHHU 3a
OIJIeMeHYBalke Ha BHU3YeJHUTE HAEHTUTETH, CO LeJ
Jla ce cO3JaaT JIUMUTHPAHU BEP3UU Ha NPOU3BOAUTE
¥ Ha TOj HAaYMH Ce NMPEeTBOPAT BO ,MaJld YMETHUYKU
nena“ (ca. 22), cratyceH cMM60J U MOJIEH aKcecoap
(ca. 23).

evian

— ==

Cia. 23 Evian BoJja, TMMUTHpPaHa cepyja Ha aMbaiaxaTa
€O BU3yeJlen CTajJIMHT 0J] I03HAaTHUTe MOAHU JU3ajHepHu:
Jean Paul Gaultier, Paul Smith, Issey Myake, Courreges,
Diane von Furstenberg.

V.  BU3YEJHWUTE WJEHTUTETH HA TIPEXPAHBEHUTE
Tpou3BoAu KAaKo JIE 01t KYATYPHUOT UAEHTUTET
HA EZHA HALIYJA

BusyeJqHMOT HMAEHTUTET Ha MPOU3BOJAOT ja MMa
MOKTa /la IOHece eCTeTCKH, CHMOOIMYKH, aBTEHTUYHHU
BpPeJHOCTU 3a XpaHaTa KaKo JeJ OJ, KYJITYDHHUOT
UJEHTUTeT Ha eJHa Hauuja. UcTtopujaTa, TpaguLujaTa,
aBTEHTHUYHOCTA U IPUKa3HATa Ce BaXKHU eJIeMEeHTH BO
KpeHpameTo Ha INpeNno3HATJMBOCTA HAa OpPEHJAOT U
CTEKHyBambe Ha JoBepbaTa Kaj NOTpollyBayuTe. AM-
f6ajiakaTa 3a XpaHa MoOXe Jia OuJie NMPOMOTOp Ha
pervoHaJHUTe W HalUMOHaIHUTe (KyJUHApCKU U
KyJTypHU) cneuuduku Ha Taa Hauuja. Jypu u
3aKOHCKHUTe OJpefibU ce jacHU JeKa UJeHTUTETOT U
3eMjaTa Ha IOTEKJOTO Ha XpaHaTa ce KJy4YHHU Kaj
npexpaH6eHUTe NMPOU3BOJM M CO HUB He CMee Ja ce
KpeupaaT 3abJyJu Kaj notpoiuyBauuTe: OnepaTopoT
CO XpaHa He cMee BO MHpOpMAlMHUTE MOBP3aHU CO
XpaHaTa JIaXKHO Jla TM HaBe/lyBa NOTPOLIyBayMTe 3a: a)
KapaKTepUCTUKUTE Ha XpaHaTa U 0co6eHo LITO ce
oZiHeCyBa [0 NpUpoJaTa, MAEHTUTETOT, CBOjCTBaTa,
COCTaBOT, KOJIMYWHATA, TPAjHOCTA, 3eMjaTa Ha IOTeK-
JI0O WM MeCTO Ha MOTeKJIO, MeTOA0T Ha U3paboTKa
WJIM IPOU3BO/CTBOL;

NETWT 12040y

Ci1. 24 Italian Village, npoussezneno Bo CA/
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Ho, no3ajMyBameTo Ha Tyru UJAEHTUTETH HE € Hec-
BOjCTBEHO 3a JleHelllHaTa CBeTCKa NpexpaH6eHa WH-
nyctpuja. Ha mpumep, ,nupaTcTBOTO Ha XpaHaTa U
BU3YeJIHUTE CUMOOJIN NPENO3HATIANBY 32 KYJITYPHUOT
Y HallMOHaJIeH UJEeHTUTeT Ha UTanuja oz cTpaHa Ha
Jpyry 3eMju ja olITeTyBaaT oBaa JApaBa 3a 60 Mu/u-
japzau eBpa roauuiHo2. [[pou3BOUTE HA TECTEHUHU
ox CAJl, ynorpebyBajku MMe Ha npousBofoT Italian
Village (UTtasnujancko cesno), Homestyle Pasta (Bo
JloMalleH CTWJ) W 0OOM Ha HaNUOHAJHOTO 3HaMe
LpBeHa, 3ejieHa U 0eJsia, co3/laBa JieCHa Uy3Hja Jeka
OBHe TeCTEHWHM ce IpousBesieHH Bo MHTanuja co
TpaJUIMOHAJIHU JOMALIHU MeTo U (c1. 24).

AMbanakaTa 3a XpaHa MOXe Ja Oujile 3HadyaeH
IpOMOTOpP Ha KYJTYPHOTO HacJeACTBO Ha eJHa
Jp>kaBa. beHepUTOT e ABOHACOYEH: MPOU3BOJUTEOT
M KOPUCTH NOTBPAEHUTE BPEAHOCTH W MOMyJiap-
HOCTa Ha KYJTYpHOTO Hac/leACcTBO Bo ¢opma Ha
NpEeno3HAaTJAMBU CHUMOOJM W MOTHUBH, JoJeKa MaK
Jip>kaBaTa A06MBa MPOMOLMja HAa HEj3UHUTE KYJITypHHU
BPEJHOCTU U BOEJHO Ce CTEKHYBA CO KOHKYPEHTCKHU
npefHOCTH. [IpoAyKTHTEe HA IIKOTCKUOT TPOU3BO-
autes Ha kosaun Walkers, npeky BHU3yesHUOT W/JIEH-
TUTET Ha aMbaJsiakaTa ro MpoMOBHUPAAT KYJTYPHOTO
HacJsie/cTBO Ha IIIKOTCKa CO TpaJUIIUOHAJIHUOT TEKC-
THJI, HAKUTOT U CJIUKAPCTBOTO (CJ1.25).

Ci. 25 Walkers kosaum o lllkoTcka

[IpousBoAMTe Ha MakKeJoOHCKaTa BUHapuja CTobH,
NpeKy BU3YEJHHUOT WAEHTUTET Ha ambajaxara ro
MPOMOBHpPAAT KYJTYPHOTO HACJEJCTBO HAa PETrHOHOT
TukBew U apxeoJOUKHUOT JoKanuTeT CToOou. Busyesn-
HUOT WAEHTUTET HAa KOMIAHMUjaTa U NMPOU3BOJUTE Ce
peyurcu BO 1eJOCT BO KopeJsaldja €O PHUMCKOTO
HacseactBo Ha Cto6u. Kako rsiaBeH cuM6os1 Ha
JIOTOTO € 3eMeH MOTHBOT Ha MayHOT OJ HMOJAHHUOT
Mo3auK BO Emnmckomnckara 6a3ujvkKa 0Ji aHTUYKHOT
rpag Cto6u, 4-5 Bek H.e (cs1. 26). UcTHOT MOTHB Ha
NayHOT ce Haofa W Ha peBepcoT MaKeJoOHCKaTa
6aHKHOTA oJ AeceT AeHapu. CamaTa WaycTpanuja Ha
NayHOT ja 3ajpkajla opurvHajaHata ¢opma, HO e
oc060/ieHa 0/, KOJIOPUTOT Ha MO3aUYHUTE KaMYHba.
Tunorpadujata Ha JIOTOTUNOT € CO PHUMCKO JaTH-
HUYHO NMKUCMO, a 6ykBaTa ,T“ co MyaTUIIMLUpabe HA
CTOJIMYETO € JiU3ajHUpaHa Taka WWTo o¢dopMyBa
AHTHUYKH apXUTEKTOHCKU CTOJI0 co kKanuTesa. OBaa
CYNITUJIHA [IU3ajHepCKa UHTEPBEHIIMja YIITE MOBEKe ja
HarjacyBa CHUMOOJIMKaTa HA AHTHUYKOTO KYJITYPHO
HacJsefcTBo (ci1. 27).
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STOBI

Stobi Cuvée

LoZssew wrime sepan
Ci1. 27 AM6anaxka Ha BuHaTa CTo6u

A. IlpexpaH6eHume npou3eodu kako des 00 Ky/AmypHuU-
om udeHmumem Ha P. MakedoHuja

TpaauMoHalHAaTa M OPraHCKU NTPOM3BeZieHa XpaHa
€ BaXXHO KyJTYpHO o6esnexje Ha P. MakemoHHja a co
TOA e U KOHKYPeHTHa NIPeJHOCT Ha HalujaTa — KyJTy-
peH ¥ eKOHOMCKH NMOTeHIMjal 3a CO3/iaBarbe Mpenos-
HaTJIUB MaKeJOHCKU OGpeH/,.

3akoHOT Besu: "XpaHa cO TPaJULIMOHAJHU Kapak-
TEPUCTUKU" e XpaHa Koja e TPaJUIMOHAJIHO MPOU3-
BeJieHa Bo Peny6/imka MakeioHHja U: a) UCTOPUCKU Cce
npenosHaBa Kako TpPaJMIMOHAJeH NPOU3BOJ, UJIU 0)
ce NpOU3BeAyBa BO COTJIACHOCT €O KOAUQUIMpAHU
WJIA PErUCTPUPAHU TeXHHUUYKU pedepeHLU 3a Tpaju-
LMOHAJIeH Npouec WK CIopej TPaAULHAOHAIHU Me-
TOJM Ha TNPOM3BOJCTBO WJM B) € 3alUTHTEHA KaKo
TpaJUIIMOHAaJIEH MPOU3BOJ, O/ XpaHa CO 3aKOH13.

Bo paMkuTe Ha HMCTpaxkyBarmbeTo 3a 0Baa IpobJie-
MaTHKa e CIpoBejieHa paboTu/IHUIA 3a Pe/dusajn Ha
npoussodu 00 30pasa U oOpzaHCKa XpaHa, Koja BO
opraHvsanuja Ha MakeJOHCKM COBeT 3a JAu3ajH ce
oApxa Ha ®akysaTeTOT 3a apT M Ju3ajH npu EBpomc-
KUOT yHHUBep3uTeT Bo Ckomje Bo aexkeMmBpu 2014.

Jlecet nu3ajHepu penedrHUpaa BU3yeJHU UJEHTUTE-
TH Ha aMbaJla)Kd 3a MOCTOEYKHU JOMalllHU MpeXpaH-
O0eHU NMPOW3BOJM, BHECYBAjKU Jlesl OJi TpajulLujaTa U
HacJeJ[CTBOTO BO KOHTEKCT Ha KYJITYPHUOT WJEH-
TUTET U COBPEMEHUTE BU3yEeJHU KOMyHHUKALIUH.

MeTopoJioryja Ha pa6ora:

- JlebuHupame Ha LieJINTe U 33ja4MTe 3a paboTa

- HWHdopmMaTHBHO-eAyKaTHBHA CecHja W INpe3eHTa-
[[Mja Ha NMPOH3BOJAUTE KOHW Ce MpeAMeT Ha pabo-
TUJIHULATA

- Ilomen6a Ha 3a/ja4MTe U aHAJIM3a HA MaTepHjaTa

- MHcrpaxyBamwe Ha KaTeropujaTa Ha HPOU3BOJAU U
aKTyeJIHUTE TPEHJOBU BO [AU33ajHOT Ha BHU3YeJ-
HUTE UJIEHTUTETH, aMbasiakaTa U eTUKEeTUTE

- Pa3Boj Ha uzen npeky payHu CKULU

- KomnjyTrepcku nu3ajHupaHyu KpeaTUBHU pelleHuja

- H3paboTka Ha MakeTH/NMPOTOTHUIIOBHU

-  ®oTorpadupame Ha QUHATHUTE KPEATUBHU pellle-
HUja

- IlpeseHTupame Ha QUHAJHUTE KPEATUBHU pellle-
HUja

- MenTop Ha paboruyaHuLaTa: npod. M-p I'opjana
Bpennocka, EYPM.

Ju3ajHepuTe Ha pabOTUJHUIATA KpeHpaa COBpe-
MeHHU [U3ajHePCKU pelleHHja 3a BeKe MOCTOeYKHU
JIOMalllHU TNpou3BoJU. Bo mpomecoT Ha pasBoj Gea
3aApxaHd QopMHTe Ha NpPUMapHUTe aMbasaku Ha
Npou3BOAUTE, a 6Oea MOHYJAEHH HOBU WJIU MOJHU-
bunypaHy BU3YeJHU UAEHTHUTETH, HOB JAU3ajH Ha
€TUKeTH W [U3ajH Ha CeKyHJapHU - NPOMOTUBHU
aMOaJIKU.
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Ha pa6GoTtunnunaTta Gea pa3paboTyBaHU HJEjHU

peleHuja 3a cJieJHUBE NPOU3BO/IU:
,C/IMBOBA paKuja co apoHHja“, Npou3B0O/, BO
pa3Boj, npousBoguTes UBaHoBcku — KpyieBo

- ,CiaTko oj apoHuUja“, npou3B0o/, BO Pa3Boj,
npousBoauTen BaHoBcku - KpyieBo

- Buno ,Bpanen’, npousBoguTes BenBuH on Besec

- Buno ,Ka6epHeT COBUHOH", IPOU3BOUTE
BenBuH o Besec

- llpupoaen men“, npousBoauTes BesBUH o
Benec

- ,CiaTko oj TMKBaA“, mpousBouTes Bunpo of,
[eBrenuja

- llem op kajcuja“, npousBouTes Bunpo of,
[eBrenuja

- ,CiaTko oj cMoOKBa “, npousBoauTesa YHUCTap

- ,CiaTko o KanuHa“, npousBoauTes YHuCTtap

- ,YokounokyMm“, ,Kpem 6aHana“ u ,Kunr“, pedpyc
npousBoau Ha EBpona - Ckorje.

On BkynHO 12 npousBoAu TO 6ea pen3ajHUPaHU
Ha paboTU/IHHUIATA, Ke pasrjefame 3 MPOU3BOJU BO
YUY BU3YeJHU UIeHTUTeTH Oea HarJaceHu aclieKTUTe
Ha KyJITYPHOTO HAcJIeICTBO U BO KOU Gellle MCNOJ3Y-
BaHa 6oraTtaTa TpaJMlivja Ha MaKeJJOHCKOTO HapOJHO
TBOPEIUTBO - aBTEHTUYHHUTE PAKOTBOPOU: BE30BUTE U
IJIETEHUTE U3pabOoTKHU.

C/siMBOBa pakMja co apoHHja

3ajava: Ja ce peju3ajHUpaaT rpapUUKUTE €JIEMEHTH
Ha eTUKeTaTa (IpejHa ¥ 3a/Ha) 3a MOroJieMa jacHOCT,
HPENno3HATJUBOCT U CUCTEMCKH BU3yeJIeH UIEHTUTET
KOj Ke 00e36el eKBHBAJIEHTHOCT Ha KBaJIUTETOT U

NOTEeHI[UjaJIOT Ha MNpOHU3BOAWUTe. Bo mpoiecoT Ha
peausajH Tpeba Ja ce 3amasaT JUMEH3UUTE Ha
eTUKeTaTa Kaj pakujaTta (10 x 10 cM npesiHa, u 5x 5 cm
3a/iHa), ¥ J1a ce 06e36eu AH3ajH MOOJIM30K [0 COBpe-
MeHUTe TPeHI0BU. [JlONOJHUTEJHO - [1a Ce Aajie Npej-
JIOT V33ajH 3a IPOMOTHBHA KyTHja Ha paKujaTa.

/Jlu3ajHepoT Ha BU3YeJHUOT HUJEHTUTET U €THU-
kertata, CysaHa MUHOBCKa, Jjajile cBoe 06pa3/IoKeHHe
3a Npe/iJIoKeHUTE KOHIENTH:

,IIpy Au3ajH Ha JIOTOTO 3eMeH e MOTHB — LiBEKeTO Ha
’)KMBOTOT KO€ e MyJITUIJIMLIUPAHO Ha KPY>KHa OCHOBA.
Ctunnsanyjata acouudpa Ha ¢uopanHu ¢opMu -
apoHuja. lIBekeTo Ha XUBOTOT € 3eMeH KaKO MOTHB
3apajiv NOTBJEHUTE CO3HAHMjA HA JIEKOBUTATa MOK
Ha apoHujata. busejku cemejcTBoTO MBaHOCKM KU-
Bee U pa6oTu Bo KpyieBo, npBaTa pasMuc/a o1 BO
Hacoka Ha TpaauuuyjaTta. Kpymeso kuBee BO JyXOT
Ha TpajulLiMjaTa U 3a TpajuuujaTa. KeHuTe BO 0BOj
rpajJ; U3paboTyBaaT payHH HU3PABOTKHU 3a CBETCKH
no3HaTu 6peHZoBH. OBOj ¢akT Gemre mpBaTa HpH-
YHHAa 32 U360p 3a MOTHUB Ha eTUKeTaTa. “

Jagpo Ha OCHOBHHUOT KOHLENT € CMmUu/au3upaH
Momue 00 niemeHu pavHu uspabomxu (cu. 29). Cnopef,
aBTOPKaTa, CTU/IM3AlMjaTa cCo KpyHaTa popMa uMa u
WH/JMpEKTHAa CUMOOJIMKA - COHIle W 3paly, Kako
WJIEHTUTET Ha 3eMjaTa Ha MOTEKJI0TO Ha MPOU3BOJOT.
CBeT/INTE TOHOBM Ha MypIypHa 60ja ce acolujanuja
Ha 60jaTa Ha COKOT Ha IJIOJOT apoHHja. U36opoT Ha
KYpP3UBHO KHUPHUJMYHO INHUCMO BO THUNOrPapCKUOT
WJEHTUTET ja HaJIONOJHyBa POMaHTHYHAaTa HOTa Ha
JU3ajHOT.

[I[poMoTUBHAaTa KyTHja, NpeJor-pemenye Ha Map-
jan Butopujocku (ca. 30), gozaBa HOTa HA A8MEH-

139



Investigating Culture 3 /2019

mu4eH JyKCy3 W TO J[OINOJHYBa HOBUOT HU3TJieJ] Ha
npuMapHaTa aMb6aJsaxa.

[

Ca. 28 llocToeuku usrnaes Ha C/1MBOBa pakyja co apoHHUja
Ci. 29 Cy3aHa MUHOBCKa, IpeJJIor pellleHue 3a HOB
BU3yeJleH UIeHTUTeT Ha IPOU3BOJIOT

CABOBA PARMIA €O

.7’%//1// e

Ca. 30 Mapjax Butopujocky, [IpeaJior peiieHue 3a NpoMo
KyTHja Ha C/1MBOBa pakuyja co apoHHUja, AeTall

YoK0JI0KyM

[Ipo6GsieM: HENOBOJIHO €CTETCKH OOJMKyBaHATa
ambanaxa oxa 500r. Ha Pedyc Kpem 6aHana, KuHr u
YokosiokyM (ca. 31) Ha kKoMmaHujaTa EBpoma ja
HaMa/lyBa aTPaKTUBHOCTa Ha MPOU3BOJUTE U HeE
COO/IBETCTBYBa CO HUBHUOT KBAJIUTET, MOMYJAPHOCT U
JIeJIyMHO - WJIGHTUTET Ha JPYruTe MaKyBakba Off
HMCTUTE MpOU3BOJU. 3ajaya: Ja ce peAusajHUpaaT
rpadUYKUTe eJeMEeHTH, BKJIYy4YyBajKHu I'o U JIOTOTO Ha
YoKOJIOKYM, 3a IOrojsieMa eCTeTHKa W CUCTEeMCKHU
BU3yeJIeH WJIEHTUTET Ha TPUTEe NPOU3BOJAH, KOj Ke
00e30e11 €KBUBAJIEHTHOCT Ha KBAJUTETOT U MOIMYy-
JIApHOCTA Ha nmpousBoauTe. Bo mpouecoT Ha peaunsajH
e MOXKeJIHO Jia ce 3aJipKU eJHOCTAaBHOCTA, HO Taa Ja
Jlobue TOBHUCOKA eCTETCKAa BPEJHOCT W OJIHUCKOCT [0
COBpPEMEHTHUTE TPEH/JOBU BO JM33ajHOT Ha aMmbasaxa
Ha npexpaMbeHU Mpou3Bou. Bo mpejior-pereHueTo
Ha /lanuesa Konescka (ci1. 32) e HampaBeH peau3ajH
Ha JIOTOTUINOT W BKJIy4YeHa e rpaduyka CTUIHU3ANMja
Ha MOTHUB CO TpaJULHOHaJieH MaKeJOHCKH Be3 3a
pakaB Ha ,caja“ on Ilpusencko. Mcto kako u BO
MOCTOEYKOTO pellleHue, 33JpKaH € KOJOPUTOT Of
caMo efHa 6oja - TeMHO KadeBaTta. Ho, BO HOBHOT
npejjior kKadeaBata 60ja e MNONMPUCYTHAa U JiaBa
HMHCTaHTHA [0BP3aHOCT CO YOKO0JIa/I0TO KaKO COCTOjKa.

JlobueHa e HOBa ecTeTCKa BPEJHOCT M MoOrosema
GJIMCKOCT [0 COBPEMEHUTE TPEeHJO0BH BO JU3ajHOT HA
aMbasiaxka 3a XpaHa, KOW IJlJacHpaaT MUHUMAaJu3aM,
YUCTHUHA, Tpadur3aM, JBOJAUMEH3UOHAJHOCT, €/IHa /10
JiBe 60M, UaycTpanyja HaMmecto ¢oTorpaduja, UpTex,
pPeTpo U TpaAulyja, Kaaurpaduja u Urpa co TEKCTYPH.

HoBHOT uaeHTUTET e amMUUpaH U Ha JPYTUTeE
Pedyc npousBoau: Kpem 6aHana 1 KuHr Bo ambaJsiaxka
oz 500 rpama.
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IlpupoaeH mep,

[Ipo6sieM: HeycorJiaceHOCTa Ha TUNOrpadcko -
WJIyCTPaTUBHUTE eJIeMeHTHU Ha eTHUKeTaTa, HeYUTJIU-
BOCTa Ha CUTe TEKCTYaJHU eJleMeHTH, KaKo U HeMa-
BeTO0 Ha JIOTO ja HaMajJyBaaT aTpPaKTUBHOCTA Ha
npousBoZoT Ha BesnBuH (ca. 33). 3amava: jJa ce
penusajHupaaT rpadUYKUTE eJeMEHTH Ha eTUKeTaTa
3a noroJieMa Npeno3HaTJUBOCT, MOeCTeTCKa KOMIIO-
3WLMja U YUTJUBOCT Ha MHPOpPMALMKTE, HO U Ja Ce
Kpenpa aBTeHTHYeH WU3rJeJ COo acolujalud 3a
MaKeJJOHCKUTe HapOJAHU TPaJUIUU.

UpejHoTo pemenue Ha Maja JakumoBcka (ci. 34)
HyJH JIB€ BapHjaHTH, BO KOU JOMHUHUPA IPaPUYKUOT
M3pa3 co reoMeTpyM3aM M pUTaM, acouUjaTHBEH 3a
MYeJUHUTE KeJMU U 3a HApPOJHHUOT Be3 of, Make-
JoHuja. bouTe ce Bo TomsaTa rama, co acouujayUy Ha
npupojia, Mej, MakeJioHuja. KpeupaH e U 4YUTJIUB U
e€/IHOCTaBeH JIOTOTUI 3a MMETO Ha MNPOU3BOJOT, a
“HbOpMaLMUTE CE BUAJIUBYU U YNTIUBHU.

Cia. 31 IlocToeuku usrse[ 3a YoKos10KyM

[IPAPOAEH MEA

Cn. 32 Jlanuena KoueBcka, npefJior — peju3ajH
Ha BU3YeJIHUOT UJeHTUTeT Ha ,Yokos0kyM" co rpaduuka
CTUJIM3alMja Ha MOTHUB CO Be3 3a paKaB Ha ,caja“

Ca. 33 llocToeuku usrneq 3a [lpuposen men
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Mprsaagpa u o
AR SO0 Bare:

Ci1. 34 Maja JakuMoBCKa,, TpeyIo3H 3a AN3ajH Ha eTHKeTa
3a [IpupogeHn mex

Bo HejsuHOTO pelleHMe e 3a6eieX/IUB TPEHJOT Ha
rpaduyky MHHHMMaJU3aM CO KOj 1eJIOCHO e Hamlyll-
TeHa HapaTUBHATa WIyCTpalMja Ha MOCTOEYKOTO
pellleHUe.

WpejuuTe pelteHdja 3a cuTe 12 nmpousBoiu Gea
Npe3eHTUPAHU jaBHO Ha 24 aekemBpu 2014 Bo mpoc-
TopuuTe Ha EBpomnckuoT yHuBep3uTeT. [IpeTcTas-
HHULM Ha IPOM3BOJUTENNTE 6ea MPUCYTHU HA Npe3eH-
TauujaTa, a Gea JUCKyTHPAaHM M MOXHOCTHUTE 3a
€BeHTya/IHa UMIJIEMEHTAllMja Ha UJejHUTe pelleHuja.
YdecHunuTe BO pabOTU/IHHULATA Ce CTEeKHaa Co
3Haema 3a crneluUKUTe Ha NpeXpaHOeHHOT CEKTOp U
OPUHIMOUTE Ha Ju3ajHUpame aMbaslaka 3a XpaHa,
c/le/lejKu I'M COBpeMeHUTe TPeH0BH BO 06J1acTa.

Melsrerere1010797

VI. 3AKJIYYOK

HaBukute 3a 4yBame, u360p, NOArOTBYyBakbe U
KOH3yMHpame Ha XpaHaTa ce OJijpa3 Ha HalaTa
KyJTypa U JeJl Ofi HAallUOT JIMYEH U KOJIeKTHBEH
WJeHTUTeT. XpaHaTa Moxke Jia 6ujie puTyaJs, YyMeTHOCT,
KyJIT, Ollcecdja, CMM60JI Ha pas/JMYHU BepyBamwa U
pesuruy, Metadopa co CHJIHM 3Hayewa. BakHOTO
MeCTO Ha XpaHaTa BO »KMBOTOT Ha YOBEKOT € BU/J/IMBa
Bo apTedakTUTe Ha MaTepujajHaTa M BHU3yeJHATa
KkyJartypa. Co pa3BojoT Ha HHJAYCTPUCKOTO IPOU3-
BOACTBO M TEXHOJIOIUKUTE HOBUTETH Ce pa3BHUBa
aMmbasa)kaTa 3a XpaHa, CO LITO ce MoAo6pyBa
Hej3MHaTa AUCTpUOYLMja W 3rojieMyBa BeKOT Ha
Hej3suHOTO Tpaewe. Co cé 1noroseMHoT 6poj Ha
NpOM3BOAM U I[OrojieMaTa KOHKYpeHLMja, INaKyBa-
’baTa Ha NPOU3BOAUTE CTaHAaa MOKHO CpPeJCTBO 3a
njeHTHUKalMja, KOMYHHUKAlMja U eKOHOMCKA Npej-
HOCT Ha 1a3apor.

BusyenHuTe UJEHTUTETH Ha IpexpaHOeHHTe
NpOM3BOAY NPHUJOHECYyBaaT 3a jacHa Ipeno3-HaTJIH-
BOCT W H3[BOjyBalkbe BO IepLeNiuUTe Ha KOH3Y-

142



BU3YEJIHUTE UAEHTUTETH HA AMBAJIAXKATA 3A...

MeHTUTe. OBUe JUCTUHKTUBHU HJIEHTUTETHU CTaHaa
LeHTpaJ/leH MOTHUB BO /leJlaTa Ha HAjIO3HATUTE yMET-
Huiy o 20 u 21 Bek, ocobeHo Bo [Tonm-apToT, HO U BO
IPTAaHUOT QUJIM, CTPUIIOT U QUJIMOT, IOTBPAYBAjKH ja
HUBHAaTa Ba)KHA yJiora Bo GpOpMHUpameTO Ha MOJep-
HaTa KyJITypa U PU/I0HECOT BO MOM KyJITypaTa.

BusyesHuTe HJAEHTUTETH Ha MNpexpamMOeHUuTe
MPOU3BOJY MOXAT Jla IPUI0HECAT KOH GOPMUPAETO
Ha KYJTYPHHUOT WJEHTUTET Ha eJHAa HalHja U co3ja-
Balbe Ha aBTEHTUYEH HallMoHaJeH O6peHA. benepuroT
€ ZIBOHACO4YeH: NMPOU3BOJUTENOT Tl KOPUCTHU MOTBP-
JIEHUTe BPEJHOCTH U MOMYJIapHOCTAa Ha KYJTYPHOTO
HacaeACcTBO BO ¢opMa HA MPENO3HATIANBU CUMOOJH U
MOTHBH, JI0JleKa NaK JIp>KaBaTa Jo6HUBa MPOMOIMja Ha
Hej3UHUTE KYJTYPHHU BPEJHOCTH U BOEJHO Ce CTEK-
HyBa CO KOHKYPEHTCKU NMPeJHOCTH. BO TOj KOHTEKCT,
JIM33jHOT HA BU3YEJIHUTE UJIEHTUTETH Ha aMbasiaXkaTa
3a XpaHa e MOKHa ajlaTKa Koja MoXe Jia ja eTabaupa
TpaJUIIMOHAIHATA U OPTaHCKH MPOU3BeJ[eHaTa XpaHa
KaKo BaXKHO KyJITYpHO obGesiexje Ha P. MakesoHuja co
3Ha4yaeH eKOHOMCKH MOTeHHjall.
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UDC 316.722-027.6:391

MOJIATA U OBJIEKYBAETO KAKO HAZIBOPEIIEH UJIEHTUTET

MapuHna KoniapeBa PaHnucaBibeB
ATM, Beazpad, Cpbuja

Ancmpakm: IlIpoMeHHUTe LITO ce CAy4YyBaaT BO YOBEKOBOTO
6MTHE HajyecTO ce BUAJIMBHM U Ha Herosarta ,lIOBpLIMHA".
HapBopemHocTa e mponycT/iiBa 3a OHME MMIYJICH LITO
NPUCTUTAaT O Haj1a60KHUTE C/I0eBU HAa GUTHETO, HO UCTO
TakKa, YYBCTBUTE/JIHAa € M 3a HAaJBOpPEUIHUTe BUOGpaLUU
(KyATypHUTE, €eKOHOMCKHTE, NMOJUTHYKHTE), U THE BJIM-
jaaT Bp3 mpaBen0OT Ha YOBEKOBOTO /€jCTBYBam€, ' OJpe-
JAyBaaT HeroBuUTe M360pH, I'M 0GJIUKyBaaT U I'M MeHyBaaT
HeroBuUTe >KeJIGH, HABUKM, AypM U ncuxaTta. Kako npukas
(pediekcuja) Ha NOCTOjaHO NMpeNJieTyBakbe HAa UHAUBUAY-
QJIHUOT M HA KOJIEKTUBHMOT acHeKT, HaJBOPEUIHHOT
HU3IJIE, € Cé MOBaXKeH 3a CorJiejlyBame Ha UJEHTUTETOT. Bo
COBpEeMEeHHOT CBeT oGJjeKaTa U 06/IeKyBambeTo HMaaT
KJIy4YHO 3Hauewe 3a adupmManujaTa Ha JHAYHOCTA.
HcTpaxkyBameTo UCIPIHO aHA/IM3Upa eHA 0/, OCHOBHUTE
NMOTpe6GH Ha YOBEKOT - 06JIEKYBakHETO — BO cepHja 0AHOCH
KOM TM BOCIOCTaByBa €O MOJaTa, Koja HpeTcTaByBa
3ace6eH eHOMEH, NPOMEH/IUB U KPAaTKOTpPaeH BO OJHOC
Ha 06GJIeKyBalkbeTO Ha YOBEKOBOTO TeJI0o, HO OJ Apyra
CTpaHa, 3HAYaeH 3a HCKa)KyBame Ha TPYNHUOT WJIHM HaA
NnoeJUHEeYHHOT UAeHTUTET. [IpeTcTaByBajKH HCTOBPEMEHO
oJpa3 Ha BHAaTPEUIHMOT Ga/laHC Ha NCHUXATa M CJUKAa Ha
ONIITECTBEHUOT CTATyC, MOJATa U 06JIeKyBamkbeTo MMaaT

MOK Ja ja TpaHcpOpMHpaaT eJUHKATA, KAaKo Mpej ApyruTe
Taka 4 npej, ce6ecu. Taa ,KpeaTMBHa Urpa“ Ha TpPaHC-
dopmanuja Hema TpaeH KapakKTep, NPUBpeMeHa € U MMa
CBO€e ICHXOJIOLIKO ONpaBAyBame, CO OIJIeJ Ha Toa JeKa
CeKO0j YOBEeK, MaKap M Ha MOMEHT, caKa a Guje HeKoj ApyT.
Bo mocTMOJEepHOTO ONMIITECTBO, KOe Ha JIyfeTo UM HYAU
oJipeiecHO KYJITYPHO 0CJI0G0AyBame, a 0J JApyra cTpaHa,
UM  HaMeTHyYBa OGBpCKa Ha  caMopeajJu3apmja
(ce6eKkoHCTpyUpame) U UJEHTUTET CTAaHYBa HENITO IITO
MOXKe Jja ce u36epe, na AypH 4 Ja ce Kynu. OCHOBHa 1ieJT Ha
HCTPAXXyBakeTO € Ja Ceé NMOKAKAT NCHXOCOLUOJIOMKHUTE
KOPEeHH M COBpPEeMEHHTe acleKTH Ha MOJaTa, Kako H
Hej3uHaTa MOK BO GopMHUpaKEeTO HA UAEHTHUTETOT.

Kayunu 36oposu: MAEHTUTET, MoOJa, 0GJeKyBambe, UHTep-
dejc

BOBE/

LlenTa Aa Cceé BOCIIOCTaBHU KOMyHI/IKaLU/Ija CO OKOJIu-
HaTa U Ja Ceé OCTaBH IMO3UTHBEH BII€YAaTOK MOXKe /Jia Ce
IMNOCTUTHE AOKOJIKY Cé MOYUTYyBaaT oApeJeHU MPaBUJIA.
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CBecHO ¢opMHpajKU TO CBOjOT HU3TJeJ, YOBEKOT M
roMara Ha CBOjaTa OKOJIMHA MOJIECHO J1a I'o Mpero3Hae U
aa ro npudatu. Co orsies; Ha Toa, 06JieKaTa U HAYUHOT
Ha 00JieKyBalbe INpPEeTCTaByBaaT Ba)XeH eJieMeHT Ha
koMmyHuKauuja (Kocareva Ranisavljev, 2010 : 253 [1]).

AHanu3upajky ro 0JHOCOT MOeAUHEL — OMIITECTBO,
JyHr yTBpAyBa [eKa CeKOj 4YOBeK MocelyBa CBOE jaBHO
,jac”, Koe e HacOYeHO HCKJYYUBO KOH HaJBOPEIIHUOT
CBET, U CBOe MPUBATHO ,jac“, Koe TO MpeATTaByBa
HEroBOoTO OUTHE. JaBHOTO ,jac” mMpeTcTaByBa HayMH Ha
KOj YOBEKOT CaKa /ja ¥ ce MpUKaXke Ha CBOjaTa OKOJIUHA,
IITO HajyYeCTO TOCTUTHYBa TMpeKy o6Jekata U
OJIHECyBameTO. Bo MOMEHTOT Kora CBeCHO NMOYHYBa Ja
ro o6JIMKyBa CBOjOT U3IJIe, CO LieJs Aia OCTaBU ofpesieH
BIIEYATOK, YOBEKOT MOYHYBA Jia TO TPaZiil CBOjOT UMULL.
CBeCHOTO OCTaBale BIEYaTOK MPEKY CBOjOT H3TJe],
HNpeTCTaByBa BU/| HA KOMyHUKaLHja.

Bo mpercraByBalke Ha HMHIOT Ce KOPHUCTAT pas-
JIMYHU CPEeJCTBA — OJ OJHECYBame€, MPEKy TeCTHKYJIa-
1[Mja, 60ja Ha IJ1acOT, pETOPUYKA CIIOCOGHOCT, 10 U3TJIe],
U obJiekyBawe. CUTe OBHE CUTHAJNU, KOU YOBEKOT T'H
€MHUTYyBa IIpeKy CBoOjaTa I10jaBa, NOJeJHAKBO Ce BaXXHU
KOJIKY U COJIp>KMHATa Ha MOpPaKUTe LITO Ce U3roBapaar.
[IpamrakeTo IMTO YeCcTO MOTTHUKHYyBa [JebaTH BO
pPaMKUTe Ha MOJHUTE KPYrOBU €: AU UMUYOM MOXKe
Jla ce MOUCTOBETH CO MJEHTUTETOT? Makap IITO 4ecTo
ro MmoBp3yBaaT CO MOUMOT personality, a MOpPeTKO CO
BHATPEUIHOTO, CYLITECTBEHO ,jac“, cemak, MOJHUTeE
KpeaTopu cCMeTaaT JieKa UMHUIIOT € eKBHUBaJIEHT CO
uJieHTUTeToT. TaKBHOT CTaB, MeryToa, ro MOOHBaaT
YeCcTUTe YJIUYHU TJIeTKH, KaJie LITO JOMUHUPA YHUDOD-

MeH W3rJeJ Ha MJaZaTa IOoIyJanuja, Ha TNpPHUMED,
JIeBOjKH CO JI0JITa ,MCIerjaaHa“ Koca, TeCHH GapMepKH U
BUCOKM noTneTunu. Toa e, cekako, mocjaefulia U Ha
MOJIHAaTa HHAYCTPUja, KOja MNPOU3BEJyBa OrPOMHU
CepuM Ha WAEHTUYHHU NpeaMeTH 3a 06JIEeKyBamwe, CO
CJIMYeH Jie3€eH U KoJopuT [1].

YHudpopMHOCTa, KaKO pe3yJaTaT Ha KOHoOpMHUcC-
TUYKHOT MNPUCTAll KOH OO6JIeKyBameTO, MOXe Ja ce
M30erHe UCKJAYYUBO NMPEKY 3acUiyBakbe Ha UHJIUBHUJIY-
aJHOCTa. 3a Ja ce HarJacu aBTEHTHYHOCTA, U3TJIeJOT
Mopa Ja ce pasJMKyBa Makap Bo JAeTand. Kaj miazara
nomyJalnuja, MefyToa, 3a6eJIeXXUTEeJTHO € U UMUTHPabe
Ha TYId UAEHTUTETH, LITO MOXe Ja ce CAy4dyBa Nepu-
OJIMYHO, MO €eMHUTyBake Ha TIONyJapHU TB-CEpUH,
GUIMOBH UJIM My3WYKU HACTallU Ha eCTPAJHU SBE3JH,
KOM CO CBOjOT aTpaKTUBeH H3rJeJ U3TJejaaT KaKo
CTUJICKU HeodpopMeHaTa mybJinKa.

[ToTpebaTa 3a uaeHTHHUKAIMjA € HAjCUJIHA BO TEKOT
Ha pacToT U co3peBameTo. JINYHOCTA HajuecTo ce Bp3yBa
3a JiMLe WTO ja MMIPECHOHUpa, BO IMOYETOK 3a Haj-
OJIMCKUTE POJHUHM, a MOJOIHA 3a JIMIA LITO MOCEeAy-
BaaT aBTOPUTET WJIH, MaK, XapU3MaTUYHOCT. TakoB BU[
uJeHTUUKALIM]jA, KOj IpeTCTaByBa 06U/ 3a popMupame
Ha COICTBEHATa JINYHOCT NPEKY APYTH, TPae IeJl )KUBOT.
Ho, BO MOMeHTOT Kora JIMYHOCTa CTaHyBa OYyKBaJHa
KONMja Ha Tyl UJIEHTUTET, C€ OTKPHUBA JeCTPYKTUBEH
kapakTep. Co UMUTaLlKja Ha TYFUOT U3TJe[ ce Npe3emMa
Y OHA IITO HE € BO COTJIACHOCT CO CONCTBEHOTO GUTHE.
Ha Toj HayMH JIMYHOCTA KOH CBOETO TEeJIO Ce OJHEeCyBa
KaKO KOH 00jeKT - 3aKavaJsika, Koja MOXe Jia moJjHece cé
IITO Ke ce CTaBM Ha Hea. TakBaTa MaHMMyJalHja Co
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CONCTBEHOTO TEJO W JAyX HajYecTo IpesH3BUKYBa
Auc6ajaHC W CEePUO3HU IICUXOCOMATCKH IOCIEAULH.
['y6emeTo Ha UAEHTUTETOT NOPaJy IOUCTOBETYBAKE CO
MOJleJIOT TpeTCTaByBa IHOCJeJHLla Ha HEMOXHOCTa
peaJiHo Ja ce COryefaaT U J1a Ce UCTAaKHAT CONCTBEHUTE
BpPETHOCTH.

OTKPUBAISE UJIK COKPUBAHE
HA JIMYHOCTA IPEKY OBJIEKATA

Cekoj 4yoBeK BO cebe HOCH HAjpas/iMYHU BHUJAOBU U
KOMOWHAIMK IICUXOJIOIIKA KapaKTepUCTHKU. Tue ja
oZlpeJlyBaaT YOBEKOBATa JIMYHOCT, CO ParameTo ce CaMo
HaBeCTEHU, 2 HUBHUOT IMOHATAMOIlIeH Pa3BOj 3aBHUCH,
npes c€, oJ HajBopellHUTe (GaAKTOpPU U BJIHjaHHUja.
Kosiky BsiMjae MoJaTa Ha oApeJieHd TUIOBU JIMYHOCTH,
KaKOB € HUBHHOT CTaB KOH 06JIEKyBalkeTO U KOH MOJATa,
KOJIKY Ce OTBOPEHHM 3a MOJIHM MHOBALUM U LITO BJIHjae
Ha HUBHUOT M3060Dp, Ce KJIYYHHUTE Npalllaba Ha KOU Ce
o6uyBaaT Jja 0;roBOpaT MOJHUTE aHAJIUTHYAPH.

OZHOCOT Ha JIMYHOCTA KOH O6JIEKYBAaHkeTO U KOH
MoJiaTa OTKpPHBA MOXXHOCT 3a 6eCKOHEYHO KOMOWHHU-
pame Ha pas/IMYHU WJIH, MAK CIMYHU KapaKTEPUCTHUKH,
KOW pe3yJITHpaaT BO OECKOHEYHO OOTaTCTBO JIMIA KOU
BO MoJiaTa MOXaT Jja ce HapeyaT ,JIMYHocTU" . HeciopHo
e JeKa ,MoJHaTa JIMYHOCT' e MOIIHe KOMILJIeKCHa.
MogaTta uMa MOK Ja TM aKyMyJupa CUTe BHUAOBHU
NICUXOJIOIKA KapaKTEPUCTHUKH, KOU YeCTONaTH ce
Merycebe CIOpPOTUBHU (CTpora W HeXHa, MuJa U
aporaHTHa, PUrOPO3HA U CIIOHTAHA, HAllaJHA U COPUCTH-
[[MpaHa, raBoJiecTa U CEPUO03HA, KOHKpeTHA U HeJeUHU-

paHa u c¢1.). Ha Toj HAaYMH JIMYHOCTA, MPEKy 006JIeKyBa-
HBeTOo, JJ06MBa [BOjHA MOXHOCT, 0J, €lHa CTpaHa, Ja ja
WCTaKHe CBOjaTa MHAMBUJYAJHOCT U aBTEHTHUYHOCT, a
OA Apyra, la ce 3aMackupa 3aj Tyl UAEHTUTET MpeKy
MyaTAIIMKauuja. CTaHyBa 360p 3a Hab/by[yBame Ha
KOJIEKIIMja KapaKTepH, KOM MOXeMe Ja T'M corjiefaMme
KaKo OMTHe Ha Koe My ce ZjaBa ;106072 Jja ce 3aMacKupa
3aJ, eflHa WJU 3aj Apyra eguHuna [2]. Of efHa cTpaHa,
JINLLETO CaKa Ja ro UCTAaKHe U Ja Io NMOTBPAU CBOjOT
UJIeHTUTET, CO TOa LITO Ke A06Me NpU3HAHUE Ol CPeSU-
HaTa BO Koja »uBee. Toa mpeTcTaByBa OTHNOpP KOH
JlelepcoHalM3alyjaTa Ha MAcCOBHOTO OINIITECTBO U
noTpeba 3a UHAWBHUJAYAJHOCTA U 33 H3/BOjyBambe 0
Macata. Of fApyra cTpaHa, JMLETO MMa Kejuba Ja CU
MOUTPYBa, Jla 6Ujle UCTOBPEMEHO U HEKOj ApYT, UITO ce
6a3upa Ha MOXKHOCTA 3a TpaHcopMmalyja.

MogaTa 0BO3MOXKyBa MyJITUILIMLIUPA-e IUYHOCTH BO
COCTaB Ha €JHOTO W eJUHCTBEHO CYLITeCTBO. MeryToa,
pa3JMYHU TUIOBHU JIMYHOCTU ce GopMHpaaT MOJ OApe-
JleHU OINIUTeCTBEHO-KYJITYPHH YCJI0BU U UMaaT peJlaTUB-
HO TpaeH KapakTep. Bo Mojara BapujauuuTe Ha
JINYHOCTH Ce INOPasHOBUAHU U peJIaTUBHO IOKPAaTKO-
TpajHMU. [2]

MogaTta mnozpa36upa ofpefeHa [ABOJHYHOCT, a
KaMydynpameTo Npeky ob6JsekaTa HyAd YyBCTBO Ha
c10607a. YoBEKOT ce MpeTCTaByBa KAaKO HEKOj JPYT, KOj
MO>Ke6U NOCTOH, a MOXKebH M He NOCTOH, U TOA OTBOpaA
npallakba BO BPCKa CO UAEHTUTETOT, HO Celak, MOXe Ja
ce KaXke JleKa MaCKUpambeTo NpeKy o6JseKaTa Mo6JIMCKO
e CO UrparTa, Koja He IpeTCTaByBa M3MaMa, TyKy HYIU
YyBCTBO Ha peJlakcalldja U MOXHOCT JIMYHOCTa Ja ce
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oTKpHe ceGecH Kako HoBa. Kun Jlunosenxu (Zil Lipo-
vetsky), Bo kHurarta LJapcmeomo Ha Modama, HarJacyBa
JieKa MoJiaTa co3ziaja HOB THII YOBEK, ,MOJHa JUYHOCT",
KOja He ce Bp3yBa Clel{jaJHO 32 HUKOTO Y 3a HULITO, U
BO KOja MOCTOjaHO Ce MEHYBaaT JUYHOCTHUTE U BKYCOT.
TakBHOT YOBEK JIOHEKa/le e cJI000/IeH, HO TOa e TJIaBHO,
0CJIO6OZEHOCT Of] TPAAHUIHjaTa, 0Jf MUHATOTO U OJf CEKOj
>)KUBOTEH IPOEKT KOj Jocera NojajieKy oJ cJjeaHaTa
MoZHAa mpoMeHa. Toj e cioGozeH Ja MOXe Jia ce
peasin3vpa, HO HEMA U jacHA CJIMKa Koe U KaKBO ce6CTBO
caka Jia octBapu [3].

[IpUYMHNUTE TOpPaJ KOU YOBEKOT TeXHee Ja TO
U3MEHU CBOjOT H3IJIe[, MOXAaT Ja I[OTEKHYyBaaT O[]
pasinyHu  chepu  (eMOTHBHA, mNpodecruoHaHa,
MOJIUTUYKA, BepcKa, €KOHOMCKa W cJ). Bupor Ha
KaMyQJiaxka, Kako ¥ U360pOT Ha MOJEJIOT BO KOj JIMIETO
€BEHTYyaIHO Ke ce KaMydJirpa 3aBUCH O, COLUOKYJITYP-
HaTa CpeJiMHa, OJ, Hej3MHAaTa aKTyeJIHa CUTyaluja, Kako
U O/l JOMHUHAaHTHHUOT MOJIeJI CO KOj JIMIIETO UMa KeJba
Jla Ce IOUCTOBETH.

MOJIATA U OBJIEKYBAHETO KAKO CPE/ICTBO
3A KOMYHHUKALIMJA

JIOKOJIKYy Ha 4YOBEKOT ce rJjeJila Kako Ha ,COBpILIEH
opraHusaM“ Bo ¢U3MYKA U BO JAyXOBHA CMMUCJA, A HA
o06JieKaTa Kako Ha BUJ, OOBUBKA, MOXe Jia ce3abesiexu
JleKa CylITHHaTa Ha OBa €JUHCTBO He e CcaMo
JOCTUTHYBalbe Ha €CTeTCKa CKJI3aJHOCT TYKy M Ha
XapMOHMja BO MCHXOJIOUIKATA U BO COLHOJIOLIKATA
cdepa. O $pr1030dCKHU acMeKT, roJ0THjaTa WU TENIO0TO

ce ujieas HO, 06JIeKaTa e OHa IITO € PeasHo, CIOEHU BO
€JMHCTBEHa IeJIMHA ja COYMHYBaaT YOBeKOBaTa
HazBopemHOCT. OHOCOT Mery TeJoTO M obJieKaTa e
BaXKEH MH/JAMKATOp Ha GaKTOpHUTe LITO YyHpaByBaaT CoO
IPOMEHUTE BO O00JIEKYBaWmbeTO, HO M CO OJHOCOT Ha
noeAUHELOT cHpeMa colMjanHaTa cpefuHa (Cvitan-
Cerneli¢, Bartlet, Vladislavi¢, 2002 : 15 [4]).
O6JieKyBalETO € 0/Ipa3 Ha YOBEKOT IITO ja HOCH Taa
00JieKa, HO UICTOBPEMEHO, IPETCTABYBA U pedJieKcHja Ha
ONLITECTBOTO W CUTE OJHOCH BO HETOBUTE DPaMKH.
XapMoHMjaTa noMmery TeJOTO M obGJieKaTa 3a BpeMe Ha
aHTHYKHTE LMBUJIM3ALUU IPETCTaByBaJja XeJiba 3a Jjoc-
TUTHYBakbe alcoJyTHa XapMoHHja. [lonMoT Ha ecTeTH-
KaTa ce 6a3upasl HA BHUMAaTeJIeH OJHOC KOH COIICTBe-
HUOT AyX W KOH TeJOTO, WITO TpebGajo caMo Ja ce
HarJacd, OJHOCHO Ja ce OTKpue co obsekaTta. Bo
apeBHuoT Erumer, Ha nmnpumep, adupmanujaTa Ha

TEJ0TO, HarJaceHo C¢o ymorpe6aTa Ha JIECHH H
Npo3payHU TKAaeHWHH, NPeTCTaByBaJlo oJpa3 Ha
BepyBarkbe M KYJT Ha 4YUCTOTAa. Hacmpotu ToO3,

Heranyjata Ha OU3WYKOTO TeJsO, 3aTBOPAHETO U
3apo6yBame BO KPYTH CTE3HHUIM U KOHCTPYKLIUH, KaKO
U OTCYCTBOTO Ha KOJIOPUT ce 3abesexyBa Bo XVI Bek
KaKo MMOCJIeAUIa Ha CTPOTUTE PKOBHY MTPaBHJIa.

Kako nHAuBUlyasieH U3pas co KOj HajHeNoCpeiHO ce
OesieXXaT CHUTe NPOMEHU HA JIMYEH M Ha OMNIUTECTBEH
IJ1aH, obJileKkaTa NpeTCTaByBa JOKYMEHT 3a BpeMeTO U
npocTopoT. HaYMHOT Ha 006J/IeKyBamkeTO U3pa3yBa MpHU-
NaJJHOCT Ha oJpeJieHa OMNUITeCTBEHA Ipyna, a pasHU
BUJOBH  o6JieKa -  CIOOPTCKaTa,  MJAJelIKaTa,
KJacM4YyHaTa o6Jieka Ha 6ypikoasujaTa, KOCTUMOT Ha
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paGOTHUKOT, YMETHHUKOT, XHUIHUKOT, CTPaHELOT,
NOKa)XyBaaT M HUjaHCHM Ha COLMjaJHUTe cJoeBHU. Ha
JIMYeH IJIaH, o6JieKaTa M HA4YMHOT Ha o0O6JeKyBame
MOXaT Jja OTKPHUjaT pa3JIMuHU eMOLUH, TpodecroHaHa,
NOJIUTHYKA WJM Bepcka OpHEeHTaluja, CTapocT,
CEKCyasIHH, yMETHUYKHU HUJIH CIIOPTCKU CKJIOHOCTH.
Hekon aHasuTH4Yapu cCMeTaaT JAeKa I[O0eJUHEIOT
npeky o6JiekaTa He MOXe HUIITO JUPEKTHO Ja MaHH-
decTrpa, OCBEH NPUNALHOCT HA OJpeJeH COLHjaleH
KpYyT, U 0[] TOj aclleKT ceKoja o6Jieka MpeTCTaByBa BUJ,
yHudopma. JIpyry, nak, TBpAaT coceMa CIIPOTUBHO, U Ha
obJiekaTa M mpuJaBaaT M3pa3eHa KOMYHUKAIMCKa MOK.
Bo Taa cMucia o6Gisekata ja cdaka M mUcaTesKaTa
Enucon Jlypy, koja Bo kHurata The Language of Clothes
BOCIIOCTABYyBa peyuCcH 6yKBaJHA aHajoruja Mery
PEeYHUKOT U 0O6JieKyBaweTo. PeYHUKOT Ha o06JieKaTa,
BCYLIHOCT, € BU3yeJieH PeYHUK Ha WH/JUBUJAYATa, a Mo
BOJIYMEH e 6apeM KOJIKY IIITO € U PeYHUKOT Ha KOoj 6UJI0
rOBOpEH jasuK, ,O0HJejKHM TO0 COAPXH CeKoe mapye
o6Jieka, GppHU3ypa U CUTe BUJOBU YKPaCyBake Ha TEJIOTO
o/l HajaaMHellHU BpeMuma“ (Lurie, 2000 : 5 [5]).
CuM6o/IMTe KaKo jaCHU MHAMKAaTOPU MMaaT 3HadajHa
yJora BO OTKpHUBale Ha HUJeHTUTeTOT. CaZiloMa3oXuc-
THYKaTa ONpeMa, HA NPUMep, YKaXKXyBa Ha oApezeHa
cekcyaJiHa omnpefieneHocT. ,Tom og ®uncka“ uau “Tom
of Finland”, Bug MyHAup, KOj CO CBOMTe HALMCTUYKU
KOMIIOHEHTH CWJIHO acolupa Ha pu3MyKaTa MOK KaKo
OPUHIUI Ha MAalIKOCTa, T'M OTKPHBA, BCYLIHOCT,
XOMOCeKCyasHUTe paHTa3WM Ha JIMLETO IITO F'0 HOCHU
[1]. MonuTHykK uAep Bo BoeHa YHUGOpPMA HajuecTo ce
IIOBP3yBa CO €BEHTya/IHW BOEHU OKOJIHOCTH. MefyToa,

TakBaTa 00JieKa, CO jaCHO CHMMOOJIMYKO 3Haueme, ro
ry6d CBOjOT CEMUOTHUYKH KapakKTep MOpaju Toa WITO
Mo/laTa MacoOBHO Mpe3eMa eJIEMEHTH Ha BoeHa, GeTull-
U rej-obsieka. Ilog MOJHUOT JUKTAT, OBHE eJIEMEHTH
4YecTo T'W HocaT Jyfe 4dj UJEHTUTET BOOIIUTO He ce
corjacyBa CO HUBHOTO H3BOpPHO 3Hauewe. U mokpaj
jacHUTe HACOKH, 3HAYEHEeTO Ha 06JieKaTa He cMee Jia ce
3eMe 3/IpaBo 3a rOTOBO. Hej3HHHOT roBop cé€ movyecto e
MeTadopUyueH U, MpeJ CE, 3aBUCH OJi MPOCTOPOT U Of
BpeMETO - KaJIe U KOra — ce KOMyHHUIMpa.

A®UPMALIUJA HA JINYHOCTA

Yaorata Ha MojaTa BO IOCTUTHYBaweTO 3a/0-
BOJICTBO M NCUXUYKU GasaHC Kaj YOBEKOT He e CIOpHa.
CosHaHMeTO Jeka y6aBo Wu3rJjeja, 3a WITO JAo6uBa
NOTBpZAa OJ, CBOjaTa CpeAUHa, BO Hero mpeju3BHUKYyBa
YyBCTBO Ha 3aJ0BOJICTBO, JAYPU U CyNepHUOpPHOCT.
Cnenejku ja MojaTa, YOBEKOT 4YeCTO ce obuayBa Ja
HaJMHHe U3BeCHU O¢pycTpauuM, LITO YKakyBa Ha
KOMIIeH3aTopcKa QYHKIMja, MEXaHHW3aM 3a ojb6paHa Ha
JIMYHOCTA. lako 4yBCTBOTO Ha UHEPUOPHOCT MOXe Ja
6ujJle mocjeAula Ha pa3/iM4HU OKOJHOCTH, I'JIaBHO ce
jaByBa Kora JINYHOCTA He yCreBa fa ce abupMupa npexky
CONCTBEHUTEe KBaJUTeTH. Toram yecto 6apa moTBpAa
npekKy cBOjoT u3rJje[. O6jekaTa Bo TOj CJay4aj ja HarJa-
CyBa JIMYHOCTA U HEroBUOT CTAaTyC, HO MoOXe [Ja
NpeTCTaByBa U KONHWja Ha Tyl CTaTycC, y6aBUHA WU
yrjaej, na v Tyf U eHTUTET BO LeJIOCT.

Kosiky HayMHOT Ha 00JIeKyBame WU CIE[EeHEeTO Ha
MOJHUOT TPEH/ IO HaMa/lyBaaT YyBCTBOTO Ha UHepH-
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OPHOCT MOKAXXyBaaT NoAaTonuTe, ocobeHo o CA/l, kaze
IITO MOJAaTa HajBHUMATEJIHO ja C/IelaT MJIAJIUTe Jyre U
MUTpPAHTHUTE, OHUJIEjKU UM Ce YHUHH JleKa Toa THU
vM3elHayyBa co JApyrute AmepukaHuu. Toa uM ro
HaMaJlyBa HellpUjaTHOTO YYBCTBO JieKa Ce BO Taa 3eMja,
cenak, rparaHu of BTop pef. CJiMyHa e cuTyanujaTa v BO
NpPOBUHIM]jaTa, KaJe LITO CJeeheTo Ha MoJaTa e AypHU
Y MOoU3pa3eHo OTKOJIKY BO ILeHTPHUTe, IpeJ ce mopaju
»KOMILJIEKCOT Ha MMPOBUHITHjA".

JleCTpyKTUBHHUTE CYNKYJTypPHU I'PyNHU ce IpUMep Ha
HeraTMBHA KOMIIeH3al4ja, Koja ce oJpasyBa MNpekKy
HUBHUOT WU3IJeJ, W OJjHecyBame. busapHuoT u
IpeHarJiaceH u3rJjef, HajuyecTo JONOJHET CO arpeCUBHO
OJiHECyBake, AypH M HACWJICTBO, HajuecTO € caMo
MaHudecTallja Ha KOMIIEH3aTOPCKO OJIHECYBabE , Ipes,
cé, moTpeba JAa ce MpUBJedYe BHUMaHHUE U Jja Ce HaMaJlu
YyBCTBOTO Ha 6e3BpeZHOCT. Kako o4 1MKa Ha HE3PeJsIocCT,
TOA YYBCTBO YeCTO € NOBP3aHO CO YyBCTBOTO HA CTPaB U
HEU3BECHOCT, IITO HAjJIeCHO Ce HaJMUHYBa CO MPUKIY-
YyyBale KOH IOrojieMa CoOLMjajJiHa rpymna (CIOpTCKU
¢$baHOBH, CKUHXE/IU, TAHKEPH U CJIUYHO).

[loHOBUTE NCHUXOJIOUIKM HCTpa)KyBaka My /JAaBaaT
rojieMo 3Hayewe Ha YyBCTBOTO Ha MPUMNAJHOCT, KOe
CipeMa HH, T KOMIIEH3WpPa PeYHCH CUTEe MOTPEOU LITO
MOXaT Ja IpeJju3BUKaaT ¢pycTpanuja Kaj 4OBEKOT.
BcymHocT, ¢pycTrpanujaTa Bo OJHOC Ha HeKoja of
eCeHIMjaJIHUTe NOTpe6H, KaKo LITO e NoTpebaTa 3a MOK,
CUTYPHOCT, JbyOOB WJIM UIpa UCKJIYYMBO MOXKeE Ja ce
HaJlOMeTU INpeKy INOoAMUpYyBalke Ha MmoTpebaTta 3a
npunarame (Kocareva Ranisavljev, 2010 : 276 [1]).

KomneHsaTtopckaTta ¢yHKIMja Ha MOJaTa Ce OCTBa-
pyBa MpeKy 3HaYeHEeTO LITO I'o A0GUBA MOEAUHELOT O/
o6jekata. Taa mnpercraByBa crenubuyeH 3HAK Ha
HEroBHUOT COIMjaJIeH CTaTyC, eTHUYKaTa, rparaHcKara,
ceMejHaTa WM, MaK, HeKoja Apyra npumnagHocT. Hemto
NOMHAKOB KapakTep HMa IoTpeGaTa 3a H/JeH-
TuduKanuja, Kesbata M3MJAEJOT [Ja I[OTCETyBa Ha
olpeneH Mozes. BocxuTyBameTo KOH AJsiekcaHgap
MakesOHCKHY, Ha NpUMeEpP, I'M IOTTUKHA/JO OpOjHHUTE
ctapu 'puu aa cu ja usbpuyaTt 6pajaTa U Jja co3AajaT
MOJIeH CTUJI KOj Ke CTaHe MO/IeJl 3a UJTHUTE reHepaluu.

OBJIMKYBAWE HA UAEHTUTETOT

O6UAOT fja ce NOTBP/IAT KBAJIUTETUTE U /1A CE CTEKHE
HNpU3HAHUE 0J] CPeIMHATA TECHO € MI0BP3aHOo CO NOTpe-
6aTa Ha YOBEKOT Jja Ce UCTAKHE U J1a h3Jie3e 0Jf aHOHUM-
HocT. C/iefierbeTO HA MOJJHUTE TPEH/JI0BU Ha JYI€TO UM
006e36e/lyBa oJipe/ieHa CUTYPHOCT, ' CTUMYJIMpa Ja ce
W3/IBOjaT He CaMo CO CBOjOT M3rJieJ, TYKY U CJI0O60/IHO Jia
TH MOKaXaT U CBOUTe JPYyrd KBaiuteTd. Co oryex Ha
TOa JleKa Mo/laTa 4eCcTo Ce MeHYBa, CeKoja HOBa IpoMeHa
co3/jaBa HOBA IIAHCA 32 OHHE LITO He TU 3aJ0BOJIHJIA
npeTxoJHaTa MoJa.

OcBeH WITO HYAU MOXKHOCT JAa ce H36epaT HOBHU
¢dopmMu Ha 06sieKa U MOJHU CTUJIOBH, MOJIaTa HAMETHY-
Ba U FOTOBU pellleHHja — HIPOTOTHUIH HA HOBU CTUJIOBU
Ha xkuBeewe. OGUJOT Ha MojaTa Ja o MOIITEAU
YOBEKOT 0J] MAaKOTPITHOTO BJIOXKYBake BO MPOLECOT Ha
caMmopeasiu3aliMja, HyJEejKH  TOTOBH  IMPOU3BOJIH,
HeJZIBOCMHUCJIEHO ce MaHUecTHpa BO HjejaTa U 360po-
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BUTE HAa OCHOBAYOT Ha NMO3HATHOT 6peHp Diesel Jeans
Penno Poco (Renzo Rosso): ,Hue He mnpojgaBame

NIPOU3BOJ, HUe NpoJaBaMe CTHJ Ha XUBeewe" (Svensen,
2005 : 141[6]). KpeatopoT Ockap ae s1a Penra (Oscar de
la Renta) gaze civyHa u3jaBa: ,Bo MUHAaTOTO MOAHUTE
KpeaTopH - BCYLIHOCT, KpOjauuTe — MpaBea U MpojaBaa
caMo 3/10JIHUIITA. [leHec mpoiaBaMe CTUJ Ha )KUBOTOT U
TOA Ha IeJHOT cBeT. HaBjeryBamMe Bo € NoBeKke W
noBeke o6JstacTu... (Svensen, 2005 : 141[6]).

YoBekoT, MeryToa, He 6U GUJI BO XapMOHHja CO
MoO/IaTa JIOKOJIKY O ja ciefies1 1o KpajHocT. M3ryeoT Ha
deHdu op, XIX Bek CBeJj04H, 3aMpaBo, 3a 3aCTANEHOCT Ha
codUCTUIIMpPAH U UHAUBHUYaJeH BKyc. EfeH ol HeroBu-
Te 3HAMeHUTHU mnpercTaBHULM, Ockap Bajaj, TBpaen
JleKa ,Y0BEeKOT Tpeba U/ Aja 6ujie YMEeTHUUKO JeJI0 UJTH,
mak, Ja ro Hocu“. JleHAU Tpoulen caaTH mpes,
OTJIeJaJIOTO, COCPEIOTOYEH HA JEeTaJuTe WITO Tpebase
Jla ja HarJlacaT HeroBaTa aBTEHTHYHOCT. TBOpemoT Ha
AeHausMoT, bo bpames, nsjaBui: ,AKo ce 3aBpPTH 10 Bac
Ilon By, Toa 3Hauu feka He cTe y6aBO 06Jie4eHU, TYKY
CTe TMpPeMHOTY KpYTH, MpPeMHOry CTerHaTH WJU
npeTepaHo ja ciaeguTe Mogara.” Taa Mopa Ja 6uze
MPOMYCT/IMBA 33 HWHAWBUJAYAJTHUTE KapaKTEPHUCTHKH,
HH3 Hea Mopa Jia ce HasMpa MaKap Ha3Haka Ha JIMYeH
BKyc. [lTopazii Toa, MoJiaTa e MOCTOjaHO BO MeryImpocTop,
Ha NpPEeMUHOT on WHAUBU/YAJIHOCTA KOH
KOHPOPMH3MOT, NOCTOjaH KOMIIPOMHUC Mery eJHOTO U
JApyroTo. ,AKO HMMa NpPEMHOry WHJAMBU/JAYaJHOCT, Taa
[[EOCHO M3JIeTyBa OJi CBOETO MOJHO IHoJie. AKO HMa
NpeMHOTy KOMQOPHOCT, Taa TIybu MPHUBJIEYHOCT,

6ujZiejku Beke He o6e3benyBa pas/vkKa - a Toraum e
MpTBa Kako Moja"“ (Svensen, 2005 : 141[6]).
3AKJIYYOK

CymTHHaTa Ha YOBEKOT KaKO AYXOBHO GUTHE He ce
f6a3upa HUCKJIYYHMBO Ha eCTeTCKaTa KOMIIOHEHTa HUTY,
NaK, € MoJiaTa Taa IlTo Tpeba Aa 6uae eAUHCTBEH MOJIE
BO CO3/laBabe Ha UJIEHTUTETOT.

CnopeJ KpUTHKaTa Ha eCTETCKUOT BHUJ, HA XXUBOTOT,
BO JAesnoto Hau - uau op aBTopoT CepeH Kjepkerop
(Soren Kierkegaard), ecTreToT e 3aBUCEH 0J CETO OHa
IITO TO0 ONKpYyXyBa. HacoueH HCKJIYyYUBO KOH
Ha/IBOPELIHOCTA, >XMUBOTOT Ha €CTETOT € H3TpPajeH,
BCYLLIHOCT, Ha HECUTYpHa 1no4Ba. CBeceH 3a MUHJINBOCTA,
NPOTUB KOja, BCYIIHOCT, HEMA IIITO Jla CTOPH, TOj KHUBee
BO cocToj6a Ha ouajyBake [7]. 3a Hero Moxebu
pelieHHeTO JieXXH BO mNpudakare Ha eTHKaTa KaKo
3HAYMTEJHO NOTpajHa BpefHOCT. [lofgeKa 3a 4OBEKOT BO
€CTEeTCKUOT CTaJUyM MOJaTa HPETCTaByBa XKHUBOTEH
ujieasl, BO eTUYKUOT TOj HEMA NOTpeba Jja ce OTKaXKe 0/
MoJara.

W noxpaj HejanHaTa epeMepHOCT, NOTEHLUjaJIOT HA
MOJiaTa 3a CO3/laBalbe Ha UJIEHTUTETOT He e 6e3HayaeH.
He e To4yHO feka JiyfeTo MpBO MMaaT HJEHTHUTET, a
MoToa H36UpaaT co KakBa ob6Jeka Ke To H3pasar,
OZTHOCHO, He TIOCTOM ,BHATpelleH” HJEeHTHUTET KOj e
He3aBHCEH 0J, HajABopellHUTe MaHubectanuu [7]. Of
Jipyra CTpaHa, He MOXe Ja ce mpudaTu HUTY HAejaTa
JleKa HaJIBOPELIHOCTa ja KOHCTUTYHUpPa BHATPEIIHOCTA.
3Ha4M, He € MOXHO [ja Ce JiaJie alCoJyTeH NMPUOPUTET
HATY Ha eJHa O0J, KOMIIOHEHTHUTEe Ha HJEHTUTETOT,
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O6u/iejKu THe ce Mely3aBUCHU. Kora ro HarJsiacyBa cBojoT
u3rjeJ, YOBEKOT, BCYIIHOCT, HeEWITO H3jaByBa U
3actanyBa. Toa ITo ro 3acramnyBa e HeroBoTo 6uTHe. Toj
He Mopa Ja ce ojpeye oJi MojaTa 3a Jia ro AoKaxe
BHATPEILIHUOT NMOTEHLIUjaJl, HO MOJaTa He e eJUHCTBEH
WHAUKATOp Ha HeroBuTe BpeAHOoCTH. Co Toa LITO coceMa
Ke M ce CHOpPOTUBCTAaBM Ha MOJaTa, He [JOKaXyBa
norojieMa KOHIEHTpaldja Ha  HWHAWBHUAYAJTHOCTA.
bercTtBoTo on MozaTta M HEj3SUHOTO HErupame IpekKy
Aemozie GOpMH He IMpeTCTaByBa HUUITO APYro OCBEH
0lpa3 Ha CTpPOro MNOYMTYBawke Ha MoJaTa WJIM Ha
a"ntumopaTta. Cnopen craBot Ha leopr 3umen (Georg
Simmel), Herupajku ja MojaTa He CTaHyBaMe
MOCaMOCTOJHH HWHIUBUAYU. UpaeanoT e, mpexa ce, BO
HAacOYeHOCTa KOH peJaTUBHAaTa CaMOCTOjHOCT: CO
npudakame Ha MOJATA KaKO HEeMHUHOBeH (aKTop BO
»KUBOTOT [8]. CBeceH 3a Hej3MHATA IPOU3BOJIHOCT, YOBe-
KOT ja mojpas6upa U ja mnpudaka, HO He UM ce
NOTYMHYBa Ha HEj3UHUTE INOCTOjaHH mpoMmeHH. [lo
CTENEeHOT Ha XUIEepMOJIePHOCTA U  ,TOTaJIHAaTa MoJa’,
YOBEKOT BeKe He »KMBee mopagd Hea. U mokpaj
MHTEeH3UBUPakEeTO Ha MoTpebaTa 3a eCTeTHKA BO CEKOja
06J1acT, BO My3UKaTa, EHTEpUEPOT, BO CEKOjAHEBHUOT
JKUBOT, JIYIeTO, Cemak, ce O06JieKyBaaT Ceé MOMaJIKy
¢dopmasniHo. Bo coBpeMeHHTe YCJOBH M BO KyJTypaTa
KOja e C& MOAaHKCHO3Ha, ce para norpeba 3a MOUMHAKBA,
eTHUYKa MO/Ia, KOja e ceé II0OArOBOPHA U € HacoueHa KOH
ekosiolkata cdepa, Koja MpeTCTaByBa eJUHCTBEH
M360p BO UJHUHATA Ha IVI06aJTHOTO OMLITECTBO.

(1]

[2]
(3]

(4]
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UDC

3AKAHU U MOKHU IMTPUJOBUBKHU 0/] AHTJIOAMEPUKAHCKATA
JASUYHA I'/IOBAJIM3ALIM]JA 3A MAKEZIOHCKHUOT JIMHI'BUCTUYKHU
UAEHTUTET

Ceto ToeBcku
Apxcasen ynusepzumem eo Temoso, MakedoHuja

Ancmpakm: MaKeLOHCKHOT ja3UK, KAKO OCHOBEH MapKep
Ha eTHUYKHUOT UJEHTUTET Ha MAaKeJOHCKHOT HapoJ, ce
Haora o/ CUJIHO BJIMjaHHE HA IJ106a/IM3alUCKUOT Xere-
MOHHM3aM Ha aHIJIOAMEPHKAHCKHOT ja3sMK Ha peducH
CUTEe HHBOA: JIEKCUYKO, I'PaMaTH4KoO, NPaBONMHUCHO M
donercko. Toa e 3aKkaHa U 32 MaKeJOHCKHOT JIMHTBHUC-
THYKU HJEHTUTET. 3a Ja ce cOpeyd XHOGPUAHO cO3Ja-
Balkh€e HEKAaKOB ,MaKaHIVIUCKU ja3uK“ U ,aHrj10$poHOMa-
KeA0HCKHU JTUHTBUCTUYKHM UAEHTUTET", IOTPEGHO e, KaKo
IITO Nopaya MUCHPKOB, MaKeJOHCKHOT HapoJ ,Aa He To
HU3MeHyaT CBOjOT ja3HK .. NOJ CUJIHO 4y3/J0 BJjHjajH’e",
TYKy Aa ce ynorpe6ar ,CUTe.. CPeJCTBa, 3a Ja couyyaMme
HallWjOT HAPOAEH ja3HWK, U CO Hero HallMTe HAaPOJAHU
HHTepecu”“ o Ga/IKaHCKHUTe AaHTHMMaKeJOHCKH Npomna-
ra’Hay, a cera U oj ,aHIVIOJIMHTBUCTUYKHMOT MMIepHja-
au3aMm“. MUCHUpPKOB ja 6Gapa KOJIeEKTUBHaTa H/JeHTHU-
TeTCKa OApeJHHLA BO MAaKeJOHCKUOT HapoJeH jasHK, a
KoHecku ja 6apa M ja Haora Taa oJpeJHUIA U BO
HapoOJAHMOT, HO U BO COBPEMEHHMOT MaKeAOHCKHU jasHK,
KOj U caM ro rpagu. Hamecto HenmoTpeGHO Ja ce KOpHC-
TaT aHIVIMIU3MM, IITO BHECYBa PAacTPoOjCcTBa M BO CHH-
TakcaTa, KoHecku ykaka Ha morpe6arta ,BO JIMTepa-
TYPHHUOT ja3HK Aa JojAe J0 NOorojeM Uspas pe4HUYKOTO
60raTcTBO Ha HapOJHHUOT ja3MK U >KUBUTE HAaYMHU Ha

360poo6Gpa3yBame BO HEro“, HO M Ja ce NMpPOJOJIKH CO
pa3BUBakbeTO HAa HHXEPEHTHATA CMNOCOGHOCT U Ha MaKe-
JOHCKHUOT ja3UK 3a M3pa3yBame allCTPAaKTHH CMUC/IHN.”

Kayunu 360posu: MaKeJOHCKH ja3UK, MaKeJOHCKH JIMHT-
BUCTHYKHU UJEHTHTET, aHIJI0aMePUKAaHCKa ja3u4Ha IJI0-
6asiM3anuja, XuGpHAn3anyja, JeKCUKa, rpaMaTHKa

BOBE/]
['JIOBAJTUBUPAHUOT AHIJIUCKU JA3UK - 3AKAHA
3A CBETCKATA JA3SUYHA PA3HOBU/IHOCT

JeHenHaTa epa BO CBETOT MOXe Jja Ce O3HA4YH Ka-
KO aHIJIOJIMHTBUCTHYKA TIJo06aaus3anuja, WM Kako
LJIMHTBUCTUYKH HWMIlepHjaju3aM‘ Ha aHTJIMCKHOT,
€/JMHCTBEH CO CTaTyC Ha rsiobaseH ja3uk. Ho, Bo cBe-
TOT He MOCTOU CaMO €/IeH ja3uK, TyKy 6orara jasuyHa
pasHOBUAHOCT: crnopen, ,ETHosor, amepukaHckarta
€THOJIOIIKO - JIMHIBUCTHMYKA acolyjaliyja 3a €eBU-
JEeHTHpame Ha IOCTOJHUTE ja3uld BO CBETOT, Ha
3.1.2016 roguna umasio peructpupanu 7.106 mnoc-
TOjHU KUBH ja3uIU:

155



Investigating Culture 3 /2019

Ta6esa 1 /[uctpubyunja Ha CBETCKUTE ja3ULH CIIOpeJ MOoJ-
padyjeTo Ha MOTEKJIOTO

Peruon bp.jasunu IlpoueHT ['oBopuTenu
Adpuka 2.146 30,2 810.209.997
AmMepukn 1.060 14,9 51.456.819
Asuja 2.303 32,4 3.770.496.032
EBpomna 285 4,0 1.656.808.477
Maoudux 1.312 18,5 6.740.866
CEeBKYITHO 7.106 100,0 6.295.712.191

HUzBop: ,Ethnologue”: ,Languages of the world“

OBOj TMHIBUCTHYKYU JMBEP3UTET MOXKeE Ja Ce 03-
Hay¥ KaKO CEeBKYIMHOCT Ha ja3WYHOTO GOraTCTBO HA
yoBewTBOTO. CHTe ja3uLU Ce OTBOPEHU CHUCTEMH, KOU
IITO NOCTOjaHO Ce MeHyBaaT, ce NPUCIoCcoOyBaaT U ce
pa3BuBaaT. KoHTakTUTe U WHTepakuuuTe Mely THe
jasunu JoBeAyBaaT [0 pa3MeHa Ha 3060pOBH, KOH-
LHenTh U ujeu. MefyToa, UHTepaKLUUTe Mely jasu-
LUTe BO CBETOT He Ce OJBUBaaT Ha TOj HAYMH ILITO
CeKoj oJ] THe ja3uly Ke MMa paMHONPaBeH U eJJHAKOB
CTAaTyC HaclpeMa JApyruTe ja3ulM, Ha NPUMEpP, BO
3aeMameTo 360pOBU BO CBOjOT pEYHHUYKH QOHJA,
HanpoTtus, usaudepeHnupaHu ce JjBa OCHOBHM CTa-
Tyca Ha ja3uIUTe BO KOHTAKT: ,ja3Uly — AaBaTeJn" U
sjasunu - npuMaudun”“. HajuecTo kako rJjiaBeH jasuk -
JlaBaTesl e aHTJIMCKUMOT. MakeJJOHCKHOT ja3UK € BO
rpynaTta Ha OHHMe IITO, I'JIaBHO, 3aeMaaT 360pPOBU 0f
JPyry ja3uly, BO oBaa rJjiob6asHa epa HajMHOTY O[]
aHTJIMCKUOT. ,ETHOJI0r BO cBOoeTO 18 - To u3gaHue 3a
jasunuTe Bo cBeToT of 2015 rojguHa ja JoHecyBa
ciaefHaBa Tabena (Paul, Simons and Fennig, 2015) 3a

6pojkaTa Ha pOJEHU U JPYTHU TOBOPUTEJM HA aHTJIKC-
KHOT ja3MK BO CBETOT:

T'oBopuTe/ M
Pogenu CeBKyInHO
Ha KOU UM e
roBOpUTEIN BTOp JasnK AHIJIMCKH
(L1 speakers) (L2 speakers) TOBOPHUTEIN
335,5 MmuwinoHu | 505 MUIMOHU 840,5
MUJIMOHHA

UzBop: ,Ethnologue”: ,Languages of the world“

[[lupeweTo HA AHIVIMCKUOT ja3UK Ke BJIMjae HEIo-
BOJIHO BP3 CBETCKHOT JIMHTBUCTUUYKH JAUBEP3UTET CO
HeraTUBHU NOCJEAULM 32 MHOTY ja3uuu. [osieM 6poj
JINHTBUCTU U UCTPaXkKyBaul BO CBETOT JiaBaaT yIITe
TeMHU NporHosu. Bo oBoj koHTekcT Pajuep Enpuke
XaMes1 UCTaKHyBa: ,..NpeAynpeayBamara IITO TH UC-
Kaxkaa XoJs, Kpayc m gpyru Bo morJjieJ, Ha MOXXHaTa
cMpT Ha 90 NpoOLEeHTH Ha ja3ULIUTEe BO CBETOT Ha Kpa-
joT Ha 21-MOT BeK Kako pe3yJ/TaT Ha JIMHTBUCTHUYKATa
rjo06ar3anyja 3acuimja cepyuja Ha JBUKEeHha U 3arpu-
JKEHOCT 3a Haj3arpo3eHMTe ja3ulu. ... Tue ce npeaBoj-
HUIY Ha HeOTpaHHWYeHaTa oZi0paHa Ha CUTe ja3UIU BO
CBETOT, 06pas/iokKyBajKku JeKa HCYe3HyBameTO Ha
caMo e/leH ja3uK Co3/laBa HeHaJloMecT/MBa 3aryba Ha
rJ106aJHUTe JUHIBUCTUUKU 6GoraTcTBa. The ocobeHo
Iy 6paHaT OCHOBHUTE ja3WYHMU ITpaBa Ha CUTe TparaHu
Ha CBETOT Ja OMJAT efynupaHU U [ja UMaaT MpUCTal
Jl0 JpyryuTe jaBHU CEpPBUCHM HA HHUBHUOT COINCTBEH
jasuk (Hamel, 2006 : 3)“
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3AKAHHU M MO)XHH TIPHJOBUBKH OJ...

A. [Jlepunuparsa u pasauku Ha noumume ,udeHmumem
Ha makedoHckuom jasuk” u ,MakedoHCKU JNUH28UC-
muyuku udeHmumem”

[loTpebHO e fa ce HanpaBH JUCTHHKLHUja Mely JBa-
Ta MOMMa ,UJeHTUTET Ha ja3UKOT" U ,JIMHIBUCTUYKHU
HUJEHTUTET, IITO Ke Tro CTOpUMe BO CJAy4ajoT Ha
MaKeJJOHCKUOT jasukK. Jo3ed CyHr - Jya [lapk MHoOry
Npel3HO UCTAaKHYBa LITO NpeTCTaByBa ,JINHTBUCTHY-
KUOT UJEHTUTET": ,Ja3suYHUTE UAEHTUTETH MOXe Ja
ce OoJlHecyBaaT Ha 4YyBCTBOTO Ha HPHUIAJHOCT KOH
3aeJHUIATa, KAKO IOCpeJyBaHa HU3 CUMGOJIHYKHOT
pecypc Ha ja3MKOT, WM Ha Pa3JIMYHU HAaYMHU Ha KOU
JloaraMe 10 pa3bUpameTo Ha OAHOCOT Mely HAllUOT
jasuk M Hac camuTe. OBa ce TeCHO [TOBpP3aHU aclHeKTH
Ha TOA KaKo HHe ce IO3ULHMOHMpaMe BO OINLITECT-
BEHUOT KOHTEKCT npeky ja3dukotT.” (Park, 2012). lllTo
3Ha4M, MaKeJOHCKHUOT JIMHTBUCTUYKU HJEHTUTET e
KaTeropuja, Koja ce OJHeCcyBa Ha MaKeJOHCKHUOT
HapoJ, Hab/byJyBaHO BO IL|eJIMHA, WJM Ha KoOj 6GHJIO
HEroB IPHUNAJAHUK KAaKO POJIeH TOBOPHUTEJ Ha Make-
JIOHCKHOT jasWK HabsbyAyBaHO HoejrHe4yHO. [locTou
KOJIEKTUBEH U WHJAMBUJYyaJleH MaKeJOHCKU JIMHIBUC-
TUYKH UAEHTUTeT. Panko Byrapcku MHOry npenusHo
ro aebvHUpA MOUMOT ,UJIEHTUTET Ha ja3UKOT", MOCO-
YyBajKM Ha TPUTE HETOBHU COCTABHU E€JIEMEHTH: ,, ..
MOXaT aHAJMTHUYKM Jia Ce M3/BOjaT TPU acleKTH Ha
WJEHTUTETOT Ha eJleH ja3uK: CTPYKTYypaJieH, WU
TUIIOJIOLIKY (KaKOB €), FeHeTCKH, U/ POJIOCJIOBEH (0]
IITO HacTaHalI) M COLMOJUHIBUCTHUYKH, WM Bpej-
HoceH (kako ce BpenHyBa). I[IpBuTe JBa acmekTa ce
JIMHTBUCTUYKHA BO IIOTECHA CMHC/I3, a TPETHOT €
COLMOJIMHTBUCTUYKA U COLMONCUXOJIOUIKY, OUJEejKH
ce oJHeCyBa Ha CTAaBOBHUTE HA CAMHUTE TOBOPHUTENH
KOH COIICTBEHHOT ja3UK, Ha TOA KaKO To OlleHyBaaT U

ro UMEeHYBaaT, 3eMajKy I'¥ IPUTOA NpeJBUJ, HETOBUTE
ONIITECTBEHH YJIOTU U KyJITYpHaTa TpaJHuLHja, KaKo U
CMMOOJIMYKATa BPCKAa CO €THUYKHUOT, KOHpecHoHaJ-
HUOT, NMOJUTUYKUOT, UJIU CO HEKOj APYT KOJEKTUBEH
uaenturtet.” (Bugarski, 2003 : 10). CamuoT Make-
JIOHCKH ja3uUK HMMa CBOj ojJieleH UJEeHTUTEeT, LITO e
pasJMYHO OJi MaKeJOHCKUOT JIMHIBUCTUYKHU W/ EH-
TUTeT. ,EK0/I0r" ro HcTakHyBa reHeaJOLKHOT acleKT
Ha WUJEHTUTETOT Ha MAaKeJOHCKHUOT ja3uK, Cllope/, Koj
TOj ja3uK € JeJ 0J, NMOLIMPOKOTO HWHAOEBPOICKO ja-
3UYHO CEMEjCTBO, HO € U [Jies1 of, 6asToCAaBjaHCKaTa
jasu4Ha rpymna, oJHOCHO M JieJl Ha ja3UYHOTO IOTCe-
MejCTBO Ha jy»KHOCJIOBEHCKH ja3uuu. Bropuor, ctporo
JIMHIFBUCTUYKHU aCHeKT e THUIIOJIOLIKUOT acleKT Ha
WJEHTUTETOT HA eJieH jas3uK, IUTO BO CJAy4ajoT Ha
MaKeJJOHCKHOT ja3UK Cce OJjHeCyBa Ha rpaMaTH4KaTa
CTpyKTypa (cpeAcTBaTa CO KOU ce MU3pa3yBaaT rpama-
TUYKUTE OJHOCH BO MaKeJJOHCKHOT ja3uk). Bo Bpcka
CO TUIOJIOIIKAaTa KOMIIOHEHTa Ha HWJEeHTUTETOT Ha
MaKeJIOHCKHUOT ja3uk Buosieta HukosioBcka nocodyBa:
. C€ U3JleJyBaaT YeTUPU THUNA jasuly: $JIEKCUBHH,
arJiyTUHaTUBHH, KOPEHCKU U TOJUCUHTETUYKHU ja3u-
nu. GeKCUBHM ja3uLM Ce ja3uLUTe 0J, UHJ0eBpOIIC-
KOTO Ce€MejCTBO. ... Bo 3aBUCHOCT 0oJf Toa Ha KOj Ha4UH
ce U3pasyBaaT 0JHOCHUTe Mel'y 360pOBUTE BO peyeHH-
1aTa, GPJIEKCUCKUTE ja3ULIM MOXAT Jja OUJIAT ja3ULH O]
aHAJMUTUYKM WM jasULM OJff CUHTETUYKH IOTTHUIL
CoBpeMeHUOT MaKeJOHCKH ja3sUK € jasuK OJi aHaJU-
TUYKU noTTUM.” (HukosoBcka, 2012 : 15-17).

b. AujaxpoHujama u cunxpoHujama Ha MakedoHCKUom
jasuk u MakedoHCKUOM AUH28UCMUYKU UJeHmumem

l'[pe,q Aa MIpeMUuHeMe Ha MaKeAOHCKHOT JIMHIBHC-
THYKHU UAEHTUTET Ke HCTaKHeMe HeKOH o n03Ha'{aj-

157



Investigating Culture 3 /2019

HUTE JUjaXpOHUCKU U CUHXPOHUCKH KOpesaluu Mery
MaKeZJOHCKHUOT ja3uK U MaKeJJOHCKHUOT JIMHTBUCTUYKHU
WJIEHTHUTET, a 10TOa 0OOMIITEHO Ke Ce 33/Ip>KMMe U Ha
JleJl 0J] HajBaXKHUTE W HajIpelu3Hu AebUHUpakba Ha
OBHE TeMeJHU NOMMM BO COLMOJHMHIBUCTHUKATa U
JINHTBUCTUYKATA aHTponoJsoruja. [[pBu eneMeHTH Ha
MOUMOT ,MaKeJOHCKH JIMHIBUCTHYKH HOAEHTUTET"
“Ma [3aJleHo, MOKpaj APYyruTe MaKeLOHCKHU [Jejuu, U
CaMOYKHOT, HO HaJapeH jasuyap - eTHosor [opfu
[lyneBcku Bo cBojoT ,Tpuja3uyeH peyHUK" yIITE BO
1875 roauHa. Bo Hero e 3anuiiaHo Jieka ,Ce Be/bH/]
JbYIM KOjH je O efieH PoJi U Koju 360pyBajef; eZJHaKOB
360p, ¥ KOjU KUBYHAjeJ U ce Apyrapaj, eJleH co ApyTH,
Y KOjU MMajeJ jef[HAKBM 00M4Yaju U MEeCHU U Beceba;
THEe JbyJUATEe jU BHUKAjL HApPOJ, a MeCTO BO Koje
’KUBYBa/J, Ce Be/bU/J, OTEUeCTBO 0[] TOU HapoJ. Taka u
MakenoHIIMBE ce HApoJ U MeCTOBO HUBHO je Make-
JoHuja“. IlyseBCKM yKaxKyBa M Ha COLUOJIMHIBUC-
TUYKOTO 3Hauelme Ha MOUMOT ,ja3uK“: .. ja3uk ce
BeJbUJI 360pyBabjeBo, CO Koje, 360pyBa/i, efieH, Hapo[,
Kao, TYPCKY, C/J1aBjaHCKH, apOAHCKU ... MAKEJOHCKHjO,
ja3uK je, HajcpoJaH, CO LPKBEHO, C/IaBjaHCKUTE KHBbUTH
1 ToH je crapocnaBjaHcku.” (IlyneBcky, 1875 : 39 - 40)
MakeZJOHCKMOT UCTOpUYap Ha yMeTHocTa Emun
AnekcueB Bo cBojoT Tpyx ,[y06anusanuja u
HJEHTUTET  Cce OCBpPHYyBa Ha JujeMaTra ,Mery
JIOKQJIHOTO M TJIOOAJIHOTO, HAIMOHAJHOTO |
YHUBEP3aJIHOTO, Mel'y moTpebaTa Aa ce 3adyBa
COTICTBEHUOT UJIEHTUTET U NoTpebaTa Jia ce ouie
JleJ1 o] roJieMaTa KyJTypHa CHHTe3a Ha 3amaf’.
AnekcueB UCTaKHyBa JeKa yuTe Bo 19 - HOT Bek
JU1ab0KU U ceondaTHU OMIITECTBEHU MPOMEHH,
O3HA4YeHU Kako ,MPOLIECHM Ha eBpoleusaluja u
npuUcrnocobyBamke KOH 3amajoT‘, HCTO Taka,

3alo4yHalie JAa ja mnorpecyBaaT MakeZoHHja,
MOCOYYBajKU Ha HACTOjyBamaTra Jia ce 3a4yBaaT
WUIEHTUTETOT U ja3UKOT: ,HapogHOTO TBOpEUITBO
BO KOe e COCpeJloToYeHa CMMUC/IaTa Ha HalleTo
HCTOPHUCKO HCTPAjyBalbe BO BpeMeETO, ro A06UBa
3HaUeHEeTO Ha HCTOYHUK KOH KOj ce CBpPTyBa
1esla TeHepalyja MaKeJOHCKU MpPOCBETUTEJH,
nucaTesy, IOeTU U PeBOJYLIMOHEPU BO MOTpara
M0 CONCTBEHUOT HAeHTUTeT. CBecTa Jeka Taa
CyMa Ha BpPeJHOCTH LITO OBOj HAPO/ ja co3Aal U
3a4yyBaJl 0/ yHUILITYBame U 3a60paB, ro NMpeTcTa-
ByBa HEroBOTO KYJTYPHO Hac/JeJCTBO — HApOJ-
HUOT OHWT, 0O0MYAWUTEe, YCHOTO IMpeJaHHe KaKo
M3BO/| O/ KHUTraTa Ha POJIEHUTE, KaKo Heraiuja
Ha JIQXXKHUTe JIerMTUMallMd W3/laBaHU 0/ MOpPOo-
OyBauMTe KOW IO NPUKPUBAAT OHA LITO CMe — T'0
oZipe/lyBa U HAco4yyBa BeKe OTBOPEHHUOT MPOIIEC
Ha HalMOHAJHO KOHCTUTyupame. .. /leHec, Ha
MOYETOKOT 0J 21-0T BEK, OJHOBO CMe UCIIPaBEHU
npe/ UCTUTE Mpallakba KOW HeKoraul ojlaMHa 6ea
MOCTaBEHU: KAKO Jia ce JlocTurHe EBporma, a J1a ce
3ayyBa CONCTBEHUOT WJEHTUTET, KakKo Ja ce
3ayyBaMe cebGecH O TYIHOT jasWK W KYyJITypa,
Kako fa ce Gujie Aes OJ CBETOT, a /la Ce OCTaHe
cB0j?" (Anekcues, 2004 : 1-2)

B. MakedoHckuom ja3uk Kako Ko/ekmueHa udeHmu-
memcka odpedHuya

Jen Ha Taa ToraliHa HallMOHaJHa Iporpama 3a
CaMOOCO3HaBalke U 3a peadpupMHUpame U 0COBpeMe-
HyBambe Ha MaKeJOHCKHUOT HallHOHAJIEH ULEHTUTET €
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Y KalUTaJHOTO JeJI0 HAa MOJEPHHUOT MaKeJOHHU3aM
»3a MakeJJoOHIKUTe pabotu“ Ha Kpcrte [leTkoB Mucup-
KOB, KakKO JHUpeKTHO HaJoBp3yBawe Ha ,Tpuja-
3UYHMOT peyHUK“ M craBoBUTe Ha IlyseBcku. Bo
norjasjeto mnoj HacaoB ,Hekosnky 36opoun 3a
MaKeZIOHI[KHjOT JINTepPAaTypeH jasuk“ BO Toa CBOe
BU3UOHEPCKO JieJ10 MUCHPKOB Ke 3alHyLle: ,, ... ja3UKOT
Ha jeZleH HapoJ, jeT Heroo JAyOBHO OOraTCTBO U
HacJeJCTBO, BO KOje ce 3aKJI'ydyBaaT, OTHeJaTaHH! BO
[JIaCOBHU 3HAKOW MJIM 360pOH, CUTE HAPOJHU MUCIIH,
ocek’ajH’a U cakajH’a, CO KOju UMAT KUBEHO U XUBUT
je/ieH HapoJ U KOju ce Ipe/jlaBaaT, Kao Hellyo CBETO OJ,
jelHO TOKoJIejH’e Ha JPyTo. ... /la ce OTKaXKUT Y0eK OT
CBOjO HAapOJeH ja3WK, 3HAYUT, Jja Ce OTKAXKUT OH U 0J
HapoAHUjoT Ayx. Co Toa camMo ce o6jacHyaT cakajH'eTo
W yCU/IMjaTa Ha NOKOPUTEJNTe, Aa HampaaT IMOKO-
pEeHHUTe, /ia ce OTKAKUT OT CBOjOT ja3UK U Jja U3ydaT Ha
Heroo MeCTO HUBHU]OT; UCTO TaKa CO Toa ce objacHyaT
YHOPCTBOTO HA IOKOPEHUTE HApPOH Jla COYyBaaT CeTO
CBOje [AYyXOBHO HApOJHO HAaCJEJCTBO, a OCOGUTO
jasukort.” (Mucupkos, 1946:114-115).

Huec llpBenkoBcka - Pucrecka, uctpaxkyBay of
HMHCTUTYTOT 3a aHTpOMOJIOrUja ¥ eTHoJioruja Bo Ckor-
je, ykakyBa Jieka 3a MHUCUPKOB ja3UKOT, OHOj HapoZ-
HUOT, MNpeTCTaByBa TIJlaBeH, OCHOBEH MapKep Ha
€THUYKHOT UJEHTUTET Ha eJleH Hapo/i, KOHKPETHO Ha
MakenoHnuTe. AHAJM3UPaAjKU TH OJi OBOj acleKT ,3a
MakKeZOHIIKMTe pab6oTtu” l|pBeHKOBcka - Pucrecka
HCTaKHyBa: ,MUCUPKOB jacHO NpaBU pasjvKa Mely
OHa WITO 3a HEro o3HauyBa 'Hue’, ‘MakedoHyume no
jasuk’ ¥ oHa UITO 3a Hero osHavysa ‘dpyzu’. Kpcre II.
MwucupkoB ja 06apa KOJIeKTUBHAaTa HJEHTUTETCKA
oZIpeTHUIIA BO MaKeJJOHCKUOT HapojeH jasuk.“ (Lp-
BEHKOBCKa - Pucrecka, 2005 : 14-15) Bo ,MakenoHu-
KuTe paboTu“ MUCUPKOB IOCOYyBa KakBa € MOBp3a-

HOCTA Ha ja3UKOT ¥ eTHUYKAaTa KOMIIOHEHTA Ha KOJIeK-
TUBHUOT WJEHTHUTET Ha HapoJOT LITO IO FOBOPH TOj
jasuk, MakefoHcku: ,Huje Bugodme KoMKy ceT Hapos-
HHATEe MUHTepecH TEeCHO BP3aHHU CO ja3UKOT, a MocJe[-
HHjOT CO XapaKTepoT U AyOT HapofeH. .. HapoaHuTe
MHTEpPEeCH HU HaJjaraat Jja 6paHuMMe HallujoT ja3uK OT
nponara’HjyTe. .. TPe6UT co OOIIYO corjacvje Ja ce
M36epUT jeJHO HapevHje 3a 0OLIY MaKeJOHLIKU JINTe-
paTypeH jasuk.” (Mucupkos, 1946 : 116 - 118)

I. Teopewmeomo Ha KoHecku - cuseH udeHmugu-
Kayucku azeHc u ¢gakmop Ha MakedOHCKUOM JAUH2-
gucmu4ku udeHmumem

HanomeHyBajku pgeka ,MHCHPKOB TMpaBU jacHa
JUCTHUHKIMja Mel'y rpynaTa Koja TOBOpH MakedoHYKU
HapoJieH ja3WK, KOj 0 KOPUCTH Kako MapKep Ja ce
njeHTUGUKYBa U Ha MHAUBU/AYAJHO HUBO, HACIPOTH
rpynuTe, KOM T'M roBopaT mydume cocedHU ja3uuu‘,
LIpBeHKOBCKa — Pucrecka ro no/iBjeKyBa 3Ha4eHETO
Ha CUMOOJIMYKUOT acneKT U Ha MaKeJOHCKHOT jasukK
npu JeQUHUPAmeTO U CO3/aBalkbeTO HAa MOJEPHHUOT
MaKeJJOHCKH JIMHTBUCTUYKHU UAEeHTUTeT. UcTo Taka, U
Taa mpaBu JudepeHLHjalHja: MOCTOECHE HUAEHTUTET
Ha ja3uWKOT (MaKeJOHCKH), HacmpeMa IOCTOEHETO
ja3uyeH HAEHTUTET HaA IOEAUHLIMUTE, Ha jasU4YHUTeE
3aeIHULIU U KOMYHUKALUCKUTE KOJEKTUBH, OJHOCHO,
WHAUBUJYyaJleH U KOJIEKTUBEH MaKeJOHCKHU jasuveH
UJeHTUTeT. Bo oBaa cMuc/1a 0BOj aHTPOMOJIOT 'O BeJIU
U cJeJHoTO: ,3aToa MUCUPKOB, CBeCeH 3a MaKeJOHC-
KHOT ja3udeH HJAEHTUTET (CO ILITO ce OmpejesyBa
KOMYHHKALMCKHOT NMPOCTOP HAa MAaKeJOHCKUOT ja3uK),
3a /1a ce 0MU3rpajid CUMOOJTUYKUOT MPOCTOP (M BO TOj
WJMOM HapoJOT Aia o NpoHaora CMMGOJIOT HA CBOETO
3aeJJHUILITBO), HACTOjyBa U Jia TO AepUHUPA U UJIeHTHU-
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TETOT, 32 KOj IO KOPHUCTH TEPMHUHOT MaKeJOHCKU
HApoOeH ja3uk Ha MaKeJOHCKUOT ja3uK (Kako eMHUIA
BO paMKM Ha rpylnaTta Ha Jpyrd jasulid) U COBeTyBa
Hue Jia cu u3bepeme OIIIT JUTEPATYPEH ja3UK — LleHT-
PaJIHOTO MaKeAOHCKO, WJH BeJIelKO - NMPUJIENCKO -
OUTOJICKO - OXPU/ICKOTO Hapedje (KaKo IITO TOj ja Ha-
peKyBa 'jaTkaTa Ha MakKeJOHCKHOT ja3ukK'), OJHOCHO,
Jla ce CTaHJApAM3Upa, Aa ce Koguduiupa, Ja ce BO3-
JIUTHe LIeHTPaJIHOTO Hapeyje Ha HUBO Ha HallMOHaJIeH
jasuk.“ (LipBeHKOBCKa - PucTecka, 2005 : 16).

Criope/; aHTpOINoOJIOLIKATa JIUHIBUCTHKA, JyIeTO ce
NO/JI0KYBaaT HU3 TeHepalUUTe Ha HelpecTaeH Mpo-
LleC Ha EeHKyJITypaluja, Koja uMa M 3aL0/DKUTEeJIeH
JIMHTBUCTUYKHK acnekT. CeramHaTta reHepauuja Ha
MaKeZJOHCKMOT HapoJ, TY Hac/eJyBa JIMHIBUCTUYKATA
OCTaBHMHA W KyJTypaTa CO3[aBaHU OJ CUTe NpeT-
XOJHU TeHepallUM NpeKy Npolec Ha MHOTYBEKOBHa,
MUJIEHUYMCKa eHKyJTypanuja. TOKMy HU3 Taa eHKYyJ-
Typanyja ce rpafies jasukoT U ce opopMyBas U MaKe-
JOHCKHOT JIMHTBUCTUYKU HWJEHTUTET, IpeHecyBaH
NpeKy JJMHTBUCTUYKOTO HACJeACTBO, KyJTypaJHUTE U
jasuuHu npakTuku. bnaxe KoHecku e BaxxeH dakTop
Ha TakKBaTa ja3U4Ha COliMjaJiM3aliMja U TpaHCreHepa-
LIMCKa eHKyJTypalyja Ha MaKeJOHCKMOT HapoJ. Ko-
HeCKM e BakeH QaKTOp He caMO Ha CTaHJap/u3a-
yjaTta ¥ Kogudpukalyjata Ha COBpeMEHHUOT MaKeJL0H-
CKH ja3WK, TYKY M1 Ha KOHEYHOTO CO3peBame U BOOO-
JINYyBalke Ha COBPEMEHUOT MaKeJOHCKH JIMHTBUC-
TUYKH UJIeHTUTET. MaKeJOHCKHOT ja3UK MMa U N1OBU-
COKO KOMYHHKALlUCKO HHMBO, Ha Koe TOj durypupa
KaKo e/leH 0] eJleMeHTHUTe BO CUCTEMOT Ha MaKe/lOH-
CKUOT JIMHTBUCTUYKU UJEHTUTET. Ja3UKOT, HErOBOTO
MMe, CTPYKTypaTa U NOTEKJIOTO, OHaKa KaKo IITO ro
kopuctu KoHecky, 3a061MBaaT cnefuPpUIHO 3HAYEHE,

MOYHyBaaT Ja Ce BpeJHYyBaaT, ce HIpeTBOpaaT BO
cMM00JIM, NpeJU3BUKYBaaT €MOLMOHAJHU peaKLHUU.
OHaka Kako IITO e ynoTpebeH BO TBOPELITBOTO Ha
Koneckn MakeZoHCKUOT jasuk (poHOJIOWIKHUTE U
MOPQPOCUHTAKCUYKUTE KOHCTPYKLHH, IPaMaTHUUYKHTeE
CTPYKTYpPH U NIPpaBUJIa, IEKCUKOHOT ...), MAKeJJOHCKUOT
jasuk npojaByBa GeJie3u Ha CUJIEH UJIeHTUPUKALUCKU
areHc. MUCUpPKOB ja 6apa KoJIeKTUBHaTa UJEHTUTET-
CKa oJijpeJlHHIla BO MaKeJOHCKUOT HapoJieH ja3uk, a
KoHecku ja 6apa ¥ ja Haofa TakBaTa KOJIEKTHUBHA
WJIeHTUTETCKA OJipe/iHHLla U BO HApPOJHHUOT, HO U BO
COBpPEMEHHOT MaKeJOHCKH ja3HK, KOj U caM I'o rpajy U
ro Boo6sin4yyBa. CUTe TpaAUlMH{, BepyBamba, JIereH U
HapoJHW MHUTOBH, HapoJHUTe necHHU 3a Kpanu Mapko,
JINKOBUTE 0], HApoJHaTa Ioe3Hja, MaecTpaJHO MpOT-
KaeHU BO JIMTePapHOTO Jeso Ha KoHeckH - ceTo Toa e
TOKMY JleJ1 OJ] CpLieBUHATa Ha MaKeJOHCKHUOT JIMHI-
BUCTHUYKHU UJEHTUTET. JIEKCUKOHOT LITO I'0 KOPUCTe-
me KoHecku e BO HajAMpEKTHA NMOBP3aHOCT CO COLHU-
jaJIHUOT U €THUYKHUOT UJIeHTUTET Ha HErOBUOT HapOJ
Kako HeroB CHMOOJ U KoJA: He ciay4yajHo KoHecku
ynoTpebyBallle apxaldyHU 360pOBH, AUjaIEKTU3MH, He
CIy4ajHO Zies1 ofl CBOMTE MEeCHU I'M MUILYyBalle NPUAP-
JKYBajKH ce KOH METPHUYKHUTE IIeMH Ha MaKeJOHCKaTa
HapoAHa necHa. KoHeckH Iy moJsidyBa jasU4HUTE U3-
pa3HHU CPeACTBa, CO KOU Ce KapaKTepu3npa HapoJHaTa
noesuja Ha MaKeJOHCKUOT HapoJ — THe apXaW4yHU U
JMjajJleKTHU 300pOBH, THe TIpaMaTHYKUM M CHHTaK-
CUYKH ITPAaBUJIA, KO MaKeJOHCKHUOT HApOJ, I'M YIIOTpe-
O6yBaJ BO CBOjOT TOBOP BO MHHATOTO, HO, cera
BO30OHOBEHH BO Toe3WjaTa Ha KoHeckH Kako
CMMOOJIM Ha ja3UKOT, UJEHTUTETOT U KyJTypaTa Ha
e/leH caMOCBOEH Hapo/, pa3/iMueH HaclnpeMma JpyruTe
HapoJu Ha CBeTCKaTa jasu4yHa Mana.
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A. IloumHu onpedesysarba u 3aemMHU Kopeaayuu medy
jasukom u udeHmumemom Ha Hapodume U
noeduHyume

Crnopen Mepu Byxouan u Kupa XoJ, ,Mefy MHOTyTE
CUMOOJIMYKUA PecypcH, U3BOPH, AOCTAMHU 32 KYJITY-
pasiHaTa MpOJyKIWja HAa UJEHTUTETOT, 32 HErOBOTO
rpajJlelbeTo, ja3uKOT € HajbJIeKCUOWJIeH W Hajupo-
nopeH, HajMokeH“ (Bucholtz and Hall, 2007 : 369).
Ja3uMKOT, OJHOCHO, HETOBOTO yYele HU3 MPOLecoT Ha
JIMHTBUCTUYKATa CoOLMjasu3alnuja M HU3 eHKYJ-
TypanujaTa, JUPEKTHO Y4YeCTBYBa BO TPaJIeHeTo U
MEeHYBamweTO, MOTOYHO, ,HaATrpPaZyBamkeTo", HA UJEeH-
TUTETOT, OUJIO J1a ce paGOTH 3a KYJTYypPaJHUOT UJIeH-
TUTET Ha rpynaTa, 6uJo Aa ce paboTH 32 €THUYKUOT
WJEeTUTET, WIH 3a JUYHHUOT WUAEHTUTET Ha IMOoeaU-
HenoT. [loctou W moBpaTHa Bpcka. HUpeHTUTeTOT,
TaKOB KaKOB IITO ce 0pOPMYBa, UJIM Ce KOHCTPyHUpa U
HU3 ynoTpebaTa Ha ja3UKOT, UCTO TaKa, BJMjae Bp3
JyfeTo mpu MelryreHepalyucKoTO IpeHecyBawe Ha
KYJITYPHUTE BPeJJHOCTH U Ha ja3UKOT: JlellaTa y4yaT 3a
cebe U 3a CBOjOT KOJIEKTUBEH JIMHTBUCTUYKH, €THUY-
KU, U KYJTYpeH HUJAEHTUTET U 0[, ja3UKOT KOj UM To
npejaBaaT HUBHUTE POJWTENU U MOLIMPOKATa OMLI-
TECTBEHO - ja3W4YHa 3aeJHHULA HA KOja U MpuUIaraar.
AHanusupajku ro ,JIONMPAKmETO HA HUJEHTUTETOT BO
jasukot”, Mepu Byxoan u Kupa Xon BesaT xaeka
JANEHTUTETOT € MpPOM3BOJ, Ha JIMHIBUCTHUYKATA
nHTepakuyja“ (Bucholtz and Hall, 2010 : 118) u oTu
NpeTCTaByBa ,ONLITECTBEHO TO3ULIMOHUPabEe 3a cebe-
cu u 3a gapyruot” (Bucholtz and Hall, 2010 : 118), a
CTIIOpe/i HUB U/IEHTUTETOT € 3aCHOBAaH W BP3 CJIeHUBE
npuHIUnu: , 1. UIeHTUTEeTOT e MOBeKe MojaBeH MPOU3-
BO/| OJIOLITO € MPEeTXOJHO MOCTOEeH W3BOP Ha ja3uy-
HUTE U JAPYTd CEMUOTHUYKU NMPAKTUKU U OTTYKa TOj €

BO OCHOBA ONUITECTBEH WM KYJITypeH (eHOMEH; .. 2.
HUpentuteturte ondakaar ... eMorpadpcku KaTeropuu
Ha MakpoHuBO ...“ (Bucholtz and Hall, 2010 : 118).
YoBekoT e U homo simbolicus, 1ITO 3Ha4Yu ZeKa BO
CUCTEeMOT Ha CUM60JIMYKaTa KOMyHUKalMja jasUKOT e
HajBa)KHUOT 4YOBEKOB HHCTPYMEHT 3a TIpaZielbe Ha
WJIEHTUTETOT.. [lMHaMU4YKK HabJpy/lyBaHO, BO Make-
JIOHCKHOT ja3uK e ,BTKaeHa" MpoKMBeaHaTa UCTOpHja
Ha MaKeJJOHCKMOT Hapo/j, HeroBUTe M0JleMU U NaJJ0BU.
JasuKoOT e efileH o[, HajBaXKHUTe eJleMeHTH Ha eTHUY-
KHOT / HallMOHAJIHUOT UJIeHTHUTET U NIpeTCcTaByBa He-
roB o6jekTHBeH napaMeTap. [lopagu Toa, npoyuyy-
BalkbeTO Ha eTHUYKUOT/HALMOHAJHUOT UJEHTUTET e
HEeO/BOjJIMBO O[] MPOY4YyBambeTO Ha ja3UYHUOT HJEeH-
TUTET. Ja3UKOT e BK/JIy4eH BO KOMyHHKalHjaTa Ha
e/JHO HalMOHa/JIHO CUMOOJIMYKO HMBO, Ha KOoe He e
MOBeKe BaXKHO CaMo Jla Ce CIYKUME CO TOj ja3UuK, TYKY
Y HUe KaKo HeroBM IOBOPUTEJNM - MOEJUHLU JAa My
cIyKMMe: Ja ro No4YuTyBaMe, Zia ro 6paHuMe U Ja ro
yyBaMe BO OHaa ¢opMa KakBa Taa ,Tpeba ga Guze”.
Cenak, oJpe/leHHM KYyJTYpPHM eJleMeHTH, MCTO Taka,
MMaaT Ba)KHa yJiora BO CTPYKTypaTa Ha €THUYKHOT
WJEHTUTET, a IMOHeKorau JAypd U MoXaT Ja ro
MOTUCHAT ja3UKOT BO BTOp mjaH. EHTonu [I. CMuT
BeJIM: ,Ja3UKOT € caMo eJieH O[] eJleMeHTHUTe KOj ro
co3JlaBa eTHHUYKHUOT HJEeHTUTET BO COJEjCTBO CO
Apyrute eneMmeHTH". (Smith, 1986 : 27). Bo aHa/M3aTa
3a HOBUTE COOJHOCH Mefy jasUKOT M ETHUYKHOT
WJIEHTUTET BO 3a06peBTAaHHUOT TJI0O0AJU3UPAYKH CBET
BKPCTYBamaTa Ha KyJTYpPHUTE U jasUIUTe JOBeLyBaaT
Jl0 TOA BO OAJE/HU CJy4au AypH U JAa ce HaJ[MUHYBa
KOHIIENI'TOT Ha ja3MKOT KaKO MapKep Ha eTHUYKHOT
njeHTuteT. OJHOCHO, KaTeropujaTa ja3uK CO CBOETO
jasMYHO Hac/leACTBO U KaTeropujaTa eTHUYKHU HJIeH-
TUTET BO BeKe HacTaleHaTa CBEeTCKa rJobasnusanuja
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BeKe U He ce Hepas/ie/IHO IOBP3aHHU efiHa co Apyra. Bo
rJlaBHaTa CTpyja Ha MUCJIeHma BO TeopUjaTa jasuKOT He
€ BUJIeH KaKO CyLITUHCKa KOMIIOHEHTa Ha W[ eHTUTe-
TOT, HO, CeNaK, COBPEMEHUOT MaKeJOHCKHU jasuK U
COBPEMEHUOT MaKeJJOHCKH JIMHIBUCTUYKU UJIEHTUTET,
BIIPOYEM KaK0 M BO C/Iy4ajoT Ha rojieM 0poj Apyru
HallMY, OCTaHyBaaT HaJBOpP 0J, OBHe TeHJEHIUU BO
r7106aJU3UPAHUOT CBET, IITO BOOILITO He NMPeTCTaBy-
Ba HUKaKBa HeraTHBHa, perpecrMBHa I1ojaBa.

I Baujanuja Ha aH2s10amMepuUKaHCKUOM ja3uk ep3 Ma-
KedoHCKUOmM jasu4eH cucmem

Kako mocneauna Ha BJMjaHWjaTa Ha aHIJIMCKUOT
jasMK BO MaKeJJOHCKHOT ja3W4yeH CUCTeM ce ClydyBaaT
IPOMEHHU Ha CUTe HUBOA Ha ja3UKOT: Ha OpTOorpadcko,
¢doHoJIOUIKO, JTIEKCUYKO, Pppazeosourko, MOpoJIOIIKO,
CUHTAaKCHYKO, CEMAaHTHUYKO U MParMaTU4YKO PaMHHUILTE.
JlekcrkaTa cekorall e NpBa Ha yAap Ha BJMjaHUjaTa.
CHexxaHa BesikoBcka rv mpuBefyBa pe3yJTaTUTE Of,
HUCTpaXXyBameTo Ha ,PeYHUKOT Ha MaKeJOHCKHOT
jasMk“ BO moOrJles Ha NPUCYCTBOTO HAa UHTEpPHALUO-
HaJIHaTa, BO MOrojieMa Mepa aHIVIMCKaTa JIeKCUKa BO
Hero: ,Bo peYHUMKOT Ha MaKeJOHCKHUOT ja3uk uma 13
NPOLIEHTH HWHTEPHALMOHATHA JIEKCUKA, WJU OKOJYy
8.800 WHTepHaLMOHAJMW3MU CO HUBHHUTE [EepUBaTH.
BpojoT Ha WHTepHalMOHAJHAaTa JIeKCHKa e MHOTY
MOT0JIEM BO OJHOC HA NEepUOJOT Ha 00jaByBambeTO Ha
PM]. Bo HajrosieM 6poj ce UMEHKH, a MHOTY MaJIKy
npyuAaBKu U riaroau.” (BeakoBcka, 2011 : 11-12)
AHrivckuTe 360poBU M Ppasu OCBEH Ha JIEKCUYKO
HMBO 3al04yHyBaaT Ja BJMjaaT U Bp3 MaKeJOHCKaTa
cMHTakca. Bo 0Boj koHTekcT AjsiekcaHzpa f‘ypKOBa
Besiu: 0 CUHTAaKCUYKUTe 0COOeHOCTH Tpeba Aa ce

CIIOMEHaT: yrnoTpebaTa Ha UMEHCKUTE IPYIH AUPEKT-
HO TNpeBeJieHU 0, aHIVIMCKM BO KOMIITO LIEHTApOT
CTOU Ha BTOPOTO MECTO, OJf TUIOT: apT Au3ajHep/ art
designer, Mejk-an aptuct/ make up artist, etc. OBoj
Mo/JieJl Ha C03/laBalbe UMEHCKU TPy ClopeJ, aHTJIUC-
KHOT MOJieJ1 € IIMPOKO MPUCYTEH BO MAKEJOHCKUOT
jasuk.“ (I'ypkoma, 2008 : 8-9). Jlunjana MuHOBa -
[ypkoBa KpuTHYKM 3abenexyBa Jeka U  BO
MaKeJlOHCKaTa JIeKCUKa Cce IMpPHUOIILITYyBa HeNpHU-
daTIMBO BHUCOK MpOIEHT HEe caMO Ha 300pOBH H
“3pasy OJi aHIJIMCKUOT jas3uk: ,JleHec Kaj Hac uesu
COLIMjaJIHU TpyNH, HU3JeJieHU TJaBHO Ha mnpodecu-
OHaJ/IHA OCHOBA, OMIUTAT Mery cebGe Ha eJileH >KaproH,
LITO MOXe Jia fobue uMe 'MakegoaHraucku’. “ (MuHo-
Ba - ['ypkoBa, 2001 : 14). Jluguja Apu3aHKOBa U
EMuivja BennukoBa ykaKyBaaT Zieka Mery MJiaJiuTe
Bo Make/ioHUja Beke e u3gudepeHpana eJHa rpymna,
KOHW ce 03HayyBaaT Kako ,IJIOOMPOHU", 32 KOU MOXKe
Jla ce HaloOMeHe [leKa HMaaT MNPUMAJHOCT U KOH
MaKeJJOHCKUOT  JIMHIBUCTUYKH  HJEHTUTET, Ha
COTICTBEHUOT HApOJ, HO M MPHUMAJHOCT KOH ,TJI06aJ-
HOTO CBETCKO aHIJIOPOHCKO IparaHCTBO®: ... aHTJIHC-
KHOT JI0CTa YeCTO Ce ynorpedyBa Mery MJaJUTe BO
Taka HapedeHaTa 'rjiobuml’ BapujaHTa. Tuobunr -
Global English > ’'Globish’: noegHocTaBeHa BapujaHTa
Ha aHTJIMCKUOT ja3HMK CO OrpaHUYeH peyHUK of 1500
360poBU 6e3 U3Pa3HU HUjAHCH, IBOCMHUCIEHOCTH, UJIU
MeTadopH, CO CTaHJApPAM3UpaHA CHUHTAKCa M CO
MaKCUMaJIHO MOeJHOCTaBeH CHUCTEM Ha TIJIaroJiCKu
BpeMUma. [0OBOpUTE/NNTE Ha BAKBUOT aHTJIUCKU ja3UK
ce HapeKyBaarT r;io6udoHu.” (ApusaHkoBa u Besnuko-
Ba, 2013 : 243 - 245) Bo oBoj TepMuH ,r;106MboHU" ja
HeMa KJIyYHaTa UJEeHTHUTEeTCKa OJpeHUIAa — MPUAaB-
KaTa ,MaKeJOHCKHU".
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E. Xu6pudusayujama“Ha jazuyume u jazuyHume udeH-
mumemu 80 caemom - ,MakedoHCKU cay4aj”

AHIJIOIMHIBUCTHYKATA IJ106a/u3anmja U Jpyrure
jasMYHM HMHTepaKLHUHU BO CBETOT JeHeC NMOKaXyBaaT
JleKa jasuKOT U UJIeHTUTETOT ce MHOI'Y NTOBeKe JIMHa-
MHUYHHU U Pa3BOjHU KaTeropuu, oolTo ce GUKCUPAHU
Y eJVHCTBEeHU. JIMHIBUCTUYKUTE UAEHTUTETH ,CTa-
nyBaaT BO Jujajor co Jpyrd JIMHTBUCTHYKHU HJEH-
TUTEeTH. TakBH ,IUjasI0O3u" OJf eHA CTpaHa Mely jas3u-
LUTe U M O Jpyra CTpaHa Mery ja3sUyHUTe UJEHTH-
TeTH UMa ce NoBeKe. Beke ce GesexaT nmpuMmepu Ha
,XUOPUAU3MPAHU Bep3WU‘ Ha jasuIM: KaHAJCKHUOT
Jfranglais“ - koM6uHanWja HA aHTJIMCKUOT U ppaHIyC-
KHOT ja3WK BO ¢paHKOPOHCKATa KaHaZJCKa MPOBUH-
nuja KsebGek; jykHOaMepHKaHCKHOT ,portunbol” -
MellaBUHM Ha MOPTYTraJCKUOT jasHK CO JIOKAJHUTeE
jasuLy; ceBepHOAMEPUKAaHCKHUOT ,spanglish” — koMmmno-
3UT Ha WINAaHCKUOT U aMePOaHIJIMCKUOT jasuk; ,dan-
glish - koM6uHanMjaTa Ha JIEKCUKAaTa Ha JAHCKUOT
jasMK W aHIJMCKaTa JIeKCHKa, Kako u ,serglish” -
MellaBUHATa Ha CPICKHUOT M aHIVIMCKUOT ja3uK. Has-
JIETYBaETO aHTJIUCKU 360POBU U JIPYTUTE BJIMjaHU]ja
Bp3 CTaHJApAHUOT MaKeJOHCKH ja3UK HECOMHEHO
OBO3MOXKyBaaT BHeCyBale HOBM 3Hauema, HO, CO HUB
Ha CTaHJapJAHUOT MaKeJOHCKH ja3sUK My ce HaMeT-
HyBa U CaMHOT KOJ| HAa aHIJIUCKHOT ja3uK, ce ,yBe3y-
BaaT“ HAYMHOT Ha pa3MHUC/IyBawe, 3060poo6pasy-
BaukuTe Mozesd. Ce 3arpo3yBaaT pu3MOHOMHjaTa U
BHATPEIIHUOT CTPOEX Ha CTaHAAPAHUOT MaKeJOHCKH
jasMK, CO AUPEKTHU NOCJeJULM BP3 JUHIBUCTUYKHUOT
WJIeHTUTET Ha MaKeJOHCKMOT HapoJ. Came T'epacu-
MOBCKkH U BecHa TpajkoBcka mnpefynpejyBaaT Ha
OTAaCHOCT Of XUOpUAU3alMja Ha MAaKeJOHCKHUOT ja3uK
M NMOTOA M Ha MaKeJOHCKUOT JIMHBUCTHUYKU WJEH-

TUTET, OHA LITO HUE YCJOBHO O ro O3Ha4yuJie Kako
»MaKaHTJIUCKU ja3uK" U rjio6aju3upaH ,aHI10POHCKO
- MaKeJOHCKM JIMHIBUCTUYKM UJAeHTUTeT: ,Hus
NpOMEHHTE LITO Ce C/ydyBaaT BO cpepaTa Ha jasuy-
HUTEe WJEeHTUTETH T'M corjieflyBaMe CUTe aKyJTypa-
LJUCKU NpOLleCH, KOM BO BpeMeTO Ha WHTEeH3HWBHAaTa
rj1o6ajHa ONUITECTBEHA MWHTepaklyja co3jaBaaT
jasuyHu XUOGPUAY, CJIOXKEHU jasWYHU U KyJTYpPHHU
BJIMjaHUja U I03ajMyBama HU3pa3eHU IPEeKy COLUO-
JIMHTBUCTUYKA WM KYJTYPHOJIMHIBUCTHYKA [JIOMHHa-
[4ja, WM cy6opAuHaLYja. ... HA TPUMEPOT Ha MOMa-
JIUTEe U TMOMJIAJM €eBpPOICKM jasHIiM BO CMHC/JIA Ha
HUBHATa KoAuduKauuja u cTaHJapAu3alnja, Kako, Ha
npUMep, MaKeJJOHCKUOT ja3uK, MoxkeMe Jia 360pyBame
3a BJIMjaHUja U OJF [JPYTH ja3uly, 3a CJI0XKEHU
MOCTMOJIePHU XUOPUAHU jasudHU ¢opmu..” (Cepacu-
MoBckH U TpajkoBcka, 2011).

[locTojaT waHcu Aa ce ofberHe cyAbrHaTa Ha pe-
JyLUpawkeTo, MapruHaJU3UpameTo, WJIM U HCYes-
HYBalkbeTO Ha 3arpoO3eHUTE ja3suliM U ja3u4HU UJEH-
TUTETH, HO, aKO Ce UCIO0JI3yBaaT oJpeJleHH MOXHOCTH,
KOWU T'M HyJaT TOKMY rJiobaju3alidjaTa, UHTEPHEeTOT,
MeJJUyMHUTEe W [JpYyTUTe CpejCcTBa Ha TJIOOATHUTE
KOMyHUKauuu. Bo oBaa cMuciaa, Majka CepadrHOB BO
CBOjOT TPy, ,MakeZJOHU3MOT U UHTEPHETOT — UHTEpP-
HETOT 3a CHac Ha 3arpo3eHUTe KYJTYypH" BesH JeKa
,Cajoep - peBoJiyIMjaTa OTBOpAa HOBHM MOXHOCTH 3a
CrlacyBame U COYyBYBakh€ Ha 3arpo3eHUTe KyJITypH".
Cnopen Hero, ,TeXHH4YKaTa peBOJyLHja 06e36eayBa
NepcreKTUBU 3a MaKeJOHCKHOT jasMK M 3a Make-
JIOHCKaTa KyJITypa, 6ujejku cera MakeoHIMTe, He3a-
BUCHO KaJjle ce HaofaaT BO CBETOT, MOXaT Ja
KOMYHHULIUpaaT Mefy cebe, Aa ce AoroBapaaT M Ja
JejcrByBaat”. Caure 'epacumocku u BecHa TpajkoBcka
ce Ha/loBp3yBaaT KOH 0Ba MUCJIeHkEe CO CJIeJHUOT CTaB:
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,Bo BpeMe Ha ryiio6aau3alnuja ce 3rojieMyBa MOXHOCTa
ol MelryjasUYHU BJIMjaHUja W T03ajMyBaiba, UAKO €
aHIJIMCKUOT ja3UK TyKa NpeAHUYH. .. JIoKa/sHuUTE ja-
3UYHM MHJIEHTUTETH TOKMY HHU3 TJobajsn3alnyjaTa
Jo6uBaaT maHca 3a adupManuja, Jypd U morojema
OTKOJIKY BO MoJiepHUTe omnurtecTBa.” (['epacumMoBcku
U TpajkoBcka, 2011). UcTakHATHOT GPAHIYCKU JIUHT-
BucT Kiop Axex, Koj ce 3ayara ,EBpona eqHoBpeMeHO
Jla oCTaHe OTBOpEHA 3a AHIJINCKUOT ja3WK, HO U Ja
6uze 3asujilaHa BO ojOpaHaTa Ha CBOUTe JIMHT-
BUCTHUYKH 60raTcTBa“, BO 3aKJy4YHHOT JleJl Ha CBojaTa
3HayajHa COLMOJMHIBUCTHYKA CcTyjuja ,bopba 3a
$paHIyCKUOT ja3uK" UCTAaKHYBA: ,Ja3ULIUTE Ce MHOTY
noBeKe OJi BUJOBM Ha XUBU cywTecTBa. Tue ce
HaoraaT BO AJIab0YMHUTE Ha YoBemITBOTO. O6paHaTa
Ha AyllaTa Ha eJleH ja3uK MpeTCTaByBa COOYyBambe CO
ONaCHOCTUTe, KOM My Ce 3aKaHyBaaT M OBa HaJI0XyBa
Jla ce MpoOJO/XKA co 6opbara 3a Hero. Co orzex Ha
HaBOJlHaTa MOHAWjanu3anuja, 6GopbaTta 3a IJIypas-
HOCTa Ha KYJTYpPHUTE U jasuluTe e efHa of GopMHUTe
3a YyoBeKOBaTa akKliMja 3a IpecBpT BO KypcCoOT, ja ce
NpOMeHaT NPUBHUAHO HEO/6eXXHHUTe HelllTa BO CBETOT.
Bopb6aTa 3a ¢paHLycKHOT ja3uk e 60pba 3a HawaTa
Ayima. Hue moxeme ga ja gobueMe. YC/I0B e CUTE BO
®paHnyja Aa ce MOOUIM3UpaAMe, CO Lies A Ce OJpHKHU
’)KMBa Pa3HOBHUAHOCTA Ha jasUIIUTE W Aa ce oTOpJH
MOKOPHOCTA KOH eJleH, KOj MpeTeHupa a I'M 3aMeHHU
cute.” (Hagege, 2006 : 236 - 237). CTO U 11eCcT TOJUHU
npen Kiox Axex JAa MoBHKa Ha ojbpaHaTa Ha
JAyliaTa Ha QpPaHIyCKHUOT jasuK“, UCTOTO TOa CO
MHOTY CJWYHHU 3060pOBU BeKe ro MMalle HCKaXKaHO U
MucupkoB: ,Beparta ¥ ja3ukoT, Toa ceT JymaTa Ha
jeneH HapoJ, co U3MEHYajH eTO Ha KOjH, jeZileH Hapo/,
NpanuT KOPEHEH JiyllleBeH NIPEBPAT: OH Ce OTKAXKYyaT 0/
cé mper'almHo M 3eMaT Ce HOO. .. aKO jeJleH HapoJ

W3MeHyaT CBOjOT ja3WK U CBoOjaTa Bepa BO jeJHO Kaco
BpeMe W II0J, CHJIHO 4y3[0 BJujajH’e, caMm 6e3
caa3HaajH’e OJHeCyajKH Ce KOH Taja U3MeHa, TO OH Ce
OTKa)XyaT oJ; caM cebe U 0Jf HETOUTe HHTEPECH H
npefaat u cebe U HUG Ha jefieH 10 CHJIEH HApOoJ, KOj
1140 Ke MOCTAMUT CO Hero U HUd, Kako 140 Ke My ce
3absaropacyaut.” (Mucupkos, 1946 : 115 - 116).
MucupKkoB 0Ba ro UMallle Ka)KaHO BO KOHTEKCTOT Ha
TOrallHWTE OaJIKAaHCKM 3arpo3yBara Ha MaKeJOHC-
KHUOT ja3UK W MaKeJOHCKUOT ja3uieH HJeHTUTET.
HeroBoTo 3aBewmrtaHne MakeJoHIMTe Ja He ce
OTKaXkaT O/, CBOjOT ja3WK M HUAEHTUTET, TYKy Ja
npes3eMaT MepKU 3a HEroBO 3a4yByBake € eJJHAaKBO
aKTyeJIHO W NPUMEHJMBO U BO epaTa Ha aHIJIOMe-
pHKaHCKaTa rjobanusangja. 3amro, u Pobept Ouun-
COH apryMeHTHPaHO Ce CIPOTHBCTAaBYBa Ha Iy06asu-
3UPAHUOT CTATYC Ha aHIJIMCKUOT ja3UK, HarJacyBajKu:
,[JIOGAJTHUOT aHIVIMCKU jasuK e TMoBeKke MPOEKT
OTKOJIKY IITO € peasHoOCT. JIJUCKYypCOT Ha rJI06aJHUOT
AHIJIMCKU ja3WK, UM Ha aHTJIUCKUOT KAaKO O6eauHy-
BayKM jasuk Bo EBpoma, ciayxu Ja ro MNOTKpenu
NpouecoT Ha XWepapxu3alujata Ha jasunure. Toa
CIY>KHY 3a Ja Ce WCTUCHAT FOBOPUTENIUTE Ha APYTUTe
jasuiy, fa UM ce oazeMe HUBHaATa nmosunuja“ (Phillip-
son, 2015 : 134 - 164). llITo 3Ha4H, KOJIKY KOj HapoJ Ke
JI03BOJIyBa HETOBUOT ja3WK U JIMHTBUCTUYKU UJIEHTH-
TeT JAa 3amnafaaT Bo HHbepHOpHA W MapruHajIHa
No3ulMja U Aa O6UAAT UCTUCHYBAHHU O aHIJIMCKHUOT
jasuK, TOJIKYy MoBeke M HAaBHUCTHHA Ke Ce OCTBapyBa
MPOEKTOT 3a IjobasHaTa XereMoHHja Ha aHTJIUCKUOT
jasuk BO cBeTOT. MakeJOHCKHOT HapoJ Tpeba co
COOZIBETHA ja3W4yHa MOJMTHKA 4Yac MOCKOPO Ja TH
3alITUTH CBOJjOT ja3WK U JIMHTBUCTHYKH HUJIEHTUTET,
COrJIaCHO U aKTHUBHOCTHTE U akTUTe Ha COBeTOT Ha
EBpona u EBpONCKHOT mapJjiaMeHT 3a 3a4yByBambe U
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yHalnpejyBame Ha JHUHTBUCTUYKHOT JUBEP3UTET BO
EBpona, Bo Koja ce rosopaT Jgypu 225 [AOMOpPOAHHM
jasuny, oA kKou 41 ce co cTaTyc Ha HAallMOHAJHU WU
opunyjasHu jasuiy, a okosy 90 MMaaT cTaTyc Ha
3arpo3eH jasunu. EJHO mMoce6HO ja3udHO TeJo,
KOHCTUTYUPAHO BO paMKU Ha EY, HapedeHo ,,EBporncka
MpeXka 3a IPOMOBHUPake Ha ja3WuyHaTa Pa3HOBUJHOCT
(,European Network to Promote Linguistic Diversity’s
- NPLD) oam 2013 rojuHa WHTEH3UBHO pabOTH Ha
YTBPAYyBamkeTO Ha HOBHUOT INPHUCTANl KOH €BPOICKUTE
jasunu mox HacsaoB ,EBponcka arenza 2020 co ued,
NpaKTU4YHO, Jla Ce OTCTPAaHHU KakBa OWJIO MOXXHOCT
aHTJI0AaMepPHUKAaHCKHOT ja3uK Jja ja MOHULITU nmpebora-
TaTa eBpOICKa JIMHTMCTUYKA pa3HOBUAHOCT. Bo mp-
BUYHATa, MOKOHIM3HA Bep3Hja Ha Taa HOBAa eBPOIICKa
jasuyHa areHjia, Mefy JpyroTo, ce HaBeJAyBa U CJeJ-
HoBO: ,,llenta Ha mnpepyoxeHnuor ‘Eeponcku niaaH -
namokas 3a jasuuHama pasHosudHocm’ ('The European
Roadmap for Linguistic Diversity’) e na ce peapupmupa
IIOCBeTEeHOCTa Ha EBponckaTta YHMja KOH ja3u4yHaTa
Pa3HOBHUAHOCT, TaKa LITO ja3uLUTe Ke 6UAAT TPETH-
paHU Kako 3aeJHHUYKa BPEJHOCT, Koja Ke Tpeba Aa
fo6ue mpakTMuHa mogapmka o EY. Ke 6upar
NoTpe6HU [J06pPOOCMHUCAEHU MOJUTHUKH, 3a Ja Cce
NOBp3e 3aCUJIyBalbeTO HAa BUTAJTHOCTA Ha ja3UIIUTe CO
CO3/1aBaleTO MPOCHEPUTETHU €KOHOMMH, TPaZieHheTo
KOXe3WBHO OMNLITECTBO U PaGOTEHETO BO MpaBel] KOH
3ae/lHUYKA Cyi6UHA. ... EBpOIICKHTE HHCTUTYIIMH Tpe-
6a Ja ycBojaT NMO3WTHMBHA M NPOAKTHMBHA 3aeJHAYKa
NOJIMTHKA, 3aCHOBaHa Bp3 NpOMoLMjaTa HajasuyHaTa
Pa3HOBUAHOCT Ha paMHUIUTe Ha EBponckara YHuja,
Hej3UHATe 3eMjU - 4YJeHKM M Ha paMHHUIITe Ha
peruoHuTe. llenta Tpeba jga 6Guje Ja ce NOCTHUTHE
BpaMHOTEXX€Ha IO0BEKEeja3UYHOCT, Koja BKJy4YyBa
3aKMBYBale U HOpMa/M3vparbe Ha perMoHaJHUTe U

MaJILMHCKUTE ja3ul{, KAKO ¥ Pa3BOj HA XapMOHUYHO
coorncrojyBame Mely jasuuure. (,The European Road-
map for Linguistic Diversity - Towards a new approach
on languages as part of the European Agenda 2020“:
11-12). Peny6siuka MakegoHUja Ke Mopa LIEJIOCHO U
BeJHAll Jla ce BKJIYy4YM CO CBOja HallMOHa/IHAa IOBe-
KejasyuyHa IOJMTHKA BO aKTHBHOCTHTE Ha oOBaa
~EBporcka arexja 2020
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Anekcangpa [ypkosa: ,CoYUOAUHZBUCMUYKU aCNEKMU Ha
MakedoHcKuom jasuk: o0 cmauoapousayuja do akmyeaHume
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