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OT APABAKOHAK 1O APABAKOHAK -
NJIN 3A HEHAYYEHUTE YPOIIU HA UCTOPUSATA

Hopa Mapunoega
ITnoeouecku ynusepcumem ,,Ilaucun Xunenoapcku*

FROM ARABAKONAK TO ARABAKONAK -
OR ON THE UNLEARNED LESSONS OF HISTORY

Dora Marinova
Paisii Hilendarski University of Plovdiv

dora.marinova@uni-plovdiv.bg

The article focuses on Milen Ruskov's novel “Chamkoria”, which concerns
one of the most dramatic periods of Bulgarian history — the 1920s. The task of the
text is to trace the common places in which “Chamkoria” comes into contact with
other modern novels dealing with the same decade. An essential part of the anal-
ysis rests on understanding the role of photography as a bridge between the gen-
erations of an entire nation and the learned and unlearned lessons of history. The
analysis also highlights interesting features of our national psychology, which
Ruskov's novel reaches.

Key words: Milen Ruskov, “Chamkoria”, literature, history, photography

PomanbT Ha PyckoB ,,Yamkopus‘ no cBoeoOpa3eH HauMH MPUIIOMHS,
o0opBa u(J1M) JOMbIBA U3TPAJICHU MPEJCTABU 3a IpaMaTUYHU MOMEHTU OT
HalllaTa UCTOpPHUS B pOMaHM Kato ,,.Bb3pumienue (Munen Pyckos), ,,Doto
CrosinoBuu* (EBrenus MBanona), ,,Ex Oriente Lux. ®epnunann u meurara
3a Koncrantunonon“ (Credan bakwpmxues), ,,Enna u cpia Hour™ (Xpucro
KapacTosiHoB). 3aToBa 1 uMeHHO ,,YaMkopus* ce mpeBpbIlia B CBOeoOpa3Ha
npu3Ma, Npe3 KOSITO OTHOBO Ja MOIJIEJHEM Ha TE€3U POMaHU U OOIIUTE
MecCTa, B KOUTO ce gonupar. B ceuioto Bpeme ,,Yamkopus* € kaTo CBOero
poJla EHUMKIIONEAMS, B KOSITO Ca CKJIaJMPaHU CAKAlll BCHUKH CIOKETH OT HO-

11



Jlopa Mapunosa

Bara HU uctopus — [IppBara cBeTOBHA BOWHA, MPEBPATHT CPENLY MPABUTE-
ctBoTo Ha An. Crambomnuiicku (9 touu 1923 r.), youiictBoro Ha Ctambo-
muricku, CenTeMBpUNUCKOTO BhCTAHME, MOKyIIeHusTa cpenty nap bopuc III
(bombaTa Ha 3eMeeNIuTe 0 BpeMe Ha KoJieHus O0asl BbB BoeHHMs Kiy0 u
OMUTHT 3a 3aJIaBSIHETO Ha Iaps 10 BpeMe Ha JIOB B ApabakoHaK OT yeTaTa Ha
Bacun IKOHOMOB), aTeHTaThT B bpkBara ,,CB. Hemensa“ or 1925 r.! Ilocpen-
CTBOM paszmunuieHuaTa Ha Cnase JKens13k0B B poMaHa OMBAT KOMEHTHUPAHU
Y KJTIIOUOBU 32 UCTOPUSATA HU MOJUTUYECKU JTUYHOCTH, KaTo Depaunani, AJ.
Cramb6omuiicku, bopuc 111, An. Ilankos, aeitiin Ha BMPO, kato T. Anekcan-
npoB, B. Muxaiinos, Bi. Uepnoszemcku, anapxucture I'. llleiitanos, B. T1o-
noB — ['epos, peauiia MuHUCTpU OT 20-T€ TOJWHM, BOCHHH, areHTH Ha O0-
IecTBeHa 0e30MacHOCT, eIy oT BoeHHaTa opranmu3aiys Ha BKII. B pomana
CE MPUIIOMHST MHOXXECTBO BHOPBHKEHU CXBATKH, OOMPH Ha OAHKHU U BJIAKOBE
OT aHapXHUCTH, a TJIABHUAT repoid — O6ail CiaBe — ce Oka3Ba BBHBJICUYCH BbHB
BCUYKH CHOUTHUSI, OWJIO KATO CBUAETEII, MJIU KaTO JACUCTBAIIO JIUIIE B TAX.
Cmae JKemaskoB e ywactBan B IlppBara cBeTOBHa BOWHAa Karo
,Ieprop*‘ oT Bokckara. Tol momaga moj OrbH Ha aHTIO-(DPEHCKU YacTH,
paHEH € OT KypIIyM B pbKaTa W OT WIpanHen B repaute. [Ipen nunero Ha
CMBPTTA TEPOSAT BUXKIA OE3CMUCIUETO HA BOMTHATA U JaJeHUTE kepTBU. ETO
3aI110 ¢ OTPOMHA J103a UPOHMS 1€ XapaKTepu3upa OOMHOTO IMoJie KaTo ,,I0-
neto Ha yectta™ (PyckoB 2017, 1. I: 92), a camaTa BOWHa — KaTo JYyJAOCT,
KOSITO HE MOe€ J1a ObJI€ OlpaB/aHa C HUIIO — HUTO C Wjeana 3a 00eIMHEHUE
¢ MakenoHust u 0cBOOOXKACHUE HA MOPOOCHUTE HU OpaTsi, HUTO C UEsATa 3a

' OcBeH KbM U36pOEHUTE MO-TOPE CHOUTHS POMAHBT HACOYBA BHUMAHHMETO CH U KbM
CJIO’)KHHUTE CUTyallUU U U300pHu, TIpe/i KOUTO ce Hamupa oTedecTBOTO cief [IbpBara cBe-
ToBHa BoiHa. Karo Munuctep-npeacenaren Ha boarapus, An. CTamMO0IUNACKY PaBU OTUT
Jla HAJI0XKU HOBA MOJIMTHKA, OObpHATA MPEAN BCUUKO KbM HAN-TOISIMOTO ChCIIOBUE — CEJI-
ckoTo. HeroBoTo mpaBuTEICTBO MOAKpPENS U HAEsITa 3a Ch3aaBaHe Ha Denepanus Ha
F0O)KHUTE CJIABSIHU, KOETO M30CTPsI OTHOLIEHUETO Mexay 3emeaeniure 1 BMPO. Ipe3
1922 roguna e npoBeaeH pedepeHayM 3a ChJACHE Ha BUHOBHUIIMTE 32 HAIMOHAIHUTE
karactpodu. [IpenBmxkia ce cha 3a 4aCT OT BOGHHUS €IHUT Ha bwirapus mo Bpeme Ha
BoitHUTE OT 1913 — 1918 . ToBa ocurypsiBa Ha CTaMOOJIMKCKH JOCTATHYHO BParose.
PoManbT Ha M. PyckoB XBBpJIS CBETJIMHA OIll€ BHPXY peIulla yOUICTBA, 3alTOYHAIH C
JMKBUJIMPAHETO Ha MpoKypopa J{uMueB, BClIeICTBHUE Ha KOETO BOEHHUTE youBaT Bbiyo
WBanoB — me¢ Ha Coduiickara rpanacka ynpasa Ha BKII.

»JaMKOpHs“ HaBIM3a B OLIE €/THA TEMA, KOSITO € aKTyaJlHa U JTHEC — TEMATa 3a OpraHu-
3UpPaHETO Ha MOJUTHYECKUTE U300pu. ['eposT u3Bexaa ,,Ha CBETIIO* ChIIHOCTTA Ha Jie-
nytatute oT JleMokpaTruueckusi CroBop, KOUTO ce oka3Bat Bce Oankepu (AT. bypos, Al
[Hauxos, UB. I'emos, I1. [TetpoBuu), a TeXHUAT BECTHUK ,,CITIOBO € M3/1aBaH OT TIOTIO-
HeBus Thproeel JKak AcwoB. Jlamsan BemueB u Hukona PaueB — opranuzaropure Ha
npeBpara oT 9 10HU — ChIIO paboTAT B OaHKH, HO caMo (UKTHBHO. MIcTUHCKaTa UM 3a-
Java € TOIr0TOBKAaTa Ha MOoIMTHYECKus 00pat cpenry CTaMOOTUiCKY.
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OT APAFAKOHAK JIO APABAKOHAK — HJIH 34 HEHAYYEHUTE YPOLIU...

BB3CTAHOBSIBAHE Ha CIIPABEIJIMBOCTTA, HUTO JIOPU C HEUME KEJAHHUE Ja CE
BJIaJIe€ CBETHT: ,,OTrope ca Hall-pa3iu4yHu NPUYUHU, & OTAOJIE € €]IHA IOo-
JsIMa JIYJI0CT, TSI € ChIMMHCKUAT ABUrares Ha tus Hema“ (Pyckos 2017, T. I:
93). He e TpynHo na ce Buau 6iu3octra ¢ pomaHa Ha Xp. KapacrosHos
,,EJlHa ¥ CBILA HOIL", B KOWTO, MaKap M C APYT €3UK U C Apyra 00OCHOBKa,
e ObJaT M3KAa3aHU CXOJIHU BIDKJIAHMS 3a BOMHATA U OMUTUTE Ha YIIPaBJIs-
BAaIIUTE J1a APTYMEHTUPAT COOCTBEHOTO CU KbCOIJIEACTRO.

[IpaBeiiku ¢ oMHUOYCa CU €IMH OT PEJOBHUTE KypCOBE MO TPACETO
Codus — Yamkopusi, CnaBe cTaBa CBHAETEN HA BTOPOTO MOKYIICHUE CPEITy
nap bopuc 111, a omHHOYCHT My ce mpeoOpassiBa B IMHEWKA, KOSITO IPEBO3Ba
paHEHUTE MO BpEME Ha aTeHTarTa B bpkBata ,,CB. Henens“. [Tomaganero my
B IICHTHPA HA ChbOUTHSTA ITPU ApabaKOHAK MY OTPEXKJa pOJIsSIiTa Ha CIIACUTEN
Ha 1aps. Taka MOBECTBOBAHHUETO /1aBa Bb3MOKHOCT J1a C€ ,,uye* pa3Ka3bT Ha
uap bopuc 3a cayumnorto ce. B cb110T0o Bpeme penoBeH cibTHUK Ha CriaBe
€ aHapXUCTHT AJiekcH, No npskop JkuHa, Hapu4dan oie ot Ciase ,,M0sl 40-
Bek*. JkiHa e U3MHCIIEH EPCOHaX, KOUTO YILUTTHSIBA 00pa3a Ha aHAPXUC-
tute. Ton ydyacTtBa B nokymeHnuero cpemy bopuc I, a nmo3unuara my Ha
YOBEK ,,0TBBTPE pa3KpuBa ChIIMHCKATA MpPUYMHA 3a areHTata. Crnopen
Anekcu 1ien Ha akiusaTa B ApabakoHak € He yOUICTBOTO, a 3aJaBIHETO Ha
1aps, T.e. HapsT 1Ie Ce U3IMO0JI3Ba KAaTo rapaHIys, uye ciie]] KaTo ObJe U3BbP-
IIEH aTeHTaThT B IIbpKBara ,,CB. Hegens*, HeroBute opranuzaTopu HsIMa J1a
ObJAT MOJJIOKEHU HAa 0XXECTOYEHO IpeciejBaHe. Jpyrara rienHa Touka
KbM MOKYIIIEHUETO HaJ| 11aps C€ pa3KpuBa B mpunomMHeH ot O6ae Ciase pas-
roBop mexay Anekcu [Jxuna u Bacun [lonos — I'epos. Bacun I1onos e uc-
TOPUYECKA JIMYHOCT U € OCHOBHHAT BUHOBHUK 32 MPOBaJia Ha MTOKYIIEHUETO
B Apabakonak. Toiil € To3u, KOMTO € TpsOBaJIO Ja CIpe 1aps, HO U3JIU3aHETO
My TO-PaHO U HECBOEBPEMEHHUTE MYy M3CTPEIIH JEUCTBAT KATO MpeayIpe-
nuteneH curnai 3a bopuc III. Hapst ycrnisiBa na ce cnacu ot 3acajaara, Io-
najia Ha OMHUOYcCa W clie]l yCIIellIHa MaHeBpa ycCrsiBa ja u30sra oT MecT-
HOCTTA. TOBa MOKYIICHUE € MUPOKO U3BECTHO, KAKTO W CHOPHT 3a MPUUU-
Harta, nopaau koATo B. IlomoB He cma3Ba CTPUKTHO IUIaHa 3a JIEUCTBHE.
CbpMHeHneTo Ha Anekcu KbM B. I1omoB € mpoBoKHpaHO OT €1HO MUCMO Ha
['epost 10 1aps, OT KOETO CcTaBa SICHO, Y€ HaBpeMeTo ap bopuc e aMmHuCTH-
pan Oamra my. ToBa € 1 Haif-BeposiTHaTa Mpu4rHa ['epost 1a ocyeTu Hara/e-
HUETO HaJ Laps.

PoMmanbT HaBiIM3a U B ABJIOMHUTE HAa ObJrapckaTa HApOJAOICUXOJIO-
r'usi, aKIEHTUpaKK upe3 pasmuciute Ha Oae CraBe BbpXYy TaKUBa YEPTH,
KaTO MPECMETINBOCTTA, XAMEJIECOHCTBOTO, MOJUTHUKAHCTBAHETO, Tpemepe-
HEeTo 3a xkuBoTena. [lo TakbB HauuH ,,YaMKOpHUs HEMPEKBCHATO JUAJIOTH-
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3Upa U C TEKCTOBE KaTo ,,bau [ 'anpo*, ,,YnuoBuu™, ,,/JIpacku u mapku‘ . JIro-
OOMUTHO € HampUMep Jla c€ BUAM KaK B pOMaHa Ce MPUIIOMHSI/JOpa3BUBa
uJesITa Ha CTUXOTBOpeHUETo ,,CinaBa‘ Ha Ct. Muxainoscku. Capka3mMbT B
CTUXOTBOPEHMETO HA MHUXaMJIOBCKH € HACOUEH KbM JIEKOTATA, C KOSITO XO-
pata 3a0paBsT OHE3M, KOUTO Ca JOMPUHECIH 3a HallpebKa B MEIHUIIMHATA,
peci. 3a )kuBoTa (Kato J>KeHbp), a B ChIIOTO BpEME MOMHST JIMUHOCTHU KaTO
Hamnoneon, noryounu xuisiau xuBotu. bae CrnaBe cu mpunomMHs €1MH CBOM
pPas3roBop ChC 3500JIEKAPS, KOUTO HA HETOBUS BBIIPOC KOU € U3MUCIIUIT YIIOM-
KaTa, CMBTHO C€ JIOCEIla 3a HAMOHAIIHOCTTA, HO HE W 3a MMETO Ha TO3U
renuii. CnaBe UPOHUYHO OTOEIA3BA MapaJoKca, e 3HaeM Kou ca JleHuH u
HarmomneoH, HO He 3HaeM KoM € OylarofeTessT, MoJapuil HH JICK, CIacsBall]
HU OT OOJIKa U CTpajaHue: ,,I meqai KakBo HEIl0: HUKOW He 3Hae UMETO Ha
TOSI YOBEK, & BCEKH 3Hae, 1a peueM, JIenuH. ETo qHecka yeTeM y BECTHHKA,
4ye MMAJIO TOJIMIITHUHA OT CMbpTTa My. Beeku 3Hae 3a JIeHuH. A HUKOHN HE
3Hae KOW € M3Mucaui yroikara. IIpu Bce, ye ToJIKOBa MHOIO XOpa UMar
noJi3a ot Hesl. A KakBa non3a umar ot Jlenus, moxe yiu 1a 3Ham?* (PyckoB
2017, 1. II: 66).

[TonoOHM mapanokcu, XapakTepHHU 3a YOBEUIKHUS POJ KAaTo ISIJ10, HO
oco0eHo 3a Hac, Obyirapute, kapat 6ae CrnaBe Ja XxapakTepusupa ChbHapOI-
HULIUTE cU (OT KOUTO HE U3KIII0UBa, pa3dbupa ce, u cedbe Cu) KaTo MpocT Ha-
POJd, KOWTO BCE TPELIHYU PEUIEHUS] B3UMa: ,,bbarapure ca nape Ha HEBEpHUTE
pemenus!“ (Pyckos 2017, T. II: 52). OcHoBanus 3a TBbpAeHUETO cu CliaBe
HaMUpa B peJulia Hellla — [10 BpeMe Ha BOoliHa Obiarapure u30upar rpemHara
CTpaHa, MO BpeMe Ha M300pU — HEMPaBUIIHUSA YOBEK, a KOraTo OTHUJAT Ha
masap, B3UMaT KaJlHUTE JOMaTd, BMecTO XyOaBute. OOsicHeHHEeTO Ha Oaif
CnaBe e, 4ye TIIyIoCTTa UM HJIBa OT MHOTO XUTPYBaHe, 3aTOBA U U300PbT UM
BUHAru e Jjoil. Ho chiieBpeMeHHO Ta3u KaTerOpuYHOCT Ha reposi, 4ye Obi-
TapuHBT € MPOCT, B TOBECTBOBAHUETO CE€ pa3KojedaBa OT MPUIIOMHEHOTO
U3CJIe/IBAHE Ha aMEPUKAHCKUS (PPEHOJIOT U OT CTaTUATa ,,bbarapure — Hail-
WHTEJIMTeHTHUAT Hapox B EBpona®. IIpoyuBaneTo Ha MUHHCTEPCTBOTO HA
IPOCBEIICHUETO, Y€ OBJIrapuTe ca Hall-rpaMOTHHAT HapoJd Ha bankaHckus
IIOJIyOCTPOB, CBIIO IPEAM3BUKBA ITOBOJ 3a TOPAOCT. TOBa OCMMCIISIHE Ha
OBIATApCKUs XapakTep Mpe3 pazInyHU MPU3MH U ONTHKU € CIEeIU(PUIHO
KaTo 15110 3a nmucaneto Ha M. PyckoB. MHOT0O MACHTUYHU TPUMEPH MOKEM
Jla HAMEpPUM U BbB ,,Bb3BuIicHne. Hail-ipbK npuMep 3a TOBa € TBbPACHU-
eto Ha ['u4o, ye ObATapCcKU HapO HSAMA, Y€ TOBA € U3MHUCIHUIA Ha PakoBCckH,
a OlIE B CJIEABAIMSI MOMEHT T'€pOAT caM CE€ OonmpoBepraBa. AKO IMbpBOHA-
yaJiHO ['M4o ce 4y iu 1 ce onuTBa J1a 00sCHU Ha ceOe CH 1110 € HapOo/1 U KaKBO
TOYHO 3HAYM Ta3M JyMa, BeJlHara ciieJl ToBa Obp3a Jia Kaxke, e BCe NaKk uMa
TaKWBa JUYHOCTH, KOUTO BSIPBAT B Hapoaa — KaTo Hanpumep JIeBcku. Ako B
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€IMH MOMEHT [ M40 OCTPO KPUTHKYBA HAPOAA U CIIOAEIS CBOETO HEJIOBEPUE
KbM OBbJITaprHa 32 HETOBOTO Oe3yIue (,,9yKI0MOKIOHHHK, ,,cayra‘, ,,3a-
BUCTHHK"), TO B CJIEJIBAILIMSI € OYaPOBAH OT HETO, 3aIll0TO BMXK/1A CHITUS TOSI
HApoJl J1a crojienisi XxpaHata cu ¢ OmmkHus (,,KakBo ru Hapyrax a3 Hamwu
obsirapu! Tyit € OT TJIaJieH cToMax. 3aiio T KUBEHUII B JIBa CBSITA — B €/IUH
Ha MPA3eH CTOMAax, U B €JIMH Ha II'bJIEH...]'a ye J1n MaxaJjio Ha YaCOBHUK, a HE
yenosek™ (Pyckos 2011: 209).

Cxonnu ¢ paschxaeHusdTa Ha 6ae CnaBe ca u Te3W Ha AJIEKCH, KOUTO
CBIIIO € B POJISITA HA TTIO3HABA4 HA OBJITAPCKOTO Ch3HAaHUE U Muporien. Cro-
pen Hero OBATapUHBT € TaKhB YOBEK, Y€ BUHATH € HA CTpaHaTa Ha CUJTHUS U
HUKOTI'a Hacpela My, 3alloTo, KbAETO € cuilaTa, TaM € U MoJ13aTa, Haraxzaa
ce, mpucroco0siBa ce. 3a Ja 3alUTH Pa3ChKICHUATA CH, AJIEKCU C€ BpbIla
KbM F'OJJMHUTE Ha pOOCTBOTO, KOUTO MTOKA3BaT, Y€ OBATAPUHBT € HAMAJIO Ja
oliesiee TOJIKOBa FOJMHU, aKO HE € O npucnocooeHel. Toil He ce ChIpo-
THUBJISIBA HA CUJIATa, @ THBKMO HAIPOTUB — ChIO35IBA CE C HESl, HE3AaBUCUMO KOS
€ TA: MOXE J1a € BOMCKATa, MOKE TyPLUHUTE WX HAKOM ApyT. Te3u pascrxkie-
HUSI JI0 TOJIsIMA CTEICH 1€ BUIUM, Y€ OT3BYyYaBaT, U B JYMUTE HA TEPOM KATO
Manop Puckomynoc ot pomana Ha B. JIsxoBa ,,bexxanuu®, kbaeTo MaiopbT
Maii € U3yMEH OT NOBEACHUETO Ha Obarapure ciea JpaMckoTo BhCTaHue.

Hananenuero Ha anapxuctute cpenty naps B Apadbakonak mpe3 1925
roJInHa, 3a KOeTo cu croMHs 6ae CiaBe, To Kapa Jia M3BUKAa B Chb3HAHHUETO
cu U JIpyr ¢GakT, cBbp3aH ¢ ApabakoHak — oOMpa Ha TypcKara Xa3Ha Ipe3
1872 r. Touno To3u (paxt noaTukBa 6ae CiaBe Ja ce 3aMUCIU HaJ mpodieMa
3a KpbroBpaTa Ha uctopusta. B Hamarta uctopus ApabakoHak cTaBa eMO-
JemMa Ha TIpoBajia, Ha 0€3pa3CchACTBOTO M HA TPAarHYHUTE 32 HApoja HUu 00paTu
— TaM Ce pa3urpaBaT KJIOYOBU ChbOUTHS, KOUTO, MaKap U Jia ca OPOJICHU OT
pPa3IUYHU OOCTOATEJICTBA, UMAT aHAJOTW4YeH Kpail. ChIIOCTaBKUTE MEXKIY
TAX, KOUTO MPABU TEPOIT Ha PyCKOB, IO BOJI 10 MHTEPECHU U3BOJIM. Y UaCT-
HULIUTE U B €IHOTO, U B APYTOTO Ca YETHHIIH, & MPOBATHT HA TEXHUTE Opra-
HU3aTOPH YHHUILIOKABA HEIIA, Ch3JJaBAHU C TOJAWHU U C LICHATa HA MHOXKECTBO
JMIICHUS U U3MATAHUSL — PyXBa PEBOJIIOLIMOHHATA Mpeka Ha JIeBcku u Bo-
enHara opranu3anusa Ha bKII va Kocra SlnkoB. CnaBe mpaBu oiie €IHO 1o-
pa3sBaIlo ro OTKPUTHE — TO € CBBP3aHO C MOCOKATa, OT KOSITO UABAT YETHU-
uTe: Te3u Ha JlumuTsp OO0IM uaBaT OT ceBep, a Te3u Ha [ 'epost — ot 1or, T.€.
CSIKAIll IBETE CHOUTHUS OUEPTaBaT KPbI, B KOMTO € 3aKJIF0UeHa IpaMaTuiHaTa
cha0a Ha bwarapus — ,,MECTOTO Xe€M € CBIIOTO, XeM € ChbBCEM Pa3JIUYHO,
MOHEXKEe BeYe MMa I1eJ1 Kphr, onucad 3aa Hero* (Pyckos 2017, T. II: 78).
Nwmeto Ha Kocra SIHKOB bk OoTKIt0uBa y Ci1aBUM HOBH MOCOKM HA MUCJIEHE.
Kocra fInkoB € miemeHHuk Ha PaitHa KHSIruHs, KOATO ylmivMBa 3HAMETO 3a
BbCTaHUETO Mpe3 anpuia 1876 r. [lokymenuero cpemry mapsi Cbllo CTaBa
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npe3 Mecelr anpui (pe3 1925 r.) — 0THOBO ABE CHOUTHS, KOUTO 3aBbPIIIBAT
HEYCIICIIHO W B KOUTO M0 €IMH WJIM JIPYyT HAYMH C€ OKa3Ba 3ameceHa Moc-
kBa. 11 OTHOBO KpbI' — OT anpuil 0 anpuil — Kpbr, B KOUTO ca MOOpaHU Bb3-
XOUTE W TMAJCHUATa Ha 4YoBeWKHUSA AyX, Cb-TBopeHueTo M Pasmstuero
(asiMa Kak, pazoupa ce, 6ae CnaBe JOpHU J1a MOA03UpPa, Y€ OTTYK HACETHE
anpuil 1€ TPOoJIbJKaBa Jia Urpae BaKHA poJjsi B ObJICIINUS UCTOPUUECKU U
OOILECTBEHO-MIOIMTHYECKU KaJIEHap Ha Beirapus?, olme mo-Maako 01 MOTbII
Ja 3Hae, 4€ eMH TOJISIM IIOET IIE TO Hapeue ,,Haii-xecTokus mecen ). Kom-
KOTO Y HAaWBHHU Jla ca pa3MuIiuieHusTa Ha 6ae CrnaBe, T€ BCHITHOCT U3BEXKIAT
Ha MpEeJIeH IJIaH MPOOJIEMHUTE 32 HEM30EKHUTE HATIPEKEHHS MEXKTY TPUPOITHO
U KyJITYPHO, MEX]TY BPEME U BEUHOCT, MEXAY UACAIA3IBM U UIECOJIOTHA.
PomansT Ha M. PyckoB cTtou ocobeno 6im30 10 pomana Ha Xp. Ka-
pactosiHoB ,,EnHa u cbina Hour'™“. M BaTa OCMUCIAT MOJUTUYECKATa 00CTa-
HOBKa B bbarapus u cbTpeceHusiTa, KOUTO pa3Kiiamiar Obiarapckara Halus
cien IIbpBara cBeToBHA BOliHa, peBpata cpeiry CtamOonuiicku, Centem-
BpUICKOTO BbcTanue, 33 /1. U B 1BaTa poMaHa crieiuaiaHo MsACTO € OTAEIEHO
Ha JieiicTBUATa Ha aHapxucTuTe. PomansT Ha KapactosiHoB o6aue ce Qoky-
cUpa BbpPXY T'OJIEMUTE JTUYHOCTU Ha 20-Te, KOUTO M30UpaT 1a 3acTaHaT Ha
pa3JIMYHMU CTPaHU — Ha cTpaHaTa Ha crnpaBeuiuBoctTa (I'eo Munes, ['eopru
[IleiiTanoB) K Ha cTpaHaTa Ha Biactta (Hukomna I'eme). B ,,Yamkopus‘
M. PyckoB u3Bexaa Hanpen gurypara Ha Anacracus Kacabosa — maiikata
Ha ['eo Munes. Trpceiiku n3ue3Halus CU CUH 1O 3aTBOPUTE, TS ,,CTy4alHO
nonaja B oMHrOyca Ha 0ait Cnae. Ta3u cpelia paxaa €JuH OT KIIFOUOBUTE
MOHOJIO3M Ha reposi, B KOUTO TOM pa3ChiK/aBa BbPXY CIPaBEIJIMUBOCTTA,
CTOMHOCTTA Ha YOBCIIKHS KUBOT, TPECTHILUICHUETO, HECTIOCOOHOCTTA J1a Ce
POTUBOIIOCTaBUM Ha mno-cuiiHute. CnaBe JKensi3k0B ce Bpbllla Ha3a/l BbB
BPEMETO, KOTraTo € OTBEJICH OT JABaMa IOJIMIIAN 3a clipaBka B Jupekuusara
Ha MOJUIKATA. YrKac € MbPBOHAYATHOTO YYBCTBO, KOETO 003eMa repos, 3a-
IOTO NMPUBMKBAHUTE 3a CIIpaBKa HUKOTra MOBEUE HE HAITyCKaT crpajaara. 3a
pasnuka oT Tsx CiiaBe He MPOCTO U3JIM3a OTHOBO, HO U OWBa ,,KyIleH", 3a Ja
oOcJTyBa IJlaHa Ha yNpaBJsBallIUTE — HETOBUST OMHHOYC 3aroyBa Jia u3-
BO3Ba YOUTHUTE XOpa, yJIMUYEHU KaTO ,,[IPOTUBOIBPKABHU eleMeHTH ‘. Taka

2 Kakro nocousa I'. ['ocrioguHOB, ,,HUE CMe 00peUeHH TPHLOHAKLT Ha OBIIrapcKara uc-
Topus na 6bae anpwicku... (locmoaunos, I'. — B. /lneBHuK, Ananusu I HoB (u3)xox,
2 ampun 2002 - www.dnevnik.bg/analizi/2002/04/04/36268 nov_ izhod/

3 Bxk. mo-noapo6uo Ilporoxpucrosa, Kit. Ot ,,6narute npxmose’ u ,,rorms 3eup® 10
,,HaH->KECTOKHSI MECEI[ * — 3a JIMTepaTypHUTE TEMATU3alMK Ha anpuil. — JIuteparypeH Bec-
tHUK, 2012, 6p. 1, 11 — 17.01.2012, c. 12 — 13 — http://www.bsph.org/members/files/
pub pdf 1249.pdf
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0ait CnaBe (HEBOJIHO) CTaBa Chy4YaCTHHUK B caMOpa3IipaBara ChC 3aroo3pe-
HUTE KaTO YYaCTHHUIIM B aT€HTaTa B UbpkBata ,,CB. Henens*. Koraro Hay-
yaBa KOsl BChIIHOCT € AHacTacusi KacaboBa, y CnaBe ce OTKIIIOYBA U CIIO-
MEHBT KaK € Bo3uJI B oMHUOYyca cu ['eo MuiieB. ToBa ro kapa 1a st 3aroBopu,
HO U IO HaBeXJia Ha CKOBaBallaTra MUCHI, uye I'eo MuieB He € XKMB U 4e
BEPOSATHOCTTA J1a € IPEBO3BAJI U HETOBOTO MBPTBO TSJIO, € rossima. B ,,Enna
U ChIlla HOLI“ MOBECTBOBATEIIAT JEMOHU3UpPA 0 KPaeH Mmpejes oopa3a Ha
H. I'emeB, yneTo uMme € U310 CBBP3aHO C BBIPOCA 32 TOBA KOU € OTTOBO-
peH 3a cMbpTTa Ha ['eo MurieB. ['elieB € mokasaH KaTo CTyJI€H OOpOKpaT U
O€3KOMIIPOMUCEH TpecieaBad Ha ,,BUHOBHHIIN‘, KATO MAIllMHA, KOSATO U3-
I'BJIHSIBA 0€3YTrOBOPBHYHO BB3JIOKEHUTE MY OT JbpkaBaTa 3aj1ayu. JluiieHn
OT ChYYBCTBHE U BeIWKoaylue, ['emeB qomycka youicTBoTo Ha Mures.
Kakto Moxke 1a ce BUAM M B JIBaTa poMaHa, TOM HE c€ TpOrBa OT MHOTOO-
poiinuTe Moo Ha Musna Munesa (B ,,EnqHa u cbiiia Holll'™) 1 Ha AHacTacus
KacaboBa (B ,,Yamkopus*) na momyyaT HsIKakBa MH(pOpMaLus 3a TEXHUS
['eo. B kHurara na KapactossHOB ce ycenia oBECTBOBATEIHUAT YIIPEK KbM
M3BBPIICHUTE OT ['emeB npecThIUICHHs, Y KOrOTO 0 Kpas HE IMporoBaps
chBecTTa. B pomana Ha PyckoB orie mo-manko Ou MOTIIO J1a c€ OYaKBa Ch-
BECT y yOuiIuTe, Thil KaTO B TEXHUTE MPEJCTABU XOpaTa ca CBEJACHH 0
OBJIXH, KOUTO ITBILISIT 0 3€MsITa, @ HEMTO3HATHUAT YOBEK — J0 ,,M3JIUIIEH J10-
cagHuk®, ,,eqHo uynuciio* (Pyckor 2017, 1. II: 21). Yl moHexke CBETHT € MbJICH
C HEIMO3HATH, 3alI0TO HE MOXENI Ja MO3HaBall BCUYKH, 3aTOBA € MHOTO
JIECHO JIa MpeMaxHell HAKOTO, Thid KaTO TOM HE € YOBEK, a ,,6AHO OOIII0 TOo-
uarue (Pyckos 2017, 1. II: 21). TakbB ce siBABa pyCKUSIT UMIIEPATOP 3a JIaT-
Buiiniute (Pyckos 2017, 1. II: 21), TakbB € criopen pa3chxKIACHUATA Ha Oae
CnaBe u ['eo MuneB 3a cBoute youmiinu: ,,Heno3Hatuar 4oBek € mpa3eH
3BYK, 1yma 0e3 3Hauenue’ (Pyckos 2017, 1. 1I: 22). ETo 3ammo B ,,Yamxopus‘
BUHATa 3a yOWiicTBaTa ce MoHAacsd HE OT BUHOBHHUIIMTE 3a TSIX, a OT €AUH
OOMKHOBEH YOBEK, BHBJICUCH B IPECTHILJICHUSITA 10 CTEUCHUE Ha 0OCTOSITEN-
cTBaTa. [ TaBHUAT repol HE HaMHUpa CUJIM J1a C€ MPOTUBOMOCTABU HA IOJIH-
HEUCKUTE BiacTU. B chIIOTO Bpeme o0aue ChbBECTTa My HEMPEKbCHATO CE
cOIbCKBA CHC CTpaxa — Makap Jia CH JaBa CMETKa KOJIKO 3JIOBEIIO € CTaBa-
IOTO B MOJUIUATA, MAKap KaTETOPUYHO B c€O€ CU Jla OTpUYa HACHIMETO U
cMBpTTa, 0ae CnaBe ocTaBa B MpUMKaTa Ha CTpaxa 3a COOCTBEHHUSI CH JKUBOT.
Axo H. I'enieB € 1bpKaBHUSAT CIIYKUTEN, IPEACTABIISIBAILl CUITHUTE HA JICHS,
CTYJCHUSAT YOBEK C sICHA MpeJIcTaBa KaKBO TPsiOBa Ja ce CBBPIIH, O€3 J1a ce
pa3KbCcBa OT NMPOTUBOpeuns, To O0ail CiaBe € YOBEKHT, KOMTO HsIMA Kak Ja
HaMEpHU OIpaBJIaHuE 3a JieJlaTa CU ¢ JyMU KaTo ,,IbIT U ,,ciry>xk0a‘. ['eposit
yCellla TEXECTTa HAa CIAYYUJIOTO CE, a MPEKUBSHOTO MY JaBa MOPEIHUS KHU-
TEHUCKN ypOK — CIPABEIJIMBOCTTA M MOYTCHOCTTA YECTO OMBAT B pa3pes C
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MOHATHS KaTO HapoJl, mapTus, kiaca, cbeiaoue (Pyckos 2017, . II: 22), c
IIOMOILITa HA KOUTO CE€ OIPaBAaBaT 3JI0CTOPCTBA.

PomansT Ha M. PyckoB Boau nuasor u ¢ apyru pomanu. OCBEH B po-
MaHa Ha Xp. KapacrosHos ,,EnHa u cbiia HOIT*, 32 KOMTO BeUe CTaHa AyMa,
CTPUKTHOTO CIIa3BaHE Ha 3aKOHUTE € o0Illa TemMa B poMmaHute ,,Kporkure
Ha Axren Uros u ,,bexxannu® na Becena JlssxoBa. Ho nokaro ,,Yamkopus
ocMucia ceouthaTra or 20-Te ToauHU Ha XX B. U JEHUCTBAJIHUA IO OHOBA
BpeMe 3aKOH 3a 3alllMTa Ha JbpKaBara, 1o ,,Kpotkure* u ,,bexanun‘ pasr-
JSXKAAT MOCIEANIIUTE OT JIpyra Hapeada 3aKOH, MMallla 3ajJadara Ja Chau
YYaCTHUIIATE, TIOBEJIM CTpaHaTa 10 Bropara ceeToBHA BoiiHa. ToBa € Hapen-
Oata 3akoH, patudurupana T. Hap. Hapoaen cba. Benpeku ToBa u ,,KpoT-
KkuTe®, u ,,bexkanuu’ ocraBar cBbp3anu ¢ 20-te roaguHu Ha XX B., 3aIlI0TO B
TSAX HEMPEKbCHATO HOBUSAT 3aKOH Ce Orjiexia/cpaBHsiBa cbe 33]1 — nBaTa 3a-
KOHA MOPA3UTEIHO CU MPWINYAT BBIPEKU PA3TUYHUTE UCOJOTUU, KOUTO
CIIOJETAT ynpasiaBamuTe. B pomana Ha M. PyckoB 3akoHBT 3a 3a1uTa Ha
JI'bpPKaBaTa € UPOHUYHO CHUKEH OTHOBO 4YpE€3 PA3MUCIIUTE HA TJIaBHUS Tre-
poii — Oaii CnaBe Taka U HE yCIsiBa Ja pa3depe OT KOro TOYHO TO3H 3aKOH
1€ 3alllMTaBa JbprKaBaTa, 3all0TO, aKo IIE 5 3aIIUTaBa OT BPAroBETE OTBHH,
TOBA HE CTAaBa ChC 3aKOHU, & C OPBJIMS, 4 aKO IIE S 3alUTaBa OT BParoBETE
BBTpE, PECIl. OT COOCTBEHHUS M HAPOJI, TO TOTaBa KaKbB € CMUCHIBT Jla UMa
TakaBa JbpkaBa? 3aKOHBT BCHIIHOCT € HYXKEH, 32 JIa IJIAIlH OMO3UIIUATA, a
HE 3a Ja ce u3buBar xopa ¢ Hero. [1o To3u 3akoH ca yOuTu Tpuma Iy,
pasmunuisisa 0ait CnaBe, Ipyrurte ca yOuTy U 00sIBEHU 3a O€3CIICTHO U3YE3-
Haiu. JIbpkaBaTa ©Ma apMus, TOJTUITUS, TAMHK CITY>KO0HU, 3aKOH 3a U3Tpeo-
JIeHUE Ha Pa30OMHUIIUTE, CHANIUINA, 3aTBOPU. 3a KAKBO UM € TO3H 3aKOH?
B pasmucnure cu 6ait CriaBe B KpaifHa CMETKa CTHTa JI0 M3BOJIa, Y€ 3aKOHBT
3alllTaBa Ibp)KaBaTa HE OT LETOKYTHUS OBJIrapCKU HApo, a OT ,,IPOTHUBO-
IbPKABHU €JIEMEHTH ‘, KOUTO UCKAT J1a s pa3pyllaT U J1a CBAIAT HACUJICT-
BEHO BJIACTTA. [ '€posIT cTUTa IOTYK C pa3ChKACHUATA CH, KOUTO OTTOBAPST
Ha HErOBHSI MHTEJIEKTYaJICH MOTEHIIMAI U Ha )KUTEUCKHUS My onuT. PoManu
kato ,,KpoTkure* u ,,bexxanun’ pazkazpat OHOBa, 3a KOETO reposar Ha Pyc-
KOB JIOPY HE MOJ03Mpa — Y€ BCE MaK IIe AOUAE BPEME, B KOETO HEllara e
ce 00bpHAT, IBAJECET F'OJJUHU MTO-KbCHO MOJTUTUYECKUTE CHIIH 1€ HOTHPCST
BB3ME3/IME 32 BCHUKHU OHE3U 0€3CJIeTHO N3UE3HANIH, 32 OCHACHUTE 0€3 Ch/l U
npuchaa. B pomana Ha PyckoB (kakTo U BbBB ,,Bb3BHIIECHHE™) BOoAEHIa €
rJieIHaTa TOUYKa Ha OOMKHOBEHHUS YOBEK, KOWTO 3HAae KaKBO € J0OpOo U 3710 U
KOWTO BBIIPEKH MTPOTUBOPEUYNBOCTTA HA COOCTBEHUTE CU JEUCTBUS MOXKE Ja
HamnpaBy U3BOJA, Y€ YOBEIIKUAT )KUBOT € MO-BAXKEH OT BCSIKAKBU HJICOJIO-
TUH, OT BCAKAKBU MOJUTUYECKH KOHIOHKTYPH U MaHUIYJIAINH.
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PomanbT Ha M. PyCKOB OTKIIFOUBA aCOLMALMU U C €IUH IPYT POMaH —
,,Ex Oriente Lux. ®epaunang n meurara 3a Koncrantuaonon Ha Cr. ba-
Kbp/KHEB. PomMaHbT Ha BakbpaKuEB ce chCpeoTOUYaBa BbPXY UCTOPHUATA
Ha bearapus ot nepuoaa Ha ynpaienue Ha Pepaunana CakckoOyprroT-
cku (1887 — 1918) u oTHomIeHUsITA Mex Ty DepArHAHA U MUHUCTBP-TIPEA-
ceparenure Ct. Ctam6010B 1 K. CtomsioB. OOLIOTO MEXIY IBETE KHUTH €
cxBamaneto 3a GepMHaH I KaTo 3a YyXKJeHella, KOMTO Taka U He yCIisiBa Ja
ce A00IMKH 10 Obarapckus HapoJ. Makap J1a He € HalpaBeH 1eJIeHACOUEH
napasen Mexy noiautukata Ha @epauHana u Ta3u Ha bopuc, B moToka oT
mucnu Ha 6ait Crnase (,,YamMkopus‘) sicHO ce moiaBs MPEANOYUTAHNETO Ha
TO3U repout KbM bopuc, Thil KaTo 3a pasnuka oT Oepaunana bopuc ycnssa
Jla yCeTH Hapoja cH, HeroBute npobieMu. OOSICHEHHETO € HAaWBHO, HO CE
JIOKOCBa JI0 MCTUHATA 3a Lapsi — TOM BCE MaK C €JHOTO CHU OKO € OBbJTrapuH,
,,4 C IPYTOTO YYXKJICHEI["*, HO C OBJIrapCKOTO CH OKO BIIKJIA SICHO KOE KaK €,
KO€ € npaBuiIHO U Koe — He (PyckoB 2017, 1. I: 97).

N3kymagaio e rnpe3 pomada Ha M. PyckoB fa IoriaeiHemM U KbM po-
MmaHa Ha EB. UBanoBa ,,®o010 CTogHoBnu . CHUMaHETO Ha HIKOJIKO IBTH CE
MOsIBSBA KaTO MOTWB B kHUTata Ha M. PyckoB, a ¢urypara Ha dotorpacda
(kakTO M Ha YOBEKa OT JipyraTa CTpaHa Ha OOEKTHBA) CE€ OKa3Ba JBYJIHKA.
BbB ,,0010 CTOsIHOBUY® ChA0OHOCHUTE AymMu Ha PakoBcku kM KapacTos-
HOB — ,,Ha peBoJIIOIMsATA 11 1 TpsiOBa pororpad* (MBanora 2008: 25), oT-
pexaaT BaxkHa posis Ha ¢oTorpada, KOWTO TpsiOBa Ja 3amamMeTy TroJIEeMUTE
¢urypu Ha enoxara. B pomana Ha M. PyckoB 4OBEKbT 3a]] 0OEKTHBA € aH-
TaXUpaH ¢ JIpyra 3ajgada — TOW pabOTH B I'PaJOHAYAICTBOTO KaTO IMOJH-
nieficku ¢otorpad, KOWTO MpaBU CHUMKH 3a JETUTUMAIIUS. 3a pa3iuka OT
,D0T0 CTOSTHOBUY®, B KOWUTO 3HAUYCHUE CE€ IMPHJIaBa HA CHUMKHUTE CaMO Ha
,,Hall-BaXXHUTE JIMYHOCTH, B ,,HaMKopusa* hoTorpadupanero uma 3a e aa
3arieyaTa Jullata Ha BCUYKWA — U U3BECTHU, M HEU3BECTHH, 3aIIOTO OBP3UIT
¥ M3HEHAJBAIll XOJl Ha OOIECTBEHO-MOIUTUYECKUTE CHOUTHUS YECTO HU3-
BEXKJIa HA MPHB MOIJIE] HEU3BECTHUTE BBHB BOJCIIA MO3UIMA (B poMaHa
,IIpomom* Ha I1. MapuHkoB bk TpsiOBa Ja ObJAT 3alevyaTaHy JIMLATa Ha
OOMKHOBEHUTE XOpa, KOUTO C TPyJa CU MPaBAT HEILIO BEJIUKO 32 LIEJIUs Ha-
PO — JKeJe3HuIIaTa).

[IspBata cpemia Ha 6ait Cinase ¢ ¢potorpada e B oMHUOyCa, KOraTo TOM
ce BpbIla OT CHUMKH Ha kpemnoctra YpBuu. dororpadst mpeanara na
CHHMMAa BCUYKH ITBTHUITM OT OMHHOYyca. ToBa € CHUMKaTa, BIbXHOBUJIA TO-
JTMHU TIO-KBbCHO caMusl TUcaTeN U MpeBbpHATa B KOpuIlla Ha kuurarta. Cruen
KaTo 3aCHEMa MMbTHUIUTE, (POTOrpadbT CE HACTAHSIBA JO MUCTEPUO3HUSI YO-
BEK C KOCTIOMa, Koroto CiaBe He MOXKE Jia Ce CETH OTKb/IE M03HaBa, HO KO-
TOTO OTHOBO IIIE CPENIHE [0 BpeME Ha MOCIEeAHUS CU Kypc 10 YamKkopus.
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CHuMKaTa 1 CHUMAHETO CE MOSIBABAT BTOPH IMbT B TOBECTBOBAHUETO
KaTo 4acT OT ceMelHus cnomeH Ha CiaBe, KOWTO BOAM OJIU3KUTE CH BBHB
doto ,,Kaitpo* (Pyckos 2017, T. I1: 144).

3a TpeTu IbT MOTHUBBHT 32 CHUMAHETO C€ IMOsBsIBA B Kpas Ha poMaHa
3a€IHO C MOBTOpHATA MosiBa Ha goTorpada, KOUTO ce oka3Ba areHT Ha O0-
niectBeHa 0e3onacHocT. [loo3penusita Ha Oait Cnase, ue potorpad st € J10-
II'bJ1 J1a TPaBU CHUMKH, 32 Jla T CPABHU ChC CHUMKUTE Ha JIMIAaTa, KOUTO CEe
U3IUPBAT OT BJIACTTa, CE€ OKa3BaT BepHU. JlecHO modropbT pazdupa u kot
TOYHO OT HETOBUTE IIBTHUILIM € CpeJ U3upBaHuTe. M3non3Bailku pa3nuyHu
XUTPUHU, TOUN yCIsiBa Aa npeaynpean Anekcu J>kuHa u Ja My Jaje ImaHc
na u3bsira, 6e3 ma mpesarnosara, 4e Taka IpeacToM J1a Mpeo0bpHE COOCTBE-
HaTa CH ChA0a — IO UPOHMS HA Ch0ATa reposIT MPENOTBBPIKIaBa JUUHATA
CH Te3a, 4e OBJArapuHBT IIPaBU BCE TPEIIHU U300PH.

U otHoBO nipen cuumku CriaBe ce U3IpaBsi, BIU3ANKA B pEHOBUPAHUS
xoten Ha PageB B UaMkopusi, CHUMKUTE Ca 3aMEHUJIM OKAUYCHUTE Npeau
TOBa 10 cTeHUTe pora. ToBa ca ororpaduu Ha HEMO3HATH XOpa, 3aCHETU
ollle Npeu BOWHUTE. EJIHa KOHKpETHA CHUMKA OT MUHAJIOTO IPOBOKHKpA Te-
posi 1a mopa3chxkAaBa BbpXy Mmo3ara npu ¢oTtorpadupaHeTo U MCUXOIOTHU-
ATa Ha Xopara, 3acTaHaiM mpen oOekTuBa. Pasriexnaiiku cHUMKaTa, Ha
CrnaBe My ce CTpyBa, 4e CsKalll 3all04Ba Ja J10JaBsi MUCJIMTE Ha 3aredara-
HUTE HA CHUMKHTE Junia. OTTYK ce paXkja U MPO3PEHUETO Ha TJIaBHUS Tepoi,
Yye XopaTa OT MUHAJIOTO, C pa3IuYHUTE CU TpodeCcUuu, MPOU3Xo/l, XapaKTepu
(m100pwu, JIo1H, TOCTOMHHU, TTOJICIU WM U3I0I3Ba4u, paOOTHULIM, CEJISHH,
YUHOBHHIIM, OOTaTaIlll...) TIeAaT KbM XopaTa OT OBACIIETO C HAKAKBO MOC-
aanue. BB ,, D010 CTOSTHOBHY' 1103aTa, B KOATO 3aCTaBaT HIBAIIUTE B aTe-
JIMETO, A0 TojisiMa CTEIeH TpsiOBa J1a MPUKPHUE TSIXHATA UCTUHCKA CHITHOCT —
MOBEYETO OT TSAX HE ca FepPOU M HAMAT HUIIO 001110 ¢ peBotonusTa. B ,,Yam-
KOpHUA‘“ CIIope/l reposi 3acTaBalluTe mpej 00eKTUBa M30UpaT Takama I103a,
4pe3 KOATO Ja CE€ ONMUTAT Ja oOObpHAT Hail-moOpaTa Cu CTpaHa KbM YOBEKa
OT OBJEIIETO, OH3U Jajie4eH HEMO3HAT, KbM KOTOTO IJIeaT C IOBEpUE U Ha-
nexna. Te ca o0ObpHaTH HE KbM (PoTorpada, a KbM ,,HEKOW BBTPE B CaMUs
00€KTHB, HEKAKBO HEBUAUMO MPUCHCTBUE, HEMO3HATOTO JIUIIE HA TPAIOIIHS
CBAT, YOBEKBT OT YTPEIIHHS JCH, OT O€3KpaliHUsI OIlle HEM3TEKbJI MOTOK Ha
BpemeTo (PyckoB 2017, 1. II: 225). IloBeuero OT Te3u XOpa Bede ca CU
OTHUIILIIM, HO B CHUMKAaTa 3aBUHATH € 3arevyaTaHa TsSxHaTa HaJexaa, ue ,,0b-
JEnIeTo e € mo-a00po, mo-100po OT TeX W OT TexHOTO Bpeme* (PyckoB
2017, 1. II: 224). Cbc 3acTaBaHeToO Mpej 00EKTHBA JIOIIUTE UM U300pH, 3J10-
HAMEPEHUTE UM ITOMUCIIH, MAJIOAYIIIUETO UM HSIKaK CE€ CTOISIBAT, OCTaBaT Ha
3ajieH miaH. Hanpen uznuza camo HajgexzaaTa, 4ye MoraT Jia ca mo-ao0pu.
CHHUMKaTa TPEXBBPIS CBOCOOPA3eH MOCT MEXKIy IMOKOJEHUATA Ha Isiia
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OT APAFAKOHAK JIO APABAKOHAK — HJIH 34 HEHAYYEHUTE YPOLIU...

enda Hanusi. C moOpoHaMepeHus CU MO3paB OT MUHAJIOTO doTorpadusara
cTaBa CUMBOJI Ha BsipaTa B 100POTO, KOETO OM MOTJIO /1a CIacu cBeTa. AKO
€IHO ITIOKOJIEHME HE YCIIEE J1a ONPaBIac Ta3H Bspa U TOBA OYAKBAHE 34 IPO-
MsIHa, OTTOBOPHOCTTA IPEMHUHABA KbM CJeABalUTe OKoIeHus. W Taka Bu-
Hard uMa CraceHue, 3all0TO BUHArM UMa HaJekK/1a.

B To3u cmuchn ,,Yamkopus* nmocraBs mpoOieM, KOWTO E€KCIUTUIIUTHO
WJI UMIDUTUIATHO IPUCHCTBA BbB BCUYKU TEKCTOBE, OCMUCIIAILN UCTOPUSTA —
3a cliesiata, KosiTo ce HaJsiBaMme Jia ocTaBuM cliesl ceoe cu. PomansT Ha Pyc-
KOB, TOBOPEMKH 32 MHOTO M Pa3JINYHU HEIIA, BCHITHOCT HU Kapa Jia ce 3a-
MHCJIUM 32 MPOITYCHATUTE IIAHCOBE J1a MOCTHIIUM IIPABUIHO HE CHOPE HS-
KaKbB JbPKABEH 3aKOH, a CIIOPE €IUH APYT 3aKOH, KOWTO € MO-BUCII — 3a-
KOHa Ha coOCTBeHaTa ChbBecT. ,,Yamkopusa* Ha M. PyckoB, kakTo U ocTaHa-
JUTE pas3riieaHu JOTYK POMaHU M3BUKBAT BbB (JOKyca HAa BHUMAHUETO CU
HE CaMO T'0JIEMUTE UCTOPUYECKH JIMYHOCTU U CHOUTHS, HO U QuUrypara Ha
OOMKHOBEHUSI YOBEK, KOMTO CAKAIll HUIIO HE MOXE Ja MPOMEHM B XOja Ha
Te3u chouTHs. TouHo ,,Yamkopus‘“ 00aue HAKaK MEXy IPYyTOTO MOJIXBbPJIs
ujesTa, 4e OOMKHOBEHUST YOBEK OM MOT'HJI J1a TPOMEHU MHOTO HEIIa, CTUTa
Jla TIOMCKAa W CTWTA JIa HAMpPaBW MPaBUIHUSA W300p B MPaBUIHUS MOMEHT.
MMeHHO TOBa MOAXpaHBA U HAJEXKAATa, Y€ CIECABALLIUTE IMOKOJIECHUS, Hay-
YUJIM YPOIIUTE HA UCTOPUATA, 1€ OBJAT MO-A00pH U I1Ie UMAT CMEJIOCTTa Ja
MOCTHIBAT YECTHO U CIPABEIIUBO.
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The article is focused on the work of the forgotten novelist and playwright
Dimo P. Syarov. He made his debut as a novelist, but already during his studies
in Switzerland (1909 — 1911) he began to write travel stories with surprising
punchlines set in Germany, Austria and also in Prague. Although being often neo-
romantic love sketches, these short prose pieces also thematized mysterious
events and depicted various strange human types or shocking situations. Syarov
took these impulses from the Bulgarian diabolists. A special place in Bulgarian-
Czech literary relations occupies his original book Zlatna Praga. Kartini i
predaniya (Golden Prague. Paintings and Legends, 1934).

Key words: Bulgarian-Czech literary relations, Czech topoi in Bulgarian
literature, Prague genius loci, diabolism, mysterious and supernatural motifs

MoTuBuTe 1@ HanuIIa TO3M UHPOPMATUBEH TEKCT, Ca CBbP3aHHU C HKe-
JAHUETO J1a C€ BbPHEM KbM 3a0paBEHOTO, HO MIPE3 MOCIIEIHOTO I€CETUIETHE
MaK CIOPAIMYHO NPUIOMHSIHO' OEIEeTPUCTHYHO TBOpYeCTBO Ha Jumo II.

' TIpes nocnennure rogunm uMero Ha CSpoB ce cpella Hamp. Ha CTPAHULIUTE Ha
criucanunetro Jlumepamypen ceam (Cspos 2015; I'eoprues 2015; Capos 2016), a B
nbTeNUCHATa aHToNorus bwvaeapckume susuu 3a Eepona, obedunenomo omeuecmeo u
sounama (1930 — 1945) ce nosiBuxa HeroBu TekcToBe 3a Makenonus u ['epuus (Cspos
2023).
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Csipos (3a Hero Bk KoncrantunoB 1941; Yp6an 1978; bnaxesa 1982; I'e-
oprues 2015; Anonum 2021; HegenueB 2023), KOUTO JONpUHACS B 3HAYH-
TeJIHA CTENEH 3a PAa3BUTHETO Ha OBJIrapo-dyelIKUTE KYJITYpPHU KOHTAKTH
KAaKTO B MEXyYBOCHHHUS MEPUO/I, TAKA U CIIE]] CENTEMBPUUCKUS MPEBPAT OT
1944 r. 1 Thi1 KaTO HETOBUTE HAM-100pU OEIETPUCTUYHU TBOPOU C YEHIKU
MOTHBH Ca Ch3aJIcHU B Nepuoja Mpeau MpeBpara, OCHOBHUST (HOKYC IIIe
ObJle UMEHHO BBPXY TAX.”

CsipoB HaBiM3a B JIMTEpAaTypaTra KaTo POMAHUCT C jaedrora cu [le-
cenma na Iana (Cspos 1914; Csapos 1920), koiito Fopaan MapHHOIOICKH
(1874 — 1924) oneHsBa MOJIOKUTEITHO B perieH3usATa £ono cvoumue 6 aume-
pamypHus Hu sHcueom, 1o0o6aBeHa KaTo MPEAroBop KbM BTOPOTO U3JAaHUE HA
poMaHa:

Ta3u, cranana moutu OaHaIHA, ICTOPHS 32 YOBEKA U ,,CBPHXUOBEKa™ € pas-
paboTeHa 6e3 1a ce UyBCTBYBa BIUSHUETO HA MOJICPHUTE TTHCATENH, O€3 1a
Ce ycellla OHs JTbX Ha KHIDKHO MBJAPYBaHe, KAKHBTO BE€ OT MHOTO IMPEXBa-
JeHu Haiu nmpousBenenus. [1o Bcuuko ce Bmwka, ue Jlumo CsipoB e rpedan
C ITBJTHY TIETIH OT KWBOTA; TOW HE UCKA J]a HA HaTpamBa MpeIB3eTH TCOPUHU
3a TOOPOTO | 37I0TO B YOBEIIKATA IyIIa, & HU TPAaBH CBUICTEIN HA BaXKHU
NIPESKUBSIBAHUS U KaTO €MH UCTUHCKU MBJIPEIl HU BIbXBA YyBCTBO 3a Tpa-
IU3Ma Ha YOBEIIIKUS )KUBOT, YyBCTBO 3a ITUPOKA THPITUMOCT.
Jlumo CsipoB mposiBSIBa €THO TTO3HAHCTBO HA YOBEIIKATA JIyIa, KOETO MO-
pa3siBa 'y eIMH HAUWHAIOI] TIHCATe.

(Csapos 1920: III - V)

B no-nararsmHoTO cu TBOopuecTtBO J[. CsApOB ce HacouBa KbM Kpat-
KUTE MPO3anvecKku x)aHpoBe. Cien KaTo 3anuraBa JOKTOPAT MO MOJUTH-
yecka nkonomus B L{ropux, 3anouBa paboTa KaTo CIyUTeNI BbB pUpMa, KO-
ATO ThPryBa U3 Isu1a EBpona, v nuie nbTENUCHU pa3Ka3u B CTUIMCTUKATA
Ha HEOPOMAHTHU3Ma C HEOOMYAHM MOAHTH, a MACTOTO Ha JEHCTBUETO € B
XamOypr, bepnun, Buena, [{ropux, bynanema unu [Ipara. Benpeku e

2 Yemkara peLiENMs Ha aBTOpa e ObJe pa3paboTeHa B CAMOCTOSTEIHO U3JI0KEHHE,
nyOIMKYBaHO Ha APYro MAcTo. [10-KOHKPETHO 1iie cTaHe yma 3a OTKPUTHUS PBKOIHCEH
NPEBOJ Ha yCIIeNTHATa 10 OHOBA BpeMe mueca Zvony svatého Klimenta, mocBeTeHa Ha
YKUBOTA Ha BB3pokIeHckus mucaten [ 'purop [Tspanues. 3aenka Xanzona (1908 — 1958)
nmpaBu TpeBoj Ha mmecata (ok. 1948 r.) mo TpeToTo MpepadOTeHO H3/IaHHWE Ha
Kambanume na ceemu Knumenm ot 1943 r. (1. uzn. 1929 r.), HO cnen kKoH(IUKTA
Mexay Cranud n TUTO MOCTaBSIHETO Ha CLIEHA CTaBa HEBB3MOXKHO (MAaKEIOHLUTE
o0siBsBar [IbpiuyeB M 3a CBOM aBTOp) M Taka pBKOMMCHT ocTraBa B MHcTuTyTa 32
u3KkycTBO — Tearpanuust uHCTUTYT (Institut uméni — Divadelni Ustav) B [Ipara u gocera
HUIIIO HE CE 3HAEIIIE 3a HETO.
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YECTO TOBA Ca HAXBBPJISTHU JIFOOOBHU CHOKETH, T€3M KPATKH TEKCTOBE (Ha-
MMCaHU IO BIUSHUETO Ha OT3BYYaBaIllUs JUA00INU3bM) HEBEIHBK TeMaTH-
3UpaT yKacsBallu CbOUTHSI, OOBUTH B TallHU, ONUCBAT KAKTO PA3TUYHU TIPU-
YyJIJIMBY YOBEIIKU TUIAXKH, TAKa U CTPAHHU U HIOKUPAIIX OOCTOSTEICTBA.
[IvspBaTa KHMra C Ta3u HOBA XKaHPOBA HACOUEHOCT, 03arjiaBeHa /1o be-
nus ceam (Cspos 1924), ¢ excnipecuBHUTe WitocTpanu Ha Cupak CKUTHUK
(1883 — 1943), chbabprka KakTO pa3ka3y OT HEMCKOE3UYHU CTpPaHU (HArmp.
bepivH HOCH KOHOTAIIMUTE HA MPEJUMHO HETAaTUBHUTE SIBJICHUS OT €XKe/I-
HEBHUETO B HEMCKAaTa CTOJIMIIA, KAKBUTO Ca HEMOPAJIHOCTTA, TPOMUCKYHTE-
THT, HEMIOCTOSHCTBOTO B KPATKOTPAWHUTE BPBH3KU MEKIY XOpara, KOUTO
00MYaiHO MMAaT TparvdeH Kpaii’), Taka U MHOXKECTBO KPaTKH OeJeTpuc-
TAYHU TEKCTOBE OT mbTyBaHuATa Ha CspoB ao IIpara. IIpoctpancTBoTO B
NpaXKUTE pa3Ka3u Ha MUcaTeNsl € KOHCTPYUPaHO MPe3 CTepEeOTUITHATA MU-
TOJIOTU3HUpaHa MpeACcTaBa 3a BEJIMUYECTBEHOTO, OOTaTO U KPACUBO MSCTO, HO
CBILIEBPEMEHHO M TATHCTBEHO JI0 MPU3PAYHOCT; LIBETHT HA 3J1ATOTO J100aBs
,,OJIIChKAa* Ha rpaja, Karo TO3M UBSIT CTaBa eMOJIEMAaTHYEH U 3a MJIa/iaTa
ropjia penyonuka (yCTOMYMBMST ENHUTET, epiteton constans, ,371aTHA® B
nzobpakenuneTo Ha [Ipara HacouBa Ha3aa KbM Bb3pakaaHnero, a B yenikara
auTepaTypa ce € Hajgoxuio omarogapenue Ha Kapen X. Maxa u Heropute
nacnequuin’). Ipagst npusianda CApoB ¢ JOKOCBAIUTE HEOETO IIUPOKU
npoctpaHcTia (,,IIpara Ha croTe Kynu®), Toil OTKpUBA, Y€ € KOCMOTIOJIUTEH
U ChILIEBPEMEHHO OpaTCKH, CIABSHCKH, & TOBA CHILIECTBEHO I'O Opa3jinyaBa
(monoxutenno) ot bepnun, bynanema, [ropux niu Buena.

3 Buk Hanp. punana Ha paskasza Ommwvcmun (Capos 1924: 34): ,,Ta He uckania jaa 4ye
3a HUIIO. Buepa 3a mocneneH mbT TON Ha KOJIEHE IBI3SII MPE Hesl U C pas3IIakaHu OdH
s MOJIMJI JIa Ce 3aBBpHE MpH Hero. Ho Ts, BMECTO OTToBOp, 3amoBsiiaia Ha CIyTUTE Aa
ro U3XBBPJAT Ha BHH. ToraBa TO# pelini, 4e He MOXeE Taka, 4ye TyK TpsOBa Ja uma
npaBaa! M B ©MeTO Ha Tas3u Mmpasjia, TOU S 3aCTPEIISI BHPXY CThJI0aTa Ha XOTela, KaTo
YKUBOTHO, 3a00JISJI0 OT OTacHa 3apasa‘’.

4 O0Opassr Ha ,3marna Ilpara“ OuTyBa M B OENETPUCTUYHHUTE IPOM3BEICHUS Ha
JYKUIIKOCPBOCKKA aBTOPH, KaKTO KOHCTaTHpa TMOJCKHUAT JHTeparypoBen Tomar
Jlepnatka B m3cneaBaHeTo cu Z problemow stereotypizacji locusow zdarzen fabularnych
w utworze narracyjnym: ,,Praga‘“ w narracjach serbotuzyckich (Hdepnatka 2005);
3naTHUAT aTpuOyT Ha [lpara 3a mbpBU MBT ce MOsSBSIBA B JIy>KUIIKOCPBOCKA cpela B
Hoe3usTa, KaTo Mpsika 3aeMKa ,,0T cCaMoChTBOpeHus 00pa3 Ha [Ipara, cp31aneH B yenkara
muTeparypa’ (B opuruHai: ,,z autokreacyjnego obrazu Pragi wygenerowanego w czeskiej
literaturze® — [epnarka 2005: 240) — Tyk Oux noGaBwmit: oie mnpe3 Bwu3paxmanero B
pomantuueckoTo TBopuectBo Ha K. X. Maxa; 3a ,lIIpara na crore xkynu“ u ,,3matHa
[Ipara* cps. omie Mumen 2009: 171; Pycesa 2020: 188; Pycesa 2022: 138.
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[I5pBUAT TEKCT B LUTHpaHaTa KHUTA OT 1924 r., cutyupan B [lpara, e
apOAUHO-INA00IMCTHIHUAT ° paska3 [Ipuspayume na Ilpaza (Csapos
1924: 39 — 41; npenevarano cwifo B: CsapoB 1963: 16 — 18), nucan B a1yxa
Ha ¢aHTacTukaTa Ha CBeTociiaB MUHKOB. Pazka3BaubT CBbp3Ba TpU CIIUPHU-
TUCTKW UCTOPUHM B €HA IISUIOCT, a IMOJX0IBT MY € CXOJIEH C pa3kaza Ha MuH-
KOB Kvwama npu nocieonusi penep — pa3kpuBa Kak JHEC Beue HUKOU He ce
cTpaxyBa oT npuzpanu. [IposorsT HarmoMHsI IepcoHaka Ha MBPTBUSI MOHAX
¢ u30o1enu oun. Karo yue nu B [Ipara xuBesT Xxopa, KOUTO ca CE€ CPEIIAIU C
¢daHTOMAa U ca pa3roBapsIu C HEro, KAaKTO MUSHHUIATa, KOUTO € UCKal Ja To
U3MIpaTH OpHU OYEH Jekap: ,.— Omie yTpe uaete npu jekaps X. Toil e Hail-
NOOpUSAT CIIEMAIIUCT B Tpajia o oyHuTe Oosiectu. Toil HaBAPHO 1€ BU TO-
MOTHE. A TO31, KOUTO BU U3007¢ ounte, naite ro B cua“ (Csapos 1924: 39).

N3 nontna Ipara ce pa3xoxxaar v mpu3paiu, ¢ KOMTO MOJiIepHaTa Me-
JTUIIMHA HE MOKE J1a CE CIIPaBH, KaTO HAIpUMEP 00€3rIaBeHUs pUuliap, KOWTO
SI3]TM U3MBPIIIaBsJia TPUKPAKa KpaHTa U OTCeUeHaTa My rjaBa ce mokJjaiia B
pBIETE MY.

OT cBOsl cTpaHa MOAEPHOTO BPEME CH OTMbIIaBa Ha MEITHUYAps OT
BumexpaackoTo rpobuiiie, KOMTO OOMKaJIs U3 HOIIHUTE YU C KOHCKH
BIIPST — BCSIKA HOIII MTOJIMIIASIT O€31IEPEMOHHO T'0 MPeypesk/IaBa a He mpe-
BUIIIaBA C KOHETE CU CKOPOCTTa OT MET KWJIOMETpa B Yac:

— IIpusiTento, HaC MaJIko HU UHTEPECYBa Jlajlu CU TPU3pak, uiu He. MuHaxa
OT/IaBHA BpEMEHATa, KOTaTO THU 3alOBSAJIBAIlle TYK U JEpelle KOXXHUTE Ha
oennute. Cera Hue 3anoBsansame. llle kapain ¢ Obp3uHa MET KUJIOMETpa B
gac! [...] Y 6e3 1a ce rpwKu 3a HApPEeXKJAHUATA HA TOJUIUATA, TPU3paAKa
[!] myno mmba 3aneHeHnTe KOHE M KaTo CTpesia ce MOHKUCA KbM OperoBeTe
Ha BbiTaBa, 3a 1a criacsiBa 3apOBEHOTO CH 3J1aTo.

(Cspor 1924: 40)

[Mocnennuar npuzpak e punapsat Jambop ot Kozoenu (Herosara re-
po¥icKka CMBPT € BIUIETEHA B JIMOPETOTO B MpoUyyTaTa €AHOMMEHHA Onepa OT
benpxxux CmeTana), YMHTO HECIIOKOEH JAyX € OChJIEH O€3IIaTHO J]a CBUPU OT
Kynara Jlanubopka nedyasHu MEIOJUH Ha ThKHA UTYJIKA MPel TOCETUTENINTE
Ha [Ipaxxkust 3ambk Xpaauanu. He e uznenazna, ye u ot 4yxOnMHa mposiBIBaT
MHTEPEC KbM TaKbB BUPTYO3 (110 MUHKOBCKM €MOJIEMAaTUYHO — JJOPU OT AMe-
pukal), BBIPEKH Y€ U3Jnu3a HasiBe, 4e HAMa KaKBO Ja My IPEJIOKaT:

5 3a XPOHOJIOTMYECKOTO €TAM3HUPAHE Ha ObIrapcKus AuaboNu3bM BK. Y3yHOBA, PEl.
2018; Yepnu 2023; Yepuu 2024.
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Ka3zBar, 4e enuH uMipecapuo Mpeasioxkuwi Ha puiapsi oOMKojka B AMe-
puka. [Ipu3pakbT JTHOOOMUTHO MOMUTAI:
— Ilpusitento, Hac HU TpAOBa, MpeaAr BCUUKO, 00CTaHOBKa. TaM umare Jid
CTapUHHU KYJIH, C TOJ3eMUsl, KJIaJICHIIN U POBOBE?
— Hamawme.
— A umare i npeaaHus?
— Hamawme.
— A uMare JI1 IPOCTH U HAUBHU XOPUIIA, KOUTO OLIE J1a BPBAT B pU3paIu’?
— Hsamame.
— Torasa 3a kakbB 05iC CbM B MOTPSIOBAJ, TPOCHATO OTCEKBJI TTpU3paka [!]
U ce MKOHaJI B YEPHOTO OKO Ha KJIaJeHelna 10 KyJiara.

(Csapos 1924: 41)

DaHTOMBT Ha HEMOKOPHUS 00€3TJIaBeH pullap, KOUTO HACTPOIBa ce-
JISHUTE CPEILy TOCIOAAPUTE, 32 KOETO € €K3€KyTUPaH, 3aBbpIBa’ mo-g00pe
OT TIpu3paka B MUHKOBHsSI MapoaueH pa3ka3 Kvwama npu nocieonus ge-
Hep, KOWTO Y>KaceH OT ¢akTa, ue HUKOW HE Ce CTpaxyBa OT HEro, CKaua B
€3epOoTO U Ce caMOyOuBa.

Pazka3bT nerensa ¢ nMaboMUCTUYHU eleMeHTH OKomo Ha 04601a OT-
BEXKJ]a YMTaTeNUTE 10 Tpoba Ha cB. BaiyiaB B kareapanarta Ha cB. Burt (y
CspoB — ,,cB. ['tou*), pa3kas, B KOUTO OUYEBHUICIIBT BOJIW YUTATEIUTE HA
CBATO U OyJenio yKac MsCTO:

A3 BUISIX CTPAIIHOTO OKO Ha JsiBoja. Buasx ro, Kak HEKaHEHO, HAXaJIHO
HaJHUYAIIE B €JHA I[apCcKa TPOOHMIIA — B TPOOHUIIATA HA CBETH Baras.
B MonuTBEHO CMUpEHHE, a3 CesIX Ha IPOCTaTa, MPOsJIeHA OT YEPBEU AbP-
BEHA CKaMelKa, BbPXY KOSITO MPE3 IBJITH BEKOBE Ca MOYNBAIM, YHECCHHU B
TOTLJIa MOJIUTBA, MOPHUTE TeJia Ha OOTOMOJIIIH.

(Csapos 1924: 42)

Pa3ka3zBaubT € U3yMEH OT yKpacara Ha KaTeApaJIHHs MTapaKJINC Ha CB.
Banas, yecto ce onuTBa Aa yJIOBH KpacoTara Ha MaMETHHUIIUTE KaTO B pe-
MOpTaxX, HO JIOMycKa (PAKTOJOTUYECKU TPEIIKK U HEIOOPOCHBECTHOCT KbM
ucropuyeckara uctuia. Hanmpumep npennonaraeMusT XyJ10:kHUK ['panax e
aBTOPBT Ha ontapa Ha cB. Burt ¢ Jlea Mapus u cBerunure Jlykac Kpanax
Crapu. 1 Ha apyro msicto cB. BaiyiaB € HapeyeH 1ap, TOECT Kpall, BBIIPEKU
4e € OT KHSDKEeCKH pof. A OpatoyOuiicTBoTOo Ha BarpiaB ot ppkarta Ha bo-
JIECTIAB HE CE € CIYYMIIO B Kareapasnara, Kakto ro onucsa Cspos, a B Ctapa

% Tlo Mapus PyceBa npuChCTBHETO HA IPU3PAYHOTO — (PAKTHIECKH HA0O0IH(CTH)IHOTO —
B pa3Kasa, KOeTo OU TpsOBaJIo Ja ce peluIupa KaTo y>KacHo, CTPaXOBHUTO U 3aIUIAIINTEIHO,
»»€ HACMEIIIMBO BB3IIPUETO KaTO €KEIHEBHO, HOPMAIIHO U II03HATO SIBJIEHUE, KOETO CJIE/1Ba
na 3abaBmsiBa ¥ pa3HooOpassBa xkuBota B [Ipara“ (Pycesa 2022: 141).
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bonecnaB — 6e3 cbMHEHHE OPOH30BOTO Kilemnajo ¢ ¢opMa Ha JIbBCKa IJlaBa
C XaJKa MPOBpPsHA MPEe3 ycTara, KOeTO BeYe BUCH Ha BXOJIHATA MOPTA, 0OKO-
BaHa C MeTaJ, CIIOpe] JereHiata uaBa oT Mmoprara Ha cTapo0OoJIeCIaBCKUs
xpam Ha cB. KiuMeHT u BeposiTHO € oHOBa kienaino. Ce. BaiyiaB Hali-Bepo-
SATHO C€ € XBaHaJl 32 HETO, Osiraliku OT CBOs OpaT yOuell, v 1o Ta3u Npu4rHa
O-KbCHOTO € Omio npeHeceHo B [Ipara.

BekoBe no-KbCHO, clie]l KaTo rpoOHuIaTa Ha youtus Baipas e Ouma
U3rpajieHa, KaTo HEKAHEH r'OCT C€ € MOSIBUJI CAMUAT JsBOJ (aBTOPHT B pas-
Ka3a pa3paboTBa HaW-CUMIITOMATUYHHUS OOPA3Il0B MOTHB Ha JAMA00IM3Ma,
Makap ue y>KacsBalloTO € pa300JMYeHO Ype3 aHalIn3a C MHOXECTBO ,,pea-
JUCTUYHU, UCTOPUYECKH ApTyMEHTUPAHU JACTAMIN) — MO-TOYHO BBPXY
€IMH OT MOJIMPAHUTE CKBIIOIEHHU KaMbHU BB (hopmaTa Ha JIUIe C OTOIbC-
KBaIlO JIUI[EMEpHA IrpumMaca:

Koraro u3inbckBaiu ejHa OT aMeTHCTOBUTE IJIOYH 3a LIapcKaTa rpoOHUIa,
B HEMHUTE HACIIOCHUS C€ OTKPHJI €IMH U3KPUBEH B 37I00Ha yCMHBKa 00pa3.
B uckpsiimure My ouyu cBeTsAIA 3110BeIa paaocT. Jla ce pa3uenu Ha ABe e1Ha
OpaTcka, yBeHYaHa ¢ [apcKa KOpOHa IJlaBa, HUMa TOBa HE € €/IHO Bb3XUTH-
TEJTHO AABOJCKO neno? He, Tol mMan moBede nmpaBo a HAJHUYA B Ta3u
1apcka rpoOHMIA, OTKOJIKOTO BCUYKU HeOecHH cBeTtuu. U nsBona [!] Ha-
XaJIHO IMbXHAJI 037100€HUs CU 00pa3 B CHHUTE HACIIOEHUS HA aMETHUCTA. | ... ]
W B Ta3u rpoGHuUIA 1Ie OCTaHEe caMoO TOM Jia ce HaJCMHUBa HaJl rpoda Ha
HELIACTHMSA 1ap.

U mouTe cBUTH OT O0JIKa YCTHHU, HEBOJIHO OTPOHUXA MPOKIISATHE:

— Jla Gerire ce mpoBaJIMII B THHOTO Ha aJ1a, TH HCHABUCTECH U HEKeJIaH JISTBOJI!
(CsapoB 1924: 44 — 45)

ITountTa cu KbM genius loci Ha ,,rpaga cbe cToTe Kynu CsapoB u3pa-
35Ba B IIbTENMHUCHATA CH HOBEJA — XPOHUKATA (WJIM IIbTEBOJUTEN B MPO3a)
3namna Ilpaca. Kapmunu u npedanus (1934). IlpukirodeHneTo Ha pa3kas-
Baua B [Ipara e mpoBOKMpaHO OT TeJerpama, B KOSITO KOJIEraTa, MbTyBall]
3aeHO C Hero, Ce€ M3BUHBA, Y€ € OWJI 3a1bpkaH BB BueHa 3apaau Heouak-
BaHM OOCTOSITEJICTBA M 3aTOBa I1le MOKe Ja cturHe jo [lpara enBa cien je-
CeT AHU. B TO3M MOMEHT ce pak/ia IJaHbT B HaCThIMWJIATa MPOJIyKa Jla ce
OMO3Hae MO-0TOJMU30 CTAPONPECTOTHUAT CPETHOBEKOBEH rpai. JImunusar
MPOJIOT B MPAXKKATA ,,HOBEJIA™ € U3MBCTPEH (KAKTO Mperoiara eiuH Typuc-
TUYECKH IIBTEBOAUTEN) C UCTOPUUECKH U TOMOTPAPCKH TOSICHEHUS 32 €TH-
MOJIOTHSITA HA Ha3BAHUETO Ha rpaja, KakKToO U 3a apXUTEKTOHHUYHUTE IMPO-
MEHHU Ha OMUHaHTHUTE crpaau. [lomoOHO Ha chOecenHrKa pa3ka3Bad Ha
bait ['anbo, HaTOBapeH ¢ (PyHKIMATA HA MUKAPOTO (IIeroOuena, JIyKaBus
POBUHIIUAINUCT), YUUTO ,,MIOCTHIKU® 000TaTsIBaT pa3kazBaHOTO C XyMOP
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KaTO MOJIMPABKH, ce MosiBsiBa TalHCTBEeHUAT Kouo. CsapoB BbBexaa Kouo B
CIO’KETA IO CJICIHUS HAYUH:

Brnieze mos [!] choTeuectBenuk Kouvo. Toit 6€ ot smOosckuTe cena u oerie
noursa B [Ipara na npoiasa TIOTIOHUTE Ha HAKAKBA I03KHO-OBITapcKa KOO-
nepanus. [Ipu Bce ToBa Toi He O cyeln 3a HyKHO J1a 3aMEHU 003aBUTE CH
MOTYpPH C TpaKaaHCKH Apexu. Kodo abpikelnie B ppKaTa CM OMauKaHUs JTUCT
OT FOCTHJIHMIIAaTa Ha XoTena. [lornenHax ro ¢ ycMHUBKa:
— Ilak 1 HE MOKel 1a MpoYeTell, KaKBO CH 5.
Kouo ce nmoueca 3ax yxoro:
— Haymm me 3Haem, nmpocra riaasa cbM.
— 3amo v TpsAOBa 1a cu 0TOENe3Ball, KAKBO CH ST TYK?
— Jla ro yera B kppumata Ha cesio. Heka 6epar ckomuHa.
[Ipo4eTox MOCOYEHOTO SACTHE:
— AHTJIMIICKM KBJILIAH KOTIIET Ch[C] cOC TapTap.
Kouo cu ro 3anuca B TeBTEpUETO:
,, IMeTo My Xy0aBo, HO IISIX J1a CU 3a0bJiBaM uepBara. MecoTo Oeliie ChB-
CEM CypoOBO.*

(Csipo 1934: 11)

Korato pa3ska3BaubT 3aeH0 ¢ Ko4o TpBrBaT KbM MPa)xKusl IIaHTAH
,,AxamOpa“’, moTypure Ha CelsIHUHA U OaJIKaHCKMTE MYyCTAlU IPUBIMYAT
JIEKUTE KE€HU Ha CpeAHOIIHUS BalaBcku miomaja, KOUTo JoCaXaaT Ha eK-
30TUYHHS TypuUCT, HO Kouo e B ChCTOSIHHME BeHAra Jia ce OThbpBE OT THX,
KaTo JaBa Jia ce pa3oepe, ue ,,HsiMa cuyrneHa mapa‘. B ,,AnxamOpa* Obira-
puTte ca raenanu kabapeto Ompassame kamo Hukomun!, KOETO pa3Ka3BaybT
e n30paJ crienuasHo nmopaau crpactra Ha Kodo kpm TroTIOHA. [[s110TO TIpe -
CTaBJICHHE € OMKCAHO JIETAIHO KaTO aBaHTapIMCTKa TaHIIOBA TPOTECKA: OT
TUTAaHTCKa KyTHUs 3a MypH, BbPXY KOSITO CE OMUPAT JIBA OTPOMHHU JTUMSIIIU
ynOyKa, ca 3arovYHalIN J1a U3JIM3a ABaHAJECET KPACUBH JIEBOUKH. . .

[IpencraBnenuero npoBokupa nHTepeca Ha Koyo u kbM Jipyru kabda-
peTa, a pa3ka3BauybT BMETBA OCTPOYMHO, Y€ 3HAE€ 3a €JIHO ,,CBETOTATCTBEHO
3aBEJICHHUE, PA3MOJIOKEHO B HIKOTalllHA IIbPKBA: OPKECThPHT, KAKTO CTaBa

" TIpenn ToBa aBTOPBT € pa3BWJI Chllara TeMa B paskaza Kabape Anxamopa (Csapos
1929: 47 — 52). OCHOBHUSAT CIOKET € ChCPENOTOUEH BbpPXY MPUBUIHOTO CIIacIBaHE Ha
u3MajHana B Oena rmpaxka KpacaBulla, KOraTo pa3ka3BaubT M [IOMara Jia cé MaxHe OT
KabapeTo, 3amoTo 5 J1eOHe YOMHCTBEHO PEBHUBHUAT M CHIPYT, HO B KpaliHa CMeTKa
CBHIPYrbT 3ajJlaBs W JBaMara M pa3Ka3BaybT TPsAOBa Ja IUIATH 3a CKAHJAIHUTE CHU
IOCTBIIKY; BIIOCIEACTBHE CE€ OKa3Ba, Y€ CBHIIPY’KECKaTa JBOHKa ce € CroBOpHia Ja
U3MBbKHE NIapyU OT HAUBHUS Yy>KJI€Hel 32 COOCTBEHUTE CHU 00U pa3xoau. To3u MOTUB
€ YHHKaJIeH, 3all0TO yJIaBsi OTBBPHATOTO, CKPUTO, BpaxaeOHO JIMIEe HA €IUH WHAYe
BB3XUTUTEJICH U 04apOBaTEJICH Ipa/l.
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SCHO, CBUPHU B IpPEIHATa YacT HA OJITapa, a akO CIY4YaceH IMOCETUTEI MOB-
JIATHE 3€JIEHATa 3aBeca 3aJ CLeHaTa, e pa3Kpue MOHYMEHTAJHATA CTaTys
Ha Pa3nHaTus, KOUTO ChC CUTYPHOCT O CH 3aMyIlIWJ YIIUTE, aKO HETOBUTE
pBlle HE ca OWJIM MPUKOBAHU KbM KPBCTA, ,,3a J1a HE CIIyIla BapBAPCKUTE,
UUHUYHU KYIUIETH, KOUTO HErBP ME€ MoJ caMusi My HOC*. B TO3U MOMEHT
JIBaMaTa repou 3a0esi3BaT eHa J0ocTa yrileHa ChCceiKa. 3aroBapAr s, Be-
yepTa Tede IMPUATHO, & AHOHUMHATA YEXKHUHS ce OKa3Ba Jlroamumia, Kopek-
TOpPKa B NMPECTUKEH BECTHUK U CHIIECBPEMEHHO TSIXHATA HOBA E€KCKYP30-
BoJIKa u3 [Ipara.

Ha npyrus nen tpumarta ce cpemar kpaid Kapinosust moct. CbcTaBHa
4acT OT pa3ka3a Ha Jroamuia ca MHOXKECTBO MPAXKKU PEATUUA U UCTOPHUH:
craBa ayma 3a Ilerep Ilapnep u nmnunusa 3Hak Ha Bamyas IV — | exneHoro
NTHYE B JIIOOOBHUSA BH3€J', HA CTATYUTE HA CBETLMTE MO MOCTa, BKIIFOYU-
tenHo u ['onrorara (cB. KpbeT) ¢ eBpeiicku Haamuc, 3a CIOPOBETE MEKIY
KATOJIMIIATE U MPOTECTAHTHUTE, 3a CB. SIH Hemomynku u MsacToTo, OTKbIAETO
¢ O XBBbpJieH BbB BbiaTaBa, Ta 10pH U 32 CBUPENUS TYPUUH U CTapelia Mb-
YEHUK B OKOBHU, KOUTO Ca 4acT OT CKYJIITypHaTa rpymna Ha cB. flH ne Mara,
®enukc ot Banoa u MBaH; T0o3u apTedakT € MoBoj 3a aBTOpOBaTa MaTPHO-
TAYHA BB3AUIIKA C aKTyaJTHO MOJIUTUYECKO (HAN-BEPOATHO AHTUXUTIIEPOB-
CKO) ChJIbpyKaHUE:

BbTpe B KynaTa ropunBo IJIa4elle OKOBaH Bb|B| Bepuru crapen. Jlroamuna
ro MOCOYH:

— Buaute nu? He cMe 3a0paBuin a NOCTaBUM Ha MOCTA U Bac, ObJIrapure.
[Tornmennax s 04yIeHO:

— HWckare na xaxere, 4e TO3U CTapell MpecTaBisiBa Hac Obiarapure?

— Jla, To3u cTaperll npeicTaBisiBa BCUYKKU TOTABAITHU MOPOOCHU OT TyPIIUTE
CJIaBSIHY, BKJIFOUUTEIITHO U Bac ObJTapuTe.

[TornegHax HaHOBO IUTAYELIUS CTAPELL:

— W nHec mpoabinkaBail 1a miavyenn u3MbYeHo, 6JaropoaHo crapue. Typuu-

HBT C€ MaxHa, HO TP/ 3aTBOPa TH 3aCTaHa JIPYT MO-KECTOK OT HErO XHUIITHHK.
(Cspos 1934: 26)

B crenBamnuTe ri1aBu ca npeCcTaBeHU OlLIE 3a0€NIeKUTEITHOCTH, CBBP-
3aHA ¢ XpaJyaHu U ¢ Ipyru Mecrta: BrmamucnaBckara 3anma, Mcmanckara
3ana, XpambT Ha cB. Mpku, 3naTHata yiaudka, Kkyjaara Jlanubopka u MHOTO
npyru. CHOMEHATH ca ChIIO TaKa 3HAYMMU JIMYHOCTH OT YElIKaTa UCTOPHUS,
karo Hanpumep Kapen IV (Ha Hero e nocBeTeHa rnasara 3a Kapnmiaiin, ko-
ATO € €IMHCTBEHATA YacT, CUTyHpaHa U3BbH npezenure Ha [Ipara), ,,joOpust
u Mpabp - (CspoB 1934: 45) npesunent Tomarn ["apuk Macapuk, Pygond II,
,,€JIUH OT HaluTe Hal-mpocBeTeHu Biaaerenu’ (Cspos 1934: 49), ﬁexyﬂa
oen benanen, no-u3BecteH kato Padbu JIboB, mpouyTHUST IbpKOBEH pedop-
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MaTop, peTUruo3eH MUCIUTeN U yueH SAu Xyc wiu TparudyHo youtust A-
OpexT ot BanmmaiiH, W3BeCTHUAT OnaroJapeHUe W Ha TPWIOTHUATA
Wallenstein ot lunep npeasoauTen Ha uMmnepckute apmuu B EBpomna mo
BpeMe Ha TpuyieceTroiuiHaTa BOMHa, ,,Hal-TreHUATHUST MOILIEHUK, KOTOTO
e paxaaino miemero Hu' (CspoB 1934: 71).

[{sutata moetTnyHa obukoska u3 [Ipara, npoabJKUiIa HIKOJIKO JICHA,
3aBBpIIBA C rjaBaTa ¢ HEJIBYCMUCIEHOTO Ha3Bauue XIV. Pazosnama, T
KaTo KoJjerata Ha pa3ka3Baua npucTtura oT BueHa B uelikaTta cTojuia, a
aBTOPOBOTO ajJTEpP €ro Ha claeABamus JIeH TpsiOBa na ce 3aBbpHe B Codusl.
Ho mpenu oTmeTyBaHETO cHM OCH3HABA, Ye € BI0OCH B JIrogMuma. AKo Jito-
O0oBTa UM O€ B3aMMHA, MOKEXME JIa YCTAaHOBUM, Y€ CTaBa JlyMa 3a 3aurpa-
BaHE C aKTyaJHHs [0 OHOBA BPEME YMTATEJICKH BKYC, KOMTO OYakBa Jt000-
BEH XemnueH B Oenerpuctukara. CsapoB obade perniaBa prHamza Ha CIOKeTa
1o JIpyT HauuH — JIroaMuiia HAaUCTHUHA CE OMBXKBA, HO IIACTIUBUSAT KEHUX
nie ObJie HEMH KoJiera OT BECTHUKA, KOTOTO TS 00MYa OTJAaBHA U 3a Jia TO
Hakapa Jila peBHYBa U Jla IPOBOKHpPA PEIICHUETO MY, TS CE€ BBH3MOJI3BA OT
BIIOOCHUS OBJITapUH CaMO C TPOBOKATUBEH (PIIHPT.

Kpurukara o ToBa Bpeme — B peuensusta Ha Jumutsp bopucos Mu-
ToB (1898 — 1962) — onieHsBa eBporelickara JyXoBHa PUHAJICKHOCT Ha Csi-
POB B O€JIeTpU3HPAHUS TTPAXKKU ITBTEBOJIUTEI U CHIONYWIMBUTE KPATKH MPO-
3aMYECKHU KAHPOBE — pa3ka3za, KOMOMHHUPAIIl MPUHIIUIIUTE HA PEropTaxka C
(haHTaCTUYHO-JIETeHAAPHOTO (adyaupane (Makap 4e MaHOpPaMHUTE JIUTEpa-
TypHH 0030pH, KOUTO U3IU3AT B O(UIIMO3ZHUTE MOJIUTUUYECKU MEPUOTUIHU
U3JIaHUs CSIKalll UTHOPUPAT TBOPYECTBOTO HA aBTOpa, ThH KaTo CsApoB HE
MPUHAJICKHU KbM HUTO €[Ha UJIeiHA rpyna Uiy neyateH oprat). CspoB He €
BHCOKOMEPEH B CBOATA €BPOINEHCKOCT, HAITPOTHB — B MOAXOAA MY, KOHTO
YEeCTO € UPOHUYHO XUIEPOOTU3UPaH, MOXKE Ja CE Pa3KpHUAT CXOJACTBA ChC
CeetocnaB MuHKOB ¥ ,,self-made-man® noBegenueTo (cTpemexa J1a u3rpa-
UM ce0e CH OT HyJaTa, J1a 3a00oraTeeM U Jia CTaHEeM BIIUSTEITHU X0pa):

Ha mHOro mecra nopu 10l UpOHU3UPA MANCTOPCKU €BPOIECHIIUTE U TSIX-
HaTa MaJlko yMopeHa IuBuin3anus. JJumo CspoB Moxe cMeno Ja mpaBu
TOBA, 3aII0TO €BpOMEHcKaTa cpeia My € TBbpe O13Ka, TOH ce € CpacTHAI
C Hesl U OTHOIIIEHUETO MYy HE € OTHOLIECHHWE HA KyJATypeH n[ap|seHto. Han-
POTHUB, TOW 4yBCTBa B c€0€ CU IOCTATHYHO JyXOBHUTOCT, 32 J1a O4epTaBa pe/l
c1aboCTH Y UHBK Thil HAJIMEHHHUTE €BPOTICHIIN.

(MwuTtoB 1935:5)

Hpara y CﬂpOB CC sBsABA KAaTO MAarn4dcCka, U3IIbJIHCHA C IIPUKA3KU U
JCTCHAH, OIIMCaHa € C a(I)I/IHI/ITCT KBbM BCUYKO APCBHO U HCOGI/IKHOBCHO, ITOK-
pUTO CBC CKBIIOICHHATA ITaTHHA HA OTMHWHAJIUTC BCKOBC U croutHs. B xau-
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rata 3namua Ilpaca BbOOPa)KEHUETO CE CMECBA C XPOHOJIOTHYECKU TMOJIpe-
JIEHa KOHKPETHOCT, KOSITO MMa 3a CBOSI OCHOBA PEIOPTaXka, a B CBETA Ha Jie-
TeH/IUTE U MPEAaHMATA HABIIU3AT PEATHU UCTOPUUECKHU IMYHOCTH C TEXHUTE
KUTEHUCKH IEPUTICTUH U IEUCTBUTEIHHU NOCTHIKU. OKUBIICHUETO HA MOJIEP-
HaTa METPOIOJHUS C€ MPOKPAJIBa PSIAKO U HE3a0EIeKMMO B Ta3u CTUIIU3H-
paHa opranu3aiius — Kato mpoOJIICBaHE Ha €JIEKTPUUECKO OCBETIICHUE, KaTO
JAJICYHO €XO0 OT TaHII0OBAa MYy3UKa WJIK C OETJIUTE CIOMEHABAHUS Ha XOTea,
kabapeto, nurapara, jkasza, Gpyroosia win ciajkapHuiiata. PaskazpaubT Ha
CsipoB HE € €IMHCTBEHO CTPAaHWYEH HAOJI0JaTell, KAKTO U HE € MPEKAIICHO
B3UCKATEJICH Hay4YeH CIEIUAIUCT, a IPEeIr BCUIKO 3a0aBeH €KCKYP30BOI U
M03HaBay Ha MPAXKUTE MUTOBE, OJarojapeHre Ha KOUTO YUTATEIIST € Maiic-
TOPCKHU MIPUBJICYECH KbM CaMusl Tpaj.

OT Xyno)ecTBeHa IJieiHa TOYKa, a U TOpaJ¥ UMaroJIornyHaTa CHu pe-
JIEBAaHTHOCT CIIOMEHATaTa KHHUTa € CpaBHHMAa CaMO C PEMOPTAXKHUS POMaH
Cnoporcunos na I'eopru Kapacnasos (KapacnaBoB 1931; 3a Bpb3kaTa Ha aB-
Topa ¢ Yexus Bxk. Xan3oBa 1952), oquuecku npunoBIurHaTa cTuxocOupka
na Kupun Xpucros Cumponusma na Ipaza® (prxomuc ot 1932 r.; uszna-
JieHa Ccbe 3ariaBueto Kamennuam oasan Ha llpaca B ¢6. Bvanonom ot 1937
I.), C HeroBara nueca B ppkonuc Maticmop u 0s6oxn (1935/1936), kosito e
cutyupana B [Ipara o Bpemero Ha Kapen IV (3a qpamara BxK. mo-moipooHo
UYepuu, Xponkosa 2022), ¢ Hsikou ctuxoBe Ha Jrob6a KacwpoBa (c uemika
KUJIKA), KOSITO B Uexus € u3BeCTHA ¢ U3JJaHUETO ¢ U30paHu TekcToBe Hlasy
z bdsnického dila (I'nacose om noemuueckomo meopuecmeo; KacbpoBa
1937), i uznanueTo ¢ u30paHu CTUXOTBOPEHHMs Ha mucarenkara Jluaus
['enw00Ba Andeélé Zlateho mésta (Aneenume na 3namuus epao, I'n1p00Ba
2018), xosito xuBee B IIpara (3a Hes Bxk. Uepnu 2018). bnaronapenne na
T€3U Ka4eCTBA M KAaTO ISJI0 HA HEMOBTOPHUMOTO M MSCTO B PAMKHUTE Ha
YEIIKO-OBJITapCKUTE JUTEPATYpPHU BPB3KH ,,IIpaxkkara‘ kHura Ha Cspos,
HaIKMcaHa yBJIEKATEITHO U C JIIOOOB KbM POJCTBEHUS CIABSIHCKU HAPO/I, 3aC-
Jy’KaBa 3aBPBIIAHETO CU CPEJl YUTATEIIUTE C MOJACPHO M3J]aHUE, HA KOETO
Ouxa ce paJiBajii HE caMO OOXEMUCTHUTE, a U BCUYKU OBJITapH, KOUTO ca Mo-
CEeTWJIM 4ellkaTa ,,CTOKYJIHA® CTOJIMIA U C€ Bb3XHMIIABaT HA HEHWHATa Kpa-
coTa M KUBOIUCHOCT.

8 3a XpucToBaTa Ipaxkka CTHXOCOMpKa BIDK 10-moapo6Ho bexmrpoBa 1978; Cerny
2008: 243 — 249; Pycesa 2022: 131 — 137.

32



L IPAKKUTE * PABKA3U HA JIUMO I[IETPOB CAPOB (1888 — 1963)

JIMTEPATYPA

Anonum  2021: Jumo  CspoB. [Anonim. Dimo  Syarov.]
https://bg.wikipedia.org. Tlocnennata nmpoMsiHa Ha CTpaHUIIATA € U3-
BepiieHa Ha 7 ampuin 2021 r. <https://bg.wikipedia.org/wiki/
Humo Csipos> (11.12.2024).

bexunnoBa 1978: bexunvona, B. ,, Kamennust 651 Ha [Ipara® ot Kupun
XpuctoB. [Bechynova, V. ,Kamenniyat blyan na Praga®“ ot Kiril
Hristov.] // Ilpobaemu na nosama 6waeapcka numepamypa (COOpHUK
B dyecT Ha 80-ropumnnHaTa Ha akana. ['eopru Ilaner). Codus: M3zna-
tenctBo Ha BAH, 1978, c. 205 — 215.

Baaxesa 1982: M0 [= bnaxea, M.]. Cspos, [lumo Ilerpos. [Blazheva, M.
Syarov, Dimo Petrov.] // llaunes, I'. [rn. pen.]. Peunuk na 6waeapc-
kama aumepamypa 3. I1 — A. Codus: U3narenctso Ha BAH, 1982,
c. 427 — 428.

I'eoprues 2015: ['eoprues, I'. Kak ¢pabpuxantu nacar osue. [Georgiev, G.
Kak fabrikanti pasat ovtse.] // Jlumepamypen ceam 2015, 6p. 75, 1onu.
<https://literaturensviat.com/?p=109284> (10.01.2025).

I'nib6oBa 2018: Gilabova, L. Andélé Zlatého mésta. Prel. Marcel Cerny.
Praha: Novela bohemica, 2018.

Hepaartka 2005: Derlatka, T. Z problemow stereotypizacji locusow zdarzen
fabularnych w utworze narracyjnym: ,Praga“ w narracjach
serbotuzyckich. // Praha a Luzicti Srbové. Sbornik z mezindrodni
védecké konference ke 140. vyroci narozeni Adolfa Cerného (Praha
25.—26. 11. 2004). Praha: Masaryktv tistav AV CR, 2005, 226 — 243.

KapacaaBoB 1931: Kapacnasos, I'. Crnopowcunos. Penopmasicen poman.
[Karaslavov, G. Sporzhilov. Reportazhen roman.] Codus: Hoa nute-
parypa, 1931.

KacwpoBa 1937: Kasarova, L. Hlasy z bdsnického dila. Ptel. RizZena
Schwarzova. V Praze: Ceskoslovenska graficka Unie, 1937.

KoncrantunoB 1941: Koncrantunos, I'. Jlumo Cspos. [Konstantinov, G.
Dimo Syarov.] / Koucraatunos, I'. Teopyu na 6vreapckama nume-
pamypa. Codusi: Xemyc, 1941, c. 246 — 247.

MutoB 1935: Mutog, /. b. 3natna Ilpara. [Mitov, D. B. Zlatna Praga.] //
Jlumepamypen enac 7, 1935, 6p. 268, 27. 3., 5. [Ipeneyatano: MuToB,
N. b. llucamenu u xnueu. T. 3. Codus: Jlureparypen riac [1937],
c. 126 — 130.

Mumea 2009: Mumen, b. Hcmopus na Ilpaca. [Michel, B. Istoriya na
Praga.] [IpeB. ot ¢p.: Becena lllymakoBa. Codusi: Pusa, 2009.

33



Mapyen Yepnu

Henemuen 2023: Henenues, M., u np. Capos, Jlumo Iletpo. [Nedelchev,
M., 1 dr. Syarov, Dimo Petrov.] // Henemues, M. u np. bvreapckume
susuu 3a Eepona, obeounenomo omeuvecmeo u eounama (1930 —
1945). Coopnux c xyooxcecmeenu mexcmoge. Cobus: U3a. neHTbp
,,bostH IleneB®, 2023, c. 503 — 504.

PyceBa 2020: PyceBa, M. Mexy LieHTbpa U niepudepusita: uCTopudecka u
nerengapHa Ilpara. [Ruseva, M. Mezhdu tsentara 1 periferiyata:
istoricheska 1 legendarna Praga.] // CrouukoBa, H., u np. Jlumepamyp-
Hama nepugepus: namem u ynompeou. CO0pHuK ¢ 00KIaou om medxic-
O0yHapoOHa HayuHa KoHugepeHyus, nposedena 6 Coghuiickus yHusep-
cumem ,, Ce. Knumenm Oxpuocku “, 4 — 5 noemepu 2019 2. Codpus: YU
,,CB. Kinument Oxpuacku‘, 2020, c¢. 186 — 192.

PyceBa 2022: PyceBa, M. lloemuxa na nvms 6 6vacapckama aumepamypa
om 20-me u 30-me coounu na XX eex. [Ruseva, M. Poetikata na patya
v balgarskata literatura ot 20-te 1 30-te godini na XX vek.] Codus: YU
,»CB. Knument Oxpuacku®, 2022.

Csipos 1914: Cspos, . [lecenma na Ilana. Poman. [Syarov, D. Pesenta na
Pana. Roman.] [lnesen: bpars Urnatuesu, 1914.

CsipoB 1920: Cspos, . [lecenma na Ilana. Poman. [Syarov, D. Pesenta na
Pana. Roman.] Codusi: Bcemupna kamkapuuiia v nedatHuna [lodena,
1920.

CsipoB 1924: Csapos, . Ilo 6enua ceam. [Syarov, D. Po beliya svyat.]
Nmoctp.: Cupaxk Cxurauk. Codust: Butomia, 1924,

Cspos 1929: Csapos, [. Ceemuya u opyeu pasxasu. [Syarov, D. Svetitsa 1
drugi razkazi.] Codus: Xemyc, 1929.

Cspos 1934: Cspos, J. 3ramua Ilpaca. Kapmunu u npedanus. [Syarov, D.
Zlatna Praga. Kartini i predaniya.] Codust: Xemyc, 1934.

Cspos 1963: Csapos, . Budenuama na ckumnuxa. M30panu paskasu u
ouepyu. [Syarov, D. Videniyata na skitnika. [zbrani razkazi i ochertsi.
Co¢usi: bearapcku nucaren, 1963.

Csipos 2015: Cspos, [I. beaumenna mbka. [Syarov, D. Bezimenna maka. ] //
Jlumepamypen ceam 2015, op. 73, FOJIH.
<https://literaturensviat.com/?p=109279> (10.01.2025).

CsipoB 2016: Csapos, JI. BazoB u Makenonus. [Syarov, D. Vazov i1
Makedonia.] // Jlumepamypen ceam 2016, O6p. 83, ampwurn.
<https://literaturensviat.com/?p=117675> (10.01.2025).

Csipos 2023: Csipos, /. 13 3natHoTO Cepcko nosne. + Hamara cirpHueBa Ka-
Baja. [Syarov, D. 1z zlatnoto Sersko pole. + Nashata slancheva Kavala. ]
// Henemues, M., u np. bvreapckume susuu 3a Eépona, obedunenomo
omeuecmso u eounama (1930 — 1945). Coopnuk c xyoodicecmeenu

34



L IPAKKUTE * PABKA3U HA JIUMO I[IETPOB CAPOB (1888 — 1963)

mexcmoge. Cobus: Uzn. uentsp ,,bosa Ilenes”, 2023, 197 — 199,
c. 232234,

Y3yHoBa, pen. 2018: Y3yHosa, /., u 1p. I nacoseme na 6vneapckus ouaboo-
auzvm. [Uzunova, D., 1 dr. Glasovete na balgarskiya diabolizam.] Co-
¢us: [apagurma, [2018].

¥Ypo6an 1978: zu [= Urban, Z.]. Sjarov, Dimo Petrov. // Dorovsky, 1. Slovnik
spisovatelii. Bulharsko. Praha: Odeon, 1978, 393 — 394.

XanzoBa 1952: Hanzova, Z. Bulharsky spisovatel [G. Karaslavov] o
Ceskoslovensku. // Novy zivot 4. Praha: Svaz &eskoslovenskych
spisovatelll, 1949 — 1959, 1952, €. 3, 20. 3, 474 — 475.

XpucroB 1937: XpucroB, K. Bwanorom. Cmuxomeopenus. [Hristov, K.
Valnolom. Stihotvoreniya.] Codwus: Kupun Xpucrtos, 1937.

Yepuu 2008: Cerny, M. Matematik s basnivou dusi. Nad bulharistickym
dilem Vladislava Saka (1860 — 1941). // Cerny, M., Grigorov, D.
Uloha ceské inteligence ve spolecenském Zivoté Bulharska po jeho
osvobozeni | Ponsma na wewkama unmenuceHyusi 8 00OUleCmeeHus
ocueom Ha credoceoboxcoerncka bvneapusa. Praha / Ilpara:
Velvyslanectvi Bulharské republiky v Ceské republice / IToconcTo
Ha PenyOnuka bearapust B Yenkara penyoinuka, 2008, c. 220 — 257.

Yepunu 2018: Cerny, M. Praha plna andéla. In margine ¢eského vyboru
ver§t bulharské basnitky Zijici v Cesku. // Galabova, L. Andélé
Zlatéeho mesta. Prel. Marcel Cemy. Praha: Novela bohemica, 2018, 75
—111.

Yepuu 2023: éemy, M. Poetika ,,d’abelského* na hranici mezi désivym
blouznénim a grotesknim Sklebem. Nad prézami bulharského
diabolismu. 1. ¢ast. // Porta Balkanica 14. Brno: Porta Balkanica, z.
s.,2023,¢. 12,43 - 64.

Yepuu 2024: Cerny, M. Poetika ,,d’abelského* na hranici mezi désivym
blouznénim a grotesknim Sklebem. Nad prézami bulharského
diabolismu. 2. ¢ast. // Porta Balkanica 15. Brno: Porta Balkanica, z.
s.,2024,¢.1-2,33 —46.

Yepuu, Xponkona 2022: YUepuu, M., ¥ Xponkosna, [[. [Tpaxkara Bepcust Ha
npamara ,,MaicTop 1 AsABoJ . HIKOIKO OENeKKH BbPXY YCIIKHUS T1e-
prox Ha Kupun Xpucros (1929 — 1938). [Cerny, M., + Hronkova, D.
Prazhkata versiya na dramata ,,Maystor 1 dyavol. Nyakolko belezhki
varhu cheshkiya period na Kiril Hristov (1929 — 1938).] // Studia
Litteraria Serdicensia 2. Codusi: U3naTencku neHTsp ,,bosta [lenen®,
2022, Ne 3, 199 — 215.

35



Mapyen Yepnu

Cupak Cxutrauk: Kopurna Ha kaurata Ha [{. Csapos 1o 6enus cesam. Codus:
Buroma, 1924
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Cupak CxutHuk: Wnroctpanusi kbMm paskaza Ha J[. Cspos [llpuspayume
Ha lIpaca (B: Cspos, I. Ilo 6enus ceam. Codus: Buroma, [1924], c. 37).

Cupak CxutHuk: Wmroctparus kbM paskaza Ha . CapoB Haomennama
(B: Csapos, . Ilo 6enus ceam. Codus: Butoma, [1924], c. 51)
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Cupak Cxutauk: Mnroctpauus kM paskasza Ha [. Csapos Egpeiickomo pas-
namue (B: Cspos, . Ilo 6enusn ceam. Codusi: Butoma, [1924], c. 57)
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Two different perspectives are presented on the Czech and Bulgarian travel
adventure books for children and young adults. The book Ddblova pismena
(2015) by Czech author M. Drijverova tells the story of sailors from the time of
Louis XVI. The story about human strength and perseverance unfolds in excerpts
from fictional diaries and rich internal monologues of the main adult character. In
the second text, Sakrovishte, Pishtovi i yuzhni moreta. Vakancii za Nadya i Martin
(2017), written by K. Zahariev, the author describes vacation events in the exotic
countries from the point of view of two young European heroes who have to deal
with many difficult situations.

Key words: children’s literature, travel adventure books for children and
young adults, young hero, adult hero, fictional diaries

Cestopisn¢ dobrodruzna literatura pro déti a mladez je v soucasni dob¢
pon¢kud na astupu oproti autorské pohadce, komiksu a fantasy literature, 1
kdyz se jednd o velmi vhodny literarni Zanr pro mladé¢ recipienty s jiz vyssi
trovni étenafstvi (piiblizné od deseti let). Podle Jany Cetikové k tomuto jevu
doslo v byvalém vychodnim bloku po roce 1989 v dasledku spolecensko-
politickych zmén a obnoveni moznosti cestovat do zahrani¢i bez omezeni.
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Cestopisn¢ dobrodruznou prézu vystiidala pfedevs§im literatura faktu (non-
fiction), jez poutavym a dynamickym zptsobem piinasi ovétené informace
(Cetikova, red. 2006: 31), dale se také rozviji uméleckonau¢na literatura
uréend détem, kterd stoji na rozhrani literatury faktu a umélecké literatury,
pficemz estetickd funkce pievazuje! (Toman 2006: 59-61).

V dobrodruzné proze pro déti a mladez psané po roce 1989 je
zohlednén détsky aspekt, byva mnohovrstevnata, s aluzemi na dalsi literarni
dila, nechybi v ni prvky humoru, pouceni, podnécuje zvidavost
prozkoumavat okolni svét, Casto uziva odkazy na vyznamné uddlosti
pfirodnich nebo lidskych d&jin (v ndmi zkoumanych knihdch napft.
zemcétieseni v Chile v roce 1751, Napoleonovo mladi, filipinské zlato
ztracen¢ za druhé svétove valky atd.): ,, Koraro B gerckara nurepaTtypa
BSPHO C€ OTpa3sBaT MPOOJIEMUTE HA CHBPEMEHHOTO CEMEWCTBO, Ha Jierara
U IOHOIIIeCKaTa BB3PACT, KOTATO Ce Mpejjiarar: HHpUryBama (GaHTacTHKa,
3araJb9Hu, HETPAIUIIMOHHU CIOKETH U MPOSBH HA MIEPCOHAKUTE, ChBpPEME-
HEH €3UK, CTHJI, CBETOYCENIaHe, TOTaBa MAIKATE YATATENIHN Ca CIICUECIICHU
(Petrova-Vasileva, red. 2007: 68). V nékterych knihdch se objevuji i
postmoderni prvky, napt. uziti metatextovosti pti kritice nekvalitnich, ptilis
didaktickych a sentimentalnich knih pro déti a mladez (Zachariev 2017: 80).

Vznik dobrodruzného romanu je spjat s ,,avanturami® pivodné
rytifskych romani, jejich kritikou a parodiemi, jako je napt. Cervantesiiv
Dumysiny rytii don Quijote de la Mancha. Za klasickou dobrodruznou
tvorbu pro déti a mladez 19. a 20. stoleti se povazuji rozmanité tzv. stopaiské
a pfirodni indidnské prozy, robinsonddy, moiské romdny, verneovky,
mayovky, v ¢eském prostiedi foglarovky®, romany Henryka Sienkiewicze
Pousti a pralesem, dila Marka Twaina Dobrodruzstvi Toma Sawyera,
Dobrodruzstvi Huckleberryho Finna nebo Srdce Edmonda de Amicis, které
si udrzuji Ctenarskou Zivotnost detailnim popisem prostiedi, osobitym
humorem, kritikou socialnich pomért, psychologickymi portréty mladych
hrdind. V Ceském prostiedi se tato literatura téSila nejvétSimu zdymu pod
vlivem skautského hnuti v mezivalecném obdobi, pozdéji 1 v 60. az 80.
letech (Cetikova, red. 2006: 25-26, 30-31). V soucasné eské literatuie se
dobrodruzné piibéhové proze vénuji napi.: Ivona Brfezinova, Vojtéch
Matocha, Petra Soukupovd, Martina Drijverova, Iva Prochazkova, v

I'Svatava Urbanova pouZziva termin uméleckd vétev literatury faktu.

2 Kdyz se v détské literatuie vérné odrazi problémy moderni rodiny, déti a dospivajicich,
kdyz nabizi: poutavou fikci, tajemné, nekonvencni zapletky a chovani postav, moderni
jazyk, styl, svétonazor, pak se mladi ¢tenafi rozvijeji (ptelozila M. Salhiova).

3 Jaroslav Foglar (1907-1999) byl oblibeny Gesky autor literatury pro mladez, napf.
napsal knihu Rychlé sipy.
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Bulharsku: Javor Canev, Julija Spiridonova, Ivan Radenkov, Alexandar
Sekulov a Kalojan Zachariev. Soucasné heroické piibéhy nemusi vzdy
skoncit St'astné, ptesto pfinaseji mladym ¢tenditim silné dojmy.

Na Ceské a bulharské dobrodruzné cestopisné knize pro déti a mladez
s exotickou tematikou si predstavime dva riizné pohledy, kterymi je pfibéh
pfedkladan mladému ctenafi, 1 kdyZ kontrastni pojeti familidrniho a
nefamiliarniho prostoru a ¢asu vykazuji oba dva. Jednim z béznych piistupii
je inspirace v literatufe faktu, zde je vSak ptibéh podle skute¢nych udalosti
autorem dofabulovdn, ma fiktivni raz, jak je tomu v prvni knize o
francouzskych ndmotnicich z doby Ludvika XVI. Ceské autorky Martiny
Drijverové. V knize Ddblova pismena (2015) je zachycen piib&h slavného
namoiniho duastojnika a objevitele Jeana-Francoise de Galaupa de La
Pérouse, ktery se vydal na tfiletou expedici po stopach Jamese Cooka. Za
pomoci kapitanovych ivah, mnohych pochybnosti, vnitinich monologl a
uryvku z fiktivnich denikil je zrekonstruovan pribéh o lidské odvaze, sile a
vytrvalosti.

Druha kniha bulharského autora Kalojana Zacharieva Sdakroviste,
dobrodruznou prézu s détskymi hrdiny. Autor ztvarnil prazdninové piihody
v mnoha exotickych zemich z pohledu tfi mladych hrdint (bulharského
dospivajiciho chlapce Martina, jeho jizZ dospélé sestry Gabriely a belgické
kamaradky Nadi), ktefi si musi poradit v nelehkych situacich v daleke Asii
a v Tichomofi bez pomoci rodi¢i nebo jinych ptfibuznych. Dobrodruzstvi se
hromadi jedno za druhym v rychlém sledu, az to pfipomina rozlehlé svéty
pocitacové hry pro vice hract. Hrdinové se dokonce dohaduji, jaké znalosti
prvky z jejich oblibenych her Call of Duty nebo Angry birds.

Samotni hrdinové nebezpecné piihody Casto zleh¢uji, jako by jim na
nich pftili§ nezalezelo, jako by v nich hledali néco jiného. Hlavni hrdinka
Gabriela popisuje narocny horsky vystup, seskok padakem 1 nasledny inik
pfed ozbrojenymi neprateli jako béZnou, az nudnou zélezitost: ,,Manko an-
NMHU3BM, MAJKO KBbMIMHTyBaHe. AOGcomorHa ckyka“t (Zachariev 2017:
69). Blizkym lidem vSak odhaluje celou pravdu. Nékdy se chova détsky a
nerozumné, protoze po zmizeni rodiii pfed n€kolika lety musela velmi
rychle dospét. Doslo u ni nejen k intrapsychické ztraté (nahlé ztraté nadéje,
idealll, pocitu bezpeci), ale také k funkciondlnim problémim (bezhlavé
piejidani se) a rolové a systémové ztraté po prevzeti nove funkce v roding a

4 Trocha horolezectvi, trocha kempovani. Absolutni nuda (pfelozila M. Salhiova).
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socialnim systému (Spatenkova, Friedlova 2024: 12), vie maskuje svym
cynismem a pieziravym pohledem na lidské nedostatky.

Obe¢ zkoumané knihy vykazujici ¢etné aluze na rtizna filmova a literarni
dila, jejich hrdiny ¢i autory: Ramba, Zachrante vojina Ryana, hororovy
roméan Kruh Kodziho Suzukiho, povidku Zena Takea Arisimy, dilo Johna le
Carrého, Petra Pana a kapitdna Hooka, Robinsona, Oscara Wilda, Vergilia,
biblické citaty, které¢ myslenkové pochody hlavnich hrdint vyrazné dokresluji
a zaroven poukazuji na jejich velkou sectélost. Slavné osobnosti, literarni
hrdinové nebo citaty z Bible jim slouzi jako vzory v tézkych situacich.
Gabriela se tomu brani. Nechce, aby ostatni Cetli klasickou nebo védeckou
literaturu, ale pfedevsim politické, dobrodruzné a SpionaZzné romany, které ji
jsou inspiraci pro neuspofadany az chaoticky zivot.

Tomislav Dakov zkouma dva paralelni svéty, které jsou v dobrodruzné
tvorb¢ Casto kladeny do kontrastu. Domniva se, Ze opozice sous — voda je
variantou opozice kosmos (fad vesmiru) — chaos (Dakov 2015: 78), coZ je
typické napt. v tvorbé Julese Verna. V téchto knihach je tato opozice pojata
obracen¢, mofe predstavuje spravedlivy fad vesmiru a sou§ komplikovany
lidsky chaos. Zkoumané texty se zamétuji predevsim na piihody hlavnich
hrdinli v exotickém prostiedi na malém ostrové ¢i na mofti. Pevninskd sous
je kladena do kontrastu k mofi jako nebezpecné misto s nevypocitatelnymi
domorodci, jsou na ni vyzdviZeny rozli¢né negativni jevy: nemoZznost najit
pitnou vodu, mnoZzstvi narodnosti na jednom misté (napf. nenavist mistnich
obyvatel k Citanim v Kéathmandu), kulturni nedorozuméni a nasledna
zbytecnd smrt mnoha lidi na obou stranach, Unik z neptatelské sousSe
podmofiskou jeskyni, tajemna hora na Kanarskych ostrovech, spletitost
chudinskych uli¢ek v Kalkaté i popisy jeji okdzalé vilové ¢tvrti: ,,['panunara
Oellle BHUMATEITHO MOAIbp)KaHa, OKbIIaHA B I[BETOBETE M B apoMaTa Ha 4e-
THPHU cOpTa XacMUH. JXUBHST IIJIET, KOWTO OllacBalle UMOTa, M3TJIeale
KaTo u3psA3an ot xupypr' (Zachariev 2017: 81-82).

Kategorie €asu a prostoru je v téchto dilech déale rozd¢lena na dvé
zékladni wnitini struktury: nefamiliarni dobrodruznou sféru a sféru
familiarni. Oblast familiarni pfedstavuje bezpecny a uklidiiujici svét
domova vytvaieny pomoci vzpominek na milované Cleny rodiny. Neni nijak
konkrétné popsana, ptesto hraje zasadni roli v obou roménech, vyzatuje z ni
laska, hiejivost domova, tcta a harmonie. Kapitan La Pérouse celou cestu
pfemysli nad tim, Zze doma zanechal krasnou Zenu, kterou si vzal za

5 Zahrada byla pe¢livé udrzovana, koupala se v barvach a vini étyf odrid jasminu. Zivy
plot, ktery obklopoval pozemek, vypadal, jako by ho ostiihal chirurg (ptfelozila M.
Salhiova).
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manzelku navzdory celé rodin€. Az z jeho poslednich myslenek pfed smrti
se maly recipient dozvida, Ze manZelka byla kreolka z ostrova Mauricius:
,MiSenka blihvijakeé rasy. Ale on ji miloval, jedinou na svété. Miluje ji stéle.
Dum a statek jest po rodicich, ale manzelka od Boha. Spatii ji jesté nckdy?
(Drijverova 2015: 93).

Ve druhém roméanu dospivajici hoch a jeho Cerstvé dospéla sestra

patraji po svych zmizelych rodi¢ich. V Uvodni kapitole je zaznamenan
rychly odlet rodicli z malého letisté v africké savané. Z jejich rozhovoru
vyplyva, ze museli opustit své tehdy jesté malé déti, které v té dobé hlidali
prarodi¢e v Bulharsku, aby je nedostali do nebezpec¢i. Martin a predev§im
jeho starsi sestra Gabriela po nich kazdé prazdniny neuspéSné patraji. Pti
tom se dostavaji do riznych dobrodruZznych situaci, napt. hledaji v jeskyni
v Nepalu ostatky tfinactého dalajlamy. Pro chlapce se stali jeho rodinou
prarodice, rodinny ptitel profesor Ivan Aleksiev a starsi sestra, jejiz viiné mu
nahradila viini matky uz v atlém détstvi, definuje ji jako symbol bezpeci a
lasky. Na rodicCe si nepamatuje, ale z lasky k sestie slibuje, Ze po nich budou
stale spolecné patrat. V duchu si v8ak pomysli: ,,Ilocie 3a mbpBHU BT OT
MHOTO BPEME€ CE€ 3aMHCIIM C HOCTAITHS 3a O€3yMHO CKYYHUTE JHU B yUH-
JNUIE, KBJIETO HAl-TOJIsAMaTa My MbKa O¢ 1a He 3acnu B 4ac*® (Zachariev
2017: 44). Skola se svym pravidelnym celotydennim rytmem pusobi na
chlapce uklidiiujicim dojmem. Martin za¢ina byt neustalym zmatkem, utéky
pted pronasledovateli, pfespavanim na rtiznych mistech, exotickymi viinémi
a chutémi unaven. Také dalsi hrdinka Nad’a touzi po domové€, chce se vratit
domii do Bruselu, kde byva nékdy ,,d’abelskd* nuda. Uvédomuje si svou
lasku k domovu a rada by si doptala aspon deset let oby¢ejného, nudného
zivota misto stresujiciho pobytu na nebezpecném ostroveé s piraty v patach
(Zachariev 2017: 239).
v jeho Zivot¢ — se dobrovolné piidala k proradnym piratim. Nakonec
zjiStuje, ze za vS§im stala touha spatfit rodi¢e. Motiv ztraty familiarni sféry
je natolik silny, Ze se stava diillezitym déjotvornym prvkem. V piilce romanu
tak dochazi ke zmén€ hrdinek, druhou hlavni hrdinkou se stava ¢trnactileta
Belgi¢anka Nad’a, které pirati unesli tatinka na neznamy ostrov. Spole¢n¢ s
Martinem patraji po odvle€enych €lenech své rodiny, az jsou také sami
pomoci Isti zajati piraty. Diky tomu zlo¢inci donuti své dosavadni vézné ke
spolupréci na nebezpecném projektu — patrani po ztraceném zlatém pokladu
z Manily, ktery se zmizel za druhé svétové valky.

6 Pak poprvé po dlouhé dob& pomyslel s nostalgii na ty Silen& nudné dny ve $kole, kde
nejveétsim utrpenim bylo vydrZet, aby neusnul béhem vyuky (ptelozila M. Salhiova).
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K familidrni sféfe stoji protikladn€é dobrodruzna cast knih s
chronotopem cesty plné nebezpeci, nastrah a zkousek; cesty, ktera neustale
piinasi rozmanité piithody, nefeSitelné situace, zbésilé prondsledovani,
presttelky a souboje s nepfateli. Vypovida o vnitinich kvalitach hrdint,
jejich vztahtim k dal§im ¢leniim vypravy, o moralnich postojich a docenéni
jinak smyslejicich lidi, dokonce 1 neptatel. V knize M. Drijverové se jedna
o zachyceni neutuchajici lidské touhy poznat nepoznan¢, proniknout do
neznamych koncin, nechat po sobé pojmenovat nové prozkoumanou c¢ast
svéta, splnit zdvazny kralovsky rozkaz. Kapitdn se chova velmi Cestné a
statecn¢, jeho jednani odpovida poc¢inim stiedovékych rytift. Vztah k lodi
je pro n¢j tak silny jako byvalo pevné spojeni rytife a jeho koné&. Cely ptibch
je prodchnut kiest’anskou virou, jeji symbolikou, namotnickou povér€ivosti
1 znalosti klasickych dél antiky a Bible, z nichZ se €asto hlavni hrdina pou¢i.
Zaroven jedna velmi prakticky. Po roce plavby nechd svym nadmoinikiim s
jejich souhlasem zaslat vydélek z prodeje zbozi do banky ve Francii, aby jej
hned neutratili v pfistavnich kréméach. VSichni bez rozdilu v hodnostech méli
po navratu obdrzet v Pafizi stejnou Castku, protoze na schopnostech vSech
Clent posadky zavisel tspéch celé vypravy.

Ve druh¢ knize, kterd se odehrava v nasi soucasnosti, jde o opa¢nou
tendenci — nalézt jeste¢ nedoteny, neprozkoumany svét (pro nékoho raj)
anebo jiz ddvno lidmi opustény prostor, ktery bude slouzZit jako utocisté
piratim a ktery neni dostupny satelitnimu spojeni, a tim 1 policii a zdkontim.
Takovy svét v sob¢ skryva nebezpeci, byl jiz lidmi osidlen, a ti tu zanechali
zlaty poklad 1 zivotu nebezpecnou radiaci uloZenou v tajnych prostorach
podzemnich bunkrt. Déti se na ostrové citi jako Robinson, ktery se stietaval
s lidojedy, ale ony s piraty ozbrojenymi nozi a samopaly. Uprchla dvojice
déti pouziva k sebeobran¢ ukofisténé zbrané, vystraznou pistoli, ale téz
nevyzpytatelné vybusniny z podzemnich bunkrt ze druhé svétove valky.

M. Drijverova vytvoftila vlastni rekonstrukci slavného ptibéhu z 18.
stoleti 1 s uvedenim moznych pfi¢in nezdaru vyznamné expedice. PoruSeni
tabu, kter¢ mistni obyvatel€ na ostrovech ptisn¢ dodrzuji, se zda nejprve jen
jednou z mnoha piihod v né¢kolikaletém motském putovani, pfesto autorka
pouzila nékolikrat osamostatnény vétny clen pro zduraznéni klicového
slova: ,,A tam byla. Pismena. Do skdly byl vytesan napis v nezndmé feci‘
(Drijverova 2015: 15). Domorodce véfili, Ze se napis nema Cist, ze se ani
nema vystoupat k vrcholu hory, na které je zaznamenan. KdyZz se vyprave
nedafi, pfipomene si kapitan svou domyslivost a tajna d’ablova pismena z
ostrova Tenerife mu nedavaji spat. Dva védci je na jeho ptikaz opsali do
zapisniku, ktery si pak kapitan kazdy vecer procital. Mohla byt tato udalost
skute¢nou pfi¢inou neuspéchu, nebo spise to, Ze kapitan chtél uposlechnout
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kralova rozkazu za vSech okolnosti a nepfizplisobil plavbu stavu lodi 1
vycerpané posadky? Autorka pfedklada nékolik moznych feSeni, které by
mohly stat za celkovym netispéchem vypravy.

,Interpretace je slozitd aktivita, kterou nelze vykonavat rychle a nelze
ocekavat nalezeni jakékoliv,pravdy’. Namisto toho se jedna spiS o krouzeni
okolo vyznami, které se nabizeji a na jejichz formovani se stejnou mérou
podili objekt (znak, text) a jeho interpret” (Jezek 2023: 54). TaktézZ kapitan
krouzi ve svych myslenkach a vycita si, Ze na osudnou horu oba muZze poslal.
Kdyz obdrZel kralovsky rozkaz od Ludvika XVI. doplnit Cookovy poznatky
o neprobadanych Castech svéta, byl pySny, ze bude Sifit slavu Francie 1 tu
svou. Vyplul se dvéma nadhernymi lod'mi Boussole a Astrolabe, které byly
piestavény ze zasobovacich na fregaty se Ctyficeti dély, presto se z vypravy
slozené ze 114 muzl nikdo nevratil. Na pocatku plavby si byl sebejisty, a
tak chtél kapitana Cooka ve vSem ptekonat. Nechal své muZze vystoupit na
horu, ktera byla optfedena zlym tajemstvim. Cook se z namotnické
povércivosti takovymto mistim vyhybal, respektoval cizi kultury, jejich
zvyky a tradice a z vyprav se mnohokrat aspésné vratil.

La Pérouse v poslednich chvilich vzpomina na svou manZelku a za¢ina
tusit, Ze jeho cesta nebude mit dobry konec. Nakonec u néj pievazuje
kiestanska spiritualita a namotnickd povérCivost. Opakované se mu
vybavuji d’ablova pismena. Symbolicky ve tmé zaii rudou, pekelnou barvou,
aby si pfipomnél svou pychu. Stale si opakuje: ,,Pro¢ to udé¢lal? Pro¢ se
piiklonil ke zlu? Ze zvédavosti? Z nudy? Z touhy po slavé? Nemusel si piece
nic dokazovat!“ (Drijverova 2015: 7). Uvazuje, ze je mozna do hory vytesali
puvodni obyvatelé Guancové, kteii byli pak Spanély vyvrazdéni. Prokleti se
tak podle né¢j mize ptenaset na dalsi evropské cestovatele.

Tragicky rdaz celé knihy pokracuje. DalSi neuspéchy jsou opét
vysvétlovany pomoci neucty k cizim tradicim a nerespektovani mistniho
tabu. I zachranné lodé¢ Recherche (Hledani) a Espérance (Nad¢je) se do
Francie uz nevratily, ale n€ktefi ¢lenové této vypravy prezili: ,,Zubozeny
botanik La Billardier se po mnoha letech véznéni vratil do Francie. Jeho
sbirky byly zni€eny. Jediné, co mu zbylo, byl ohmatany notes. Védec v ném
Casto listoval. Zapisnik se oteviral sam na jedné z prvnich stranek. Na
strance s podivnymi pismeny...“ (Drijverova 2015: 115). Kdyz se totiz
namoinici dozvédéli o nastupu Napoleona na francouzsky trlin, piestali
poslouchat své velitele, ktetfi byli Slechtického ptivodu. Botanik se k nim
piipojil, ale byli kruté poraZzeni za pomoci holandského guvernéra na Jave.

Gabriela, hlavni hrdinka druh¢ knihy, nikdy nepochybuje. Bezhlavé se
vrha do novych a novych dobrodruzstvi, béhem letnich prazdnin do nich
zapojuje 1 svého vyrazné¢ mladSiho bratra. Neni ovSem tak silna a
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neohrozZena, jak by se na prvni pohled mohlo zdat. Jejim Zivotnim cilem je
najit rodice a je schopna pro to udé€lat vSe, protoZe nevéii, Ze by je opustili.
Jsou pro ni nedostiznym vzorem a chybé&jicim ¢lankem v jejim zivoté, kdy
je musela zastoupit v béZzném chodu rodiny. Stary rodinny pftitel profesor
Ivan Aleksiev znal rodi¢e uz z doby jejich studii na univerzité. Byli to jeho
nejlepsi zaci a spole¢né se UCastnili mnoha expedic. Vypada to, Ze profesor
vi 0 zmizeni rodi¢l vic, nez détem sdélil. V duchu se jim omlouva a snazi
se nepritomné rodice alespon trochu zastoupit.

V obou knihach nechybi ani osobity humor. Prvni kniha obsahuje
situa¢ni humor, kdyz kapitan musel odmitat mnoho zajemct, kteti se chtéli
vypravy zucastnit: ,,Nejvic vyvadél jakysi Napoleon Bonaparte.,Musim!
Musim jet s vami! Mohu délat cokoli!” MoZnd by se uplatnil, ale mladik bez
zkuSenosti... Bylo mu Sestnact let!* (Drijverova 2015: 10). Kapitan logicky
uvazuje, Ze nezkuSen¢ho chlapce s sebou na obtiznou vypravu nevezme.
Nakonec Napoleonova revoluce dostihne lod¢, které se je vydaly hledat, a
néktefi ¢lenové posadky museli byt kviili vzpouie popraveni.

Kniha K. Zacharieva obsahuje ostrou kritiku socidlnich poméra v
Bulharsku. Déti jedou navstivit dalsiho profesora z kalkatské univerzity,
jenz zije v nadherné luxusni vile. Gabriela na toto téma s lehkou zavisti
prohlaSuje, Ze platy uciteltt v Kalkaté nejsou tak nizké jako v Bulharsku.
Nakonec se dozvidaji, ze profesor si pfivydélavd psanim jednoduchych
romanll z kolonialni éry, které Gabriela nazve ,,pubertalnimi romanky*
(Zachariev 2017: 80—81) s hlavni postavou pojmenovanou po profesorovi,
odbornikovi na obdobi kolonialismu v Asii.

Oba texty jsou zalozeny na preciznim zpracovani rozmanitych detailt.
Prvni ptibéh je kromé& cCastych vnitinich monologl prokladan zapisky z
kapitanova deniku: ,,V sudu vezu zbytky kapitanova téla [z druhé fregaty].
Aspon ty mi domorodci vyménou za zbozi vydali. Ostatni muzi skoncili hiir-.
Stali se potravou domorodcii. Vidél jsem, jak na ohni opékaji kusy tél, zapsal
La Pérouse* (Drijverova 2015: 84-85). Maji dodat ptibéhu na autenticité,
ale vétSinou 1 zachycuji kapitanovy myslenky, radosti 1 pochybnosti nad
celou vypravou. Také ze zapiski dalSiho kapitana jiné lodi z Anglie se
dozvidame o osudech francouzskych namoiniki: ,,Phillips se vratil na svou
lod’. Zapsal si do deniku: mdlokdy jsem se setkal s takovou odvahou plout
do zdhuby...” (Drijverova 2015: 90). La Pérouse se po roce plavby
rozhoduje nevratit domd, 1 kdyz lod¢€ jsou ponic¢ené po utoku domorodct a
posadka onemocnéla kurdéjemi. Kapitan se snazi dodrzet plan, ma za kol
jesté prozkoumat bfehy Australie, coz je s takovouto posddkou nemozné,
piesto v cesté pokracuje.
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Na vyznamnou silu prokleti a povercivosti hrdini 18. stoleti poukazuji
krom¢& denikovych uryvku hojné citace z Bible: ,,Synu muj, nevychazej na
cestu s hrisniky, zdrz nohu svou od stezky jejich, stoji ve Starém zakoné. A
on toho nedbal...* (Drijverova 2015: 15), dale 1 citaty z Vergilia: ,,Lidsky
duch je neznaly osudu pristich, neumi zachovat miru, kdyz zpychne zaplavou
stesti* (Drijverova 2015: 67). Po mnoha nezdarech kapitan zacind o sobé&
pochybovat, coz dokresluje jeho vnitini monolog, protoZze navenek nesmi
projevit slabost: ,,Ma lod’ je prokleta. Pluji z nesStésti do nestésti. To se o mné
bude nejspiS bude fikat* (Drijverova 2015: 85). Piesto vSechno je kniha o
vyznamnych objevitelskych uspésich, o neustalém objevovani nepoznaného
svéta, kdy se projevuje lidska stateCnost, odvaha, spoluprace, touha po
uznani, slaveé, bohatstvi, po pokroku.

Méstsky topos (jako vracejici se stylizace mista, napi. hlavni ulice,
namésti, mestska Ctvrt, kavarna, nadrazi, kostel jako centralni budova) je
také v obou knihach zastoupen jako vyrazny symbolicky prvek moderniho
svéta (Zlatkova 2012: 107), avSak ptirodni topos je mnohem vice zdlraznén.
V romanu M. Drijverové neni mésto popisovano jako dokonala struktura
socidlnich vazeb, ale jako symbol evropské kultury, kterd se vyznacuje
pohostinnosti a konanim slavnosti na uvitanou nebo rozloucenou s
nefetnymi vypravami z Evropy. Clenové vypravy hledali rozmanita
pozitivni znameni, aby jejich plavba dobfe dopadla. Kdyz se cvicny balon
zastavil o véz chilského kostela, brali to jako pozitivni znameni. Kniha je
psana jako oslava lidského poznani, rozumu, vynalezli — soudoby vynalez
bratii Montgolfiérii jim véstil dobrou plavbu. I mapa objevii se plnila, byl
objeven napt. La Péroustv pruliv mezi Sachalinem a Hokajd6. Neni mozné
fici, Ze 1 kdyZ se ndmotnici z vypravy domi nevratili, Ze neposunuli hranice
lidského poznani k novym obzortim a Ze plavba nebyla usp€snd. Kniha kon¢i
struénymi faktografickymi udaji z roku 2005, kdy bylo nalezeno na dné
mote lodni d¢lo z lodi Boussole. To, Ze vyprava dostala veliky a nesplnitelny
ukol, vilbec neméni nic na jejim vyznamu, coz podtrhuji i nové objevené
artefakty ze soucasného archeologického prizkumu motského dna.

Druhy roméan se zabyva v prvni ¢asti chaosem a nepiehlednosti
asijského meéstského svéta: honosnymi restauracemi i levnymi kavarnami,
pestrosti styli a kultur, zne€isténym ovzdus§im, rychlymi automobilovymi
honickami, utéky pies sttechy domu. Vse je poddvano z pohledu evropského
teenagera, ktery mnohym vécem naprosto nerozumi. Ve druhé casti dila
pievazuje motiv piirody, ktera si znovu dobyla ztracenou pozici: ,,Hans ot-
BOpW 04M. BTpeHun morjien B HaABHCHAIWTE KJIOHW Ha AbpBeTata. Ilpes
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I'bCTUTE JINCTA €]BA-€/1BA HAJHUYAIIE CUHBO Tporuuecko Heoe“’ (Zachariev
2017: 225). Martin a Nad’a byli Isti dopraveni na pusty ostrov Santa
Dolorosa. Chlapci se jméno oznacujici v piekladu bolest nepozdavalo,
nespojil si je se jménem Panny Marie Sedmibolestné, ale s nebezpecim.
Také Nad’a tusila, ze néco neni v poraddku, jeji intuice predvidala nestésti,
protoze méla ledové ruce 1 béhem horkého dne. Domnivala se, Ze jedou s
policii hledat ztracené¢ €leny svych rodin, avSak velitel policie v hlavnim
mesté Port Vile na Vanuatu Karel Kurz byl zaroven viidcem piratské bandy,
obavany Kao Joe.

Ostritvek se nachazi mimo velké trasy, a protoze nemé zdroj pitné
vody, nikdo o néj nejevi zdjem a nikdo tam nebude hledat ztracené déti.
Ostrov o rozloze 15 km? je pokryt hustou dZzungli se spoustou ptaka a hmyzu.
Uloha hlavnich piirodnich topoi dZungle a mofe je odlina. DZzungle se jevi
jako nebezpecny prostor, kterym déti prchaji pied nepiateli. Mofte je 14ka ke
koupani a osv€zeni, je vSak pro né neptristupné kvili strmym biehiim a vSude
piitomnym zlo¢inclim. O ostrové se tika, Ze je proklety, Ze u n¢j zahadné
mizi lidé a plavou tam lod¢ bez posadky (Zachariev 2017: 182). Samotny
ostrivek a jeho okolni mote jsou vykresleny zcela poeticky, napt. malicky
zaliv zatoceny jako slza (Zachariev 2017: 188), krasny pozar zapadajiciho
slunce (Zachariev 2017: 186), nekonecné cvrlikavé dialogy ptacka
(Zachariev 2017: 225). Ostrov ve své hote ukryva nebezpecnou radiaci, je
zcela prodéravén podzemnimi cestami, které spojuji tficet podzemnich
bunkrii se stfilnami. V centralni Casti se skryva jaderni zbran ze druhé
svétové valky 1 manilské zlato. Martin sprdvné odvozuje podle jména
ostrova Svata Dolorosa, ze je spjat s moznosti onemocnéni, 1 kdyz na
zacatku jesté netusi, Ze je to kvilli silné radiaci, kterd je v ném ukryta.

Heroicke ptibehy se podileji na momentu katarze, naptf. unikem z
nebezpeci, uUtéchou, obnovou piedchoziho stavu, ndvratem do vlasti,
uznanim vlastni omylnosti. DilezZité je v romanech uvadét 1 lidské chyby, ze
kterych se maly ¢tenaf muze poucit. Kapitan La Pérouse vycital svému
astronomovi, Ze je Spatné¢ navigoval do Chile. Nejlepsi francouzsky
astronom té doby se branil: ,,Dagalet ptilozil dalekohled o oku.,Nechapu,’
zamumlal. Tam, kde mé¢lo byt mésto popisované jako zcela evropské, s
kostely, zdénymi domy a pevnosti, leZely jen holé skaly* (Drijverova 2015:
28). Nakonec se dozvédéli, Ze mesto se nachazi pod nimi v zalivu disledkem
ni¢ivé sily zemétieseni. Takovéto ptibéhy zpétné inspiruji, iniciuji a pobizeji

7 Nad’a oteviela o¢i. Zirala na pievislé vétve stromi. Pies husté listi bylo sotva vidét
modrou tropickou oblohu (ptfelozila M. Salhiova).
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nové adepty akénich vyprav, vybizeji ¢tenafe nebat se neznamych véci,
podstupovat dobrodruzné situace, pracovat na sobé, povzbuzovat druhy v
piekonavani piekazek a také umeét ptiznat chybu.

Narativni variabilita cestopisné dobrodruzné prozy pro déti a mladez
vétSinou dostava do dvou pozic — jednak se vychazi ze skutecné udalosti,
kterou prozila jiz dospéla znama osoba (zde ndmotni kapitan z 18. stoleti),
jednak se hrdinou stava jesté nedospé€ly jedinec nebo dvojice ¢i skupina déti,
ktefi si poradi 1 v situaci, ve které by dospéli hrdinové neuspéli. Ve druhém
romanu se netradiéné vyskytuji dvé propletené dvojice: mladi dospéli lidé
Gabriela a Vladimir, ktefi na ¢as z ptibéhu zmizi, nahradi je nové vznikla
dvojice teenagert, jeZ je zodpovédna za vitézstvi nad neptateli. Maji mnoho
vynikajicich vlastnosti, vyuzivaji 1 svych skolnich znalosti, netaji se vSak se
svym strachem a pochybnostmi nad zvladnutim obtizného tkolu. Nad’a Zila
se svym tatinkem v Japonsku, a proto dokéaze Castecné rozlustit nékteré
napisy z japonského podzemi, v némz je ukryt poklad. Divka, ktera je riizné
nazyvana nymfou, sirénou, rusalkou, princezni¢kou, se stane Martinovym
nepostradatelnym privodcem v podzemi. Na povrchu je zase vedoucim
Martin, nebot’ ziskal velké zkuSenosti z vyprav se svou sestrou. Déti jsou
otevien¢ novym poznatkiim, zajimd vSe, 1 pfibéhy o smrti jsou jim
ponaucenim. Daleko horsi variantou je nevédét. Nevédét, co se s blizkymi
stalo, zda jsou jesté nazivu, nebo proc€ z jejich Zivota dobrovolné odesli.

Ob¢ knihy pracuji s motivem zahady (tajemstvi), kterou skryvaji jesté
neobjevené moiské trasy nasi planety, nebo tajemny ostrov v Pacifiku, ktery
jeho strazci neopustili, ani kdyz druha svétova valka skoncila. Vérnost
armad¢ a prisaha jim nedovolila svlij post opustit, stejn¢ jako kapitdn La
Pérouse dostal rozkazu, ktery mu dal francouzsky kral. Podle Daniely
Hodrové pravé takovéto motivy (kromé motivii nebezpeci a fyzické akce
hrdint) jsou zdrojem specifického uméleckého efektu, pomahaji dotvofit to,
cemu se tika pamet Zanru (Hodrova 1997: 15).
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Yosexvm HaMa npupooa, Ho ... UMA UCIOPUSL.

Xoce Oprera-u-l'acer

Jlumepamyprnama uncmumyyus ,, Ha308a6a
(...) n"bCmMpuUsi KAPHABAN HA MUKPOIUmMepamypume,
WYMHUSL OUCKYPCUBEH NIOWAO, KbOemo Iuya u
MAcCKu, Kpaie u ulymose ¢ namoc uepasm uspume
Ha acusoma u cmvpmma. Hukos om cnyuxume na
Mo3U NIOWA0 He e UCMOPUYEeCcKd, HO BCUUKU me Ca
UCmMopuyuHuU.
Banepu Credanon
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Temara Ha HACTOAIUS TEKCT — YaCT OT MO-IIUPOKO U3CIIEIBAHE, CBBP-
3aHO C MPEMOJABAHETO HA JTUTEpPaTypa B CPETHOTO YUHIIMILE, HA MPBHB MOT-
Je[ € HECBOAMMA KbM 3a/IaJieHaTa paMKa Ha ceKuusra ,,JIureparypen mnpo-
11eC, KpUTUUYECKH PA3HOUETCHHS U JIUTeparypHu Harpaau'. Boau Hu pa3ou-
paHeTo, Y€ JUTEPATypHOOOPA30BATEIHUAT AUCKYPC, JOKOJIKOTO 3aJIBHXKBA
WHTYUIIUM U (popMHpa MPEJCTaBU U MaMET 3a JIMTepaTypara Karo ABUKECHHE
Ha €3MKa U MUCJIEHETO BbB BPEMETO € 4acCT OT MpoLeca Ha KOHCTPYUPAHE.

B cuHTe3npan BuI 1€ MPEICTaBUM KIFOUOBU MHTEPAUCUUTLUIMHAPHU
TEOPETUUYECKHU MTOCTAHOBKH, KYJATYPOJIOTHYE€CKH KOHCTATAIMU, KAKTO U Ha0-
JIOJICHUS BbPXY COLMAIHOTO, B T.4U. JINTEPATyPHOOOPA30BATEIIHOTO OUTHE HA
ucrtopuueckusi nuckypc. KonuenryanHara ocHoBa Ha pediekcuara BbpXy
npoliema 3a Bpb3KaTa MEXAY JUTEPATYPHOTO U UCTOPUUYECKOTO C€ OMHpa
Ha MaiaOHus IBYTOMHUK Ha AnbeHa XpaHoBa ,,Ictopuorpadus u aurepa-
Typa‘“, Ha OTAEIHU TekcToBe Ha Asekcanabp Kvoces, Banepu Credanos,
boiiko Ilenues, Ornsina ['eopruesa-TeneBa, Crpammmup [{aHoB u Ap., a oc-
MHCJISTHETO Ha CbBPEMEHHATA KYJITypHA CUTyallrsl U aCTIEKTUTE HA UCTOPUY-
HOCTTAa B T7100aJieH TUTaH — TIIABHO HA MPEBOIHM, HAKOU OT TSAX — YTBBPIUIH
ce Karo kjnacuuecku uacieasanus Ha JXXun Jlunosenku, denBun Jloyenrain,
[Tuep Hopa, XKak ProBen, ®pancoa Apror, Mapra Hycbaym u apyru.

NHTepechT KbM TeMaTa 3a OUTYBaHETO HA UICTOPUUECKOTO B YUCOHUTE
Iporpamu Mo JHUTepaTypa € 000CHOBaH OT (PaKTOPH Ha HSKOJIKO PABHMILIA.
[Ipenn BCMYKO TOM MPOM3THYA OT XapakTepa U JUHAMHUKATA HA ChbBPEMEH-
HaTa ,,xunepmoaepHa‘ (o Kui JlunoBeukun) KylnTypHa CUTyalus, KOSITO ce
XapakTepu3upa ¢ 0Co0EHO, Napa0KCATHO CMECBAHE HA TEMITOPAITHOCTH. OT
€/lHa CTpaHa, yCcTaHOBsABaMe (1O AyMUTe Ha JIMMOBENKHN) eaHa Mog4epTaHo
IIPE3EHTUCTKA TEMITOPAITHOCT, COLIMAJIHO HAJMOIIIME Ha OCTa HA CETAIIHOTO —
M0-KBbCU XOPU30HTH, TOCTIOACTBO HA HETPAUHOTO U €(hUMEPHOTO, OesI3aHO
OT II'bPBEHCTBOTO HA TYK W CE€ra, KyJAT KbM HACTOSIIETO, MpepacTBall B
TPECKa Ha HACTOSIIETO, CBUBAHE HA BPEME-IIPOCTPAHCTBOTO U YCHIIBAHE
JIOKpail Ha JIOTMKaTa Ha KbcoTo BpeMme. OT npyra crpaHa, (akT ca moBTOp-
HOTO MOOMJIM3HUpPAHE, CBETOBHUST Bb3X0/1 Ha mameTTa (1o [Tuep Hopa), ipe-
JU3BUKBAILl HOBU COMBCHIM B HEMHOTO MOJIE, HAPACTBALIUAT MPECTHK Ha
TpaguuunTe. XUnepMoaepHocTTa, 0000masa JInnoseuku, ce CTpykrypupa
OT €JHO MaPAJOKCAIIHO HACTOSAIIE, KOETO HE IIPECTaBa Ja U3pass U ,,lIPEoT-
kpuBa‘“ muHasoto (JIunoserku 2005: 95). He enun u 1Bama n3cinenoBaTenn
MOCOYBAT MOBUIIEHOTO ,,KOHCYMHUpPAHE® HA UCTOPUS U MPEAyIpexKIaBar 3a
KallaHUTe, KOUTO TO 3ajiara. To3u uHTepec ,,Kpre AbJIOOKO U3KPUBSIBAHE HA
THPCEHUATA U OYAKBAHUATA, YAUTO MPEIMET € UCTOPUATA", MPEIYIIPEKAaABA
XKak ProBen u no0aBsi, ye MHUHAJIOTO, KOETO O4apoBa MyOiMKara, BE4e He
HOCH YBEPEHOCT M HE YKpeInBa AYXOBHUTE CHJIHA: TO CE€ NIPEBpHIIA B
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HOCTAJITUYHU OTPS3BIIM OT 3aCTOsUIa UCTOPHS, B ,,u3TyOeHus cBAT (ProBen
2010: 141 — 142). Enna cnenuduyHa aBTOPUTAPHOCT YIIpaBisiBa UCTOPH-
YECKUTE pa3Ka3u, COYM UTATUAHCKUAT u3cienosaren /xoBanu JleBu, enna
HETBHPIAIIA Bb3PAXKECHUE PETOPUKA CE OTKPUBA B TAX. ,JUTATENAT € MHOTO
B3UCKaTeJIeH KbM UCTOPHKA, HO pUEMa ¢ YOeIeHOCT, Y€ OHOBA, KOETO MY C€
pa3kasBa, € UcTHUHA. FIMEHHO Ha Ta3u Bpb3Ka CE OCHOBAaBa Bb3MOXKHOCTTA
YMUIIUIEHO Jia C€ TBbPJSAT HEUCTHUHHU U J1a UM ce Bapea“ (Jlesu 2008: 77).

B Obarapcku KOHTEKCT y4€HU HUCTOpHorpadu mpemynpexaaBar 3a
omacHOCTUTE OT ,,qanra ucropusita“ (Mmue 2006: 41) unu ¢ oropueHue
KOHCTaTUpart, 4e ,,B JUCKYCHITA 32 UICTUHATA UCTOPUIIUTE UMAT MHOTO MAJIKO
MSCTO, @ IPYTH — OT MOJUTULH IO BOMHCTBAILM TEJIEBU3MOHHU BOJICIIH, O~
penensrt aedara 3a MUHAJIOTO U CMHCIIOBAaTa My HaTOBAPEHOCT, CIY>KEUKHU
CU C UHCTPYMEHTHUTE Ha ,,CEH3AI[MOHHOTO, OChbBPEMEHUTEIICKOTO, MOJUTH-
YEeCKH aJIeKBaTHOTO Ha MoMeHTHaTa napaaurma’ (Ilonmerpos 2006: 267).

Taka ce oka3BaMe CBUJIETENIM U ChYYaCTHUIIU B €JIMH 3HAYUM Iapa-
JIOKC: NIEPMAHEHTHO OTCJIa0BaHE Ha aBTOPUTETA HA UCTOpUUYECKATa HAayKa U
Ha O0lIeCTBEHATa [IEHHOCT Ha MCTOPUYECKOTO 3HAHUE, HO HApACTBAaHE Ha
MOJIUTUYECKUTE yHOTpeOM Ha HCTOPHUATA W aKTUBHO IPOM3BEXKIAHE HA
HEWHHM ,,BEpPCUHU’* 32 MacoBO NOTpebeHne. Bcuuko ToBa 3a CeTeH MbT MOT-
BbPIKJlaBa Pa3HOMOCOYHUS MOTEHI[MAT Ha UCTOPUUYECKOTO, a 00IECTBEHO-
MOJIMTUYECKUTE CIOKETH, B T.4U. C JHEIIHA JlaTa, HU JlaBaT HE €IUH W JIBa
npuMepa 3a CeKyJIaTUBHATA YIIOTpeOa U MHCTPYMEHTAIU3UPAHETO MY C e
BJIaJIe€HE HA KOJICKTMBHATA MaMeT, pa30MpaHa Karo 0COOEH THUM BJACT, OC-
HOBaHA Ha MPUTEKAHUETO HA ,,HemaTepuaseH  kanutal (o XKak Prosen).

AKO KbM TE€3U aCNEKTH J00aBUM JIUTUTAIHATA BCEJIEHA OT HEU3uepa-
eMHU U HeUITPUpPaHU ,,MbIJIABUHU OT UHPOpMaIIU, 111€ ObJIEM B ChCTOSI-
HUE J]a OYEPTAEM ChIIMHATA HA COI[MOKYJTypHaTa CUTYallHs, B KOATO ChbBpE-
MEHHHUTE MJIaJU X0pa, C KOUTO pabOTUM B yumIIHiie, (cieasa na) hopmupar
YYBCTBUTEIHOCT, CHOCOOHOCTH 3a aHAJIU3 U OLIEHKA, MOJEJIM HA MOBEJICHNUE
Y Ha COLIMAJIHO B3auMOJIelicTBUE. B CBOsITa ChBKYMTHOCT U30POEHUTE IPUXHU
OOHOBSIBaT CMUCHJIA Ha TBbpAcHUETO Ha JleliBuy JloyeHTan, ue 3aromHs-
HETO U ChOOIIAaBAaHETO Ha MUHAJIOTO U3KUCKBA ,,CJI0XKHU U TPailHU UHCTUTY-
MU U 4e ,,MCTOpUsATa TPsiOBa Ja ce u3yvaBa Karo ,,Col[MajHa JeATeIHOCT .
(JIoyentan 2002: 339)

Kbne e msicToro Ha 00pa3oBaHUETO MO JUTEpaTypa B TO3M IMPOIEC U
3aIl0 TO € HEe3a00UKOJIMMO, HE Ca CIOKHU BBIIPOCH, aKO HU3XOJIUM OT Hsl-
KOJIKO OCHOBOTOJIaramiy pazoupanus. JIureparypHOTO BbOOpaKeHHE HE €
,,0€30IacHa* 30Ha — TO € UHCTPYMEHT Ha COIIMATHOTO, ColMaieH (PakT, Ch-
IIECTBEHA YacT OT MyOJIM4HaTa pauroHaiaHoCT. JIuteparypHoTo € hopma Ha
JETUTUMHUpPAHE Ha TMaMeTTa, KOATO € B HENPEeCTaHeH Juajor C
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UCTOPUYECKOTO, HO HE ChBIAJa ¢ Hero. [lopaau BaxxHOCTTa M coLMaHATa
3HAYUMOCT Ha JIUTepaTypHUTE BepU(UKAIIUU HAa UCTOPUYECKUTE CIOKETU
JUTEPATYPHOTO CE OKa3Ba MHCTPYMEHT 3a ,,AMIUIAHTUPAHE® HA YCTOWYMBHU
MPEICTaBH, KJIUIIETa U MUTOBE, KOUTO BJIM3AT B COLIMAITHO OOpallleHHue U ca
MOTEHIIMAJIHA OCHOBA Ha MOJUTUYECKU HJCOJIOTEMHU W TMpONaraHIHu KJIu-
mera. ,,Jlureparypara per se HU y4u Ja pa3uuTaMme JuTeparypara, MmoambX-
HaTa 10/l PeIOBETE Ha JUCUUIUIMHAPHUTE JUCKYpCcH. JIuTeparypara mpucBo-
sIBA ¥ UHKOPIIOpUPA TOJIKOBA IUCKYPCH, 3a J1a T MPEBbPHE B TPOSIHCKU KOHE
3a OCTHIIA CH B TeXHUTE oxpansBaHu kpenoctu' (KamOypos 2004: 361).

OT MoZIepHOCTTa HacaM MEXy UCTOpUYECKaTa HayKa U TUTepaTypara
ce BOJIM OMTKA ,,3a IETUTUMAIMS Ha TTPaBOTO 3a MyOJTUYHOTO U3rOBAapsSHE HA
,ACTOpUYECKaTa UCTUHA". MexX 1y ABETE MPOTUYAT HENPECTAHHU ITPOLIECH
Ha TpaHcdep Ha 00pa3u, MPEICTaBH, MOHITHUS — TPaHC()EP, KOUTO OCUTYPsIBa
,,TOPKJTAHETO M COIMATHOTO ()YHKIIMOHUPAHE HA TEXHUTE 3HAYCHUS U T10-
JUTUYECKUTE UHTEHIMU Ha ynoTpedute uM* (Xpanosa 2011: 1, 472). A yuu-
JUIIETO € €/[HA OT ,,MHCTUTYIIUUTE, KOUTO MIPOBEKAT B MyOIMYHOCTTA MIPU-
JUKUTE U pa3iaukute mexay apere (Xpanosa 2011: I, 83). Ako nmpuemem
Te3ara 3a HAllMOHAJUCTUYHUS AyX Ha Obiarapckara uctopuorpadus (mo P.
JlackanoB), ce u3npaBsaMe Npel HAUCTUHA CJI0XHA, MHOTOACTIEKTHA CUTYa-
1S, KOSITO HAaTOBapBa YUWUJIMIHOTO OOpa30BaHHE C BUCOKA OTTOBOPHOCT.
['oToBo 11 € TO 11a 51 HOCK?

CrenBailku KJIaCMYECKOTO cxBailaHe Ha M. dyko, ye ,,3HAHUETO HE €
BBIUTBTEHO CaMO B JIOKA3aTEJICTBA — TO MOXKE J1a ObJi€ BILTHTEHO U BbB (DUK-
uuu, pediaekcuu, paskazd, UHCTUTYLUHOHAIHU MPABUIHUIIM, MOJUTUYECKU
pemenus’ (@yko 1996: 209), Mepu JIbprinac nogueprana, 4e ,,rOJIEMUSIT TPU-
yMm$ Ha MTHCTUTYIIHOHAIIHOTO MHUCJICHE € B MPEBPBIIAHETO HA HHCTUTYIIUUTE
B HarbJIHO HeBUAUMU ([Ibrmac 2004: 110). iMeHHO B TO3U KOHTEKCT € UH-
TEepPECHT HU KbM YUEOHUTE IIPOrpaMHu I10 JIUTepaTypa Karo popMa Ha JUCITUTI-
JMHAPHU U JUCIUTUIMHUPAIIY MPAKTUKH, 4 KOHKPETHUAT BBIIPOC, KOMTO HU
3aHMMAaBa, € 1aJIi T€ Ca KOHI[UITUPAHU B ChOTBETCTBUE C Ta3U OTTOBOPHOCT.

Ha To3u eTan Ha u3ciaeABaHETO 3allUTUMA U3IJIeXK A Te3aTa, 4e mpor-
paMHTE HE ca ChbCTAaBEHH ChOOPA3HO C OYEPTAHUTE MOTPEOHOCTU U ChABP-
XKaT Je(OUINTH, YUETO KOMIICHCUPAHE € U3IISI0 B PHIIETE HA YUUTEIIS 10 JTH-
Teparypa. [Ipeau ga ru komeHTHpaMme obade, 3aciykaBa Ja c€ OTOEIeKH
eHa Mo-r1o0aiHa TeHSHIIMS B IPETNoAaBaHeTO Ha JINTepaTypa, 3anovyHaia
cinen 1989 1. u mpsiko cBbp3aHa ¢ mpoOIeMHUs (HOKYC Ha U3CIEABAHETO HH.
boiiko [1enues s Hapuya ,,cripaBsHE ¢ TOJIUTHYECKUS TphOHAK®. CTaBa qyma
3a TpaHOTO €EMaHIMIUPaHe Ha yYEOHUTE MPOrpaMu U ChOTBETHUTE UM YUH-
JIUIITHYU MPOYUTHU OT UICOJTOTHYECKUTE KOHTEKCTH Ha Ch3/IaBaHe Ha TBOPOUTE.
3anoyHajao KaTo €CTECTBEHA PEakilMsi Ha CBPBXUJCOJIIOTH3AIMATA TMPEIU
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1989 1. u cneapamo no aymure Ha b. IIeHUeB Tpu OCHOBHM CTpAaT€TUM —
,,CMBPT Ha aBTOpa‘‘, MPEXBbPJSIHE HA WHTEpPIpETAUATa OT TEMATUYHO HA
dbopMaHO HUBO U YHUBEpCAJIU3UPAHE, TOBA JEUACOIOTU3UPAHE TIO ChIEC-
TBO JIOBEJE 10 ,,0TBbP3BAHETO " HA JIUTEPATYPHUSA TEKCT OT UCTOPUUECKHS
KOHTEKCT U JI0 IeucTopusupane. ,,Koraro odave Heliara onpar J10 npenoaa-
BAaHETO Ha JINTEpATypa B CPEIHOTO YUUIIHUIIE, HEU30ESKHO CE MOSBSIBA MTPaK-
TUYECKUST BBIIPOC: a KbM KaKBa JEUCTBUTEIHOCT TBOpOATa BCE MaK Mmpen-
pama?®, ¢ ocHoBanue nuta boiiko IlenueB u nob6ass: ,,Oka3a ce, 4ye euHC-
TBEHOTO, KbM KOETO JIUTEpaTypara pedepupa, ca poJoBUST CBAT (C HETOBOTO
pasmanane) U HAIIMOHAIHUAT CBAT (C HETOBOTO opMupaHne). 3a IPyro He
octaBa Msacto* (Ilenuen 2018: 489 —491).

KakBo ce ciayur ¢ BIM3aHETO B CHJia HA HOBUS 3aKOH 3a MpeayYriInil-
HOTO U YUMJIMIITHOTO oOpa3oBaHue? AKO I€CETUICTUsI Hape JIUTepaTypHO-
00pa3oBaTEIHUAT AUCKYPC CE€ MOJUMHSBAIIEC HA JTJOMUHUpAIlaTa JOTHKa Ha
JUTEPATYPHOUCTOPUYECKHUS TMOAXOM (32 HEroBHUSl HJCOJIOTUYECKU TOTECH-
1[MaJl v 3a ,,pOJIMJIHUTE MEeTHA Ha OBJITAPCKUTE JTUTEPATYPHU NIEPUOAN3ALINT
HAMA J1a TOBOPUM TyK'), TO OT HSAKOIIKO I'OJAMHM KAPTHHATA € pa3iu4Ha. B
KOHTEKCTa Ha KOHCTPYKTHBHUCTKATAa MapagurMa U aKTyaJlHUTE MOJUTHUKHU B
o0jacTTa Ha YUYWJIMIIHOTO 00pa30BaHKE MPOMSHATA B yYEOHUTE MporpaMu
1o auTeparypa BbB Bropusi rumuaszuaieH eram (X1 u XII kiac) e cebp3ana
HE caMo ¢ (OmuT 3a) NMpeHaNnMCcBaHe Ha KaHOHA, HO U C HETOBOTO MpedyHK-
HUOHAIU3UPAHE U HOB TUIl KOHTEKCTyanu3upane. [[poMenu ce oryactu Kop-
MyChT OT AaBTOPH U 3aIJIaBUs, KOWUTO MporpaMara 3asiBsiBa Karo 3HaYMMH, U B
MO-TOJIsIMA CTENIEH — HAUYMHBT, 10 KOMTO (TpsAOBa Aa) TH pediekTupame c
yueHuure. [lo3HaBaHETO HA OCHOBHUTE KYJTYPHOUCTOPHUYECKU €TAlU U
CbOTBETHUTE UM €CTETUYECKU ,,IpOrpamMu‘ (Meu, KOHILICHIMU, HAMpPaBIIE-
HUS) € 3a4aICHO KaTO MHCTUTYIIMOHATHO OYaKBaHE 3a Kpasi Ha IbPBHS THM-
HaszuasieH etan (X kiac). BepositHara npe3yMmius Ha Ta3u nojapeada e, ue
CJI€J] KaTO ca OpPUEHTUPAHU B OCHOBHUTE KYJATYPHU U €CTETUUECKHU KOJIOBE —
OT AHTUYHOCTTa O MOJIEpHU3MA B €BpOIIelicKara tureparypa u ot [laucui
no XaWtoB U PanguukoB — B uctopusAra Ha ObJrapckara, 3aBbpLIAIUTE X
KJIAC YYEHUIIU 1€ pa3Ioiarar ,,l0 YCJIOBUE™ C KOHTEKCTYaIHU MMO3HAHUS, B
T.4. UICTOPUYECKH, Bb3 OCHOBA HA KOMTO II€ MOXKE Ja CE PEATU3UPAT LEIUTE
W 33/1a4nTe Ha mpooiemMHo-TemaTuaHus moaxon B XI u XII krac.

[IpakTukara OT HIKOJIKO TOAMHHU OTKPH HIKOM OCHOBHU I€PUIUTH, pe-
JIEBAHTHU KbM Pa3IVICKIAHUS TPOOIIEM:

' Pepnexcus na npobiema moxe na ce otkpue y B. Credanos, cropes KOroro MUTBT
3a ,,0BJITapCKOTO BpeMe € ,,ACTUHCKHUAT MEPUOAN3aTOpP B OBJITAPCKUTE JIUTEPATYpPHU
uctopun’* (Credanos 1995: 25 — 29).
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1. B xpas Ha X KJIaC yYEHUIUTE HE MOCTUTAaT UHCTUTYLUOHAIHO 3a-
JaJeHUTE OYaKBAHUS U 3aBbPIIBAT , KOHTEKCTYaJIHO HerpaMoTHH >, CKopo-
IIIEH KOHKPETEH ONMUT B NIpoduIMpaHa TMMHA3Hs, UMAIIl 3a 11eJ1 J1a IPOBEPH
MO3HAHUATA 32 JIUTEPATYPHOUCTOPUUECCKHUTE MPOIECH B ObJTapcKara JINTe-
parypa cien OcBOOOXKICHUETO U ChOTBETHUTE UM KOMIIETEHTHOCTH CbI-
JJACHO C JIbp>KaBHUTE 0Opa30BaTEIHU CTAaHJIAPTHU, MMOKa3Ba, Y€ YUCHUIIUTE,
3aBBPIIMIN IbPBUS TMMHA3UAJICH €Tall, HE BJIAJIEsT ,,()OHOBU * 3HAHUS WJIH,
aKo pasnoJiaraT ¢ TaKuBa, HE YMEST Jia padoTAT ¢ TAX HPU U3IIBIHCHUE HA
KOHKPETHH MHTEPIPETATHBHY 3ajaun’. He pasno3HaBaT OTIMYUTENHU Oe-
JIE3U HA U3YYEHUTE €CTETUUCCKU HATPABJICHUS B KOHKPETHU XYI0KECTBCHU
TEKCTOBE. BBJIrapckoTo Bh3pakaaHe W KOHIIENTH KaTo ,,r'epou, ,,r[epouyHa
CMBPT, ,,[IOJIBUT", ,,CJTAaBHO MUHAJIO* IPUCHCTBAT MHOT'O MO-TPAIHO B MUC-
JIEHETO UM U B IIPEJACTABUTE, C KOUTO T€ OOPaBAT, B CPABHEHUE C TTOHATHS

2 Bes ma 06CcHKIAME IPOTUBOPEYHUSATA OKOJIO TIOHATUETO ,,KOHTEKCT®, 32 KOMTO TOBOPU
A. Kroces, 111e ©MamMe TIpeIBU]T HETOBaTa KOHKPETHA HHCTPyMEHTAIHA (QYHKITUS, KOSITO
Hajara 1 HeTOBOTO PEKOHCTPYHMPAHE B MIPOLIECa HA HHTEpIPETalus — ,,0Ha31 IbPBUYHA
cpelia — CBbP3aHOCT, B KOSITO TeKCTHT € BThkaH (Kpoces 2017: 2).

3 [Ile mirocTpUpaMe TO3U U3BOJ KPATKO: MOCIEHATA 3a1a49a OT U3IUTHHS TECT H3UCKBA
YUYEHUIIUTE J1a ChCTaBIT KPAaTbK TEKCT OT 4 — 5 U3peyeHus, OTroBapsil Ha CIEAHOTO
yCJIOBHE:

Bapuanr 1. O0scHeTe pasznukaTa B MHTEpIpETAIIMUTE HA MOTHBA 3a MOJBUTA B 0/aTa
,»JIeBCKH‘‘ 1 B moemara ,,Cis moll*, kaTo u3no3Bare Mo3HAHUATA 32 KOHTEKCTa HAa TBOP-
OUTe — BpEMETO Ha Ch3/IaBAaHETO UM, BB3IJIEUTE Ha IBaMaTa aBTOPHU U LIEIUTE, KOUTO CU
noctaBsaT. BapuanT 2. O0sicHeTe pa3iuKaTa B UHTEPIpETAlUUTE Ha MOTHBA 3a 3aBPbIIa-
HeTo B ,,bait ['anro ce BbpHA oT EBpomna“ u B enerusra ,,Jla ce 3apbpHeIt B OanuHaTa
KBIIa“, KaTO U3MOI3BATE MO3HAHUSATA 32 KOHTEKCTa HAa TBOPOUTE — BpEMETO Ha Ch3/1aBa-
HETO MM, TBOpPUYECKATa OPUEHTALMS Ha IBaMaTa aBTOPH U LIEJIUTE, KOUTO CHU IOCTaBAT.

B 06001eH Bu pesynrarture ca ciegute: ot oomio 106 yyenuru 25 He ca pabotunu
no 3agavata, a 15 ca popmynupanu TBbpAe Kpatku (1 — 2 u3pedeHus) Uil CMUCIOBO
HeaJleKBaTHU TBbpAeHUS. 40 yUEeHHIIN ca U3BEJH a/IeKBaTHA HA Xy 0KECTBEHUS CMUCHI
WHTEpIIpETaIis Ha BCEKH €JITMH OT MOTHUBUTE B JIBOMKaTa TBOPOU, HO 110 HUKAKbhB HAUUH
He ca paboTHIIH C ,,(DOHOBU* 3HAHUS WK ca M3Ka3alu (OpMaTHU TBHPACHUS 32 KOHTEK-
cTa, 63 HUKAKBU KOHKPETHU OPUEHTUPH KBM CIIEIOCBOOOXKICHCKATA €110Xa U TeH ICH-
LIUNATE, CBBbP3aHU C €TAIIUTE HA MOJAEpHU3Ma B Hayanoto Ha XX Bek. KareropuuHo ce
YCTaHOBSIBA, Y€ YUCHHUIIUTE TPYAHO OCMUCIIAT Oee3uTe Ha MHAUBUAYaTUCTHYHATA Y-
XOBHA Harjaca u U3MEpeHHUATa Ha MOJEPHUCTUYHATA KOHIEIINS 32 JINTepaTypa, ¢ Ko-
UTO ca CBbp3aHu TBopOuTe Ha CrnaselikoB u Jlebensnos. Ensa B 27 ot Bcuuku Haja 100
paboTu ca HauIE TEKCTOBE, B KOUTO CE€ OTKPUBAT IMO3HAHUS 32 UCTOPUUYECKHUS, ECTETH-
YEeCKHsl, Ha MecTa U OuorpadpuuHus KOHTEKCT, 3a/1aBalll CMUCJIIOBUTE M CTUJIOBHUTE Tapa-
MeTpH Ha TBopuecTBOTO Ha MBan Basos, Aneko Koncrantunos, Ilenuo CnaBelikoB u
Jumuo JleGensiHoB, ¥ Te3U MO3HAHUS ca MPHIIOKEHH MPHU U3IMTbJIHEHUETO Ha KOHKPET-
HaTa 3aja4da. Ha otnenHu mecta B Te3u 27 paboTu ca JOMYyCHATH CMHUCIOBU U JIEKCH-
KQJIHU HETOYHOCTH.
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Karo ,,MOJICPHU3BM ", ,,MOJCPHHU3AIMS ", KOUTO, aKO U3001110 OUTYBAT B HETO,
ca TBbpJIe HESICHU, Pa3MUTH, a0CTpakTHU. ToBa HAOIIONEHNE TIOCTaBs €IUH
HEMaJOBaKE€H BBIPOC: /10 KaKBa CTENEH TE3aypyChT HAa MIIAUTE XOpa Ce
dbopmupa B pe3yaTaT Ha HATHCKA HaA ,,TpaIuLMATa’ ¥ TOMYJIIPHUATE O0IIeC-
TBEHU HAIJIacH B ,,[TATPUOTHYEH AyX ‘¥ KbJI€ € MACTOTO HA YUYWIUIIETO, MO-
CIEIMATHO Ha 00pa3oBaHUETO IO JUTEparypa, B TO3M Ipollec. 3acera Iie
OCTaBUM TO3U BBIIPOC 0€3 OTTOBOP, HO 1€ KAKEM, Y€ YUUTEIISIT 10 JINTepa-
Typa € HaTOBapeH Jia padOTH aKTUBHO 3a HaOaBsIHE HA JIMTICBAIA KOHTEKC-
TyaJIHU TTO3HAHUS NP3 LEIUs BTOPU TMMHA3UAJICH eTarl.

2. OcobeHo HameKaIo € MOMBJIBAHETO HAa OYCBUIHUTE JCHUIINTH B
nmo3HaHusATa 3a nepuoaa 1944 — 1989 r., kouto, ako HE c€ KOMIIEHCHUPAT, 00-
puuar pabotara ¢ TBOpOM Karo ,,bamkaHcku cuHIpoM* u ,YecTeH KpBCT*
HarpuMep Ha Heycriex. HoBara ydyeOHa mporpama HU M3IpaBsi HE TPOCTO
MpeJ OTChCTBUETO HA KOHTEKCTyaJIHA MOJATOTBEHOCT HA YYECHHUIUTE, HO U
npea npobiemMa 3a MO3HABATEIIHOTO M IEHHOCTHOTO HAIMPEKEHHUE MEXKTY
npodecuoHaTHUS UCTOPUOTPadCKU pa3Kas 3a BpEMETO Ha TOTAIUTapU3Ma —
OT e7lHa CTpaHa, U MHIWBHIyaTHATa MMAMET U CYOCKTUBHUTE BEPCHUH 32 €IHA
HCTOpUYECKA €10Xa, TO3HAHUETO 32 KOSTO BCE OIIE HE € apTUKYJIMPAHO yOe-
JTUTEITHO B OOIIECTBEHOTO MPOCTPAHCTBO M YECTO CE MPEBPHINA B MPEIAMET
Ha CUMBOJIHA OWUTKU C MOJUTUYECKHU 3aJ1031 — OT JpyTa. ,,JicTopunure, noj-
yepraBa Paiinxapn Kosenek, ca TakaBa MHCTaHIUS B IUCKYPCHUTE 32 UCTHU-
HaTa, KOSITO HE MOXKEe M He OMBa Ja ObJie MoCTaBsHa MO/l BIPOC OT HUKOTO,
KaKBOTO U Jla Ch3/IaBaT KaTo CBOM MPOAYKT crioMeHbT U namerta‘ (Kozenek
2004: 41). Otaenen BbIPOC € KaKBa Mpe/icTaBa 3a JuTepaTypara Ha TOTAJIH-
Tapusma‘ Mozenupa mporpamara ¢ u36opa Ha asropu karo Cranucias Crpa-
tieB, Mopnan Pamiakos, Xpucro ®ores, Ilers Ty6aposa, Bopuc Xpucros
3aeqHO ¢ oTAaBHA KaHOHU3UpaHute Jumutsp umos u Jumursp Tanes.

3. 3aHMMaHUsATa C TEKCTOBETE, M3TPaKAAlld KOJECKTHUBHOTO MCTOPHU-
4eCKO BhOOpaKEHUE U 3aJIeTHAIM KaTo (DyHJaMEHT Ha HallMOHATHATa MUTO-
norusi (ITaucuenara ,,Mctopusi crnaBsHOOBIATapCcKa*™, CTUXOTBOPEHUSATA HA
bores, ,,Enomnes na 3abpaBenute Ha Ba3oB), ca BKJIIOYEHHU B TporpaMara 3a
IX u HagamoTo Ha X kmac — (hakT, KOMTO MO-CKOPO padOTH B MOJKpENna Ha

4 He3aBMCHMO OT U THKMO IIOPaAU MOHATUHHHMS ,,Xxa0Cc" 0K0JI0 nepuoaa 1944 — 1989 r.
cMsTaMe 3a HeOOXOMMO MPENU3UPAHETO U BHBEXKIAHETO B aKTUBHA YIIOTpeOa Ha 1Mo-
HATUSITA ,,TOTATUTAPU3BM, ,,aHTUTOTATIUTAPHA JIUTEpaTypa‘‘, KAKTO U IIEJICHACOUCHOTO
pedreKTupane BbpXy pa3InyHUTE MOJICTN Ha TBOPUYECKO MOBEACHHUE MPEe3 Ta3u ernoxa.
[IpoaykTuBEH MOAXO U UHTEPECHU UJIEHU 3a Ta3H LI MPe10CTaBs MpoeKThT Ha MHCTH-
TyTa 3a quteparypa Ha BAH ,,OctpoBu Ha HeOnaxxkenute. McTopus Ha HEKOHBEHIIHO-
HaiHata Obarapcka nureparypa ot 1944 no 1989 r. B HelHMS COLMOKYITYpPEH KOH-
TekeT* — https://alterlitbg.com/
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,,ACTOPUYECKHUSI POMAHTU3bM ", HA aKTUBHOTO MPOAYIMPAHE HAa MUTOBE 32
U3KJTIOYUTEITHOCTTA Ha OBJITapCKOTO, KOUTO, aKO He ce pedieKTupar BHUMa-
TEJITHO W TParlHO MO PHKOBOJICTBOTO HA YUMTEIS], BIIOCIEACTBUE JIECHO CE
PEBPHINAT B HCTOPUUECKH KIIHIIETA (CIA8HOMO MUHANO) U ,,KbCH Pa3Ka3H'‘*
(mo A. XpaHoBa) — mypckomo pobcmeo, a ,,CbCTOSHUETO Ha ,,pOOCTBO‘ KaTO
Hay4yHO (popManM3upaHO U KaTO €XKETHEBHO METa(hOPUYHO B OBJITapCKOTO
TOBOPEHE U MUCAHE € BBIIPOC OT IbPBOCTEINEHHO COLMOKYJITYPHO 3HAYCHUE"
(Xpanosa 2011: 357)°. [Ipeau3BUKATEICTBO CE€ OKA3Ba U Pa3rPaHUYABAHETO
mexy [lancuii karo aBTop Ha ,,JicTopus ciaBsHOOBIATapCKa, Karo ,,repon
Ha MapuHn Jlpunos u [Taucuii kato repou Ha Ba3osara ,,Enones®. Heennoxk-
PaTHO B Pa3JIMYHU U3CIIEIBAHUS € MOJYEPTABAHO BTOPUUYHOTO MUTOJIOTH3HU-
paio MoAEeIMpaHe Ha mpeacraBara 3a possta Ha [lancui XunmeHnapcku B
ObATapcKOTO McTOpuuecko pasButue. Heromara ,Mcrtopus™ e kHura, Ha
CBOH pell ,,nopaxcoawya MumonocuyHus Ouckypc B OBJITapCKUsS UCTOPH-
YECKU HapaTuB®, ,,feHepaTop Ha royisiM OpOoi MUTOJIOTU3UPAIIU UCTOPUSITA
tekctoBe™ (I'eopruesa-Tenesa 2002: 18).

Ha mexanu3muTte Ha HepapXu3npaHe U YTBbPK/IaBaHE HA LICHHOCTH B
OBaTapckara KyiaTypa, Ha ,,HOCTAJITHYHO-HAIIMOHAIMCTUYHUA TPOEKT 3a
UCTOpUS Ha OBJrapckara JUTeparypa, Ha ,,MHEMOTUYHHUS Ba30BOLICHTPHU-
3bM*‘, KOWTO MOBEYE OT BEK CSAKAI nuuie UCTOPUYECKATA TaMET MOPaIn UC-
TOPUYECKH HAJIOXKUJIATA CE MO-TOJIIMa MHCTUTYIIMOHAJIHA TEXKECT Ha JIUTE-
parypHaTa BU3MS 3a UCTOPHUSTA, € IOCBETEHO M3cienBaHeTo Ha Emun [(u-
MUTPOB ,,ITamerT, roOuel, kaHoH. YBOJ B COIMOJIOTHSITA Ha ObJIrapcKara Ju-
Teparypa‘. Bp3 ocHOBa Ha Oorar KOpImyc OT HCTOPUYECKH CBHACTEICTBA U
JOKYMEHTAJIHU MaTepuaiu aBTOPbhT MPaBU U3BOJ| 32 TPAUHUTE ,,6TATUCTKHU
Harjacu* B ObJrapckara KyJiTypa, B KOSTO JUIICBA TPAIULINS, U3XO0XKAIA OT
NPUHIMIIMTE HA TPaXAAHCKOTO 001IecTBO. EquH OoT u3BoauTe B M3CieaBa-
HETO MPSKO HACOYBAa KbM OCOOCHO Ba)KEH 3a HAC BBIIPOC — TO3H 32 Bb3MOX-
HOCTTA MHCTUTYIIMOHAJIHO 3HAYMMHUTE 11eIU U (CKPUTH) Mporpamu Jaa ,,lpo-
U3BEXKIAT 3HAUCHUSI U cTOMHOCTU. KaHOHBT Ha ObJTapckara JIuteparypa
10 TyMUTE Ha aBTOpa ,,B pellaBallia CTeNeH ce popmupa oT NOTPeOHOCTUTE
Ha 00pa3oBaresHaTa W aKaJeMUYHaTa MPaKTUKA®, ,,9pe3 YICOHUITUTE U IIs-
JaTa CUCTEMa U MpeXka OT 3aBUCMMOCTH, KOUTO T€ 3a/IBUXKBAT, CE€ U3TPAXKIAT
,,BCEOOII0" MPU3HATUTE U BCEOOIO MPUEMIIUBH 0Ye8UOHOCMU 3a ObIrapc-
Kara uctopus u qureparypa‘ (JIumurpos 2012: 284 — 287).

> TyK 1I1e CH TIO3BOJIS €/IHA TPYIHO J0Ka3yeMa XMIOTE3a — HHCTUTYIMOHAIHOTO ,, 1510,
CBbCTAaBEHO OT ,,ar€HTUTE" HA JUTEPATYypHOTO OOpa30BaHUE, HE € MOATOTBEHO 3a Ta3H
3ajja4a U JOKOJIKOTO CIIOJEJsl HarjlacuTe Ha MyOJIMYHOCTTA M MyOJUYHOTO TOBOPEHE,
II0-CKOpO € CKJIOHHO J1a ,,3aXpaHBa‘ aBTOMMTOJIOTM3aLUNTE, & HE J1a T IEKOHCTpyHpa
KPUTUYHO C MHCTPYMEHTHUTE HA CIIELUATU3UPAHOTO 3HAHUE.
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He e TpynHo 1a 3a0enexuM akTyalHOCTTa Ha Te3W KOHcTaraiuu. Bek
MO-KBCHO OTHOIIIEHHETO KbM KYJITYpPHOTO HAcleACTBO, (POpMUPAHO B Kpas
Ha XIX u mrppBara nosoBrHa Ha XX BEK JIMTEPATYPHOLIEHTPUYHO 32 APYTHU
UCTOPUYECKHU HYX U, HEPSIKO CE€ OKa3Ba 3aCTHHAJIO B I'bPBUSI OT TPUTE ,,KO-
JI0BO3a““ HA pelenuus Ha MUTA, 3a KOUTO roBopu P. baprt: ,,mipueMane u u3-
THhKBAHE — KOTATO PEIUIIMEHTHT CTaBa ChTPYAHUK Ha MUTA; OTXBBHPJISIHE U
n300JIMYaBaHe, T.. JEMUCTU(DUIIMPAHE HA MUTA; UKUBSIBAHE HA MUTA KaTo
VCTUHCKA U €THOBPEMEHHO C TOBA HEPEAJIHA UCTOPUS, T.€. MUTBT CE KOHCY-
MHUpa ChIJIACHO lIenuTe U cTpykrypara my* (I'eopruesa-Tenesa 2002: 12).
N3numHo € Ja yTouyHsIBaMe KOM OT TPUTE MOIX0Ja, KOMTO bapt pasrpanu-
4yaBa, € aJICKBAaTEH Ha MPEIU3BUKATEICTBATA HA BPEMETO, B KOETO KUBEEM.

4. IIpo6nemMbT 3a pa3IUIHUTE XYI0KECTBEHU 00pa3y HaA MHUHAJIOTO €
BbB (OKyCa Ha €AUH OT TEMAaTUYHO-NPOOJIEMHUTE KPBIOBE B MpOrpamara 1o
auTeparypa — ,,MHUHaI0TO U maMerTa’, HO MOCJIEIOBAaTEIHOTO PeIIeKTH-
paHe BbpXY Bpb3KaTa (PaKTOJIOrHYeCcKo — (PUKIMOHAIHO, HUCTOPHYECKA JOC-
TOBEPHOCT — XyJOKECTBEHU BEPCUU, (PAKT — LIEHHOCT, BbPXY Pa3IUYHUTE
MmeTadopu3alm, Ype3 KOUTO ChC CBOS CELM(PHUUEH pecypc U KOJ JIUTepa-
TypaTta KOHIENTyaJIn3upa KCTOPUIECKOTO, TPOOIeMaTU3Upa IO KaTO KOHCT-
PYKTOP U KOHCTPYKT €AHOBPEMEHHO, € KOHCTaHTHA HeoOoxoaumocT. UuTtep-
TEKCTYJTHHUAT MOAXO/ 3a/1aBa U OLIE €THO BUCOKO OYAKBAaHE — YUYEHULIUTE J1a
Ce HayyaT J1a OCMHCIISAT BTOPUYHOTO OMTYBaHE HA MCTOPUYECKHU O0Opa3u U
MOTHUBH, /14 pa3M03HABAT €3MKa HA UPOHUSATA, MAPOAUATA, TPOTECKATA, IPH-
LEJICHU B 4YacT OT CIy4YauTe€ ThKMO KbM YCTOWYMBU MPEACTABU, UCTOPHU-
YECKM MUTOBE U KJIMILIETa (JiereHaara 3a xaH KyOpar B koHTekcTa Ha ,,ban-
KaHCKU CHUHAPOM®‘, PUKIIMOHATM3UPAHETO HA UCTOPUIECKHS pa3kas 3a Ba-
cun JleBcku B PagnukoBus ,,HoeB koBuer u ap.). Yabp:kaHeTo Ha Ta3H JIK-
HUS € U3LSUIO0 B PBLETE HA YUUTEIIS 10 JINTEpaTypa, KOMUTO CIEABA 1a CH 1aBa
CMETKa 332 OTTOBOPHOCTTA, KOATO HOCH.

5. B npsika Bpb3Ka ¢ pasmiexkgaHus MpoodjJeM U ¢ MHTePTEKCTyal-
HOCTTa KaTo CMUCJIOOIPEAEIISIL MPUHILINI B aKTyaIHUTE Yy4eOHU MporpaMu
oco0eHa 3HaYuMOCT MpUA00UBa U ,,MCTOPU3UPAHETO  KATO MMO3HABATEJIECH U
apryMEHTaTUBEH UHCTPYMEHT B YUEHUYECKUTE YCTHU U TMCMEHU TEKCTOBE.
CpaBHUTEIHO JIECHO MPOCIEINMO € BIAJECHETO W MPWIATAaHETO MY Karo
€JIEMEHT OT KOMIIETEHTHOCTHUTE 3a Ch3aBAHE HA €CE — HE HAIMYMETO HA UC-
TOPUYECKU apTyMEHTH CaMH Mo cede CH, a YMEHHUETO Jla C€ OCMUCIIAT pa3-
JUYMATA MKy IEHHOCTH, IJIEHU TOYKH, MOJIETIM Ha MOBeIeHHEe, 00yCIo-
BEHU OT COLMOKYJITYPHHUS KOHTEKCT, J]a C€ KOHCTPYHUPAT PEJIEBAHTHU Ha MOC-
TaBEHUS MPOOJIEM BPb3KH MEXKIY MUHAIU UCTOPUUECKH €TOXU (TIEPUON) U
ChBPEMEHHOCTTA, B KOATO € MOJI0KEH NHAUBUIYATHUST ONUT HA YYEHUKA, U
IO TO3W HAYMH J1a C€ Ch31aBaT CMUCIIOBO ISLIOCTHU, KOXEPEHTHU TEKCTOBE.
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AKTyanHU HAaOMIONCHUS BHPXY YUCHHUECKU €CeTa, B T.Y. U Ha JbPKABHUTE
3pENIOCTHH U3MHUTH, NOTBbPIK/IaBaT KOHCTATAIUATA 32 ,,HaMaJIsBAIllOTO BIU-
sHUE Ha TosiemuTe ucropudecku HapatuBHu (CtostHOB 2024: 258) BBpXY
ChbBpeMeHHUTE yueHuld. [lo-roisiMara yact oT MiiaguTe Xopa, 3aBbpIBaIU
cpelHo 00pa3oBaHKE, HE YMEST 1a OCMUCIHAT U apTUKYJIUPAT BPb3KUTE MU-
HAJIO — HACTOSIIIIE, TPAAUIIMOHHO — MOJIEPHO, KOJIEKTUBUCTUYHA — UH]IUBU-
OyaJIMCTUYHA KynTypa U Ap. To3u AepuuuT OHarveasBa €AuH MOo-IbJI00K,
CBILIHOCTEH 32 (POPMHUPAHETO HA JIMYHOCTTA NPOOJIEM, CBbP3aH C OTHOIIIE-
HUETO UCTOPUYHOCT — AUCTOPUYHOCT, pa3OupaHu HE KaTo HAOOp OT TOTOBU
3HaHUS, @ Karo pa3jIM4YHU CBETOINIEIHO-IOBEICHYECKH HAarlach, ChBMEC-
TUMHU B ,,paMKUATE" HA JIMYHOCTTA U OCUTYPSIBAIIN BH3MOXKHOCT 3a HU300D.
HcropuuHocTTa — ClIOCOOHOCTTA 32 ,,[TbPBOHAYAIHO AUCTAHIIUPaHE OT cede
cu®, 3a yabp)KaHe Ha ,,pa3CTosiHUE Mexay a3 u a3 (Apror 2007: 16) — e
KOHCTUTyHpalla 3a U3rpakJaHeTo Ha 3psuiara JuyHocT. OOparHo — ,,JIu4-
HOCT, M3IISJI0 3aTBOPEHA B CYOEKTUBHOTO CH OUTHE (HE3aBUCUMO JAJH TO €
JyXOBHO, MHUCTHYHO, WM € OWUTOBO-KOHCYMaTHBHO B Hal-MPUMUTHBHA
dopma), e aucropuuna no npupoaa““ (Llanos 2013: 6). Eto 3armo ,,0psi3Ba-
HETO* HA UICTOPUYHOCTTA MOXKE Ja C€ MUCIIA HE CaMO KaTo MO3HABATENICH, a
Y KaTo €K3UCTEHIIMaJIeH IS(PUITUT, KaTo JIMIIEHOCT OT U300p, OT Bb3MOXKHOCT
3a MMBJIHOLIEHHO CBBP3BAHE C IPYTrOTO U JPYTUTE, KOETO € OCHOBOIOJIAramio
3a U3rpakJaHe KaKTO HAa MHIMBU]IyalHaTa, Taka U Ha COLIMAJIHATA ThKaH.

Crnen Bcu4ko U30pOEHO €CTECTBEHO € J1a C€ 3auTaMe KakK JuTeparyp-
HOOOPa30BaTEIHUAT AUCKYPC OU MOI'BJI J1a OTTOBOPHU MPHU TOBA MOJIOKEHHUE.
be3cnopHo mpeIuMcTBO Ha HOBUTE YYEOHH MPOTPaMU € 3HAYUTEITHOTO pe-
OyLUPAHE Ha T.HAP. 33 IbJDKUTENICH CIUCHK, KOETO Ha CBOW peJl OTBapsi Mpoc-
TPAHCTBO 3a paboTa C JPYru TEKCTOBE MO U300p Ha yuutens. be3 HUKakBU
NPETEHIMU 33 HM3YEPIIATEIHOCT IIE€ OYEPTAEM HSAKOIKO OCHOBHH ,,0CH,
CJIEJIBAHETO Ha KOMTO OM MOIJIO J]a HampaBu TO3U U300p MPOAYKTUBEH OT
IJIeIHa TOYKa Ha KOMIUJIEKCHUTE KOMIIETEHTHOCTH, pa30UpaHu KaTo €IUHC-
TBO OT 3HaHUS, YMEHUS U OTHOUIEHUS B IOBEYE OT €HA MTOCOKHU:

Ha yuyenunure cneaBa ia ce Bb3narar yueOHM 3a/1a4u, U3UCKBAIIH pa-
00Ta ¢ TEKCTOBE, KOMTO YILTBTHSBAT IpEACTaBaTa 3a pa3IMdYHUTE UCTOPU-
YECKHU NEPUOJIN U COITMOKYJITYPHU KOHTEKCTU. OTIMYHA Bb3MOXKHOCT B TOBA
OTHOIIIEHUE J1aBaT Hanmpumep ecerara Ha ['eopru Mapkos. Konkpernu ¢par-
MEHTHU OT HETOBUTE ,,3a[JOYHH PENOPTAXKU M APYTU eceTa’ He caMo Mpuo-
JVOKaBaT J10 IyXxa Ha TOTAJIMTapHOTO BpeMe, HO Morar Aa ObAaT U3MOJI3BaHU

¢ Tloaxomsiy 3a LENTa U NPOBEPEHH B 00pa30BaTeIHaTa IPAKTUKA ca HapuMep ,,LleH-
3ypara — opbxkue Ha 6e3gapaunure”, ,,Mosrt doBek*, ,,CoOCcTBeHHIT pamm3bM™ U ap.
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B 33/1a4M 32 CHIIOCTABUTEIHA MHTEPIPETAILHS B ChUeTaHue ¢ (PparMeHTH OT
KOMEIUATA ,,ballkaHCKU CHHAPOM  HaIpumep.

MHuoro 1o6sp 00pa3oBarelieH MOTeHIMaN ChAbpKa padoTara ¢ TeKc-
TOBE, QYHKIIMOHUPAIIN KaTO CBUACTENICTBA 3a €IIOXUTE MOCPEICTBOM OHOT-
paduyueH HapaTUB — OT/AEIHUA OYEPKOBU (PparMeHTH 3a 3HAKOBH U MO-CJIa00
103HaTi GUrypu’ OT OOIIECTBEHO-TIOIUTHYECKHS U KyJITYPHUS KUBOT MO-
rar Ja MOCIyXaT KaTo IUTeparype mpumep (exemplum)®, upes KolTo xa-
paKTepHUTE 3a JajicHa ernoxa (Iepuo/1) MPOoIECH U SIBJIICHUS Jja ObJaT mpei-
CTaBCHU HA YUYCHHUIIUTE HHTPUTYBAIIO U pa30upaeMo. YCBOSBAHETO Ha MO3-
HaHUA 1 POPMHUPAHETO Ha MPECTaBH OM MOTJIO J1a C€ TTOCTUTA Ype3 3a7auu
32 aHAJIMTUYHO YETEHE U KOHCTPYUPAHE Ha 3HAYEHUS BbPXY OTAEIHU TEKC-
TOBU €JIEMEHTH.

JloOpa BB3MOXKHOCT J1aBa W MPEJICTABIHETO Ha >KaHPOBUTE OcoOe-
HOCTH Ha U3y4aBaHUTE IO MpOTrpaMa MPOJYKTUBHU U PEIPOTYKTUBHU y4e-
HUYECKU TEKCTOBE (€ce, KOHCIEKT, pedepar u mp.) U padborara ¢ 1eJ U3r-
pakJaHe Ha CbOTBETHUTE KOMIIETEHTHOCTH Upe3 LIEJIEHACOYEeH U300p Ha Ma-
TepHUalu ¢ ,,Jo0aBeHa* MO3HaBaTEIHA CTOMHOCT — MOAXOISIIN 32 TE3H TSN
ca rexkctoBe Ha [[Beran CrosHoB, LIBeTan Tomnopos, [letsp YBanues, ['eopru
MapxkoB, uarepBrorara Ha Koncrantun [1aBnoB u ap.

He na nocnenno msicro, pazdupa ce, akTUBHO CJI€/IBA J]a CE U3I0JI3BAT
JNOMBJIHUTEITHA PECYPCHU C LieJ HabaBsiHE HA KOHTEKCTYaJHU IMO3HAHUS U
GopMupane Ha 6a30Ba MCTOPHYECKA KyJITypa — HU3JI0KON’, BUAEO- U (PuII-
MOBHU MaTepHuau, MyOJuyYHU CHOUTHS U T.H.

BBb3MokHOCTHTE, C KOWTO pasmnojara yYuTelsT Mo ObITapCKu €3UK U
auTepaTrypa, ca He eaHa U JBe. [IpunoxumMuTe METOAMYECKH PEIICHUS U
CTBIKHU — Cbl0. Cpesl BOACIIMTE OCHOBAHUSI HA HErOBUs M300p cIiopen Hac
cieBa Aa Obie OCh3HABAHETO HA 3HAYMMOCTTA HAa UCTOPUUYECKOTO M KaTO KOH-
TEKCT, X KaTo KOHIIETIT, a TOBAa M3HUCKBA, IIbPBO, Jla C€ N03HaBa KOPIYC OT KJIIO-
YOBU TEKCTOBE, perieKTHpaIiy BbPXY Bpb3KaTa JUTEPATyPHO — HUCTOPUUECKO
U npoOsieMaTU3UpaIly €IHO3HAYHOCTTA Ha Ta3u BPb3Ka, U BTOPO, Ja C€ OCh-
IIECTBsIBA M0JI00HA peduiekcus ,,Ha TEPEeH™, J1a Ce ybpka BOJIS 3a IPOMSIHA,
0€3 HEMPEMEHHO J1a € HAJUIIE BJIaCTOBA (MHCTUTYLIMOHAIHA) IPUHY/IA 32 TOBA.

" TakaBsa urypa Hanpumep € Aced XprucTodopos.

8 3aumcTBaMe moHATHETO exemplum oT cratusTa Ha M. J{oiiunnoBa 3a I{seran Tozmo-
poB: Jlumepamypuusm npumep (exemplum) — eOna nocmmooepHa npoexkyus cpewy mo-
manumapuszma (Yepuokoxes, Kynues, Cyrapes, pea. 2009: 205).

® MHoro 106pa Bb3M0oKHOCT Tpe3 2023/2024 yuebHa roquHa MpeI0CTaBy IPOEKTHT Ha
,»Cobuiicka mmardpopma“ ,Uerenero mpe3 commanusma: [JIP u HPB™:
https://www.sofiaplatform.org/bg/projects/cheteneto-prez-socializma
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W nBete ycioBus 3By4aT YTOIUYHO, HO HAJTU THKMO YTONUATA CJIE/IBA
Jla € XOPU30HT Ha YCUJIMATA HU B peTHOCTTA. MicToprueckoTo no3HaHue €
€JIEMEHT OT COI[MATHUS XaOUTYC, KOUTO CIIOPE]T KJIACUYECKOTO OIpEIeSICHUE
Ha Bypawmiio € ,,BbILUTbTEHA UCTOPUS, THTEPHAJIM3UPAHA KaTo BTOpa MPUpoaa
Y TI0 TO3W HauWH 3a0paBeHa karo uctopus (mut. o [lenuyen 2006: 83). Ako
€IHO OOIIIECTBO CE€ CTPEMHU KbM XyMaHHO, YyBCTBUTEIIHO KbM BCUUKHU CBOU
rpakJaHu JEMOKPATHUYHO YIIpaBJeHWE, TO OuU clieaBayio cropen Maprta
Hycbaym na orcTosiBa GOpMHUpPAHETO HA HSIKOJKO KJIFOUOBH CIIOCOOHOCTH,
€lIHa OT KOWUTO € ,,CHOCOOHOCTTA 3aABJIO0YEHO Ja OCMHUCIISII MOJTUTHYC-
CKHUTE BBIIPOCH, KOUTO 3acCAraT HAIUATA, Ja TU pa3miIeK1all BHUMATEIHO, 1a
Pa3MMUIILISIBAIL U U3pa3saBall MHEHUE, Ja y4acTBall B fedaru, 6e3 1a ce mo-
JaBalll Ha BIMSHHETO HUTO Ha TpaaunusaTa, HUTO Ha Biactra® (Hycbaym
2015: 13). Eaun OT T€3u MOJUTUYECKU B CHPIIEBUHATA CH BBIIPOCHU € TO3U
32 UICTOPUUECKOTO, KOETO 3acsra Bpb3Kara MEXJy MUHAJIOTO U HACTOSIIIIETO
U OIpeIeisl B TOJIsIMA CTETIEH aKTyaJIHUTE Bb3MOXKHOCTH U CIIOCOOHOCTH 3a
JNEUCTBUE U B3aUMOJECHUCTBHE, 34 PA3IIO3HABAHE U OCH3HATO IIPOTUBOIIOCTA-
BSHE HA BCSIKAKBU OMUTH 32 MAHUITYJALNS U TOJTYMHEHUE.

ETo 3amo T.Hap. yHuBepcaiu3upaHe, 3a00MKaITHETO HA UCTOPHYEC-
KOTO HE MOXe€ /1a ObJie MPOAYKTUBEH MOAX0J. ThKMO HAMpPOTUB — HE3aBU-
CHUMO OT CUCTEMHHUTE JeHUIIMTH HAa yUEOHUTE MPOrpaMu MO3HAHUETO 3a KC-
TOpUsiTa TPsIOBA Jla BJE3€ Mpe3 Bparara B OBJITapCKOTO YUIIIMIIE C SCHOTO
Ch3HAHUE, Y€ 3a CIOKHOTO HE OMBa Ja C€ TOBOPHU MPOCTO, 3alOTO OHOBA,
KOETO € ,,0MJ10*, € MOIIIEH MHTErPaTUB, YacT OT COLMATIHUTE PUTYaJu U He-
BUJIMMUTE COLUMAITHU UHCTUTYIIUH, YIIPABIISIBALM HACTOAILIETO HU, €IEMEHT
OT KOJICKTUBHUTE PENPE3CHTAIMU, KOUTO U3rpaxaar ColMaiHaTa ThKaH Ha
TOBAa, KOETO ,,e*“. AJIEKBaTHOTO 00pa3oBaHKE MO OBIATAPCKU €3UK U JTUTEepa-
Typa B ChPIIEBUHATA CH € 1 pad0Ta M0 U3rpaXKJaHe Ha Ta3U YyBCTBUTEIHOCT,
KOSITO € 3aIbJDKUTEJICH KOMIIOHEHT Ha ChbBPEMEHHATAa rpaKJaHCKa KyJITypa.
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K. J. Erben’s ballad “The Golden Spinning Wheel” transforms the classical
motif of “revealing the truth” associated with the myth of Arachne and Athena
Pallas. The vocal message (song) of the spinning tool changes the fortune of the
characters, restores justice, and reinstates moral values. The epic line of the ballad
traces the universal archetype of making whole while lending it national
relevance.

Key words: spinner, spinning wheel, thread, spindle

MOTUBBT ,,371aTE€H YEKPBK, KOWTO €€ U U3pUYa UCTUHATA  ©UMa JbJITa
IPEANCTOPHUS — cpella ce BbB (POJKIOPHU TBOPOHU, GUKCHPAHU B OTACITHU
COOpHHUIIU, U B XyJA0KECTBEHH TEKCTOBE, KOUTO Ca B pa3JInyHa CTEIEH MOB-
JUSTHU OT (DOJTKIIOpa M Ch3JaBaT COOCTBEHA Mspa 32 aBTEHTUYHOCT Ha Mbp-
BOM3TOYHHMKA. J/[BaMa OT Hali-3HaUMMUTE 4yemku aBTopu ot 30-te — 50-Te
roguHu Ha XIX B. HHTEPIPETUPAT POJISITA HA TO3U TPATUIIMOHEH MPEIMET
ot ourta. b. HemiioBa ch3/1aBa aBTOpcKa mpukaska (,,3a 3J1aTHOTO YeKpbUe*,
,,O zlatém kolovratku®, 1845), mo-kbCHO ce Bpbllla KbM MOTHBA B CIICIIH-
aJHO omMcaHMe Ha ,,JIparata Hom B ,,baba“ (,,Baba‘, 1855). K. . Epben
Ce cpellla ¢ TO3U MOTHUB B MPOIIEca Ha 3alMCBaHe U kiacuduiupane Ha ¢o-
KIopHu TBOpOU (,,I[IpocTOHapogHM 4demIKM TI€CHM | HapUYaHus‘,
,,Prostondrodni ¢eské pisn¢ a tikadla®, 1864), pasrpbiiia HETOBU aclEKTH B
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CBOSI aBTOpCKa mpukaska (,,3a Tpute npemauku™, ,,O tfech pradlenach®,
1844), a 1o-KbCHO Ch3/1aBa CAMOCTOEH XYJI0KECTBEH TEKCT (,,37TaTHUST YEK-
pBK*, ,,Zlaty kolovrat®, 1853). To3u MOTMBEH KOMILJIEKC ITPOBOKHUPA I10O-
kbero WM. K. Kanuua, Sl Hepyna, A. Xeliayk — aBTOpH, YUE€TO TBOPUYECTBO
W3JIM3a U3BBbH PAMKHUTE Ha 1I€JICHACOUCHMUS, ,,[IporpaMeH’ mHTepec KbM G o-
KJIOpHATa CTapuHa.

B cBosiTa nzcnenoBaresncka padora karo onkiaopuct Epoen Tepcu u
ChXpaHsiBa 00pa3iy OT HApOJAHATa CIOBECHOCT, U3y4aBa JICTAMIHO YEIIKHUs
out, oOnyam u TpaauIuu. Ta3u NPOIBIDKUTEITHO U MOCIEI0BATEIHO OCh-
HIECTBSIBAHA JIEMHOCT MNPOTHYA YCIOPEOHO C JIMYHHUTE XYJ0KECTBEHU
onuty. JI. [llomnir oTunta mocturHatoto ot EpOeH, kaTto nmpuroMHs HaOJIto-
nenusta Ha [Tunun u Criacosuu' B ,,McTOpUs HA CIABIHCKUTE JIMTEPATYPU,
3a Kouto ,,Kutka®“ e ,,TouHo oriegano Ha HapogHus Ayx‘ . Crnopen HEro
,,CTHXOTBOPEHHUE, KOETO € Ch3aJ€HO B HAPOJCH JAyX, MMa OTBOPEHU BpaTu
kbM HapoaHoTo cbpue’ (Lo 1892: 286). B cBost cOopnuk ,,IIpocTona-
ponHu ...*“ EpOeH BKII0YBA 3allMCH, IaBally Oorata HHPopMarus 3a oondas
Mpe/iIecHe B TPAJAUIMOHHOTO YEIIKO 00IIecTBO. TyK € MpeacTaBeHo Ipese-
HETO KaTO Urpa, P KOATO YCIOPEIHO C HANOI00SBAHETO HA JBMIKEHUATA
Ha HUIIIKaTa c€ U30posiBaT pa3IndyHU JIOMAIIHM KUBOTHH (,,Cemsaka‘, ,,Na
prastvu®), u3ThKBa c€ Ka4yecTBOTO Ha BiakHOTO (,, I'bkau‘, ,,Tkadlec*), He-
ropoto npeaHazHauenue (,,Koaens®, ,,Koudel®), uanpeaeHoTo KoanuecTBo
ce mpuema Karo Oelser 3a cnocoOHocTHTe Ha naeBoiikara (,,JloOpa moma-
kuHs*, ,,Hezkd hospodinka®). BkitodeH € U TeKCT, B KOUTO JETalJIHO ca
onucaHu 3a0paHnTe, KOUTO TPSOBA J1a CE CIa3sT MpHU M3pabOTBaHE HA TOT-
pebanHa pusa (,,Puza®, ,,Rubas®, Epoen 1937). Taka B 1s1a nmopeauiia ot
b oaKIIOpHU TBOPOU ca 0OBBp3aHU MPOIIECHT HA MPEACHE, To0paTa HUIIIKA U
KauecTBaTa Ha JIEBOMKATAa, KaTO Pe3yJITaThT OT BCEKUITHEBHUTE U YCUIIUSA €
OeJer 3a HeliHaTa 3peJIoCT, 33 TOTOBHOCTTA J1a MPEMUHE KbM clie/iBalia ¢gaza
OT CBOSI )KUBOT. 3a (POJIKJIOPHOTO Ch3HAHUE JKEHATa € B HEpa3prMBHA BPbh3Ka
C MaTepuATa — OT HEMOJApeIeHaTa U HeoOpaboTeHa Kbesl (MUKPOMO/IET Ha
Xa0ca) Ts U3TEIJIS BIAKHOTO, 3a Jia IO MPEBbPHE B ThKaH U Jipexa. B cbioro
BpEMeE TO3HU BUJI TPYJ 3aBUCH OT boxkusita BOs:

Da-1i pan Bth, v pondéli Ako bor nazie B OHEIETHUK
mUj kuZzeli¢ek nadéji. .. HAJIekK1a, MOATA XyPUHLA. . .
(,,KuZzelicek*) (,,Xypuuma®“, Epoen 1938: 82)

"' Cnopen nBamara asropu A. H. ITunun u B. J[. Cnacosuu Epben ,,BIpHO npeaBa Ha-
poaHMS AyX“, B HeroBarta ,,Kutka®™ Te BHXKAAT ,,00pa3el] 3a YUCTO YESIITKHA CTHII M €3UK*
(ITunuu 1881: 959 — 960).
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Toii e pasmnpesienieH npe3 THUTE Ha CEAMUIATA, KaTo € clia3eHa 3abpa-
HaTa 3a paboTa B METHK, M MOJA00HO Ha OubnelickaTa xpoHoiorusa Ha ChT-
BOPEHUETO, HEACIHUST JCH € ONpPEeIeiCH 3a MOYMBKA U CIIOJEISIHE, U3BaXK-
JaHe Ha ,,0s1° CBAT Ha IUI0JI0BETE Ha Tpyaa. [locienoBaTenHO BHBEICHH,
otnenHuTe (a3 oT 00paboTKa Ha BIAKHOTO Ch3JaBAT BHYILIEHHUE 3a MPO-
TSDKHOCT M PUTMHYHOCT, KOUTO OTMEPBAT® KUBOTA M IO M3IBIBAT ChC Ch-
nbpkanue. Ta3u MojiesiHa Bph3Ka Ha )KEHATa C MaTepUATHO-OUTOBUS CBSIT,
a 4pe3 Hero — CbC CBETa Ha CUMBOJIHUTE 3HAUEHUS, C€ HaOI0aBa U B O1O-
JICUCKHS TEKCT, KOUTO XapakTepusupa Jo0poaeTeNHaTa KeHa upe3 U3Bbp-
IIEHOTO OT Hes: ,,JIoOpoaeTenHaTa keHa ThPCU BBJIHA U JIEH, U PabOTH C
pblieTe cu ToBa, KoeTo u € yroauo* (bubmus 1993: Ilp. 31:13 — 14), ,,cnara
PBIIETE CH Ha BPETEHOTO U AbpxkKHU B pblle xypka“ (bubmms 1993: [p. 31:18 —
22). Cnopen anokpu(Hu BapuaHTU Ha OMOJIEMCKUA pa3Ka3 JKeHaTa rmoemMa
CBOSITA YacCT OT ompejiesieHus: oT bor TeXbK TpyJ — Ha HEsl € OTPEJICHO J1a
npejie KaTo HakazaHue 3a MpOosiBeHaTa TopJoCT (B HSAKOW BapUaHTU — Ja
ThuE’), 4 HA MBXKa — J]a Ope. 3a 3HAYMMOCTTA HA M3IPEICHATA HUIIKA B JKH-
BOTa HA )KE€HATa CBUJETEJICTBA CPEIHOBEKOBHUAT TEKCT, HApU4aH ,,EBaHre-
aue Ha Xypkute . B Hero ca o0XxBaHaTH BCHYKH ACIIEKTH OT CHIIECTBYBa-
HETO Ha JIeBOMKaTa, MaikaTa, Bb3pacTHATA >K€Ha — CIOPE]l CIOJIETICHUS OT
TAX OINMT C MOMOIITa HAa TaJlacHe IO IMbPBOTO BJIAKHO MOXE Jla C€ y3Hae
uMeTo Ha Obaentus cbnpyr (Jlakapuep 2010).

KoileKTUBHUSAT XyNI0KECTBEH OMUT MPEBPbBIIA HUIIIKaTa B MapKep 3a
U3TEKJIO, HO U U3MBJIHEHO ChC ChAbPKAHUE KEHCKO BpeMe. Tst pyHKIHO-
HUpa KaTo MeTadopa Ha TPACHETO W MPOABJDKATEITHOCTTA HA OTIACITHUS YO-
BEIIIKU UBOT, KATO 3HAK 32 B3aUMHO MPOHUKBAHE HA BCEKUIHEBHO-OUTOBO
U cakpajiHo Bpeme. Bbpxy paskosie0aHaTa MOBCEIHEBHOCT M 3aCHUIICHATA
CUMBOJIHOCT B PE€3yJITAaT HA MOPAXJAHE HAa MOPAJIHU BBIIPOCH aKIECHTHPAT
peauna npukasHu croketu Ha bpartsa I'pum, b. Hemiona, K. 5. EpGen. B
HEMCKaTa MpuKaska ,,Jla mpeneiil, Jo0KaTo MOrpo3HeeI‘* Hapsr, ,,KOUTo 00u-
YaJl MOBEY€ OT BCUYKO HA CBeTa npeaeHero Ha yekpbk (I'pum 2016: 114),
JlaBa HETMOCUJIHA 3aJlaya Ha KHSITHMHUTE — Jla U3IMpeJaT OrpoMHa KOIIHUILA
jeH. B ponsta Ha BBAMIEOHW MOMOITHUYKUA BIW3AT ,,TPU W3KIIOUYUTEITHO
rPO3HU CTapu MOMH (TIaK Tam). YCBhPAUETO UM B paboTaTa € MapKUPaHO

2 3a HMIIKATa KaTO MEPHA €MHMIA, KOATO 00BHP3Ba TEXHOJIOTMYHATA AEHHOCT ¢ KOHK-
pEeTeH ToJMILIeH Ce30H, CBUAETENCTBA U (hopmynara: ,,Kratky den,/ dlouha nit* (,,Kbc
neH, apiara Humka®), (,,Ipenene*, ,,Prastvy, Epben 1937: 82).

3 CuMITOMaTHYHA B TOBA OTHOILIEHHE € puKaskara ,,Jlsno Focon® (pasmen ,,buirap-
CKH TIpUKa3KHu‘‘ oT cOopHUKa ,,130panu mutoBe u nerenau..., K. 5. Epben), kpnero Ha
YKEHATa € OTPEJICHO IIsUT )KUBOT Ja Thue U IJIATHOTO Jia € TOJIKOBA MAaJIKO, 4Ye Ja Cce T0-
oupa nox mumanna (Epden 2011: 206).
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ype3 nedopmanuaTa — Ha IbpBaTa € OrpOMHa yCTHATa, Ha BTOopaTa — mnaje-
IIBT HA €JHATa pbKa, HAa TpeTaTra — CcThlajnaTa. TpuTe mpenadyku QyHKIHo-
HUpAaT U KaTo 0000111eH 00pa3 — OTACIHUTE YaCTH Ha TEXHUTE TeJla ca yA0Be
Ha €JHO TS0 ¢ 00IIa 1en — aa Ob/ie U3NPENICH JEHBT, B pe3yJTaT Ha TpU
pa3JIMYHM IEMHOCTH MpU HeroBata oOpadoTka. [losBsiBaiiku ce, Te mpeamnas-
BaT KHATMHUTE OT MOTPO3HSIBAHE, HO M OYEpPTaBaT TroJjisMaTa HEChbBMECTH-
MOCT MEXJy CBETa Ha MbXKa U KeHara. Llapar, KOUTo € Hapeaui aa ce us-
BBPIIU MIPEJECHETO, CE PA3NOPEkK/a KHITUHUTE J1a HE IOKOCBAT MOBEUE YEK-
PBK, 32 J]a 3aMa3sT KpacoTaTa cu. TyK OCBEH KaTO YUCTO TEXHOJOTHYHA JIEH-
HOCT TI0 Ch3J]JaBaHE HA THhKaH MPEACHETO MPUA00MBa 3HAUCHUE HA YMEHUE
32 HaJXUTpPSIBaHE, 3a ,,0IJIMTaHe’ HAa OH3U, KOMTO MCKA TBBPAE MHOIO OT
IBIIEPUTE CH; IPEBPBILA CE B KT, KOUTO CHU35IBA 3HAUMMOCTTA Ha MbXKKaTa
1apcka urypa B pe3yiaTaT Ha 00eIMHEHUTE B CBOSITA U300PETATEIIHOCT TIpe-
JAYKH.

B ,,Msbp3enuBara npenauka“ (I'pum 2016: 608) 0OTHOBO MBXKBT € MOC-
TaBEH B HECUTYPHOCT — OT €/IHa CTPaHa, TOM MCKa Jia OCUTYPH HA KEHA CU
Makapa 3a U3NpeieHaTa HUIIKA U CIOpe TPAAULIMOHHUTE MPEJICTABU € J10C-
TUTHAJ 3PEJIOCT, IIOM YMee J1a U3padoTH ypeau 3a MpeeHe U ThbKaHe, HO OT
Ipyra, TOW HsMa JIOCTaThYHO MO3HAHUA 3a CBETa HA jK€HaTta. s My Ipu-
MMOMHSI Bb3MOKHOCTTA HUIIIKATA J1a C€ IPEBbPHE OTHOBO BBHB BBHJIHA, C KOETO
Ce aKTyaJu3upa IUKINYHATA TIPeJIcCTaBa 3a BpeMmeTo. JKeHara He UCKa U He
MOXe€ J1a IOBBPIIU 3alI0YHATOTO, 3alll0TO 34 HEsl ’KUBOTHT B HEroBaTa IMpo-
JTBIKUTETHOCT U paboTaTa (Mpe/ieHe) ca uASHTUYHH. Taka ca pa3srpaHuu4eHu
cdepuTe Ha )KEHCKA U MB)KKa IEHHOCT, HEMTPUTOTHOCTTA HAa MBXKa B c(peparta
Ha )KCHCKHUTE 3aIbJKCHUS, HETOBAaTa ,,9yk10CT . ONMUTBANKHU C€ J1a Ch3/1a/1e
CBOHM pell, TOM € HAAXUTPEH OT Ha NMPbB MOIJE] JEHUBATa, HO BCHIIHOCT
,»3HaeIa“ u Beua xeHa. Upe3 HUImKara, KOATO CIIy)KU U KaTO aHTPOIIOJIO-
IMYHO OPUMEHTHpPAHA MEPHA €IMHUIIA B MPOCTPAHCTBEH (M3MEPBA Pa3CTOs-
HUETO MEX]y T0JIa U TaBaHAa) U BPEMEBU IUJIaH (M3MPEICHOTO MOXKE Jia Ce
OKa)K€ OTHOBO CYpOBa KbJEJI, T. €. KpasiT JAa ChBIAJHE C HAYAJIOTO), CE pa3-
IPHINAT KAaKTO OTHOIICHUSITA MEX/IY JIBaMaTa, Taka U C€ U3IbJIBA ChC Ch-
JIbPKaHUE KUBOTHT UM.

CBosI mpHKa3Ka, CBbpP3aHa TEMATUYHO C MpejaeHe (,,3a 371aTHOTO YEK-
ppue®, ,,0 zlatém kolovratku*, Hemmosa 2008), my6nukysa b. Hemiioa. Ep-
oen s penaktupa u cnopen I'pyun (Ipyna 1935: 308) monu aBropkata na
M34aka ¢ MmyOJIMKyBaHETO M, JOKATO OTredara cBosita Oanama. B aBTropckara
cu rpukaska HemioBa e ciiiHO noBnusiHa ot myOiauKyBaHaTa oT bparsa ['pum
,,bsisia HeBecTa v uepHa HeBecTa™ (I'pum 2016: 636). Ts oOaue 3ameHs ABOM-
KaTa 3aBapeHa JbIIeps — COOCTBEHA JIBIIEPS U CHOTBETHO PAa3CIOSIBAHETO B
oOpa3a Ha ’KeHaTa Ha JIBaTa TUIa TOBEJICHUE — Mailka 1 MaIexa, C pOJHUHCKA
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BpB3Ka MEXKTy JBE CECTPH, 000TaTsBa U pa3BUBa CIO)KETHATA CXEeMa, BBEkK/a
MHOKECTBO JICTAlJIN, XapaKTepu3nupa 00rato NEPCOHAKHUTE, U3MOJ3BA ChHS
KaTo XYJ0KECTBEH IOXBaT, C KOWTO CE€ 3achjiBa OYaKBAHETO, yCHOpe/siBa
MIpEeCHETO M MUCHJITA Ha IeBOMKaTa. B TekcTa ca ouepTaHu SICHO MOJIOCHUTE
MpOsIBM — UMEHaTa Ha ABeTe cecTpu (loOpyHka u 31000xa) n3pas3sBaT TEXHU
MOBEJICHYECKU U HPABCTBEHU OCOOEHOCTH, TE€ Ca C PA3JIMYHO OTHOIICHUE KbM
TpyJla, HEMOTUBHUPAHO PA3JIUYHO € U TIOBEJCHUETO HA MailkaTta KbM BCSIKa OT
TAX. ABTOPOBOTO MPUCHCTBUE CE€ OTJIMYABA C MOJYEPTAHO THPCEHE Ha aK-
IIEHTH U €(eKTH, C HECKpPUTO CyOeKTUBHO oTHoIeHne. Taka Harmpumep J06-
pyHKa cama KaHHM MaiiKa CH 1 cecTpa CcH mpu cede cH, He 3a0eisi3Ba TAxXHaTa
3JIOHAMEPEHOCT M MOpaJu MpEeKOMEpHaTa CH JI0OpOTa CTaBa TSAXHA >KEPTBa.
’Kenntbara, KOSTO 111€ OCUTYPH Ha HEIIACTHOTO MOMMYE ITPOMSHA, CTaBa €/]1-
HOBPEMEHHO C TOBa M MOBOJI 32 MHOXECTBOTO M3nuTaHus. C momolira Ha
MBIPUS CTapell, HapeyeH B TEKCTa ,,CBAT YOBeK'* (,,svaty muz*), ,,0maroze-
ten* (,,dobrodinec®), ,,ormennuk® (,,poustevnik*), komyro JloOpyHka ncka
7a 1eNNyHe PHKA, U BEINICOHUTE MPEIMETH — 31aTHU' BPETEHO, XypKa, YeK-
PBK, CE OCBIIECTBSBA OIICHHOCTSBAaHE, UACHTU(HUKAIIMS U CITacsIBaHE Ha He-
BecTaTa. Te ce oka3BaT €IHOBPEMEHHO MHCTPYMEHTH 3a IpeJieHe, HO U ,,3a-
MeCTBaIIU ", ,,TPEACTABSIIIN " OT/ICTHUTE YACTU HA MOMHUHCKOTO TSII0°. Ompe-
JEJICHUETO ,,371aTeH* aKIEHTHPa BbPXY TAXHaTa HEOOMKHOBEHOCT KAaTO BHH-
mieH BuA U ¢pyHkiuu. C momoInra Ha nepcoHuduImpaiara crnocoOHOCT aa
nesT, Te MoJINoMaraT akTa Ha pa3no3HaBaHe. Taka BbB (JOpMaJIHO Cria3eHaTa
ot HemioBa liepapxuuHa CHHTarMaTH4Ha CTPYKTypa Ha BbJIICOHATa MpHU-
Ka3Ka, B KOATO IIACTJIMBATa )KEHUTOA C 11aps € KpaiiHa 11eJl, Hail-3HauuMa ce
OKa3Ba He cBaTOaTa Ha maps ¢ OcaHaTa ICBOMKA, @ YCTAHOBSIBAHETO HA MCTH-
HaTa KaTO HPABCTBEHA IIEHHOCT. YEKPHKBT U OCTAHAJIUTE MHCTPYMEHTH 3a
MpeJIeHE ca OT €IMH XOMOJIOTHYEH PeJl C YaCTUTE Ha KEHCKOTO TS0, TON
y4acTBa B aKTa Ha WJEHTU(]UKAIINSI, OKa3Ba CE CBBP3BAII0 3BEHO MPHU BH3C-
TaHOBSIBAaHE Ha IpaBjaTa. Upes Hero ce OChIecTBsIBa MPexo1 OT cdepaTa Ha
outoBaTa ynorpeda U TEXHOJIOTUYHUTE JIEWHOCTU KbM ILJIaHA HA BUCIIUTE
XPUCTUSHCKH 1IICHHOCTH — HPABCTBEHOCT U CIIPABEIJTUBOCT.

AJTr031 3a cpella Ha BCCKHIHEBHOCT U ChJ0OBHOCT, 3a IOKOCBAHE JI0
TaHCTBO, 32 000 BPEME U MSICTO, KOUTO CHOUPAT )KEHUTE, CE OTKPUBA U B
ynorpebaTa Ha Jekcemara ,,0/ieHre’ KaTo CHHOHUMHA Ha ,,cefisHKa*. B po-

* B apyra cBos npukaska (,,['opcka Buna“, ,,Lesni zinka*) B. HemiioBa BbBEX1a KaTo Tiep-
COHa’ JIEBOMKA, KOSITO IOCTaBsl KbJEJsITa OKOJIO TJIaBaTa CH, a TopcKara JieBa i riomara u
s Bb3HArpakaaBa, KaTo NMpeBpblia Ope3oBute aucra B 31ato (Hemmosa 2008: 124).

3> ChOTBETCTBUSI MEXKy HHCTPYMEHTHUTE 32 MPEJICHE U YaCTUTE HA YOBEIIKOTO TSJIO CE
OTKpUBAT U B Obarapckust Goiakiop: ,,JleTo i pbie nagHaim, KOCTEHN XypKH CTaHaIu
(1abeBa 1939: 119).
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MaHa ,,ba0a‘ mpa3HUKBT HA MpeNavyKuTe (MOMECTEH B HAPOIAHUS KaJeHIap
cneq borosBienue) e HapeyeH ,,Abira Hol®, ,,0/cHne’, a TaHIBT Ha eHA
OT I€BOMKUTE Ha bbIHU BEUeEp € CpaBHEH OT BH3PACTHATA KEHA C BPETEHO,
koeto ce BbpTH (Hemmosa 1957: 178 — 179). Onucanusta Ha 3aApyKHUS
Tpyx B ,,5aba‘“ ca miaox He camo Ha eTHOrpaduuHa MPELMU3HOCT , HO U Ha
XYJI0’)KECTBEH M U3CJICIOBATEIICKM MHTEpPEC KbM Mpa3HHUKa KaTo MpecedHa
TOYKa Ha OMTOBO U CBEIIEHO BPEME.

EpbenoBara npukaska ,,3a Tpure npeaadku’ (,,O tfech pradlenach®,
EpGen 2009: 80 — 87) BkiIr0YBa MOTHBA 32 BBJIIICOHUTE MOMOITHUYKY C JIe-
dbopMupaHu CHOTBETHO MPBCT, YCTHA U CTHIIAJNO, 3ajavara J1a ce M3Mpee
OTPOMHO KOJIMYECTBO JIEH, HO U HEJOCTAThYHATA 3PEJIOCT Ha JAEBOMKATa, 3a
KOSATO Kpajulara UCKa Ja 0KEHU CBOSI CHH. TPUTE KEHH CE MOABSABAT CIEN
pa3KasiHUEeTO, Mpe3 KOeTo npemMuHana Jluaynika. Bp3cTraHoBeHa € JTMHUSATA
Ha IIPUEMCTBEHOCT B KEHCKUS KOJIEKTUB — HapYIICHUSAT OOMEH Ha 3HAHUS
MEXly MaliKa U JbIleps € MPEoAOJIsaH, JIEHOCTTa € JUCKpEeAUTUpaHa, Heo-
NUTHAaTa JICBOMKa € MOJMNOMOTHaTa OT PadOTIMBUTE Mpeladykud. B To3m
TEKCT, KOWTO BEPOSATHO € HE caMo 3aIrcaH, HO U oOpaboTeH ot EpOeH, ce
3a0ensa3Ba KOHIICHTpUPAHE Ha JACHCTBUETO OKOJIO KEHCKHUTE MEPCOHAKHU —
Kpajuiara ooeriaBa Ha MOMHUYETO CBOSI CHH, TO TPsAOBA Ja JOKa)Xe CBOUTE
Ka4yecTBa U CIIOCOOHOCTH, TO € MOCTABEHO MpEe U3IMUTAHUS, KOUTO MY IIO-
Ka3BaT COOCTBEHHUTE HECHBBpIICHCTBA. [10/100HO M3MecTBaHE HA BHUMAHH-
€TO OT TPAJUMIIMOHHO aKTUBHATAa MbXKKa (PUrypa 3a cMeTKa Ha JIeBOMKara,
YKE€HaTa, ONMUTHUTE MOMOIIHUYKHY, Iapuiara (KOUTO ca HE CaMO OTACITHU
MEPCOHAXKHU CHC CBOM (PYHKIMH), OPUEHTHpPA KbM pPa3IUIHUTE BPEMEBU
¢da3u B KUBOTA HA )KEHATA U PA3TUIHUTE M CTATyCH — MPOOIJIeM, KOUTO NMa
CBOETO MSICTO B XyJ0>KECTBEHUTE TeKCTOBE Ha EpOeH.

Pasrnenanure QoOIKIOpHH MTBPBOU3TOUYHUIIM CHIBPXKAT TOJISIMO pas-
HOOOpa3ue OT BapHMaHTH HAa MOTUBHHS KOMIUIEKC ,,lTpeJcHE’ U HEOTACIIH-
MUTE OT HETO KbJeJsl, HUIIIKA, ThKaH, YeKPbK, XypKa, BpeTeHo. Bucokara
MY YECTOTHOCT CBUJIETEJICTBA 32 3HAUMMOCT KaKTO 3a KyJTypHaTa NaMeT Ha
KOJIEKTHBA, TaKa U 33 OTJe/IHATA TBOpYecka InuHocT. TekcroBere Ha M. 4.
Kanuna, K. . EpGen, A. Xeliayk, Slu Hepyna ca uanuBuayamnu Xyaoxec-
TBEHU UHTEPIPETALUH, ,, TMYHU " TPOUUTH, CETIEKTUPAIIN U KOMOUHUPAIIU
MO3HATU 3HauYeHUs. B To3u mpoliec Ha MPUITOMHSIHE U TTPepadOTKa ce OTK-
posiBaT crneuupuYHN CyOeKTUBHM Harjacu U akmeHTu. ,Jllpemauku‘

¢ B cBoero mscnensane A. Kabanty nocousa, ue B ,,Peunnka Ha Axagemusara® or 1694 r.
celsiHKaTa € onpeensiHa Karto ,,0feane Ha rpymna xopa“ (Kabanty 2012: 68).
7 3a uarepeca Ha HeMIoBa KbM TO3H IPAa3HUK CBHUAETENCTBAT KAKTO JIMYHATA M KOPEC-
nouaeHuus (3udspt 2023), Taka u GakThT, Y€ Ch3/1aBa OTACNICH TEKCT ,,JIbaraTa Hour'
(,,Dlouha noc*, 1846), kbIeTO AETANIHO ONKMCBA YMEHUSTA HA THKAUYKHTE.
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(,.Prastevnice”, 1847) ot Mozed Kamuna (chBpeMeHHnK Ha Epben, onpene-
JIIH KaTO HENOOLIEHEH POMAHTHK, ,,IPOKBIHAT MOET)® MMOYTH M3LANO Ce
onMpa BBpPXY JiereHaara ,,JleBute ot e3eporo®, m3BecTHa OT COOpHHKA
,2Hemcku ckazanua“ (I'pum 2017: 215). Tpure ropcku 1eBU, KOUTO BCIKA
BeUep y4JacTBaT B CEJSHKA, HOCAT 0YapOBAHUETO HA HEM3BECTHOTO (,,KBC €
JOMBT UM, HaIlPpa3HO € JIa Ce IUTa / TEXHUsI TPOU3X0]] HUKOW HE IIIe TH H3-
Bectu®, ,kde domovem jsou, darmo se kdo tdze / jich plvod nikdo ti
nezvestuje®, Kanuna 1874: 59); obnedyeHu B 05710, €IHAKBO MUIU KbM
BCUYKH, T€ CE€ OTJIMYABAT U C OTHOIICHUETO CH KbM JIFOOOBTA!

Pozemské lasce cizi byt se zdaji, 3a 3eMHaTa JJFOOOB U3TICKAAT Uy KU,
Dadouce dary ducha svétéjsi. JlaBaiiku IO-CBSITUTE JapOBE HA ayXa.

(Kamuna 1874: 60)

B paborara cu HagMUHABAT BCUYKU JI€BOMKH, 3HAAT JETeHIH (,,HA XY-
0aBu MHUTOBE TBOpeHus cTporHu®, ,.krasnych baji skladné vytvory*), urpmu,
yMesT Jia ce 3a0aBisiBaT M ca MopajieH o0pa3sell, HO Cria3BaT OrpaHUYEHUETO
Jla CH TpBrBaT BUHATH, KOTAaTO M30Me eauHaeCeTHAT Yac. Mmaausar Sporr
€ Taka IJICHEH OT TAXHOTO MPUCHCTBHE, Y€ 3a JIa YABIKH MPEKapaHOTO
BpeMe (,,caMo C T€3U BEUEpPHU OTUYMTA BPEMETO Ha )KUBOTA CHU*, ,,jen na vecery
Cita doby ziti*, pa3aensiiku ce ¢ TAX CSIKaIll Ce pa3aeis ¢ AyIiaTa CH), BpbIla
CTPEJIKUTE Ha YAaCOBHUKOBATA KyJIa, 3a Jla TH 3aAbpXKu. B cBOsiTa MHTEpHpE-
tanusa Kannna nmoguepraBa KOHTpacTa Mex Ay MO3ULIMITA HA MJIajeka U Ha-
YUHA, 10 KOWTO Cc€ MPOsBSIBAT TPpUTE JEBOUKHU. Tol rpy0bo HapyIiaBa cras-
BaHOTO OT TAX IPABHUJIO; HW3MOJ3BAaWKH XHUTPOCT, HEBOJIHO IPUYHHSIBA
CMBPTTAa UM. EMUUECKUAT TOBOPUTEN U30Mpa MAaKCUMAITHO OJTM3Ka 0 HEeTO-
BaTa eMOITMOHAIHA HArjaca MO3WIHs, TON J0JaBs KEJIaHUETO MY Ja CIpe
BpeMeTo (,,MOTJIO Jin Ou OwII0 — OU crIpsiT BpemeTo®, ,,by mozna bylo — stavil
Casu let™) u ,,ma OTKpUE apOMAaTHOTO I[BETE€ HA CBOS paii (,,zahdjil vonny
raje sveho kvet”, Kanuna 1874: 61). [lpeacrasata Ha Spormn 3a 11000BTa U
HacjazaTa OT cpelia ¢ JJro0uMara mpepacTBa B KeJlaHUe J1a TPUTEKaBa HEeMl-
HOTO BpeMe, J1a Bjajee HErOBOTO MPOTHYAHE U MPOABIDKATETHOCT. KoH)-
POHTHPAHHM ca JIBE KOHIISIIIIUH 3a JJI000BTA — MB)KKa, KOSATO pa3ynTa Ha He-
orpaHuWYeHaTa BJIACT W JbXaTa, M JKCHCKa, M3pa3eHa upe3 J00pojaeTeny,
HEXHOCT, PAaHUMOCT U JoBepHue. B ch3mazeHaTa mpejcTaBa 3a aKyCTHYHA

8 1. 5. Kammna (1816 — 1847) e chBpemennnk Ha K. X. Maxa u K. £I. Ep6en, c»31aBa
pEANLIA IMPUYECKHU U JIMPO-EMMYECKH TEKCTOBE, ITO-TOJIsIMaTa 4acT OT KOUTO ca OTIeYa-
TaHW elBa CJel Herorara cMbpT. B Oworpadusita My ce OoTKpuBar penuua ,,00Imu
MmecTa‘ ¢ 6uorpagusnta Ha Maxa — paHHa CMBPT, HEJJOOLICHEH IIPHKUBE, CaM H3/1aBa
nbpBaTa cu TBOpOa, pazpadoTBa CXOAHU XYyI0KECTBEHH MOTHBH, IIOPTPETHT MY € OII-
punn4aBaH Ha u3o0paxkeHus Ha Mucyc Xpucroc.
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cpeaa M3MaMHHUTE yAapy OT YaCOBHHKOBATa KyJia ca ChIIPOBOAEHU C MECEH
U 3BYK OT Y€KpbKa — pa3InuyHUTE MeTaopH 3a BpeMe aKIEHTHPAT BbPXY
Pa3IMYHOTO OTHOILIEHHE KbM HETO, & C TOBA — M BBPXY HECHbBMECTUMOCTTA
Ha MBXKKHS U KEHCKUS NOTJIe]l KbM cBeTa. CMBPTTa HA TPUTE IEBOMKH (Bb3-
pUeMaHu OT MOMbKa B €IMH 00pa3) HE € Ha30BaHa, a € BHYILIEHA Ype3 ChC-
TOSIHHETO Ha €3€pOTO:

Upénim Zalnym zni hloub jezera. Cbc CTEHAHHE XAITHO 3BYYH IbIOHHATA
Ha €3epoTo.
(Kanuna 1874: 62)

Enunueckusar ropoputen B Oanagata Ha KanuHa ynaBs aertaiiute B
CHCTOSIHHUSITA HAa TIEPCOHAXKUTE, J0JIaBsI KOHPIMKTHUTE MECTA B TAXHOTO 00-
IIyBaHe, ,,IpEMbI4aBa‘ CMBbPTTA, TOBEPSIBA 3HAHUETO 3a CIYYHUIIOTO CE Ha
BoJHUTE NTHOMHU. B myxa Ha ¢onkaopHaTa 0anaaa Toil TOBOpH 3a HE3aBBP-
IIEHOCT BBIPEKU CMBPTTA, 3a 3ByKa OT MOMHHCKHUTE Tiiacose (,,1 dievni
pisné jich jen touhu budi®, ,,u ApeBHUTE UM MEeCHU caMmO Thra chbOyx aaT
(Kanmuna 1874: 62), yneto Bb3/A€MCTBHE NPOIBIKABA.

B Oananara ,,3natHust yekpbk oT K. 5. EpOGen ce HabGmronaBar pe-
JUIa TIPUKAa3HU MOTHUBH, KOWTO CHOTBETCTBAT HAa KOHKPETHW (YHKIIMH B
npenioxkenata ot B. Ilpon cuctema oT Tpuaecer u eAMH 4iieHa: 3a0yIeH
MOMBK c€ OKa3Ba npej Heno3HaTa konuba (I GyHkius B knacuduxanuara
Ha [Ipon — equH OT WieHOBETE HATyCKa JOoMa); MallleXa UCKa J1a 1aJie CBOsATa
obIIeps 3a KeHa BmecTo obemanata (VI ¢yHKIUS — aHTAaroHUCTHT Ce
ONMTBA J1a U3MaMU CBOSITA )KEPTBA); KpaJl, KOWTO HE Ce JJOCella, Ye 111e Oblie
HAJXUTPEH (KepTBaTa ce MojgaBa Ha U3MaMa U C TOBa HEBOJIHO MOMara Ha
Bpara cu, VII ¢pyHkuus); neBoiika npexrBsiBa MHOKECTBO NEPUIIETUH, J10-
kKato ObJe paskpuTa WCTHHATa (C WM3BeCTHH TpaHchopmaruu ToBa € VIII
GyHKIMS — aHTarOHUCTHT MPUYMHSIBA HA €IUH OT WICHOBETE Ha CEMEUCT-
BOTO BpeJia Uu yIIbpO); MOABSIBA CE€ MbIbP MOMOIIHUK (BapUaTUBHO pea-
mu3upana XIV GyHKIHS — TeposaT uMa Ha pas3mnoiioKeHHe BBINIEOHO cpe/l-
ctBO (IIpom 1995: 60). Te3u nmpukazHu MOTUBU Ca OPraHU3UPAHU B CMHUC-
JIOBO €IMHCTBO, KOETO MMa TPOWYHA CTPYKTypa — 3araTHaTO € BBH3MOMKHO
1acTue, MOsABSBAT CE PeAulla MPEMSITCTBUS, TPYTHOCTUTE Ca IPEOIO0JICHU U
€ mocturHara xapmonusi. EpOeHoBata 0anaja moBTapsi B OCHOBHM JIMHUU
BbBeneHN OT b. HemiioBa B eqHOMMEHEH TEKCT MOTHUBH, KaTO KbM TSAX TIPH-
0aBs o11ie J1Ba — ,,)KMBa BOJa™ U ,,lIeCH-My3UlIUpall 4eKpbK*. Taka 1oOpusT
cTapel] Ma CBOsI TpyTia OT TOMOIIHUIIH, KOSTO 00XBaIlla €IHO YOBEIIKO Ch3-
JlaHWE W JIBE BBJIIICOHU CPEICTBA C MEPCOHUPUIIUPAIIHN XaPAKTEPUCTUKH.
Enuyeckara quHus, TpOIyKT OT KOMOMHUPaHE Ha MO3HATH MOTHUBH, CE pa3-
rpblIa B YCIOBUA Ha 3a0aBsiHe U 3aTPYIHEHO MPUJIBIKBAHE KbM KpaiiHaTa
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e — T 00XBalla KakTo TS HA U3MaMaTa U JbXKaTa, Taka U IIbTA Ha pas-
KpUTaTa UCTUHA U yCTAaHOBEHA ClipaBeaiuBoOCT. Upe3 nmpunyauTenHaTa 61u-
30CT U HECHIIMHCKOTO POJICTBO HA JABETE MOMUYETA (3aBapeHa U JI0BEJICHA
IBbIIEPs) ca YCTIOPEASHU JIB€ MUPOTJICAHH MO3UIIUH, IBA TUTIA PUCHCTBUE
U OTHOIIIEHUE KbM KUBOTA.

Or1ie TbpBUSAT MOTHUB — MOMBKBT C€ U3ryOBa MO BpeMeE Ha JIOB U I10-
najia npeji Hermo3Hata KbIia, MOCTaBs BhIIPOCA 3a TOBA 3a KOTO BCHIIHOCT €
U3MUTaHKUE CITy4YBalIOTO ce. Toil Bk aa KpaCUBOTO MOMUYE (,,/IEBOITYE KATO
usere®, ,,divéina jako kvét*’), a To My naBa Boja OT KIIaJEHENA M CPAMEXK-
JUBO csifia Ja npeje. Bp3aecTBUeTo U BPXY HETO € OTYETEHO upe3 3a0pa-
BEHATA )Ka)k/1a ¥ BIIEYATIICHUATA My OT HeliHaTa padoTa (,,y4y/iBa Ce Ha ThH-
KaTa, MpaBa HUIIKA, / HE MOXE J1a OTKbCHE OYM OT XyOaBara mpenayka‘,
,,divi se tenké, rovné niti / nemiiZe o€i odvratit s p€kné pradleny*‘) — nocra-
THYHH, 3a Ja 5 TIOMCKa 3a )keHa. MIIaiuaT MbX TTOBTAps CBOETO MPEIJIOKE-
HUE Ha JPYTus JICH U MpeJ1 MallexaTa, KaTo HaCTOsIBa B KPAJICKUs 3aMbK J1a
JI0¥/Ie UMEHHO OHa3M, KOATO € BUJISUI, @ He COOCTBEHATa ¥ Abliieps. B uzino-
YKEHHUTE OT BCEKH OT TAX aApTyMEHTH (Malexara TBbPAM, Y€ JIBETE TbIIEPU
ca €IHaKBU KaTo JBE OUH, a TOH € yOesieH, ue 11e 0bAe U3MbIHeHA HETOBaTa
BOJISI) CE pa3KpyBa HENPUTOJHOCTTAa HA MbXKa 3a CBETA Ha >keHaTta. Toil He
pas3no3HaBa M3MamMara, IpueMa JioBejieHaTa My HEBECTa, 3a)KUBsBA C Hedl. ..
Te3u xo0/10BE B enMYecKara JMHUS BBBEXK/IAT MPUXU KbM 00pa3a Ha He3pe-
JUsl YOBEK, KOWTO, Makap M KpaJs, U TOCHo/iap, OCTaBa JbJIT0 3a0/IyJIeH U
HesHaenl. [locTaBeHa e moJ1 CbMHEHHE CIIOCOOHOCTTA MY JIa BUXKJIA U J]a pa3-
MO3HaBa — OYEBUJIHO TOM TBBPJIE JECHO MPHUEMA 32 UCTUHA JICUCTBUSTA HA
Malexara 1 HeMHaTa JIbIIeps.

[To-cepno3Hu ce oka3BaT U3NMHUTAHUATA 3a MilaJaTa JIeBOMKa — T € Xa-
pecana oT mulaausl rocrnoAap, NoA4YepTaHu ca HEWHATa KpacoTa, CKPOMHOCT
U TPyAOJ00He, HO HE € BbBEJEHA JIMUYHATA M TO3UIIUS 10 OTHOIIECHHUE Ha
HETo3HaTus rocT. Tyk € moguepTana e/lHa ICUXO0JI0THYeCcKa 3aKOHOMEPHOCT
OT KMBOTA HA MaTpuUapxajHaTa *KE€Ha — HellHaTa BOJIs HE € 3aueTeHa (,,Hsl-
MaM JIpyTa BoJig OCBEH MaliumHara®, ,,nemam vile jin¢, nez jak mati chce®),
YyBCTBaTa M HsIMAaT 3HAYEHHE, TS € B MACHBHA MO3UIUSA COPSIMO UYXKIUTE
pelIeHus], MOIYMHEHA € Ha JKEJIAaHUSITa HAa HEMO3HATHUSI, HO € U CPEJCTBO B
pbleTe Ha maniexaTa. Jlornkara Ha enuyeckara JIMHUS U3BEXK]Ia CIIOJIETe-
auTe 51 0eId KaTo CIeACTBUE OT cpeliaTa ¢ MOCeTUIus JoMa M MbXK, a Hero-
BUTE HECHBBPIIICHCTBA peIECKTUPAT BbPXY BAXKHU MOMEHTH OT HEHHUS KU-
BOT. /[BaTa mepcoHaka — HEMO3HATUAT M MAIll€XaTa, C€ OKa3BaT €IHAKBO

? Beuuku IIUTUPAHU OTKBCH OT ,,3MaTHUAT YeKpBK** ca 1mo m3ganuero: Erben, K. J. Basné
a preklady. Praha: Melantrich, 1938, c. 42 — 53.
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3aIUIalIuTENHU, KaTO IbPBUT MOCTHIIBA HECH3HATEIIHO, JOKATO Ype3 BTO-
pus ce aKTyajau3upa OTPULATEITHUST acleKT OT apXeTuna Ha Maiikara. He-
roBata MosiBa MOJTHKBA KbM OCHh3HABaHE Ha COOCTBEHHUTE HEOCH3HATU
ctpanu y neoiikarta. Criopen K. I'. FOHr mbTaT Ha MHAUBUAYAIUS € TICUXO-
JIOTUYECKU MbT Ha Pa3BUTHE, KOUTO BHBEX/1a YOBEKAa B KOH(PPOHTAIUS ChC
CEeHYecTaTa CTpaHa OT HeroBara JUYHOCT, C HETOBOTO ,,BBTPEIIHO 3710, KaTO
BKJIIOYBA MPU3HAHUE 32 HEpeaJu3upaHute My Bb3MoxkHOcTH (FOHr 1996:
163). IlosiBata Ha urypara Ha Mailiexara, Bb3MOXHa CaMO KaTO HEMbJICH
3aMECTUTEN Ha Mailkara, € MOATHK KbM HHAWBHUAYyaIlHs, a W3MUTAHUITA,
peI KOMTO Ce OKa3Ba JICBOMKATA, Ca CBhP3aHU C OMMACHOCTTA J1a 3aryou cebe
CH WY J1a TIOCTUTHE HOBO BBTPEIIHO €IUHCTBO CJE/ MPEOIOJICHUTE TPY/I-
HOCTH. KBM CHCTOSIHUETO HAa IPAaHUYHOCT, B KOETO III€ CE€ OKaK€ MOMUYETO,
opueHTUpaAT U AymuTe (0OIIM Mopaayd OOIIMS 3aMHUCHI U 1Ie]) Ha JBETe
JKEHH (,,I1IoM OBJCII B ropaTa Ha MeXJarta, / 3a JoMa CHU HsIMa Ja CU CIIOM-
HuUI gaxe”, ,,az budes v lese na rozhrani, na domov nezpomenes ani*).
I'opata numa 0coOeHO 3HaUEHKE 3a pa3rPhIllaHe HA EMMYECKATA JTUHUS.
Heitnara cumBosMKa € cBbp3aHa ¢ Benukara maiika, 3eMsATa, paCTUTEITHUS
cBaT (Kepnot 1994: 289), Ts € MsICTO 3a MPUHACSIHE HA KEPTBA, HO U MACTO
3a U3MUTAHMS U MOCBEILIEHHE. 32 BCEKH OT NIEPCOHAKUTE TS TEHEpUpa CIie-
U(PUYIEH CMUCHI — KpAJIIT Monaja TPUKPATHO B Hesl (IIbPBOHAYAIHO BBHB
BpB3Ka C U3ryOCHUs T, BTOPHU BT — KOTaTO MIBTAT I'O OTBEXK/IA /10 MO3HA-
TOTO MSCTO, KBAECTO )KUBEE JICBOMKATa, TPETU T — KOTaTO HAMHUpa CBOSITA
aro0uma B ropaTa U s BOJU B JIBOpEIla); B ropaTta OTBEXAAaT ObjeniaTa He-
BECTa JBETE JKCHU, 32 J1a U3IBJHSIT CBOS IUIaH; B ropaTa € OTKpUTA TS OT
crapeua. bugepman U3ThbKBa MO OTHOUIEHHWE HA TOpaTa CUMBOJIHOTO 3HAa4e-
HUE ,,JIC30pPUCHTAIHS ", a ABJIOWHHATA TICUXOJIOTHS I ThJIKYBa KaTo ,,CAMBOJI
Ha EHCKOTO HA4aJIo, KOETO Ha MJIaJIUs MbXK CE€ CTPYBa 3JI0BEIIO U KOETO
TOW TenmbpBa TpsiOBa na uscinenna B cede cu* (bunepman 2003: 77). 3a He-
ropaTta u30paHuIla ropara € ChIo aMOUBAJICHTHO MSICTO — TaM € U3BBHPIIICHO
3JI0JICSIHUE CpeIIly Hesl (HapeueHa € Ipeiu TOBa 3MUsl, 3BSP), TaM C€ MOsBSIBA
JICYUTEIIST, KOWTO 1€ U MOMOTHE B HEMIACTUETO. TOMOCHT € ¢ BaKHA POJIA
IIPH MIPEX0/ia OT I0Ma, KbACTO 3aBapeHUIIATa € HeXKeJIaHa M HeoOn4YaHa, KbM
HOBHS JIOM, KBJIETO ¥ € OTPeJICHa poJjsiTa Ha kpanuia. Upe3 nepcorunduka-
Mg Ha MSCTOTO — ,3alulaKkaxa IUlaHMHH U JgoamHu™ (,,hory a doly
zaplakaly*) u u3BexxnaHe Ha riaegHaTa TOYKA OT KOHKPETHOTO KBM €IHO
0000IIIEeHO MPOCTPAHCTBO CE€ MOCTUTA BHYIICHUE 33 MPUHAJICKHOCT KbM
npupoaHus cBaT. [loponenara Mbka 1Mo AeBolkara s UASHTUDUIIMPA KATO
4acT OT IO-TO0JISIMa ISIJIOCT, KOSITO pearupa Ha HapyIlleHaTa ClipaBe JIMBOCT.
OuyepTaHuAT BEPTUKAJ — IJIAHUHU U JIOJIMHU — IToeMa (DYHKIIUUTE HAa BEPTH-
Kayna, KouTo ce ohopMs OT XypKaTa BbB BCEKUIHEBHO-OUTOBUS CBAT. Heii-
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HUTE CUMBOJIHU 3HAYEHUSI HA MUKpOMO/iesl Ha CBETOBHOTO JIbPBO HE ca MO-
TUCHATH, HAIIPOTUB — AKIIECHTUPAHU Ca B €JHO MaKpPOIPOCTPAHCTBO, KOETO
OTKJIMKBA Ha CIIy4BallOTO CE B CBETA HA YOBEKA.

B 4derBbppTaTa yacTt, IOCBETEHA HA CIACSABAHETO, € OTUYETIMBO OTKPO-
€Ha MO3UIMSITA HA eMUYECKUs TOBOpUTEIl. Tol 3a/1aBa BBIIPOC, KOUTO MPO-
BOKHMpPa €MOIIMOHAIIHO-IICUXO0JIOTHUYECcKaTa OJU30CT C MEPCOHa)ka, OMUCBA
ChCTOSHUETO HAa MOMHYETO, KaTO AKIEHTHpPA BBPXY 3aluialiBaiiara ro
CMBPTHA OMACHOCT. TPauIIMOHHO CMATAHOTO 3a OeJieT Ha KUBOTA JBUXKE-
HUE HA KPBBTA TYK € MPEBBPHATO B 3HAK 34 OTTETIIIHE U OTMUPAHE:

Sest otevienych proudu bylo, [IIecT oTBOpEeHN TOTOKA Os1Xa,
z nichz se ji Zivobyti lilo OT TSIX U3TUYAILIE )KUBOTHT
na zeleny mech. BBPXY 3€JICHUS MBX.

Tyk Bce3HaemusT HaOI0AaTeNl € 00bPHAT KBM MPEACTOSIIIOTO — TOM
3Hae€ 3a UJIBaIllaTa HOL Ha CMBPTTA, OTYUTA Pa3UTe, KOUTO S MPEIIIECTBAT
(,, TAJIOTO BeuYe M3CTHUBA, KpbBTa ce chcuppa‘, ,,télo jiz chladne, krev se
seda*), 06001IaBaliky KaTO HEOTMEHHHU IIACTUETO U CTpagaHueTo. OTHoIIIe-
HUETO Ha TOBOPEIIINS T'O BITUCBA B OOIIHS CEMHOJIOTUYEH P/l Ha TUTAHUHUTE,
JOJINHATE, CTpajianiaTa JeBolKa, OTKPOsiIBA HETOBATa MPUHAIIEKHOCT KbM
OHE3H, KOUTO pa3dmpar, ChCTpaaaBaT, OTpearnpar.

C nosiBaTa Ha Bb3pacTHUS TOMOIIHUK C€ aKTyaJlu3upa APYT apXeTH-
MeH KOMIUIEKC — Ha MBJPHUS CTap YOBEK, KOMTO C MOMOIITA Ha JIBE BBJI-
meOHu cpeficTBa ((KUBA BOJIA U 3JIaT€H YEKPHK) BH3BPbIIA 1IEJIOCTTA HA MO-
MHHCKOTO T5710'°. Tol BB3CTaHOBSBA CIPABEIIMBOCTTA, YKPENBA U JBATA
nepcoHaxa (JieBoiikara, a KOCBEHO — U BIIFOOEHUSI Trocnoap), PyHKIIMOHUPA
KaTo CBOE0Opa3eH ChBETHUK, KOWTO BHYIIIABA UJIEATA, YE IMACTUETO CE TOC-
TUTA CJIe]I MHOKECTBO TPYAHOCTH, & HATPYIIAHUST OIUT BOJU 10 CHh3PSBAHE
Ha JIMYHOCTTA. ,,KaTo BbTpemntHa ¢urypa B )KEHCKOTO HECh3HABAHO CIACH-
TEJIST ASI10 C€ TOsIBABA MO BpeMe Ha Hal-IBJIOOKO CTpaJaHue, 3a Ja Jaje
CWJIM Ha JKeHaTa, HaMHpalia ce B TpyaHa cuTyarus. CTapeusT € apXeTUIoB
oOpa3 Ha nyxa“ (baitunncka 2009: 146). HeroBurte aeiicTBus ca CBbp3aHu
ChC CITACCHHUE, OCBIIIECTBEHO C M300p Ha MSCTO — Ielepa, CPEACTBO — KUBA
BOJIa M KOHKPETHHU JICUCTBUS 3a pa3MsiHa Ha YPEIUTE 3a IPEACHE M YaCTUTE
Ha Ts10TO0. TyK OTHOBO € TOJICHUJICH KEHCKHST €JIEMEHT — Teriepara 1yo-
JUpa CHMBOJTHO JKE€HCKaTa yTpo0a, )KuBaTa BoJia mpernparia KbM JIPEBHU Ma-
TUYECKH MPAKTUKU Ha W3IlejieHue, 0asupaHu BBPXY BspaTa, uye BojaTa €

1 MoTuB®bT ,,0caKaTsBaHe Ha KpacHBa AEBOMKA* € 4eCTO cpelan B npukaskute. Kp. Baii-
YUHCKA TBBPH, Y€ B CBETA Ca U3BECTHU OKOJIO XHWJIsi[a BApUaHTa, Cpell KOUTO € U ObJI-
rapckara npukaska ,,Momuuero ¢ orpsizanu pbue’ (baitunncka 2009: 163).
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I'bpBaTa MaliKa M Ch3JaTelIKa Ha )KMBOTA, Y€ TS € CPeAa U YCIOBHUE 3a HETO-
BOTO MPOTUYAHE U ChXpaHeHUEe. MbapenbT Bb3BpPbHIIA HE caMO (pusmyec-
KUTE, HO M MCUXUYECKUTE CHJIA HA MOMHUYETO, MPOBOKUPA MOCTUTAHE HA
HOBO €IMHCTBO CJIEJ] IPEOJIOISHATA CPEIla ChbC CMBPTTA. B pamkure Ha u3-
BbpLIECHATA pa3MsHA HAa MPEIMETH 32 MPEJICHE CPEIly YacTH Ha TSJIOTO CE
U3BBPIIBA HE CAMO OLEHHOCTSIBAHE U OCMUCIISIHE Ha KEHCKUTE KpaWHULU
KAaTO OCHOBHHM €JIEMEHTH Ha ITbJIHOIIEHHUS )KUBOT, HO U AUCKPEIUTUPAHE HA
€HO pa3KJIOHEHHE Ha €MUYECKaTa JIMHUS, OeNIA3aH0 OT 3JI0HAMEPEHOCT U
TbXKa. YPEIUTe 3a Ch3/1aBaHe Ha HUILIKA U IUIAaTHO, 33 MOJPEXKIaHE Ha Xaoca
U U3I'BJIBAHE HA BPEMETO HE Ca aKTUBHU, HAMAT CBOMCTBEHUTE CU (DYHKLIUU
B CBETA Ha MailexaTta U HeiiHaTa abiieps. [lepconndukanusara Ha YeKpbKa
(TpaguiMOHHA 3a MPHUKA3KaTa) € OChIIECTBEHA Ype3 MECEHTa, KOSITO MpHU-
NIOMHSI UCTUHATa W NPOMEHs oOcTosiTesncTBaTa. B chIIOTO Bpeme Toil ce
OKa3Ba HATOBApeH U C HOBU (DYHKIIMHU — BB3JIEHCTBA HE CaMO ChC ChIIbpKa-
TEJIHUS ACMHEKT Ha CIOBOTO, HO U akycTu4yHO. Korarto nojkaHns Qanmubara
HEBecTa J1a paboTu, KpajsT M3MO0J3Ba JieKceMara ,hrat*, ¢ KosiTo ce o3Ha-
YyaBa M3IbJIHCHHUE HA ONPEACIICH My3UKaJIE€H HHCTPYMEHT. Taka BIOKEHUST
B JYMHUTE CMUCBHJ CE€ OKa3Ba HEOTHEIUM OT TAXHATa PUTMHUKO-MEJIOJANYHA
JIMHUS, @ YEKPBKBT, KOUTO €IHOBPEMEHHO II€€, My3HIIUpa U U3pUYa UCTHU-
HaTa, CE MPEBPbHILIA B UHCTPYMEHT Ha OUTHUETO.

[Ipenaukara B ,,3natHus yekpbk Ha EpOeH e aBTopcka MHTEprpeTa-
1151 HA MOTHBEH KOMILIEKC, Ype3 KOMTO C€ OHArJe[siBa apXETUIIbT Ha Mail-
Kara. Bepxy TpuTe My acnekra, CBbp3aHu ¢ PUIypUTE Ha TPUTE MOMPH, 00-
ppina BHUMaHne bupkxonsep-O3pu: Kinoro npene, Jlaxecuc ormepsa HuI-
kara, a Atponoc s otpssBa (bupkxoitzep-O3pu 2006: 129). B EpGenoBus
TEKCT Ta31 TPOMYHOCT € OTKPOEHA B IIPE/ICTaBaTa 3a KU3HEHUS LIUKBJI B KU-
BOTA Ha jKEHATa — TOM ce OIpEAeIIsl KaTo MPOABIDKUTEIHOCT, TPACHE; Kpe-
OUAT € peanu3upaH ype3 U3MUTAHUATA, KOUTO IEPCOHAXKBT TPsOBa /1a mpe-
oJl0Jiee, 3a J1a MOCTUTHE JKEJIaHaTa LN, BCIEACTBUE HA BOJIEBU YCWIHS U
OCbh3HABaHE; HEM30EKHOCTTA € BUASIHA KAaTO NModeJa Ha CHpPaBEeAJIMBOCTTA.
Enuyeckara auHus mpociieqisiBa npoueca Ha ICUXUYECKO pa3BUTHE Ha Je-
BOMKAaTa, KaTo MpEeBpbhIIa YHUBEPCATHUS APXETUIIOB MOJEN Ha OLEIOCTS-
BaHE B HAIIMOHAJIHO 3HAYUM.
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The proposed article explores the theme of motherhood in contemporary
Slovak poetry, focusing on selected works by several female poets — Eva Luka,
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/KeHckara moe3ust ¥ CbBPpEMEHHATA CJI0BALIKA JJUTEpaTypa

’Kenarta npucbhcTBa MO JBa HAYMHA B CbBPEMEHHATA CJIOBAIIIKA MOE-
3l — KaTO aBTOp M KaTto TeMa Ha TBopOata. M B mBeTe cu QyHKIUU TS €
csikall 1o yyngoBCKH mpobiemMaTuyHa. B npennoxkeHus: oT Hac OnuT 3a 00-
roBapsiHE Ha KEHCKOCTTA pasrjekJaMe M JIBaTa acleKkTa Ha ToBa HEWHO
npuchkcTBue. [IbpBO, cMsiTaMe 32 HYXKHO J1a c€ OObPHEM KbM MSICTOTO Ha
T. Hap. )KEHCKO IMHCaHe B MOJIETO HA CJIOBAIIKaTa JuTeparypa ciex 1989 r.
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CnennoeMBpuiicKaTa' 1Moe3ust ce OTiIMYaBa ¢ MPOBOKATHUBHOCT, €KCIIEPH-
MEHTAJTHOCT, TEKCTOBH UTPH U IPYTU TOCTMOJIEpHU TeHAeHIIMH. OCHOBHATA
JIMHUS HA MIMCaHe Ha ChbBPEMEHHA MOE3Us BbPBU 10 UJEATA 3a YChbMHSIBAHE
B camus e3uk. [IpoAyKT Ha Ta3u Haryiaca ca TeKCTOBETE Ha YCTAHOBUJIUTE CE
KaTto Hai-nomyJisipHu noetu caen 1989 r. Cpen Tsax ca umenara Ha Iletep
Mauogscku, [lerep Illyneit, Maptun Conotpyk, Aaapent Xaoak u ap. 1U306-
pPOCHHUTE ca MPEACTABUTENN Ha €KCIIEPUMEHTAIHO-IEKOHCTPYKTUBHATA JIH-
HUSl B CbBpeMeHHarta noe3us. OCBeH Hesl JPYTHUTe OCHOBHU TEHJICHIIMHU B
nucanero cien 1989 r., kouto orbemns3Ba JUTEPATypoBeAbT Spocinas
[Ipank, ca Te3u Ha HEKOH(POPMHUCTUTE UHIUBUTYATUCTH, Ha aBTOPUTE CIIH-
pUTyaIMCcTy U Ha noetute Ha uHTUMHOCTTA ([lpank 2013: 45). KsM noc-
JeAHaTa MpoleCyaTHO-TUIIOIOTUYECKa JIUHUS C€ IPUUUCIISABA TOJIsSIMA YacT
OT ChbBPEMEHHHTE CJIOBAIIIKH ITOETECH.

Brrpeku sICHOTO paauKaau3upaHe Ha MOSTHIECKUTE )KECTOBE B Kpasi
Ha MUHAJIOTO CTOJIETHE B ChbBPEMEHHATa IMO€3Us MPOABIIKABA Jla ce 3a0e-
J513Ba aKTUBHOCT OT CTpaHa Ha MOKOJEHYECKH MO-CTapute aBTOopu. Te ce
BIIMCBAT B MOCTMOJICPHUTE TEHJICHIINM, HO YCTOSIBAKU Ha JIUTEpaTypHATa
Tpanuuusa. ToBa, OT KOETO TEHACHIIMO3HO CEe OT/AalieyaBa eKCIEpPUMEHTa-
HOCTTa Ha CbBPEMEHHUTE MOETH — MHTUMHHUS U3Ka3, 0CTaBa OCHOBA 3a TBOP-
OUTe HA TE€3U aBTOPH.

VYcunue 3a ynaBsiHe Ha aBTEHTUYHOCTTA HA OUTHETO, ThPCEHE Ha CO0-
CTBEHaTa WJECHTUYHOCT M TOHSIKOTa JOpU aBTOOMOrpaduyeH XapakTep
(ITacsa, TapanenkoBa, pea. 2014: 163) ce pazuutar u B noe3usara Ha Map-
nena BecenkoBa (Marcela Veselkova, 1981), Mupka Ao6emnoBa (Mirka
Abelova, 1985) u Jlenka Illappanosa (Lenka Safranova, 1986), uieto TBOp-
4yecTBO 1ie pasrienaMe Tyk. OCBEH Ha T€3M JOCera MajKo W3CJIEBAaHU OT
CJIOBAIIIKOTO JIMTEPATyPO3HAHUE U KPUTUKA aBTOPKH, IIIE CE CIIPEM U Ha TI0-
KoJjeHuecku usnpenapnamarta ru Esa Jlyka (Eva Luka, 1965), kosito Biau3a
B HAJIMYHUTE JIUTEPATYPOBEACKHU OIUTHU 3a KIacH(PHUKAIMS HA TCHACHIIMUTE
B ChbBPEMEHHATA CJIOBaIlKa JuTepaTypa. HeliHOTO TBOpUeCcTBO ce 00BBpP3Ba
C TMOETUYECKH CTPEMEK KbM YJIaBSHEC Ha AaBTCHTHYHHUTE IPEKUBSIBAHUS
(ITacsa, TapanenkoBa, pea. 2014: 185), B ciiyuasi — npe3 npu3Mara Ha TeMata
3a 9ykjaara KyJarypa — Ta3u Ha Sinonus. ToBa momMecTBaHe Ha TBOPOUTE M B
KOHKPETEH YY>KJeCTpaHEH KOHTEKCT 5 MPaBH 4acT OT €IHA JApyra JIMHUS B
CJIOBaIlIKaTa JUTEpaTypa, KbM KOATO craaat aBTopu karo Su JluTBak Har-
puMep, TIOBIIUSIH TBOPYECKHU OT criuputyaiHoctra Ha M3roka (ITacs, Tapa-
HEHKOBa, pea. 2014: 189).

! O3nauenueTo ,,creJHOEMBPUICKU  C€ H3IION3BA B CIIOBALIKOTO JIMTEPATYPO3HAHUE 3a
O3HauyaBaHe Ha JIUTeparypara, HanucaHa cien 1989 r.
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7ZKeHCKOoTO MucaHe U TeEMAaTa 3a MAMYMHCTBOTO

Jlokato nmero Ha EBa Jlyka ce OTKpuBa B OIUTUTE 32 CUCTEMATU3U-
paHe Ha CbBpeMEHHaTa Jmteparypa cien 1989 r., apyrure Tpu aBTOPKHU
MIPUCHCTBAT B JIMTEPATYPO3HAHUETO BCE OLIE CaMO 4Ype3 CIIOPAAUYHU KPH-
TUYECKH aHaJIM3HU. AKO B KOHTEKCTa Ha CIIOBAaIIKaTa JUTEpaTypa U30paHuTe
MOETECHU CE€ BIHCBAT B JIMHUATA HA MOJIEpHATa MOe3us U pa3doupa ce, )KeHC-
KOTO MHUCaHe, TO TEMATUYHO T€ OE3CIMOPHO CTABAT YaCT OT OMOECTU3UPAHETO
U pecil. Mpo0JIeMaTU3UPaHETO Ha MATYMHCTBOTO.

MaiikaTta kato o0pa3 Ha caMopedeKcHs ce MOsBABA B CIOBALIKATA
nureparypa B kpas Ha XIX m Hadanmoro Ha XX BEK C mporeca Ha €EMaHIU-
NMpaHe HA KEHUTE nucareynku. ABTopku kato boxxena CrnanunkoBa-Tum-
paBa, Tepesus BancoBa u Enena Mapotu-IllontecoBa ch3maBaT aBTOOMOT-
paduuHa mpo3a’, 3acArama TEMHUTE 3a MICTOTO Ha JKEHATa B CEMENCTBOTO U
B 00111eCcTBOTO. TOYHO T€3U TEMATUYHU JIMHUH, TPUCHCTBAIIM €/1Ba 3a0ee-
’KHMO B JINTEPATypaTa Ha aBaHrapja’, Bb3pakJa ChbBpEMEHHATa JIUTEpa-
Typa. Maiikara o0aue ce pasriexzia Inpe3 npu3smMara Ha CbBPEMEHHOCTTA,
nocTassiia (purypara u BbB Be4e pa3IMuHU KOHOTAIIMH, CBbP3aHU TSICHO C
poJisiTa M Ha €eMaHIMIIMpaHa KeHa, CTpeMsIla ce KbM Kapuepa U 3aTOBa OT-
Jaramia MamamHCcTBOTO. HEroBoTo KOHUIMNMpaHe, OT Apyra CTpaHa, Impe3 OT-
JETHUTE MY eTanu — OpEeMEHHOCT, paK/laHe, CIACAPOAMICH MEPUO — € SICHO
Y L[EJICHACOYECHO.

ACHIEKTHUTE Ha MAaWYUHCTBOTO, KOUTO I1I€ HA UHTEPECYBAT TYK, MOTaT
na ObJIaT CUHTE3UPAHU B ABE OCHOBHU TEMU: CIYUYUIIOTO CE€ U HECTYUMIIOTO
c€ MauyMHCTBO. B TsAXHaTa paMka ce OTKpOSABAT CICAHUTE NOATEMH, HIKOU
OT KOUTO B€YE MOCOUYEHHU: CTEPUIHOCT, OPEMEHHOCT, pa)KJaHe, CIEIPOIU-
JIeH nepuo u 3aryoa Ha aere. [Ipu pasriexaaHeTo uM 1€ NoaAX0AuM, 13-
XO0XKJAWKU OT TOPENOCOYEHATA INHEMHOCT HA ITPOLECUTE, IPU KOETO IIIE M0-
couBaMme creru(UKUTE HA OTJICTHU TPOU3BEICHUS, B KOUTO T'M OTKPUBaME.

Hecay4ynji0To ce MAMYUHCTBO

,Bcuukn nena / kouto ¢ Teb / Hukora HaMa na uMame'. Ilpes To3u

ouTaT MOXKE a CC U3BCAC I''TaBHATa TCMa B CTI/IXOC6I/IpKaTa ,,Haﬁ-CTpaHHO c

2 TToBeue 10 TeMaTa MOKe 1a ce oTkpue B JIumosa-I'enuena 2022.

3 3alens3Bar ce B TBOPUECTBOTO Ha B. Mapkosuuosa-3arypenka, Mapus SHdosa,
Maia Xanamosa u B. llarmapu-BbiukoBa (bokuukosa 2024: 211).

4 vSetkymi det'mi / ktoré s tebou / nikdy nebudem mat™ (Veselkova 2005: 9). Benuxu
LUTATU OT CJIOBAILKH €3UK TYK U HaBCSKBJAE, KbIETO HE € U3PUUHO ITOCOYEHO JAPYTO, Ca B
Mol mpesox — U. JI.-T'.
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na He Te oonuam* (Najzvlastnejsie je nel'ubit’ t'a, 2005). B nebrota cu Map-
nesna BecenkoBa 3aara Ha nMpeCcTaBIHETO Ha 00pas3a Ha kKeHaTa Ipe3 €IHO
OCHOBHO ChCTOSIHHE, KOETO TYK CH TTO3BOJISIBaME J1a 0000IINUM KaTo ,,HECTyUH-
JIOTO ¢€ MAaMUYMHCTBO . JIupruueckara reporHst — B CiIy4as € U JUPUIECKU a3 —
€ MpeJCTaBeHa Mpe3 Hepealn3upaHara cu MOTeHIUs fa Obae maiika. Tasu
HEU3ITBIHEHA Bh3MOXKHOCT CE€ MPOKPaJIBa HATPAIUITMBO U3MEXKIY PEIOBETE,
pocCiensBally JeTHUYHOTO C HEeroBara 3a0bp3aHa JuHeitHa CbOUTUIHHOCT,
PYTHUHHOCT, TPUBHAJIHOCT. ,,3A00HKaJISAT M€ XOpa / KOUTO 3acilykaBart / Je-
CEepTHUTE B ClaaKapHHUIaTa y 6aba / mazapyBaHETO Ha caMOOOCTyKBaHe / U
CKYUHHTE IOYMBKH B UTAIHA — U300PA3EHUAT PUTHM Ha €KEIHEBHETO CE
PEKbCBAa OT BHE3AITHU HAMOMHSIHUS, KaTo ,,3all[0 MU € AbJra Koca / aKko
HAMA Ja 3aClUBall B HeA?*C WM Beue CIIOMEHATOTO ,,BCHYKH J€la / KOUTO
c Te0 / HuKora HsiMa J1a umame* (,,rna mox yxaemiara my koxa“ (,,[hlu pod
jeho vonavu kozu* (Veselkova 2005: 8 —9)). Ilenenacouenara npodanu3za-
IIUs ¥ [Ipo3amn3alivs Ha U300pa3sBaHOTO Ce MPEKbCBAT OT CaKpaIHOCTTA, 3a
KOSITO aJTF03UPAT CIIOPATUYHHUTE ONUTHU 32 U3MOBEIHOCT U crojiesneHocT. Ka-
TaJHEBHOTO € N3BUKAHO, 32 J]a CE OTKPOSAT Ha (POHA My PEIKUTE MTPOKPaIBa-
HUS Ha UCTUHCKH 3HAYUMOTO, 3apajiu koeto ce nuiie. CtuxbT Ha Becenkosa
€ KaTto oHOBa ,,nuiento Tso* Ha Cukcy (Cukcy 1997: 166 — 188), oOuka-
JISIIO M3 KBapTayla U M3MOBSABAIIO CE CHIIEBPEMEHHO. Ta3u mapanerHocT
Ha OOMTaBaHUTE CBETOBE — BBHHIITHUS, UYKIHUS U BHTPEITHUSA, COOCTBEHHS,
Cce BIKJIa B TEKCTOBE Kato ,,Bizarre — No 6, 1951%. IIspBuTe My ABe crpodu
ca U3rpajJicH! TOYHO Ha MPUHIIMIIA HA TOBA MPOTUBOIIOCTABSHE.

B Hauanoro umame NpUBUAHO €MOIIMOHATHO HEAHTAXKUPAHO U30POsi-
BaHe:

BCUUKU MOU NOZHAMU

ce OMBIHCEAM UIU A OpeMeHHU

HaNvIHABAM

naaHupam ceamoa HaeceH

decepmume HAMA 0a ce pazsaisim 3apadu 2o0peujuHama
MeoeH mecey Ha MOPemo Ha NPOMOYUsL

bos0uceam anapmamenmume

nocmaegsam niasauy oo

Kynyeam mepmo 00esina’

5 ,mifaju ma l'udia / ktori si zasliZia / zakusky v cukrarni u babi¢ky / nakupovanie v
samoobsluhe / a nudné dovolenky v taliansku* (Veselkova 2005: 9).

6, naco st mi dlhé vlasy ked” v nich nebudes zaspavat’? (Veselkova 2005: 9).

T vSetky moje zndme

sa vydavaju alebo su tehotné
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EMoOIMOHATHO THCTaHIMPAHOTO U3PEXKIAHE CE MPEKHCBA OT BTOpATa
cTpoda, B KOATO JUpHUUEcKaTa TOBOPUTEIKA U3BEXK/IA Ha MPEJEH TJIaH COo0-
CTBEHATa CU HYXKJ1a OT criojieisine. KaTeropuuHusT )KecT Ha MPeKbCBaHE Ha
TOBOPEHETO 3a JPYTUTEe Ce pa3uuTa B MMbPBUS U CTUX: ,,Ha MEH MU C€ TIpU-
chHBa 1pe3 Homra*®. ToBa BpbIIaHe KbM COOCTBEHMS a3 00aue € HapyIIEHO
OT OCh3HABAHETO, Y€ ,,CTOMHOCTTA Ha JKeHaTa / Bce oIle € caMo / (DyHKIUS
Ha MBxka‘”. JFOOMMHAT, OT Apyra CTpaHa, € IPOEKTUPAH, HO HEHAJIUYEH.
Toil e uyX1 ChbIpyr, UMa APYT KUBOT C Jipyra keHa u jiete. OT TyK Npou3-
THYa U HEBb3MOXKHOCTTA HA JIUPUYECKATa TE€POUHS J]a CTAHE MaiiKa, 3a1l0TO
pej Hesl CTOU HEOCHILECTBEHOTO CIIMBAHE C MbXKa.

MeTtoabT Ha U3TpaXKIaHEe Ha XyJ0KECTBEH CBST Upe3 yJaBsHE U ,,3a-
MMCBaHe ™ Ha JICMCTBUTEIIHOCTTa MOXKE Jla c€ OOSICHH C Hepa3OMpaHETO Ha
TO3HM CBST U CJIEAXOXKIAIaTa o HyX1a TOYHO MOpaJid Ta3u NpUYrHA TOU Ja
Objae HabmonaBaH. To3u U3BOp Ha MOETUYECKUs *KecT Ha BecenkoBa cro-
MeHaBa Mapek MuTka B pelieH3usITa CU BbpXY Je0r0Ta 1, CIope]] KOroTo 3a
JupuYecKaTa TepOUHs B KHUTraTa ,,0KOJIHUAT CBST € BCE IMO-HEepa3zoupaem,
OOBPKBAT 51 HaIMypeHaTa KOHBEHIIMOHAIIHOCT, XUTHEHUYHATa Harjiaca KbM
Hemara“ (Mutka 2006: 40). Criopes cioBalllKusi KPUTHK KE€HATA B TEKCTO-
BETE M BCBHITHOCT CE€ YyBCTBA J0OpE B caMoTaTa CH, B CTPAJaHUETO CH U 00-
paTHO Ha OYaKBAHOTO — ,,AHTUCBETHT, B KOUTO OM TpssOBaIo Ja BCTHIIU 3a-
paay mpenomnpeseseHara Cu pojis Ha ChIpyra W Mainka, s OTOTbCKBA*
(Mutka 2006: 40 — 41). Beue pasrieaganara TBopOa ,,Bizarre — No 6, 1951
Murtka curTa 3a OCHOBHA 3a MOETUKATa Ha IisyIaTa KHUTa TOYHO 3apaju u3-
MOJI3BAHETO HA MTPOTUBOPEYMBOCTTA KATO HEMH U3TPAXK/IAIL] IPUHITUII.

[IpoTuBONOCTaBAHETO HA BHHIIHUS U COOCTBEHHMS CBSIT BOAU JO HE-
Bb3MOXKHOCTTA )KMBOTHT HA )KEHATA Ja MOEME MO PyTUHHUS CU BT, IPEION-
pezeseH oT 00IIeCTBEHUTE OYaKBAHUS — J1a Ch3aZie CEMEWCTBO U J1a POAU
nere. COIbCKBAT C€ M UBMEPEHUATA Ha BHTPEITHUS M CBAT 1MOJ1 (hopMara Ha
CTBJIKHOBEHHUE Ha peajiHo U (haHTa3HO, U3MHUCIICHO WJIU YKEJIaHO, KOETO pa3-
yuTame Harpumep B TEKCTa ,,PazkpuBane’ (,,Zjavenie®): ,,HaKJIOHUX Ce HaJ

priberaju

planuju svadbu na jesen

zakusky sa nepokazia pre horucavu

medovy tyzden pri mori za akciovu cenu

maluju byty

kladu plavajucu podlahu

kupuju teplé postelné prikryvky

(Veselkova 2005: 75).

8 ,mne sa v noci sniva“ (Veselkova 2005: 75).

? ,hodnota Zeny / je este stale / funkciou hodnoty jej muza“ (Veselkova 2005: 75 — 76).
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TeO / B TyiaBaTa cU uMalle / My3uka / ChbCEICKHU Jela / ¢ KOUTO cienooen
urpaere / 6upa / 1 sxeHa / KoaTo 30010 He npuinydaine Ha Mmen*!?, Unesra
32 HEOCHIIECTBUMOTO ChKUTEJICTBO, PECII. CIMBAHE HAa MbKa U )KeHaTa, Ipe-
pacTBa B MOTHBA 32 HEBB3MOKHOTO CHIIIECTBYBaHE Ha CAMOTO CTUXOTBOpE-
Hue. Ha mbpBUst CTUX — ,,u3BMUCIIAX 3a T€O / BT MOCUIIAH € O MSCHK | ... ],
ce MPOTUBOIIOCTABs KpailHaTa KOHCTaTalus B TBOpOara — ,,IOPEAHOTO CTH-
XOTBOpeHHE [...] / Geme yaumoxeno*!!,

BaxeH enemMeHT 0T ,,HECITyUBaHMATA * U OTHOLICHUETO KbM JAPYTrOCTTA
¢ o0pa3bT Ha Apyrara )KeHa, BMbKBaIlla ce B IraaaTa Toi — a3. B ,,Miserere

mei Deus‘“!? pasunrame cBoeoOpa3HO MPeKIOHEHUE Tpes GuUrypara i:

uckax me
makap oa ouakeaus oeme om Hesl

npeou 08e ceomuyu
HANUCAax cCmMuxomeopeHue.

oux nozanuna
KpAcususi u Kopem
Oux x8vpasia
yeemuema om po3a
8b8 gaHama u

oux 060s1a

npeo spamama u
cayuana OuuanHemo u
xamo cnu'"

10" nahla som sa nad teba / v hlave si mal / hudbu / susedove deti / s ktorymi si sa
popoludni hral / pivo / a zenu / ktord mi vobec nebola podobna“ (Veselkova 2005: 13).
1| vymyslala som pre teba/ cestu vysypanu bielym pieskom®, , d’alSia bésefi[...] / bola
znicena® (Veselkova 2005: 13).

12 3arnasuero Ha TBOpOaTa € cTMX OT Hawanoro Ha Ilcanm 51, mpeBexmaH ce Karo
,CMmuin ce Haja MeHe, boxke*, yact ot kuurara [lcanmu ot Crapus 3aBer.

13 chcela som ta

aj ked’ cakas dieta s inou

pred dvom tyzdnami

som napisala basen:

pohladzala by som
jej krasne brucho
hadzala by som jej
lupene ruzi

do kupela
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Csxarnn B HeliHHS 00pa3 IMpUYecKaTa reporHs OTKPUBA CBOSITA HEU3-
I'BJIHEHOCT ¥ BMECTO J1a sl HU3BEPTHE, *Keae 1a s mpuiackae. [[puunnara 3a
TO3U UMITYJIC 32 OOTPIKBaHE € UMIUIMIMpaHa upe3 o0pa3a Ha HEPOJIEHOTO
JIeTe, KbM KOETO ca HaCOUYeHU U3(haHTa3upaHUTE ABUKCHUS.

Heponenoto aete e npeacTaBeHO U KaTo MPUYKMHA 33 pa3puBa MEXKIY
Mbxka u JkeHata. B ,,Hunouka® (,,Nindcka®) cTuxsbT ,,HIMame 3aeIHO
mere“!* OCBEH 4e MMa KOHCTaTUBEH XapaKTep, XapaKTEPU3HMPa LSIOCTHO
MOCTUYECKHUS M3Ka3 Ha aBTOPKaTa, T0OJIMKaBall ce /10 ,,JI0YTH TOBOPUMUS
e3uk’ (Bwiaaka 2007: 113). IleneHacoueHOTO ThpPCEHE HA 3aMsiHA Ha JIMPH-
YECKOTO CJIOBO C BCEKMHEBHATA Ped MOXKE Jia C€ 00SICHU KaKTO C TeMaTH4-
HUTE JIMHUU B TEKCTOBETE HA aBTOPKATA, TaKa U C TEHJEHIIMNUTE B ChBPEMEH-
HaTa noe3us n300110. CBOOOIHUAT CTUX, JIUIICATa HA MPENUHATEIHUA 3HAIH,
€MOIIMOHAJTHATA JUCTAHIIMPAHOCT, BUCOKAaTa aBTOPE(PIIEKCUBHOCT U aBTO-
TEKCTYaJTHOCT Ca XapaKTEepHHU U 3a HeWHUTE TBOpOU. M30poeHuTe Xapakre-
PUCTUKH, KOUTO HE M3UepIBaT MpUpoJaTa Ha cTuxa Ha BecenkoBa, morar
1a ObJIaT BUJICHHU U KaTO CIEJCTBUE OT CBOEOOpa3Hus ,,0yHT* Ha aBTOpKaTa
Cpellly YATATEJIICKOTO OYAKBAHE 3a ,,)KEHCKa ™ moe3us. B peneHsuunre 3a ctu-
XxocOUpKarta 1 4ecTo ce cperia arymara ,,0eMUHH3BM B pa3IMYHUATE M BapH-
aluu, HarpuMmep ,,pemuaucTuaHu ctuxose’* (Peopo 2006: 74), Ha KoeTo 1o-
eTecaTa CAKall caMa € pearvpaia IpeaBapUTeIHO C aBTOPEPICKCUBHOCTTA
CH B TEKCT Karo ,,Ympu Mapuena“ (,,Umri Marcela®), B koifTo € putyanu-
3UpaHO COOCTBEHOTO M CAMOYHMILIOKABAHE.

BecenkoBa cb3gaBa o0Opa3 Ha jKeHaTa, CIY>KEUKHU CH ¢ €3UK, KOUTO Ma-
PaJOKCAIHO C€ OMUTBA MAKCUMAIIHO J]a C€ OTOJ'bCHE OT KEHCKOCTTA, KOUTO
€ IbP3bK, PSIM, HA MECTa — JIOPH HAaTypaducTu4deH. E3UKbT U ThpCH ,,lIPH-
YUHUTE 3a JKeHaTa — 3alll0 MUCHJITA M M3001110 ce oOphIia KbM cebde cH,
OMMUTBANKH C€ Ja OTKpUE CHOUTHSATA, TOBEJH JI0 TOBA, KOeTo € TA. [loe3usra
1 CE BJIMBA B OH3M CTPEMEXK Ha IMHUIIEITUTE KEeHH, KoiTo Murinena Huko:-
YIHA OIMCBA KAaTO IMMOCTOSHHO JIBFJKEII C€ KbM CBOETO Hayajao, KbM HIKAaKBa
municania namet (Hukomuuna 2012: 93).

bdela by som

pred jej dverami

pocuvala jej dych

ked’ spi

(Veselkova 2005: 24 — 25).

14 nemame spolu dieta* (Veselkova 2005: 63).
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»CIIOMHEHATAa* apXeTHITHA KEeHA

EBa Jlyka'> mume TekcToBe, TEMATHYHO HACOUYEHH KbM Pa3OMpPaHETO
Ha YKEHCKOTO KaTO MHTETpUpaIo B ceOe¢ CM MUTUYHA M apXCTHUITHA MaMeT
(Munuak 2010: 86). ToBa ce Bu/1a Olll€ Ha apaTEKCTyalHO HUBO. Beuu-
KUTE YETUPH U3aJCHU JOCera CTUXOCOMPKU HOCST 3arjaBusi, KOUTO ca He-
OJIOTM3MHM Ha aBTOpKAaTa U CJe/BaT UACHTUYECH €3UKOB MPUHIUI HA Ch3/a-
BaHe. Tyk WHTepecyBalllUTE HU 3arjaBusi Ha KHWUTH ,JluBata cectpa‘
(,,Divosestra®, 1999) u ,,JIsBonckoro abpBo‘ (,,Diablon*, 2005) npeacras-
JSIBaT CJIOKHU JyMH, OOpa3yBaHU OT J[Ba KOpEHa Ha IMPHUHIIMIIA HA CBbP3-
BaHE Ha (paHTACTHYHO, HEOMMTOMEHO M HETIO3HATO — OT €JIHa CTpaHa, U pe-
anmHoO, ONM3KO W TO3HATO — OT Jpyra: ,,IUBO W ,,cecTtpa™ W ,,IIBON U
, IbpBO*‘. Il0 TO3M HaUMH 3arjaBUsITa HA CTUXOCOMPKUTE MOCTaBAT UICATA
3a HAIIPEKECHUE MEXK]y J1BA CBSITA — YOBEIIKUS, KOHKPETHUS U TAWHCTBEHUS,
JABUS, )KUBOTUHCKHUSL.

Ta3u TpeBora ot cpemlara Ha pa3IMYHUA U3MEPEHUS Ha ChIIECTBYBA-
HETO U Ha caMus YOBEK OeJiexu U TemaTa 3a MaiuuHCTBOTO nipu EBa Jlyka,
KOSITO MOK€ J1a ObJIe OTKpPHUTA OIIE B HAYAJIOTO HA TBOPYECKUS U IbT. B an-
Tosiorusita ,,JIpnbokosenenara xena* (,,Hlbokozelend Zena*, 1998) otkpu-
BaMe TeKCT ,,Pro memoria“!®, B koliTO Bojen] € MOTUBET 3a 3arybara Ha
nere. ToBa € U €IMH OT ACIEKTUTE, ITPE3 KOUTO € MPEACTABEHO MAWYUHCT-
BoTO npu EBa Jlyka. Maiikarta, u »eHara u3001110, TOJ0OHO Ha 3arjiaBusaTa
Ha CTUXOCOMPKUTE Ha MoeTecaTa, HOCH B 00pa3a cu ujesara 3a ABYJOMHOCT.
B ,,Pro memoria® Ta3u HeiiHa XapaKTepUCTHKAa MOHSKOra MpepacTBa B
JIBOMCTBEHOCT, OHSAKOTa B PA3MOJIOBEHOCT, Pa3eAMHEHOCT, Pa3AEICHOCT U
C€ ChIIPOBOXKJA OT ABYU3MEPHOCTTA HA MPEACTABEHUS B TEKCTA XYI0KECT-
BEH CBAT. J[Be ca mpoCTpaHCTBATa — 3eMATa U IPAHUIIATA MEXKIY 3€MHOTO U
HeOecHoTO. JKeHata ce HamMupa Ha Ta3u rpaHUIa, pedICKTUPAUKU BbPXY
€IMH TPaHMYEH MOMEHT'/, KaKbBTO € CMBPTTA Ha 4YOBEKa. ,,Pro memoria“
OCJIOBECSIBA PA3ABOCHOCT, KOSITO € ICHO OUEpPTaHa B PAMKHUTE HA TEKCTA Upe3
KOHKPETHU Hapedus 3a BpeMe U MsCTO. B cb3ganeHara oT TSX XpOHOTOIHA
YCJIOBHOCT C€ MOMECTBAa MOJATHOCTTA HA HEBB3MOXKHOTO C MPUIPYKABA-
IIOTO 51 HATPYNBAaHE HA OTPUIATENIHU TJIaroiaHu ¢popmu. Jlnpuueckara ropo-
pUTETIKA € MailkaTa, KOATO CE€ U3MOBSIBA B OIUT Ja CE€ MPEUYUCTH OT BUHATA

15 EBa JIyka e TBopueckusaT ncesaoauM Ha Ea Jlykauosa (Eva Lukacova), KoiTo aB-
TOpPKaTa 3aroyBa Jia U3MoJI3Ba C M3/IaBaHETO Ha BTOpaTa CH IOETHYEeCKa KHUTA ,,/[sIBOJI-
CKOTO ABPBO*.

16 B 6ykBanen mpeBoj OT TaTUHCKH €3HK — ,,B mamer*.

17 CnoBamkoto cinoBockueTanue ,, hraniéna chvila®, Oyks. ,,rpaHMYeH MOMEHT B TEKCTa
Ha ,,Pro memoria®, cme u3bpanu 1a mpeBeaeM Kato ,,CeTeH MUT ™,
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3a HECIOCOOHOCTTA Ja CMacH ACTETO CU. AKO eKCIepIUpaMe BPEMEBUTE U
TOMOCHUTE MApPKEPH, KAKTO U IEJI€HACOYEHATa PENETATUBHOCT HA OTPHUIIA-
TeaHU GOpPMHU, Ce MOTyUYaBa CICTHOTO CTUXOMOJAraHe:

B momenma, 6 xoumo moemo oeme
e ouno 6auzo 0o Hebemo

He cbM Ouna npu Heezo,

3a 0a 20 naszA.

Ha opyaus kpaii na ceema, 6 Opy2o epeme
He CbM ycewana, ue e 00ulbl
He208UsM CemeH Mue.

He cvm moena oa 60vxna 6v6 éeHume my
owe 8eOHBIC HOB HCUBOM

[..]"8

Taka mocraBeHa, CLOUTUITHOCTTA B TBOpOaTa MOXKE J1a C€ OIUIIIE KaTo
3ari’bXBaHe, 3aMJIbKBaHE Ha JICUCTBUETO, MPETOISIBAHETO MY B aOCOIIOTHA
Heranusi. KoHTpanyHKTEeH ce siBSIBa KpasT Ha TEKCTa, B KOUTO (DyHKIHUSTA,
pECIL. poJIsiTa, HEM3IIbJIHEHA OT MaiiKaTa, € peau3upana: ,,HsxakbB / HEMo3-
HaT 3a MEH aHTeN / TO € HallpaBWJI BMECTO men“!. | Pro memoria“ e Tekcr,
OMUTBAII CE Ja ,,3aIbPKH‘ TaMeTTa 3a u3rydoeHaTa poxOa 1 J1a OUYHUCTH 3a-
ryomiata IeTeTo CH OT YIPU3CHUATA 32 HECTIOCOOHOCTTA HUTO Jia TO OIasH,
HUTO J1a MPEMHUHE C HETO ,,0T JIpyrara crpaHa‘.

8 Vo chvili, ked moje dieta
Bolo blizucko k nebu

[...]

nebola som pri nom
chranit ho.

Na druhom konci sveta, v inom case

necitila som, Ze prisla
jeho hranicna chvila.

Nemohla som mu vdychnut do Zil
eSte raz novy zZivot

]
(Lukacova 1998: 42).
19 Nejaky / mne neznamy anjel / to urobil za mia“ (Lukacova 1998: 42).
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Haii-cunHo Gensizana oT TeMara 3a 3aryoara Ha JIeTe € BTopaTa CTUXOC-
oupka Ha EBa Jlyka. OTKpuBame s oiie B apaTeKCTOBOTO MPOCTPAHCTBO, B
noceelieHneTo ,,Ha Arartka“, mocienBaHo OT BpeMeBaTa WHAMKAIUS —
1.5.2003 — 28.1.2005. B cruxorBopenuero ,lIlpucnuBHa meceH™
(,,Uspavanka‘) MOTUBBT 3a 3arybaTa Ha pok0aTa, KOWTO € B KJII0UOBa MM03U-
IIMs1, € BIIMCaH B TBOpOaTa 4pe3 KpbroBaTa M KoMo3uius. HagaimHusT ctux
,,CIIMHKail, MO€e IETEeHIIe, pOJACHO B IUIAHUHUTE™ B Kpas ce TpaHcpopMupa B
,,CIIMHKal, Moe JeTenne, / B mianuaute norpedano’?’. CTuxoseTe, 3aKiIro-
YEHU MEXJy U3BEJICHUTE JIBA, TOBOPAT 3a BCUUKH €TAIH HA MATYMHCTBOTO —
OpeMeHHOCT, paxkaaHe u oTraexaane. [Ipu XynoKecTBEeHOTO UM OOpHCYyBaHe
ca u3MoJ3BaHu XapakTepHure 3a EBa Jlyka npupoiHu MOTHUBH, YaCT OT KOUTO
ca CTUXMUTE Ha BAThpA U Bojara’!.

3ary0Oarta Ha neteTo B noe3usta Ha EBa Jlyka nmoctura u pyro uzme-
peHHE TIOCPEJCTBOM MOTHBAa 3a HErOBOTO M30CTaBsiHE. ,,)KEeHCKOCT
(,,Zenstvo™) e CTHXOTBOPEHHE, KOSTO CTHIM3HPA ChCTOSHUETO HAa OPEMEH-
HOCT TIpe3 KOIIMAapHOTO ChHYBAaHE Ha PaXKJIaHETO, HA HEMOWCKBAHETO HA
pokOara. TekcThT 3amouBa ¢ mpenparka KbM 3arjaBU€TO Ha KHHUTaTa, OT
KOSATO € 4YacT: ,,'aka ASBOJICKO ABPBO / ce sBsiBA M33aj] rbpda MU B CHHH-
mara: 6peMeHHa“22. B Hero pa3zuurame Temara 3a OTIEJISTHETO HA IUIOAA OT
MalikaTa, 32 HEBb3MOKHOTO CBbp3BaHe C ,,abekra‘*® (IOxacosa 2022: 31).

HexenanueTo 3a 3aabpkane Ha HOBOPOJICHOTO 00aye € MpeICTaBEeHO
B KOHTEKCTA Ha I[SJIOTO CTUXOTBOPEHUE KATO IJI0/] Ha OMUTA 32 OCh3HABAHE
Ha cOOCTBEHATa >KEeHCKa Inpupojaa. bensizana oT mbpBOPOAHUS TPSIX, JTUPU-
yeckata repouHs Ha EBa Jlyka He ce cTpaxyBa J1a OTKJIFOYM IMOTOKA HA He-
Ch3HaBaHOTO. [IpaBu ro upe3 och3HABaHE HA HEroBaTa acollaiHa, HENpH-
€MJIMBA aHOPMAJIHOCT, OT JIpyra CTpaHa — TOJIKOBAa €CTECTBEHA 3a YOBEIII-
KaTa npupo/a.

OO6pa3u Ha MBPTBOTO U HEXKEIAHOTO JCTE MPUCHCTBAT B IPEAXOXK/IA-
mara ,,JI1BoJICKOTO 1BPBO* IbpPBa KHUTA HA aBTOPKATa, HO B CBOSITA ITPOTH-
BOIIOJIOKHOCT: poxkOara (B ,,JluBara cectpa® (,,Divosestra®) — cuHbT) 03Ha-
yaBa 3a JupuyeckaTta repouHs npepaxiaane. C Apyru KOHOTAUM € TIpec-

20 Spinkaj, moje dietatko, narodené v horach®, ,,Spinkaj, moje diet’atko, / v horach
pochované* (Luka 2005: 34).

21 TIoBeue 3a ynorpebara Ha CTUXUHTE B TBOPYECTBOTO Ha EBa JIyka Moske J1a ce OTKpHe
B MoHorpadusita Ha EBa Ypbanosa (YpOanosa 2022).

22 Takto sa mi diablofi / poza chrbat zjavuje v snoch: tehotna“.

23 TlonaTHETO M3MON3BAME B CMUCHJIA Ha ynorpebara My ot FOmusa Kpbcresa B kKHurara i
,,CHIIH Ha y)Kaca® — BIDKJAHETO HA MAWYMHOTO TSJIO KaTO OHOBA, OT KOETO JIETETO TpsiOBa
na ce mudepeHImpa, 1a 1o ,,u3XBbpIIn‘, 3a 1a ce npeBbpHE B cyOekT (Kpberea 1980).
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TaBEHO M PAXKJIAHETO, KOETO B XapaKkTepHHTE 3a JIyka TUIU3aIuu € 00BBP-
3aHO C MpUpOaTa, HO TO3HM BT — ChC CBETJIAaTa U Mpepaxaamia crpasa. [1o
TO3U HAYMH ca N300pa3eHn Maiikara U JIeTETo Harpumep B ,,Privatissima‘??,
PaxxnaneTo Ha cuHa Bb3paxaa poAwikara: ,,I3BeHBXK JKUBEEX, KUBEEX /
OT TomIMHara My. bescpamuo / npepoaena“®. B uxsaHeTo Ha OsUI CBAT Ha
JIETETO JTUPHIECKaTa TOBOPHUTEIIKA BHK/Ia CBOETO IMPEOCMUCIISTHE U ITPepax-
JlaHe, 3aTOBa CTUXOTBOPEHUETO 3all0uBa C PETOPUYHOTO 3anuTBaHe — ,,[1o-
HAKOTa CH MMCJIS KOM Ha KOro / BCBIMHOCT ce € poami [...]*%. Ilogo6uu
MIPOKpABAIIM C€ MUTAHUS MpernpaniaT KbM YHUBEPCATHUS BBIIPOC, pa3du-
TaH B TEKCTOBETE M — 32 OCMHUCIISTHETO U CIPABSHETO C MHAUBUAYyalTHATA U
KOJIEKTUBHATA MTaMeT.

KpaTKOCTTa Ha B€YHOTO ycCellaHE

EBa YpOanoBa onucsa noe3usara Ha JIyka kaTo ,,0Tpyuyalia HUCKaTa
nerpaaupaiia teaecHoct (Ypoanona 2020: 58). BmecTo ecTeTuka Ha rpo3-
HOTO IOEeTecaTa Ipejiara OCJIOBECsBaHE Ha TAOYUPAHUTE )KEHCKU TEMU, HO
npe3 npusmara Ha (aHTa3HOTO, HAa OMOETU3UPAHETO HA ,,0TXBBPIECHOTO.
JlpyT € moAXoabT Ha TOKOJICHYECKH TTO-MJIajjaTa CIoBaiika aBTopka Mupka
AoGenoBa. XXypHanucTtka 1mo oOpazoBaHue U mpodecus, TS MUIIE MOe3Us U
po3a KaKTo 3a Bb3PACTHHU, TaKa U 3a JIeIia.

OT 3HaueHUE MPU YETEHETO Ha Mmoe3usaTa Ha AOeoBa € u300pbT 1 Ha
XYJI0O’)KECTBEHU TPOMU3BEACHUS MpHU MpeBojadeckara u aeiHoct. HeitHo
JIENIO Ca NPEBOIUTE Ha YETUPH MOETUYECKH KHUrK Ha Pynu Kayp?’. B MHOrO
OTHOIIIEHUSI TEKCTOBeTe Ha AOenoBa ce A00JMKaBaT 0 HEMOCPECTBE-
HOCTTa Ha CTUXOBETE HA KaHaJIcKaTa aBTOPKa OT UHJIUKWCKHU MPOU3X0/1 — Hall-
pHMeEp B KPaTKOCTTa*® ¥ NPEMOKPUBAHETO HA ABTOP U ITMPHIECKH a3. 3a Ha-
IIETO Pa3IJIeKIaHE OT OCHOBHO 3HAYEHHUE € HEIIOCPEACTBEHOCTTA Ha [TOCa-
HUsATa B KHUTaTta Ha AGenoBa ,,Beuno ycemane 3a negens“ (,,Vecny pocit
nedele, 2018). [IpobGaemaTu3rpaneTo Ha MaWYUHCTBOTO YPE3 HEIIEH3YPH-
PaHOTO MPSIKO TEMATU3MPAHE HA HETOBUTE aCTEKTH CE pa3yuTa OIllle Ha HUBO

24 3arnmaBHETO € IATHHCKA JlyMa, MHOKECTBEHO YHMCIIO Ha ,,privatissimum®, o3HauaBaina
YHHBEPCUTETCKA JICKITUS, MPEIHA3HAYCHA CaMO 32 MaJTbK OpOH CTYACHTH.

25 | Zrazu som Zila, zila / z jeho tepla. Nehanebne / novonarodena“ (Luka 1999: 39).

26 Niekedy rozmysl'am, kto sa vlastne / narodil komu [...]* (Luka 1999: 39).

27 _Munsko u men‘ (Milk and Honey), ,,CiibHiiero u Helinure nsers® (The Sun and Her
Flowers), ,,Home Body* u ,,Healing Through Words* (mocnexnure nBe KHUTH HE ca
MIPEBE/ICHNU Ha OBITapCKH €3HK).

28 KpaTtkocTTa M 00II0BaIMIHOCTTAa B TeKCTOBeTe Ha Pymu Kayp onpenens kato kimo-
YOBH 3a nomnyssipHoctTa 1 Panuna Jlronkanosa (2019).
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KOMIIO3HMpaHe Ha CTHXOCcOWpKaTa, u3rpajeHa KaTo JTHEBHUK. B Hes aBTOp-
KaTa TIpociie/isBa 3a4eBaHETO, OPEMEHHOCTTAa U CIASIPOJWIHHUS TIEPHUOI B
TPU OTJACJIHM IUKBJIA, BCEKU OT KOHUTO € MOCBETCH Ha ChOTBETHHUS €Tarl:
WAaauk (,,0Ovarium®), ,,Haif-nmpotuBHata >xeHa B rpaga’ (,,Najhnusnejsia
zenské v meste*), ,,Beuno ycemnane 3a Henensa‘“ (,,Vecny pocit nedele®). B
TEKCTOBETE JIMIICBA OINOETU3WMpPaHE, POMAHTHU3UpPAHE HA MAaWMYMHCTBOTO, a
TOYHO OOpPATHOTO — TO € MPEJCTABEHO Ha (DOHA HA COIMATIHUTE MPEAPa3Ch-
JUbIIU, C KOUTO c€ CO'bCKBA JIMpUUYECKaTa TEPOUHS.

B mppBaTa yacT Ha cTHXOCcOMpKaTa JKeHaTa € H300pa3eHa KaTo HECIIO-
coOHa na 3aueHe. HeltHuar obpa3 € mpuapykKeH OT T€3u Ha JETETO, MmapT-
HbOpa M Ha OpeMmeHHaTa mnpusarenka. OCHOBEH 3a JTUPUYECKHS a3 obade ce
OKa3Ba HE (PU3UOJOTHUYHUSAT MPOOIEM — HECITIOCOOHOCTTA Jia 3a0peMeHee ,,0T
yetupu mecena“ (,,PenponykruBHa kimHuka® — ,,Reprodukcénd klinika®),
WAgauK® — ,,0varium®), a colMaaHOTO OTHOIIEHHE KbM Hero. Temara €
SICHO TIOCTaBEHa B TEKCTa ,,CoruanHo Hanpexenue (,,Socialny tlak*), moc-
JIeJICH B IIUKBJIA:

Ll]e namexnam, ue 6u u omusano,

aKo Kauu CHUMKA C 0ememo HA Npusmenkda

UIU NbK We NoONumam Koaa uje uma ceoe.

Il]e koncmamupam, ue seue e 0ouL10 8peme.

[...]

Hakxou numam oanu ne cmasa

U Kamo He Noyuam omeosop, npeoiasam Homepd
HA CNeYuanucmu.

Konko uskapsame

3a kozeo enacysaxme

Kaxve we cmasame

Koea nanocneowvk cme npasunu cexc
[vimame au, unu naroeme
Kpaoeme nu uecmo

Bce owe nu bueme sncena cu

Kakeo nu we numam
< 29
axko cayuaino ooxcusee 95

2 Podotknu, Ze jej pristane

ak zverejni fotku s priatelkinym dietatom
pripadne sa spytaju, kedy bude viastné.
Skonstatuju, Ze uz bolo nacase

[..]
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CrioTo mpobiieMaTu3upaHe Ha 00OIECTBEHUTE HArjlacl M OYaKBaHU,
OTIIPABEHU KbM JKE€HATa, OTKPUBAME U B ,,PENTPOAYKTHBHA KIIMHUKA

He munasa oen
be3 8bnpoca
Ko2a we umame oeme

To seue
yemupu meceya
He uoea

Obwecmeena menoicepa noo naracane™®

BbB BTOpara yacT Ha cTUxocOMpKaTa Temara 3a OpEeMEHHOCTTa ¢
Ipe/JcTaBeHa B CBETIMHATA HAa OOIIECTBEHATA Harjaca KbM jKeHaTa B TOBA
cheTosinue. TekcTsT ,,10 1. . / B acancwopa® (,,10tt/ vo vytahu®) e koHCT-
pyHUpaH BbPXY AUANOru4dHUs npuHiuil. [IepBara yact e 06o0meHre Ha 00-
IIECTBEHUTE OYAKBAHUS CIIPSIMO KEHATa U B TO3M CMUCHI U3PEKIa OCHOBHU
KIUIIAPAaHU BB3TJIEIN KaTo Te3W 3a paboTeliara )eHa, paxaana B KbCHa
BB3PACT, ¥ 32 CHKUTEIICTBOTO Ha pouTeNn 0e3 Opak.

Niektori sa pytaju, ¢i to nejde
a aj ked’ nedostanu odpoved, ponukaju cisla
na odbornikov.

Kolko zardbate

Koho ste volili

Koho budete

Kedy ste naposledy suloZili
Prehltate ¢i vyplivate
Kradnete casto

Este stale bijete svoju Zenu

Co sa budii pytat

ked’ sa nahodou doZije 95
(Abelova 2018: 32).

30 Neprejde der

bez otazky

kedy uz budeme mat’ deti

Ono sa uz
Styri mesiace
nechce pre nas rozhodnut

Socialny tlakovy hrniec

(Abelova 2018: 29).
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Wnesita 3a cOIMATHOTO OYaKBAaHE W 3aJ0BOJIIBAHETO MY €CKaJMpa B
KECTOBOCTTa Ha ,,21 T. ¢. / oTuasinue* (,,21tt / zafalstvo*). B To3u Tekct nu-
PUYECKUST a3 CH IIPEJICTABS KaK 110 pa3IMdYHU HAYWHU M3J1ara Ha MoKa3 I'bp-
JTUTE CH:

0a npogecuul 2bpou npe3 npo3opeya Ha Koiama

0a npogecuut 2bpou om OAIKOHA

0a npogecuud 2bpou Ha NPOCMOPA 3ae0HO ¢ be1boOmo
0a U3N0HCUUL 2bpOU HA NYIMA

oa 2u uznoxcuuL 8 2anepus’!

CaenpoauaHUAT NEPUOJl € ACPOMAHTU3UPAH OIllE B IbPBUS TEKCT OT
TpeTara MoCleHa 4acT Ha CTUXOCcOMpKaTa. ,,B3exa Mu aerero’*? € mbpBUsaT
CTHX B HEs, KOMTO BeJHAra npearnocTaBs TOHA Ha OCTaHAIIUTE CTUXOTBOPE-
HuUs. U Tyk KaTo B IpeIHUTE JIBE YaCTH CTaBa BBIPOC 32 THPCEHO ,,pa3BEH-
yaBaHe Ha OYAKBAHETO W MPEJICTABUTE 332 CAKPAIHO M3KHUBSBAHE HA Maii-
YHMHCTBOTO, KaTO TOBA pa30yJIBaHE CE€ U3BBPIIBA Upe3 3acsiraHe HAa TEMHUTE
3a 11e3apPOBOTO CEUEHHUE, TFPBOTO U3XOXKJIAHE CIIE/ PAXKIAHETO, TPOOIEMHTE
C KbPMEHETO0, 0€3ChHUETO, UMYHU3ALIUUTE.

Axo kHuraTta Ha A0OeloBa MpeaCcTaBisiBa CBOCOOpa3Ha KPUTHKA KbM
OOIIECTBEHOTO OTHOIIEHHE KbM MAaUMHCTBOTO, OPAJAHN KOETO CU CIYXKH C
UPOHUS U HATYPATUCTUIHOCT, TIOCTEAHHST TEKCT CE SBSIBA KOHTPAITYHKTEH
Ha ISUTOCTHUS TeMaTH4YeH O0JIHK Ha ctuxocOupkara. Toi e mocBeTeH Ha 3a-
ry0ara Ha JIeTe U TeMaTU3Hpa HECIIOCOOHOCTTa Ha HEMpPEKUBsIa MoJo0Ha
MbKa JK€Ha Jla paz0depe cTpajaiiara u ,,HecObaHana ce* maika (,,4ecto cu
MHCIIS 3a KEHHTE, Ha KOMTO ca ympenu nenara” (,,Casto myslim na Zeny,
ktorym umreli deti*). Kaurara na AbenoBa € XpoHHKa Ha ChBPEMEHHATA
»Ke€Ha, MUHABAIIa Pe3 MalluYMHCTBOTO, U3IMOBS/IBAIla CBOMTE YYBCTBA, CBBP-
3aHH C Pa304yapoBallMsl pa3pUB MEKAY OYaKBAHUS U I€UCTBUTEITHOCT.

3 yyvesit prsia z okna motorového vozidla
vyvesit prsia z balkona

vyvesit prsia na snuru spolu s bieliziiou
vyloZit prsia na pult

zavesit do galérie

(Abelova 2018: 44).

32 Zobrali mi dieta“ (Abelova 2018: 69).
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CTBKJIEHOTO J1eTe

UeTBbpTaTa aBTOpKA, YASITO CTUXOCOUPKA 1€ pa3riegaMe BbB Bpb3Ka
C TeMaTa 3a MATYMHCTBOTO B ChBPEMEHHATA CJIOBAIIKA MO€3Us, € JIUTEpaTy-
posenkara Jlenka Illadpanosa. Kuurara 1 ot 2018 roguna ,,post partum*
¢ 1e0I0THA U 3acera eIMHCTBEHA 3a noerecara. KakTo Moxe J1a ce u3Bejie ot
3arjaBUETO, JIBAJIECET U OCEMTE TEKCTa B HEsl TEMAaTU3UPAT CIEIPOIUTHUS
nepuo. [lo To3u HauuH Te ce noOmmxkaBar 10 TBopouTe Ha Jlyka u Abe-
JI0OBa, ChUETaBalKU YEPTHU OT MOYEPKA U HA ABETE aBTOPKU. 3a MOe3usTa Ha
[ITadpaHoBa € xapakTepHa KpaTKOCTTa, MPUIPYKEHA OT JIMIICA HA TJIaBHU
OyKBU W TIpenuHATEIHU 3HaIM. BCcuuko ToBa mpenmosiara Bojaemara poss
Ha IMOCJIAHUETO B TEKCTOBETE U. TO, OT Apyra cTpaHa, € U3rpajeHO BbpPXY
NPUHIMIIA HA aHTUTE3aTa, MPU KOSTO MUCHITA, POCIEAsBalla MOHOTOH-
HOCTTa Ha BCEKUHEBHOTO HAOIIOJaBaHO WJIM OTIPaBeHA KbM MUHAJIOTO, CE€
NpPEeKbCBAa OT KOHKPETHKATAa HAa HACTOsIIaTa CUTyalus, B KOSITO € HaMupa
WJIM 9yBCTBA JIMPUYECKUST a3.

HauanHoTto onucaTeHO U €eMOIIMOHATIHO JUCTAHIIMPAHO U30POsIBaHE
B CTUXOTBOPEHUETO ,,napokon* (,,Hali-HaKpas*) € NPeKbCHATO OT KECTa Ha
,,JI0JIaBaHETO* HA COOCTBEHOTO JETE, T.€. OT BPBINAHETO B COOCTBEHATa
JICUCTBUTEIIHOCT.

niawaw cmemkama
83emaul enuKkpu3ama

Mocmpume HA Kpemoge

nvpeama Xpama

boubeponume u wiuwiemama

sUMAMUHUME

noonuceaut noLy4asanenmo

HA JeneHKume 3a novn

Kpemoseme npomue cmpuu

UHCMPYKYUUme 3a XpareHe Ha HO8OPOOEHOMO
Xasaukama ¢ 1020 Ha 3aCMpPaxo8amenna KOMNaHus
nomaxeaul Ha nepcoHaa

C OMCMBbIKUME 30 MOHUMOPU 34 OULUAHEMO

HanycKkaui c80s CKbn XOmel
C PbKOBOOCMB0 3a ynompeoa Ha MauduHCmeomo
CNI0JCEHO 8 CUH Kypap

8 Kpast
mu oasam oememo

33 B GykBalieH IIPEBOJ OT JIATUHCKH €3HK — ,,CIIE] PAKIAHETO .
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xamo 6onyc>*

Ha npuHnuna Ha KOHTpacTa € U3rpajeH U TEKCThT ,,primogenitus“35,
TeMaTU3Wpalll HavyajlHaTa HEU3TpaJeHa Bpbh3Ka MEXAY MailkaTa W JETETO.
Ts0TO HA poaAMIIKAaTa € OMUCAHO KaTo ,,HAMO™ U ,,HEIOJABUXKHO , KaTo ,,HE-
JIEJICH MOpLEJIaH, KaTO HEOTKJIMKBAIO HA MbPBUTE MY HYXIU. Ta3u auc-
TAHIIUPAHOCT o0aye € MapKHpaHa U KaTo CJIEJCTBHE OT CTpaxa OT Kpex-
KOCTTA Ha JIETETO ChC CTHXA ,,AMAIIIE CBPIIE JIEKO KATO HAAYTO CTHKIO ®,

To3u cTpax € mMpOoABIKEH B TEKCTOBETE ,, JUIIAHE IO CTHKIOTO [
(,,dychanie na sklo I*) u ,,qumane no crekioTo II° (,,dychanie na sklo II*),
C KOWTO C€ TIOCTaBsl U MOTHUBBT 34 ,,CThKIEHOTO fere’’’. KpexkocTra 06aue
MEHH 3HAYEHUETO CHU, MEHU 03HAYaBAHOTO U OT BBHIITHOCTTA HA JIETETO Ipe-
MHHaBa KbM BBTPEIIHUS CBSIT:

HUKOI He N0003upa

KAKB0 BCHUIHOCHL Ce e CIYUUILO
npeou nem OHU

cieo nem OHU

6 meb

3% zaplatis ucet

vezme$ prepustaciu spravu
vzorky krémov

prve prikrmy

cumle a flase

vitaminy

podpises prevzatie
pupocnych naplasti

masti na strie

navod na ozivovanie dojcata
uteracik s logom poistovne
zamavas persondalu
zlavami na monitory dychu

opustas svoj drahy hotel
s manudlom na materstvo
ulozenym v modrom kufriku

na zaver

ti vydaju dieta

ako bonus

(Safranova 2018: 5).

35 B OyKBajieH IPEBOJ OT JATUHCKH — ,,ITIbPBOPOIEH .

36 mal srdce 'ahké ako vyfitknuté sklo® (Safranova 2018: 13).

37 To3u MOTHB ce OTKpHUBA U B TekcTa Ha Becenkona ,,rna nox yxaemara My Koxa.
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6 He2o®

CpOupaHeTo Ha MaiiKaTa ¢ HOBOPOJASHOTO MapaIOKCATHO ITOCTaBsI BbII-
poca 3a OTJIETISTHETO Ha JIETETO OT Hesl. AKO B OCTaHAJIUTE TEKCTOBE TO € OCT-
PAHHOCTEHO OT CTpaxa Ha JIMpHUYecKaTa réporHs OT HOBOTO M HEIO3HATOTO
CBhCTOSIHHE HAa MAaHYMHCTBOTO, B ,,JIUIIIAHE IO CTHKIOTO [ merero Beue mpu-
ChCTBA KaTo CyOekT. TyK HOBOPOJCHOTO € TOTJIEIHATO Mpe3 TOTSHIIUATA Ha
HETOBOTO MPEKUBIBAHE HA OTMIEJICHOCTTA OT MauMHOTO Tsu10. OOpa3bT Ha
JIETETO CIIYKU B KHUATATa MPEAN BCUYKO 32 OYepTaBaHe HAa TPAHUIHOCTTA, 110
KOSITO TO BOJIM y camara JKeHa, pa3/IBosBaIla ce JI0 IB€ CBOM ChCTOSHUS — Ha
A3 u Ha [Ipyrara, HO B ,,JUIIaHE MO CTHKIOTO I TO Beue € BUASHO U3BBH
a0EKTHOTO CH CBIIECTBYBAHE, T.€. KATO CAMOCTOSITEIIHA JIMYHOCT.

AKO ITbpBaTa 4acT Ha KHUTATa TEMaTU3Upa CICAPOIUIHUS TIEPUO]T C
orJiea Ha OTHOIICHUETO Malika — HOBOPOJIEHO, TO BTOpaTa 4acT pasriieK/1a
POJUTENICTBOTO KaTO BPh3Ka MEKY KE€HATa M MbXa — OT OT/JajeqaBaHETO
eIWH OT JPYT, NMpe3 AUCTAHIIMPAHETO OT OKOJTHUTE XOpa, 0 MOTHBAHETO B
PYTHHHOTO, B TpHKaTa 3a JeTeTo. [loMecTeHusAT B Kpas Ha cTUXocOupKara
TEKCT ,,0TKpHTO 3a Jr000BTa* (netthybne o laske), moanucan ¢ nHUIMATUTE
P. I1I. (R. S.), 3a]1 KOHTO ce KpUe CHIPYI'bT HA MOETECATa, PEIPe3CHTHPA
pa3M4YHaTa rJieHa ToYka, Ta3u Ha HaOJIroJaBaliys )KeHarta, cTaHajia Maika:

U xoeamo mvoicvm u ce 8vpHe
8KBbUWU OmM paboma

u nonuma
KaKeo e npaesuaa Yy Oen

Hecpecana
USMOpEHa
usnomeHa

we onmeosopu

obuuax deyama Hu
C YAI0Mo cu mano’>’

38 nikto netusi

¢o sa vlastne stalo
pred piatimi diiami
po piatich dnoch

v tebe

v niom

(Safranova 2018: 17).
3 a ked' jej muz pride
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Ta3m ,,Tuxa“ KyJIMUHALMS CAKAll € MPUBUKAHA, 34 /1 U3BUHHU JINPHU-
yeckaTa FepoUHs MpeJl Hesl caMmaTa, JaBallKyi U alTePHATUBHO OMMCAHUE Ha
eTara oT XMBOTa, IPe3 KOMTO NMpeMHuHaBa. [locneHusAT TEKCT npeaBeniaBa
BB3MOXKHOTO OCTPAHHOCTSIBAHE HA JKEHATa OT MPEKUBSIBAHUATA 1 U TIO TO3U
HAYMH NPE/ICTaBIIsIBA CBOEOOPA3HO HAYajI0 Ha MPOABIKEHUETO Ha KHUTATa,
OCTaBSIMKU Kpasi OTBOPEH.

3aKJIoueHue

,,»KeHaTa HHKOra He € Jiajiey oT ,,maikaTta®, numie Enen Cuxcy (Cukcy
1997: 173), u TakaBa 51 OTKpUBaME B TEKCTOBETE Ha CJIOBAIIKUTE aBTOPKH,
3a KOUTO MOXKEM Ja KaKeM, 4e ca HalucCaH! ,,c 05710 MacTuio® (mak tam).
M He cTaBa BBOPOC caMO 3a poyiATa U (PYHKIMATA HA Mailka, a 3a >KeHara
KaTo MMbPBOM3TOYHUK Ha BCUYKHU OJiara. KbM Ta3u HelfHa OCHOBA € HACOYEHO
THPCEHETO Ha Pa3riIeKIAHUTE MOETECH, KaTO BCAKA CE BPbIllAa KbM H JI0 pa3-
JUYHA TOYKa OT JpeBHATa *eHcka npupoja. Epa Jlyka ce oOpbia KbM ap-
XeTura, kpM apxerunHara nametr (Mwruak 2010: 87) u300110 32 xeHara.
JIupuueckata repors Ha Mapuena BecenkoBa ce Bpbllia KbM cede cu, cra-
CSIBalKK c€ OT ()parMEHTapHOCTTA Ha UyKIUTE KUBOTU. Mupka Abernoa
pociiesiBa BCUUKMA €Tali Ha MAaYMHCTBOTO C €3WKa Ha HATypaJIMCTHY-
HOCTTa ¥ HEMOCPEICTBEHOCTTA, MPOTUBOPEYAII HA U OYHTYBAIIIU CE CPEILY
oOmiectBennte odakBanus. Jlenka IlladpanoBa pa3BeHuaBa WITIO30pHATA
UJesl 3a KpacoTaTa Ha CICAPOJWIHUS MEPUOJ, ONMUCBANKHU BIUSHUETO HA
poMsIHAaTa BBPXY KMBOTA KaKTO Ha Maiikara, Taka u Ha Oamtata. 1 detu-
pUTE aBTOPKHU C€ OCMENSABAT Ja C€ HAaco4yaT B TEKCTOBETE CHM KbM HAM-WH-
TUMHUTE aCIEKTH HA MAMYMHCTBOTO U JIa MPOKApaT Mo TO3M HAYMH €/THA OT
OCHOBHHUTE TEMU B ChbBPEMEHHATa CJIOBAIIKA JIUTEPATypa.

z prdce domov

a opyta sa
co cely den robila

neucesand
unavend
spotenad

odpovie

milovala som nase deti
celym svojim telom

(Safranova 2018: 38).
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OHUPUYHATA IIEPCIIEKTUBA B TBOPYHECTBOTO
HA OJIT'A TOKAPYYK

Hdumumpuna Xamsze
ITnoeouecku ynusepcumem ,,Ilaucuit Xunenoapcku“

THE ONEIRIC PERSPECTIVE IN THE WORKS
OF OLGA TOKARCZUK

Dimitrina Hamze
Paisii Hilendarski University of Plovdiv

hamzed@uni-plovdiv.bg

The aim of this study is to demonstrate how Olga Tokarczuk uses the onei-
ric (dream vision) to “interpret” the fundamental forms of existence through ar-
tistic means. The dream functions as a “palimpsest” of the dialectics of the human
psyche, which is an individual, subject-specific filtration and processing of the
collective unconscious—that is, of the archetypal foundation. The hermeneutics of
the dream as an event sequence allows for the delineation of existential structures,
with their philosophical and psychological modalities. Such a perspective pro-
vides a new optic on the meaning of existence and conceptual definitions.

The methods used include: semantic analysis, psychological interpretation,
and the comparative method.

Key words: dream, psyche, individuation, existence, death, life, uncon-
scious

CoHsam e 3aem, 63em om Cmvpnmma 3a I’lOOO’prdeHeﬂ’lO Ha sicueomd.

Aptyp Llonenxayep
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Cnopen Aptyp lllonenxayep »KMBOTHT U CHHHUILIATA CA CTPAHULIUTE HA
eqHa ¥ cblla KHura. ChbHAT € ¥ YaCTHIlAa CMBPT, KOSITO HUE YCBOSBAME MPEI-
BapUTEIIHO, 32 Jla ChXpaHsaBaMme U oOHoBsiBaMe kuBoTa (Illonenxayep 2013:
31, 45).

1. Kparbk aiuaxpoHeH 0030p Ha NpeacTaBUTe 32 ChHH

ChbHuIlaTa ca HEUIO KaTo BOJauM, KaTo Tyiaca Ha bora, Ha Hemo
Buciie, Hemo, koeto HU HaaXBBpIsA. Te ca Bogaun U Ha Hecv3HaBaHoTO,
T.¢. Ha Heno3znaroro. Cnopen Kapa ['ycraB FOHr Te BuHarum 3amsamsar ¢
HOBH IIPOMEHU, OMACHOCTH, )KEPTBU, BOMHU U JIPYTH TPEBOKHU Hemla. JKu-
BOTHT Ha MPUMUTUBHHS YOBEK € M3IIBIHEH C BUHArU JcOHemara ICuxu-
YecKa OMacHOCT M 3aTOBAa MMa TOJKOBA MHOTO HAYMHU 32 HAMAJIABAaHE Ha
pucka. OnpenensHeTo Ha 30HU Ta0y € BRHITHUAT U3pa3 Ha To3H (akT, a Ta-
OyTaTa ca NCUXUYHU OTPaHUYCHUS (HEIIO KaTO IMpe/Ia3Hu Kiamnu), KOUTO
TpsiOBa Ja ObJIaT Cria3BaHU TOYHO U C U3pa3 Ha cTpaxonodyuTanue (cpB. FOHr
1994: 148). ChHAT € npUBUJIETUS HA BUCIIATA CUJIA U HA CHIIECTBOTO, B KO-
€TO TSI CE € BCeuia, KOETO TS € u30pasia 3a CBOM u3pasutel (Boxaa Ha Tuie-
METO).
[lenTa HAa MHOTO MarM4ecKd PUTYalld € J1a U3rPaasT 3alluTa Cpemry
OMAaCHUTE TEHJEHIIMU HAa HECh3HABAHOTO. CMATAJIO CE€ €, Y€ HAKOU ChHHUINA
MMart 4oBeIlKa, a Apyru — 6oxectBena npupoaa. [Ipes XVI — XVII Bek cb-
HUIIATa ca OWIu KiacuUIMpaHu Mo CIeAHUS HAaUUH CIIope]] MpUYUHATA CU:
1. 3a0onsBane Ha TAIOTO;
2. A(eKT npu CUIIHO pa3ThpCcBaHe HA AyXa, MPUYMHEHO OT JIF0OOB, Ha-
JekKJ1a, CTpaxX WM OMpasa;

3. Cunata 1 TyKaBCTBOTO Ha JIEMOHA — HA €3UYECKUS OOT UJIU HA XPUC-
TUSHCKHS ASIBOJ;

4. CpHuma, uznparenu ot bora. B TAX chHyBamusT nojyyaBa omnpe-
JIeJICHO 3HaHWE caMO ¢ OJI00peHueTo U meapoctra Ha bora (cps.
FOur 1994: 150 — 151).

CobHuiara, uznparenu ot bora, yecto HaBecTaBat Beponuka, repou-
HATa OT pomaHa [lemysanemo Ha xopama Ha Kuueama (Podroz ludzi
Ksiegi).

Weronika liczyla na sen, ten nieogarniony obszar, gdzie Bog zwykl
dawad jej wskazowki' (PLK?, 117).

! Beponuka pasuumawie na mosu coH, Ha moeéa HeobO3PUMO NPOCMPAHCNEO, KbOCMO
boz obuxnoseno s nanvmcemeauwe (npeBoasT € Mo — [1. X.).
2 IlpoumsBemenusara na O. Tokapuyk, OT KOMTO ca B3€TH LMTATHTE, L€ OBAAT
0003HaYaBaHU B X0OJa HAa U3JI0KEHUETO C abpeBUATYyPUTE UM.
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[lo mpuHIMI IBPKBaTa c€ ChbMHSABA U JJOPU CE€ IIPOTUBOIIOCTABs Ha Ce-
PHO3HOTO BB3IPHEMAaHE HAa ChHUILIATA, HO EJHOBPEMEHHO C TOBA IPUEMA, UE
HSKOU OT TAX ChIBPKAT HEMOCPEACTBEHO OTKpoBeHHe. [Ipe3 nmociennure
BEKOBE IIbPKBAaTa CE€ MPOTUBOIIOCTABs C yCIEX HA MO-PAaHHATa UHTPOCIIEK-
THBHA Harjaca, KosiTO CTUMYJUpa 3aJIbJI00YEHOTO pasriexaaHe Ha ChHU-
njaTa U Ha BbTpelHUTe npexxuBsiBanus (cpB. FOur 1994: 151 — 152). Ilpo-
TUBOIIOCTABSAHETO M € IJI0J Ha CTPEMEIKA J1a YIIPAXKHABA KOHTPOJ BbPXY Ch3-
HAaBAHOTO M HECH3HABAHOTO B YOBEUIKATA [ICUXUKA.

[IpoTecTaHTCTBOTO CpHBa 3aIUTHATA CTEHA HA LIbPKBaTa, HO CE€ W3II-
paBsi cpellly 3ariaxata oT COOCTBEHUTE CH BbTPEILHU MPEKUBSIBAHUS, BEUE
JMILIEHU OT 3aKpuiiaTa Ha JOorMara M yroTa Ha HOPMaTUBHUS pUTyal (CpB.
FOur 1994: 152).

He3aBucuMo OT pa3nuuuaTa U CieUU(PUKUTE HA PEIUTUO3HUTE Harl-
paBieHus o0aye HUTO €IHO OT TAX HE MOXE M HsIMa MPaBOTO J1a 3aCTaBs
YOBEIIKaTa ICUXHUKA J1a padOTH MO ompenesieH (M3rOJEeH 3a HEro) HauMH.
CrtpyBa MU ce, 4ye 10 OTHOILICHHE Ha NICUXUKATa PEIUTHUTE U3IIBJIHIBAT 11O-
CKOPO ,,[TOTUTHYECKA* QYHKIUS — OMUTBAT CE J1a CIIEUEIISIT IPUBBPKEHULIN
4ype3 MaHUIYJATUBHU CTPATETUH, MPUKPUBAIIM OE3MOIAIHN YIATUMATYMH,
aTaKkyBallld [ICUXUKAaTa.

FOHnr ka3Ba Taka: ,,Hamiara ncuxuka € yact oT npupojara u HelHarta
3aragka e 6eskpaitna® (FOur 2002: 20). Hue He moxeM aa nedunupame
HUTO NICUXHKKaTa, HUTO npupojaara. Moxxem camo aa u3paszsiBame MpeacTa-
BaTa CH 3a TSIX U JIa ONKMCBaME KOJIKOTO MOXEM IMO-J00pe Kak PyHKIMOHU-
pat. Te3n, KOUTO OTXBBPJIAT HECH3HABAHOTO, CTPAAAaT OT MHU30HEU3BM
(cTpax oT HOBOTO U Heno3HaToTo) (cpB. FOHr 2002: 20 — 21). Ilcuxukara Ha
YOBEKa € U3ThKaHa OT MPOTUBOIOJIOKHOCTH, TS (PYHKIIMOHMPA HA TPUHIIUIIA
Ha aHTUHOMUUTE U ThU KaTO 3aBUCH OT OajlaHca Ha TPOTUBOIOJIO)KHOCTHUTE,
HUKOS MpEIEHKa He MOXKE Jla CE CMsITa 32 OKOHYATENIHA, aKO HE CE AbPKU
CMETKa 3a HeilHaTa ABynocoyHa quHaMuka. [IpuumnaTa 3a Ta3u ocobeHoCT
€ (akThT, 4e HE CHUIECTBYBA U3XOAHA TOUYKA HAJl WJIM U3BBH IICUXOJIOTHSITA,
KOATO J1a HY NI03BOJIM J1a (hopMuUpamMe OKOHYATETHA MPELIeHKa 32 TOBA KaKBO
npeacrasisiBa ncuxukara (FOur 2002: 63).

FOHr Hapuya chbHUILATA KPEXKH, yOATBAIIH, HETOCTOSIHHU, HESCHU U He-
curypHu ¢anrazuu. Te ca Hali-ueCTUTE U YHUBEPCAIHO JOCTHIIHU U3BOPU 32
U3CleBaHe Ha CUMBOJIHATA CIIOCOOHOCT Ha YoBeka. ChHUIIATa MOXKE J1a HE ca
HEMOCPEJICTBEHO pa3OupaeMu, HO MOJCKa3BaT €Ha ,,[TOJINOYBEHA™ Ues UK
Hamepenue. fOHr e yOeneH, ue Te He 03HayaBat TOBa, KOETo moka3BaT. OOpa-
3UTE€ U CUMBOJIUTE, ChABPKALIH CE B TAX, Ca MIPEJICTABEHU B CTPAaHHU (OpMHU,
B KOMTO NIOTUCHATUTE ChABP)KAHUS Ha MICUXUKATA CE MOSBSIBAT B Ch3HAHUETO.
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Taka ce cTura J10 U3Bojia, Y€ €IMH ChH MOKa3Ba HEIO PA3IMYHO OT IBHOTO MY
nzoopaxenue (cps. FOur 2002: 26 — 27, 98).

3a cbHs JxeliMc XoJIMC MpaBy cieaHaTa KoHcrarauus: ,,ChHAT HE €
HEIo, KOETO U30upaMe WiIu HarpaBiisiBame. Tol € Helo, KOETO UJiBa MpH
HaC KaTo vyKJaecTpaHeH nocerurel. Toil € cOnbehbk ¢ Muctepro3nus pyr,
KOWTO Jieku BbTpe B Hac™ (Xommc 2024: 35). Mapu-Jlynz dbon Dpaniy
CMSTa, Y€ MCUXOJO3UTE CE€ OMUTBAT Ja 3aCHIIST JieueOHUs €(DEeKT Ha ChHS.
ToBa 00sicHsIBa 3al110 UHTEPIIPETaIUATa HE OMBa J1a ObJIe UHTEIEKTyalHa U
Jla ThJIKYBa ChHS JIOKpal — 3a J1a OCTaHe yCeIllaHeTo 3a npumedicarue. To3u,
KOMTO THJKYBa ChHs, HEe OMBa Ja YyBCTBA ChHS KaTO HAITBJIHO pa3OpaH, 3a-
IIOTO TOBA IIIe youe pe3oHaHca. ThIKYBaHETO Ha ChHS € ITOBEUE HAYWH Ja
Ce€ pasroBapsi 0Ko0Jl0 ChHS, TaKka Y€ HErOBOTO IOCJIaHWE J1a ObJie 4yTO IO-
nobpe. Camo ToraBa ChHAT MOe Jia uma JieueOeH edext (Pon Opanir 2003:
20 —21). xeiimc Xoi Ka3Ba, ye ChHUIIIATA HE CE ChHYBAT, 3a Ja CE aHaJIU-
3UpaT U pa3doupart, HO TSIXHOTO pa3OUpaHe HU MOKa3Ba KbJi€ HECH3HABAHOTO
BEUE€ Ce ONMUTBA J]a MPOMEHM a3 00pas3a B IM0JI3a Ha 3/IpaBETO U UHAUBU]ya-
musta® (Xox 2005: 39).

CeayBanute repou Ha O. Tokapuyk He ce cTapasT Aa ,,pa3dyorusT
CchHHUINATA CU. T€ yMeAT J1a mocpenaT aJickBaTHO JJATEHTHUTE UM ITOCTIaHUs
U JIa KUBEST B XapMOHUS C TSIX. A TOBa IO NPUHITUII HE € JICCHOU3IThJIHUMA
3agada. OOSICHUMO € 3aI10 ChHYBAIIIUTE CE€ OMUTBAT Jia NMpeHeOperHar uiu
JIOPU J1a OTXBBPIIAT ChOOUIEHUSITA OT CBOUTE ChHUIA. Ch3HAHUETO CE ChII-
pPOTHBIISIBA HA BCUYKO HECH3HABAHO M HEU3BECTHO. lIpuMuTHBHUTE MMaT
BCHUYKH PEAKIUM HA IUBOTO >KUBOTHO MPEJ JaJI€HA OMACHOCT, Ipe]1 3acTpa-
masaiio crouTre. Ho u ,,iuBUNIM30BaHUTE  HE Ca MHOTO MO-Pa3JIMIHH — Pe-
arupar 1o 1MoJ00eH HauWH — U3IMTaT TICUuXu4ecka 0apuepa, 3a Ja ce mpe-
massT OT IIOKa MpH COTbChKa ¢ HOBOTO. ToBa ce HabogaBa BbB BCSAKA pe-
aKIUsl Ha UHAUBUJIA CIIPSIMO COOCTBEHHUTE CHHMIIA, KOTATO € MPUHYJEH Ja
npueMe HAKOA U3HEeHa Bana MUChI. ['epoure Ha O. Tokapuyk 10 roJisima
CTEIIEH Cca ,,TPCHUPAHN " 32 HEMO3HATUTE HENA U TTyBaT B CBOM BOAU. Te ca
HE caMO OOEKTHU U CYOEKTH Ha ChbHOBHUJICHUSITA CU, HO U TEXHU CITbTHHIIU.
IToHsikora cskamr ca nmepcoHuUKaui Ha COOCTBEHHUTE cH chHUIA. OTaa-
JICHOCTTA UM Ha 3arajikaTa ¥ HeMHaTa HEpas3raJaceMoCT KaTo Y€ JIM UM IMpU-
JlaBa BEUHOCT, HAJIMOT'BAalKH TJICHHOCTTA WM.

Baxxno e omie ma ce mogyepTae, ue ChHAT HsIMa MOpanu3aTopcka QyH-
KIIUSl — TOM HE Ka3Ba Ha MaIlMeHTa Kak Ja ce AbPXKU MO-00pe, a camo ce
onuTBa Ja OajlaHCHpa W3KpHMBEHATa MPHUPOJIa HA HETOBHUS Ch3HABAH YM,

3 uaMBuayanyara € Hpolec Ha ICUXMYecka Au(epeHnuanus, KOMTO MMa 3a LEl
Pa3BUTHETO HA MHIMBUyaJHATA JINYHOCT.
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KOMTO MOJABPKa PUKIUATA, Ue TAJACHUAT CYOEKT € CaMOTO ChBBPIIICHCTRO.
KpacHopeuuB npumep € oTHOBO BepoHuka — TS € JIyKCO3Ha KypTU3aHKa U
ChHUIIIATA M HE S HaKa3BaT 3a TOBA, a CaMO M MOCOYBAT II'bTA 3a KOMIICHCA-
TOPHO W TPAJIMBHO MpepaboTBaHe HA onpeeiacHn KoMIuiekcH. [1o To3u mbT
Yype3 MPOCBETIICHUE U YIIOPUTOCT OT HEWHA CTpaHa TS MOXE Jia TOCTUTHE
CUJIHA WHIUBUyaIls.

OOpa3zuTe B ChHS Ca MHOT'O MO-SIPKH, 3aI1I0TO Ca HACUTEHU ChC CBPbX-
CETHMBHU acOIMaIliU, OT KOUTO M3Ipa3BaMe 00Opa3uTe OT BCEKUIHEBHUS HU
KUBOT.

Hsxou ot repoute Ha O. Tokapuyk moaabpkaT 100bp OaTaHC MEXTY
Ch3HaBAaHO M HECH3HABAHO, a TOBA MO MIPUHIIUI HAUCTHUHA HE € JICCHO 3apau
HaIOPUCTUTE ONIUTHU HA Ch3HAHUETO Ja Hajaaenee. FOHr ycTaHOBsIBa, 4€ KOJI-
KOTO MOBEYE Ch3HAHUETO OMBA MOBJIMSHO OT IPEAPA3CHIBIIU, TPEIIKH, (PaH-
Ta3uu M UH(PAHTUWIHU KeJTaHWs, TOJIKOBA MTOBEUYE MPOIACTTa C€ pa3liupsBa
70 HEBPOTUYHA JIUCOLMAIUS U BOAU JO €UH MO-MaJIKO WJIM OBEYE U3KYC-
TBEH KUBOT, OTKbCHAT OT 3/IpaBUTE MHCTUHKTH, MPUPOJATa U UCTUHATA
(FOnr 2002: 50). Bp3cTaHOBEHHAT IICUXUYSCKHU OATaHC TI0 TUPEKTEH HAUYUH
BB3BpbBIIA ICUXUYHOTO paBHOBecue KaTo 15710 (FOHr 2002: 50). Toa KOHr
Hapuya KOMIJIEMEHTapHa WM KOMIICHCATOPHA POJIsl Ha ChHUIIATa B HAIlIaTa
cTpykTypa. ChbHAT OOMKHOBEHO KOMIICHCHPA HEJOCTATHIIUTE B JlaJIcHA JTNY-
HOCT M B CBIIIOTO BpeMe MPEeAYNpekIaBa 3a OMACHOCTUTE B HACTOSIIATa M
JIMHUS HA TIOBEJICHHE. AKO TIPEAYNPExKICHUATA HA ChbHS OBbJaT MpeHeoper-
HaTH, MOXeE J1a ce ciydyaT uctuHcku uniuaeHtu (FOur 2002: 50).

2. CeMaHTHYECH U TeJI€0JOTHYEeH NPOPUJI HA CHHS

CobasAT € Hau-mnuHOTO Hemo. [Iuep /lako ka3Ba, ye TOW € ChbKPOBEH
aKT, B HETO CME HaIThJIHO pa3rojieHH. [[bI00KO CKpUTOTO B HAC M3JIM3a Ha
MOBBPXHOCTTA U HUE HE MOKEM J1a KOHTpoJiupame To3u mporec. ChHAT He
e Hame aeno (Jlako 1999: 6). Hama cbH, koiiTo 1a He o3HauyaBa Heilo. Chb-
HUIIATa U3pa3sBaT (WM U3/1aBaT) MOTrPeOAHUTE HU KEIaHUs, CKPUTUTE HU
TPYAHOCTH; T€ 0000IIaBAT MPEKUBSIHOTO U MPEAUZBECTIABAT OBACIICTO HA
0azaTa Ha ceranrHoTo HU noBeaeHue (lako 1999: 6).

3urmyna ®@poii ka3Ba, 4€ ChbHOBUJICHUETO BUHArM U BbB BCSIKAKBB
CMHCBHJI MPOU3THYA OT MHHAI0TO. To obaue paskpuBa u Obaemero. Och-
IIIECTBSABAMKY HAIIETO *KeJaHue, ChHAT HU IIpeHacs B Obaemero. Ho mopo-
JIEHO OT CHJIHOTO jKeJaHue, TOBa OBJEIIe Ce MPEACTaBs IMpe] ChHYBAIIHS
KaTO HACTOSIIIE, @ TO OT CBOSI CTPaHa € KOMMUE U PeNpOayKIIHUs Ha MUHAJIOTO
(Dpotix 1993: 426 — 427).
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ChHAT pa3MUBa TPAHULIUTE HA TPArMAaTUYHO CETMEHTHUPAHOTO OT YO-
BEKa BpPeME U MPOCTPaHCTBO. Toi MmpemMaxBa U ClIMBa BCUYKHU Pa3CIICHHUS,
HaJXBBHPJIA TU. He mpu3HaBa HUKaKBY OTPaHUYCHHUS M 3aTOBA HOCH Oe3rpa-
HUYHOCT M Ha CBOSI MPOJYKTOpP — ChHYBamus. Upe3 chHS CyOeKThT CTaBa
cuHOHUM M Ha JKuBoTa, 1 Ha CMBpTTa — IBETEC B3aUMHO3aBUCHUMHU OE3Kpaii-
HOCTH. ToOBa € BaJIMIHO 3a BCUYKH XOpa. 3aToBa T€ UMAT €THAKBH WJIH T10-
JOOHM CHHUIIA HE3aBUCUMO OT Pa3IMYusiTa B camaTa 00pa3HOCT. 3a WITKOC-
TpaIys Ha Ta3W UCTHHA MOJXKE J1a MIOCTYKH €IUH (PparMeHT oT poMana /[om
onesen, oom Hower (Dom dzienny, dom nocny) Ha O. Tokapuyk.

Kiedy sny powtarzajq zdarzenia z przesztosci, kiedy jq miedlg,
zmieniajg w obrazy, przesypajq przez sita znaczen, zaczyna mi si¢ wydawac,
Ze przeszios¢, ta samo jak przysziosc¢ na zawsze pozostanie nieodgadniona i
nieznana. To, ze coS przezylam, wcale nie znaczy, Ze poznalam tego
znaczenie. Dlatego tak samo boje sie o przesztos¢, jak i o przysztosc.
Niechby sie okazalo, ze cos, co znatam i uwazatam do tej pory za znane i
pewne, mogto sie dzia¢ z zupetnie innej przyczyny i w sposob jakiego nie
podejrzewatam. Ze zaprowadzito mnie ku czemu innemu, a ja nie odkrytam
kierunku, zZe bylam slepa, ze spatam. Co poczne ze swoim teraz?

Ci ludzie z internetu, do ktorych przylgczytam sie ze swoimi snami —
nic nas tak nie tqczy jak sny. Wszyscy snimy te same rzeczy w dziwacznie
podobny, chaotyczny sposob. Te sny sq rownoczesnie naszq wilasnosciq i
wlasnoscig wszystkich innych ludzi* (D, 88).

K. I'. IOuT nedunupa chHSA B IIUPOK CMUCHI KaToO ,,CIOHTAHEH aBTO-
MOPTPET B CUMBOJIHA (hOpMa Ha aKTyaTHOTO ChCTOSIHUE HA HECh3HABAHOTO .
Toii pa3riexa Bpb3KkaTa Ha ChHS ChC Ch3HAHUETO KaTO KOMIICHCATOPHA. 32

* Kozamo cvhosudenusma noemapam cvOumuama om MUHAIOMO, KO2AMo 2u
pasbvpkeam, npespvwam 2u 6 00pasu U 2u Npecasam npe3 CUmomo HA CMUCHIA,
3anoyea 0a Mu ce cmpyea, 4e MUHALOMO, CbUj0 KAKmo u Ovoewemo, 3a8UuHazu uje cu
ocmaue cMbMHO U Hepazeadaemo. Toea, uye cvMm npexicussana Hewjo, U300WO He
03HA4a6a, 4e CvbM pazopana He208uUs CMUCHI. 3amosea ce Cmpaxyeam eoHaKeo u 3a
MuHanomo, u 3a 6voewemo. bu moeno oa ce oxasice, ye Hewo, KOemo NO3HABAM U CbM
cmamana 00 mosu MOMEHM 3d YCMAHOBEHO U CUSYPHO, € MOJHCEN0 0a ce CIy4U nopaou
CbBCEM PA3IUYHA NPUYUHA U NO HAYUH, KOUMO He CbM nodo3upana. Ye me e 600eno Kom
Hewjo 0pyeo, a a3 He CbM OMKPUIA NOCOKAMA, Ye CoM Ouna ciana, ye com cnana. Toeasa
KaKeo wje Hanpaesl CvC ceoemo ceaa?

Te3u xopa om unmeptem, KbM KOUMO ce NPUCHEOUHUX CHC C8OUME CHbHUWA —
HUWO He HU C8bP38a MAKd, KAKMO cvHuwjama. Bcuuku cvHysame eonu u cvuyu Hewja no
CMpaHHO no0oobeH, xaomuved HauuH. Te3u cvHUWA eOHOBPEeMEHHO ca Haud
cobcmeenocm u coocmeenocm Ha ecuuxu ocmananu (/, 99 — 100).
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paznuka oT ®poiiz, 3a KOroTo ChbHUINATA CE CBbP3BAT €IUMHCTBEHO € Kay3all-
HoCTTa, FOHT TM pa3riiexaa KaTo MCUXWYHU NPOAYKTH, KOUTO MOTaT J1a Cce
U3CIIeIBAT KAKTO OT Kay3ajHa, Taka U OT TeJeoJornyHa (1iefeBa, mpocrek-
THBHA) MepcriekTuBa. Toil cMsTa, 4ye Kay3allHaTa IJIeIHa TOUYKa CE CTPEMHU
KbM €HAKBO THJIKYBaHE W Mpejnosiara GUKCUPaHO 3HAYEHUE Ha CUMBO-
JUTE, T.€. UMa CTPEMEX KbM YE/IHaKBABAaHE HA 3HAYEHUATA UM, JOKATO Te-
JICOJIOTMYHATA TJIe/THA TOUKA c€ POKYCUpPa BbPXY UHAUBUIYATHUSI KOHTEKCT
Ha TBHJIKYyBaHETO. ChHAT € TPyJHO CUMBOJIHO ThPCEHE, KOETO Ipearnojara
CKHUTAHE, OTUYKJIEHUE, CIIy4YalHOCT, PUCK WIH JIMIICA HA CUTYPHOCT, CJIENIO-
BAaTEJIHO HOCH BCUYKM YEPTH HAa BBTPEIIHOTO MbTyBaHe (cpB. Camroens,
Moptsp, [Tnayt 1993: 173 — 175). [Ipen chHyBamus cyOekT ce ouepTaBar
JIBa II'BTS: WK TO3U, KOUTO MpPEACTaBIsiBa OATCTBO OT UMHTPOCIEKTUBHOTO
bTeNIeCTBUE (CYOEKTHT M30sITBa J]a C€ TMypHE B COOCTBEHUTE CH IBJIOMHN),
WJIM TO3U, KOWTO MpeACTaBiIsiBa 00pa3 (0OTpa’keHHUE) Ha BbTPEIIHUTE Meper-
puHauuu. BB BTOpHUSA Cilydail ChbHYBalUAT € HAsICHO, Y€ CHHAT € CBBP3-
BaIllO 3BEHO (MOCPEIHUK) MEXTYy BBHIIIHOTO U BhTPEUIHOTO MbTyBaHe. Ha-
BSPHO TOBa MMa MpeaBul repounsta Mas ot Ilocrneonu ucmopuu (Ostatnie
historie) — B IEUCTBUTEIIHUTE CH IIBTCIICCTBUS OU TPsAOBAIO Ja ClcABaME
MHCTPYKIIMUTE HA BBHTPEIIHUTE MbTYBaHUS U OOpaTHO, HA PEIUIIPOUYECH
MPUHIMIL, J1a pa3uuTame ,,0TrnevyaTbka’, KOMTo ca OCTaBUiIu (PaKTUYECKUTE
HU ITbTYBaHUS, BbPXY BBTPEITHUTE HU CKUTAIYECTBA!

Pozwalaé sie $nic¢ — po to sq podréze® (OH, 242).

He3aBucumo OT TOBa, ye KOMIIEHCALIUATA CE pa3riiexka kato pyHaa-
MeHTajieH npuHuvn, FOHr U3ThKBa, Y€ KOMIIEHCUPAHOTO HEBUHATU € HENOC-
penctBeHo BuauMo. Toii e yOeneH, ye chHUIaTa UMaT €IHO HEOCH3HATO
IpeIyyBCTBUE 3a OBJCIIMTE OCH3HATH MOCTHXEeHMs. Bce mak obaue Toii
MpenopbhyYBa CHHAT Ja ObJe BH3MPUEMaH KaTO MPEIBAPUTEITHO CKUYUPAHA
Kapma Wi 4epHoea Ha niaH, a He KaTo MpeACKa3aHue WIH MaKeT OT AUPEK-
tuBH. Hail-noOopusT npumep 3a Ta3u OHUPUYHA UHTYULIMS, KOSITO MOATHUKBA
cyOeKkTa /1a cineiBa HEOTKJIOHHO MOETHUs IbT, € OTHOBO Beponuka. Helinuar
u300p ,,110J1 AMKTOBKATa* Ha ChHA CBUJIETEJICTBA 3a PA3BOMHUS U Mpeodpa-
3yBaTeJIeH MPOLEC, KOWTO CE U3BBPIIBA B ICUXUKATa N. BepoHuKa e caka
WTIOCTpAIMs Ha €HO OT HabmoaeHusTa Ha J[>xeriMc X0 3a 0co0eHO UHTE-
pecHa PyHKIMS Ha CHHS, @ UMEHHO — Jia IPEIU3BUKBA PaUKaIHA JIMYHOC-
THa MPOMsIHA — CHHYBAIUAT IPEMUHABA OT €IHAa WJEHTUYHOCT B JIpyra, a
MOHSIKOTa JIOpU IMOJIyyaBa yCelllaHe 3a JIMIca Ha KakBaTo W J1a OWJIO UCH-
tuuHocT (Xos 2005: 30). 3aToBa Bh3MpHEMaMe ChHS KaTO MOCBETHUTEIICH
pUTyall, KATO MHULIMALIMOHHO IITYBaHE.

> [la cu noseéonum oa cvHyéame — 3amoeéa ca nvmyeéanusma (npes. Mol — JI. X.).
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Korato I'enoBeda ot Ilpasex u opyeu epemena (Prawiek i inne czasy)
CchOOII[aBa HA MbXKa CH 3a Ch3PSIBAHETO Ha Ablueps uM Muina, T.e. 3a Mpo-
MsTHATa Ha HEWHUs OMOJIOTHYEH cTaTyc, Muxan cbHYBa U pa3oupa OoT ChHSA
cH, ue Mulma e JOKOCHaTa OT HIKaKbB BHJI CMBPT, HEITBbJIHA, HO CHIIO TOJI-
KOBa y’kKacsiBaia kato uctuackara (P, 70). OueBuHa € Bpb3KaTa Ha ChHA
ChC CMBPTTA KaTO CHMBOJI Ha paJuKaJIHA POMSIHA; C MHUINAIUATA, TPAHC-
dopmarusaTa — ¢ MPEMUHABAHETO OT €HO ChCTOSIHHUE B IPYTO.

3a BepoHuka chHUIIATa ca MO-00TaTUsIT, TO-CMUCICHUST, O-UCTUH-
CKUSIT )KMBOT, 3alI[OTO Pa3KpUBAT HETOJO3UPAHN aCIIEKTH Ha JTUYHOCTTA U U
MO3BOJISBAT JIa U3JIe3€ OT KOJIOBO3UTE U PyTHHATA HA 371000 THEBUETO:

Dla Weroniki sny byly tym samym, czym dla Gaucha kasztanowe
ludziki, a dla Markiza lustra — pozwalaty jej wyjs¢ poza siebie. Traktowata
je jak rzecz bardzo zwyczajng, rodzaj autonomicznego, nocnego zycia, ktore
tylko poszerza i dookresla to, co sie dzieje w dzien® (PLK, 30 — 31).

Weronika sqdzita, Zze znaczeniami, ktore nadajq wszystkiemu sens, sq
Mitosé i Sny” (PLK, 58).

bnaromapenue Ha cpbHMIIATAa cu BepoHnka npeMrHaBa Ha Ipyro €Bo-
JIOIMOHHO W EHEPTUIHO HUBO — MPUCHEINHABA C€ KbM TECHUS KPBI Ha MOC-
BeTeHUTE (T.e. M30pAaHUTE), a TEXHUTE IIBTENOKA3aTeIN Ca UMEHHO CHHH-
marta. Te ra BoAsST KbM CBEIICHOTO 3HaHKEe, KbM KHurara Ha JKupora B 115-
JaTa My ITBJTHOTA | ISUI0TO My O0OTaTcTBO.

Weronika liczyla na sen, ten nieogarniony obszar, gdzie Bog zwyki
dawad jej wskazowki® (PLK, 117).

FOHT moguepTaBa, 4e ChIECTBYBAT T.HAP. TOJIEMH CHHUIIA, KOUTO aH-
TULUATIAPAT TPETIOM, 3HaUrMa TpaHchopmalius B )KUBOTa Ha TUIHOCTTA. Hs-
KOHU OT T€3M ChHMIIA NMPEJCKA3BAT WK MPEAYNpexaaBar, a Jpyru 006o01ma-
BaT M3IIBJIHEHUETO Ha HIKakBO ycioBue. ChHuIaTta Ha Beponuka ca ro-
JIEMH, T€ CJICABAT Ipolieca Ha HelHaTa IMOCThIIaTeIHA U CTAOWITHA WH/INBH-
Tyamws, IpeIIIecTBaHa OT paIuKaITHU TpaHcpopManus Ha a3a.

FOHT npuiaBa Ha ChHS M3KITIOYNTENTHA BAXKHOCT HE CaMO KaTO BEPEH
BT KbM HECH3HABAHOTO, HO TJIaBHO KaTO (QYyHKIIHS, Ype3 KOATO HECh3HABA-

% 3a Beponuxa conuwama 6axa mosa, koemo 3a I'ow 65xa woseuemama om Kecmenu,
a 3a Mapxuza — oenedanama. Ilossonssaxa u 0a ce omoenu om cebe cu. Ts enedauie Ha
MsAX Kamo HAa Hewo HAll-0OUKHOBEHO, U0 ABMOMAMUYEH HOWEH HCUBOM, KOUMO CaMO
oopasuupasa u 000Qhopms Cyu8aujomo ce npes OeHs.

! Beponuxa cmamawe, ue 3HAYEHUAMA, KOUMO NPUdasam CMUCHL HA 6CUYKO, CA
Jhoboema u Cvruwama.

8 Beponuka pazuumawie na cvis, Ha mosu nHeobsmen npocmop, kboemo Boz pedoeno i
oasauie HACMAGIeHUsl.
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HOTO yMpa)KHSBA CBOsITA peryiupaiia aeiiHoct TpsOBa Bce mak J1a BHUMA-
BaMe J1a HE HaJLCHUM POJIsiTa HA HECH3HABAHOTO, ITPEIYIIPEKIaBA TOU, ThU

KaTo Ta3u TEHJICHIMS HAKBPHSBA CHJIaTa HA OCH3HATOTO pelieHue (CpB.
SAxo6u 2000: 93).

3. OnupuyHaTa HIEHTHYHOCT HA repoute HA O. Tokapuyk

CoHaT Ha BepoHuka pa3kpuBa €IHOBPEMEHHO aKTyaJIHOTO MCUXH-
YECKO ChCTOSTHUE HA FEPOUHSITA, MAPKUPAHO OT OE3MOKOMCTBOTO, ThraTa u
pazoyapoBaHUETO HA U30CTABEHA JKEHA, HA KOSITO MHUMMUSIT KaHAUIAT-)KEHUX
rJiesia KaTo Ha U3KYCHUTENIeH OOEKT 3a €THOKpaTHa yrnoTpeda (M HUIIO MOBEYEe
OT TOBA) ¥ Ha MPOCTICKTUBHA (pU3HNYECKa 3aryda Ha ChillecTByBaHe. Beponuka
ChHYBa CBaTOA B IIyCTUHSTA, HA KOATO TS € MOKaHEeHa, HO U3STHUTE M BUCOKU
0OyBKHM 3aThBaT B MACHKA, MIIaJIO’KEHEIIBT 033/1a4aBalllo 3aKbCHSABA U HAKpPast
HE WJ[Ba, a POKJIsITa Ha OyJIKaTa 3amouBa Jia MoxbaTsIBa. Korato BCU4KU pas-
Oupar, 4ye >KeHUXbT HAMA Jia JIoijie, 3amouBar ja Osrar, a OyykaTa 3acThBa
Ha MSCTO KaTo MbpTBa cTaTys. To3u ChH MOXKeE J1a ObJIe OTHECEH KbM KaTe-
ropusATa Ha TOJIEMUTE ChHUIIA C KapJIMHATHA ABYIOCOYHA POJISi B dKUBOTA HA
cyOekTa: OT eqHa cTpaHa — GuI0coMCKOTO U TyXOBHOTO ITPOCBETICHUE, a OT
Jpyra — HeIOOCHIIIECTBEHATa UCTUHCKA JIIO0O0B, 3aBbpIInia ¢ (pU3nvecKaTa
CMBPT Ha JIBamaTa napTHbopu — Beponuka u Mapkusa.

CpHuiara Ha BepoHuka noka3Bat, 4e MHAUBUYaIUsATa — IOCTUKUMA
OJlarojapeHue Ha TsX, € KOHTPAIyHKT Ha 3aruiaxara oT 3aryba Ha 4YOBEIIKH
IIEHHOCTH B €/IMH CBAT, KOMTO OT ChbBPEMEHHA TJIe/IHA TOYKA € OpraHu3UpaH
MOYTH M3III0 HA TEXHUYECKHU U UJIe0JIOrHYecKu mpuHImi (cpB. Xou 2005:
27 — 28). Tyk Baxu koHcTatanusta Ha JI. Xomn, ye 1elCTBUETO B €IUH ChH
MO3KeE J1a U3IJIekK]1a KaTo MPOTUBOIIOCTABSHE HA a3a B ChHSI, HO B JICUCTBUTEII-
HOCT UCTHHCKATA LIET € J1a C€ Pa3MIMpH WK TpaHChOopMHpa a3bT BbB Bph3Ka
¢ msutoctHara naHocT (Xon 2005: 67). Taka cbHMIIIATa KOMIIEHCHPAT Ch3-
HaBaHaTa MO3UIMS HA OyIHUS a3. Te cilykaT Ha Ipolieca Ha UHIUBUIYallus,
YUUTO 1I€JIU Y 33J1a41 HE Ca 33IbJDKUTEIHO CBIIUTE KaTo Te3U Ha OyIHUS a3,
ThI KaTO WHJMBHUAyallUsIiTa C€ OTHACS JI0 MOTEHIMAJIHATA ISJIOCT HA JIMY-
HOCTTa, a HE CaMO JI0 YChBBPIICHCTBAHE HA OT/C/IHATA a3 KOHDUryparusi.

AHrenuTe ca cakpaiaHa nepcoHuduKanus Ha ChHA B [Ipasex u opyau
spemena. U1 Te xaTo chHUIIATA ca Oe3 Havaso u kpail. He Morar na ce anra-
KUpAT B CHOUTHSATA, 3al[0TO HE Ca UM HYKHH 32 HUIIO. YOBEKBT c€ y4u OT
CBETa, OT CHhOUTHSTA, YUU CE HA 3HAHUS 3a CBETa U 3a caMus cede cu, oTpa-
3s1Ba Cc€ B CHOUTHUATA, ONpPEENs IPAHUIUTE, Bb3MOXKHOCTUTE CH, JaBa CH
UMeHa. AHTeNIbT He TpsiOBa Jla YepIu HUILO OTBBH; LISJIOTO 3HAHUE 32 CBETA
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chabpxka B cede cu (/1, 13). CbHAT pa3TBaps rpaHUIUTE U MTOKa3Ba Ha 4o-
BEKa, Y€ TOBA pa3TBapsHE € YacT OT HerosaTa npupoia. [1o To3u HauuH 4yo-
BEKbT M3JIM3a OT MTO3HATHS CH a3, 3a Jla HaBje3e B cpepaTa Ha COOCTBEHOTO
cHU Hero3HaTo. EfxHa ot rimaBHUTE TepoMHH B poMaHa — ['eHoBeda, ce yoex-
JaBa cama, 4e ChHHUINAaTa M ce cOpaBar. M3mbpiaHsABa ce MpopovecKkaTa UM
bynkuus (11, 34).

CBHAT € U TMPO3peHHe, 03apeHHE, a TOBA IPOMEHsI IIEHHOCTHATA CHC-
TeMa Ha CyOeKTa, T.e. HeropaTa HIACHTHYHOCT. CeNCKUAT apUCTOKpAT — roc-
nogapar Ilonencku (Dziedzic Popielski) cpHyBa, ye HAMa HUIIO, Ye ce €
O0CBOOOIMII OT BCUUKHUTE CH MIPUTEKAHUS U CE€ UyBCTBA CIIOKOCH, BH3POJICH,
C BAbXHOBEHHE M JKEJIaHHE 3a )KUBOT.

Nie mial zZony, nie miatl patacu, nic do niego nie nalezato i nic go nie
obchodzito. To byt piekny sen® (P, 121).

Toii cTaBa moBeNMMTEI, TUPUTEHT Ha ChHUIIATA CH. CsAKall CHHSAT U Ch-
HYBAIUAT CH Pa3MEHAT pojuTe — rocmomapsaT [lomencku 3amouBa cam aa
yIpaBisiBa W HampaBjsiBa CBOWTE CHHUINA. 3amodBa Ja (PYHKIIMOHUPA
MEXy JIBa CBSITA — OHUPUYHUS U (DAKTOJIOTUIHHS:

Poniewaz w Grze istotng role petnily sny, dziedzic Polielski nauczy!
sie sni¢ na zamowienie. Mato tego, powoli uzyskiwal nad snami kontrole,
robit z nich co chcial, zupetnie inaczej niz w zyciu. Swiadomie s$nit na zadany
temat i zaraz tak samo Swiadomie budzit si¢ po drugiej stronmie, jakby
przeszedt przez dziure w plocie. Potrzebowat chwili, zeby oprzytomniec, a
potem zaczynal dziataé'® (P, 164).

JIbpBeTaTa u APYruTe paCTCHUSI CHIO UMAT CBOS MIACHTUYIHOCT. Te ca
MOTOTICHN BHB BE€YECH CHhH. THKICCTBEHU Ca ChC CHhHs. Ta3u TIXHA CICIH-
(¢uyHa €K3UCTEHIIMS CsIKall paskpuBa ¢uiocodusTa Ha Oe3kpas, HA BeU-
HocTTa. [Ilom cMBpTTa € CHH, HO U KUBOTHT € CHH — JI0 TO3U U3BOJI CTUTA U
[TaBen cnen cmbpTTa Ha Oama cu B Ilpasex u opyau epemena (P, 197), To-
raBa IeJIUAT KOHTHHYYM ¢ Kpbrosa ¢opma: XKusot — CmbpT — JKUBOT, CBU-
JIETEJICTBA 32 HEMPEKHCHATOCT, Oe3KpailHOCT Ha OUTHETO. ChOYXKIaHETO OT
ChH TIpUJIMYA Ha 3aBpbiane oT CMBPTTa, a ako JKUBOTHT € ChH, 3HAYH, Y€
chlIeBpEMEHHO € 1 CmBbpT, 4e chabppxa CMbpTTa, a TS HA CBOM pEX Chb-
IbpKa KbIHOBETE (3apoammia) Ha XKuBoTta. Korato 4oBek nicka a ChbHYBa,

® Hamawe cvnpyaa, namauie umeHue, Huujo ne npumexcasawe. Xyoae cvu (11, 127).

10 [Toneace 6 HMzpama eadxicna pors uepaexa cvuuwama, 2ocnodapam Iloneicku ce
Hayuu oOa cvHysa no nopvuxa. Oceen moea 0asHO npuoodusauie KOHMPOL HAO
ChHUWAmMa, npaseuie 8 max Kak8omo CU UCKAd, Cb8CeM NO PA3IUYeH HaAYyUH, OMKOJIKOMO
6 ocusoma. Cwv3HamenHo cvbHysaule HA OadeHama memd, U 6edHazd, CbWO Maxd
Cb3HAmMenHo ce byoeuie om Opy2ama CMpaua, CAKaul e MUHAL npe3 OynKa 6 cepaod.
Hysicoaewe ce om edun mue da ce ocvsnae, a nocie 3anougaute da deticmea (11, 178).

112



OHUPHUYHATA IIEPCIIEKTHUBA B TBOPYECTBOTO HA OJII'A TOKAPYYK

OYaKBa CHHS U JIOPH CE Hay4aBa Jia TO PbKOBO/IH, 3HAUH Y€ )KUBEE XapMOHHUYHO
Y CroBopurBO cb¢ CMBpTTa, 2 B CMBPTTA CH 3HAE, YE MaK € I'0 UMa — MOXKE
o6u camo noxa Apyra ¢opma. Jlunurte mojcka3BaT BCUYKO TOBA, U3Ipalar
TOYHO TaKMBa aCOIUAIUU:

Lipy, jak wszystkie rosliny, zyjg wiecznym snem, ktorego poczqtk thkwi
w nasieniu drzewa. Sen nie rosnie, nie rozwija si¢ wraz z nim, zawsze jest
taki sam. Drzewa sq uwiezione w przestrzeni, lecz nie w czasie. Od czasu
uwalnia je ich sen, ktory jest wieczny. Nie rosng w nim uczucia, jak we Snie
zwierzqt, nie rodzq sie obrazy, jak we $nie ludzi'' (P, 204).

NnenTnyHOCTTa Ha AbpBETaTa HE MO3HABA CTpaxa. TeXHUAT CIIOKOCH
1 MOHOTOHEH ChbH MM OCHUTYypsBa O€3KpailHa MPUEMCTBEHOCT, ,,3aKpHJIs‘
BeyHOCTTa UM. CHHAT UM pa3KpuBa MPUUYMHATA 32 YOBEIIKUS CTPaX — U30C-
TpeHaTa OJIUTEITHOCT Ha YOBEIIKOTO Ch3HAHHE, HEITO, OT KOETO pACTCHHSITA
ca n30aBeHU:

Loskot siekier, grzmot pioruna naruszajq wiecznysen drzew. To, co
ludzie nazywajq ich smiercig, jest tylko chwilowym zaktoceniem snu. W tym,
co Ludzie nazywajq smiercig drzew, jest zblizaniem si¢ do niespokojnego
istnienia zwierzqt. Im jasniejsza, im przenikliwsza jest bowiem swiadomos¢,
tym wiecej w niej leku. Lecz drzewa nigdy nie osiggajg krolestwa niepokoju
zwierzqgt i ludzi.

Kiedy drzewo umiera, jego sen bez znaczen i wrazen przejmuje inne
drzewo. Dlatego drzewa nigdy nie umierajq. W niewiedzy, ze sie istnieje, jest
wyzwolenie od czasu i Smierci'? (P, 205).

Ceuar Ha AnHa ot paskaza Ye [esapa (Mysuxa om mHo2o bapa-
oanu/Gra na wielu bebenkach) e xato pamap, 6apoMersp Ha cBeTa. Upes
HETO TA C€ UCHTU(UITPA KATO HETOBA CIIACUTENKA.

1 Jlunume, xamo 6cuuku pacmemnus, JHCUEEAM 6b6 6eYEH CbH, YUEMO HAYAl0 € 6
cemenama Ha 0vpsomo. CoHAmM He pacme, He ce pa3eusa 3ae0HO ¢ MAX, UHA2U € eOUH
u covw. /[vpgemama ca 3ameopeHu 8 NPoCMpPAHCmMEOmo, Ho He b8 epememo. Om
8pememo 2u 0c800024c0a8a CHLHAM UM, KOUMO e 8eueH. B msax ne pacmam uyecmea kamo
8 CbHA HA HCUBOMHUME, HE Ce padcOam KapmuHu Kamo 8 cvus Ha xopama (11, 225).
12 Tpacvkvm na 6padsume, 2poxomvm na cpomomesuyume Hapyuasam 6e4Hus CoH Ha
ovpsemama. Toea, xoemo Xopama HApuuam mMmMAXHA CMBPM, € CAMO MOMEHMHO
Hapywiagane Ha cvHA. To e 8CvuHoCm nPUbIUIHCABAHE 00 MPEBOHCHOMO CHUIECNBYBAHE
Ha AHcU8OmMHUMe. 3auomo, KOIKOMmMo no-0ucmpo u 0vab0Ko e Cb3HaAHUemo, MmoJiKo8d no-
MPeBONCHO e Mmo. Ana Ovpsemama He wje O0CMUSHAM YapCmMEeomo HA MpPe8oNCHOCIMA,
00umMaeano om HCUGOMHUME U XOPama.

Kozcamo ymupa ovpeo, necosusam nuwen om 3Hadenue u npexcusssanus cvbH ousa
npuem om Opy2o 0vbp6o. 3amosa 0vbpeemama HuKoz2a He ymupam. B neznanuemo 3a
CHUEeCmBY8aAHemo ce CbCmou 0c80bocoasaremo om epememo u cmvpmma (11, 225).

113



Jumumpuna Xamze

Ontologia Pani Anny byla taka: wierzyla, ze jej sen ratuje Swiat. Ze w
czasie jej snu Swiat — juz nadpsuty, podniszczony, zuzyty — regeneruje sie. Ze
Spigc, ratuje wszystko od Smierci.

(...) jedynym ratunkiem dla swiata jest sen, jej sen i nasz sen. Wtedy
dopiero dojdziemy do siebie, nasz sen zaceruje wszystkie dziury, przez ktore
dostaje si¢ na wierzch samo zio, nieprzenikniona ciemnos¢ (GWB, 188 —
191)B,

CwHat Ha Maprta ot /[om OHeseH, 0om HoujeH TMa TIEMUYPTHYHA CUJIa.
Ts ce e cnsina ¢ Ta3u cuiia, a 9pe3 Hesl — U ChC caMmoch3aaBanius ce Kocmoc.
Camusr cbH npaBu Mapra eTHOBPEMEHHO Be3Jechla U pa3rBopeHa B Koc-
Moca, 0CBO0O/IeHa OT a3a.

Pierwszej nocy miatam nieruchomy sen. Snito mi sie, ze jestem czystym
patrzeniem, czystym wzrokiem i nie mam ciata, ani imienia. Tkwie wysoko
nad doling, w jakims nieokreslonym punkcie, z ktorego widzg wszystko lub
prawie wszystko. Poruszam sie w tym patrzeniu, ale pozostaje w miejscu. To
raczej widziany swiat poddaje mi sie, kiedy na niego patrze, przysuwa sie i
odsuwa tak, ze moge zobaczy¢ wszastko naraz albo tylko najdrobniejsze
szczegoly. (...).

Tak snie, wydaje mi sig, nieskonczenie dlugi czas. Nie ma przed i nie
ma po, nie oczekuje tez niczego nowego, bo nie moge ani nic nabyc, ani nic
straci¢. Noc sie nigdy nie konczy. Nic sie nie dzieje. Nawet czas nie zmienia
tego, co widze. Patrze i ani nie poznaje nic nowego, ani nie zapominam tego,
co zobaczytam' (D, 7 — 8).

4. 3akioueHnue

13 Onumonoausama na Ana 6ewe cneonama: ma éapeawe, ye cnacsea ceema. Ye 0okamo ms
Cnu, ceemvm — éeyue NOU3NOPMEH, PA3XaimeH, usxaben — ce evb3cmanossasa. Cnetiku, cna-
CA8a BCUYKO O CMBP.

(...) €OUHCMBEHOMO ChaceHUe 3a C8ema e CoHAM, HeUHUAM CbH U Hawusam cvH. Edsa
moeasa wje 0otidem Ha cebe CU, CoHAM HU We 3aKbPNU 6CULKU OYNKU, NPe3 KOUMO HABbH
uzckaua 3n1omo, aockuam mpax (MMB, 170 — 174).

Y Mvpeama now umax sacmunan con. Ilpucvhu mu ce, ye cvm noz2ieod, yucm 630p u
HAMAM MSL0, HUMo ume. Bucs eucoxo naod 0orunama 6 HAKAKEAa HeonpeoeieHda moykd,
Om KOSIMO 8UNCOAM 8CUYKO, UIU noumu ecuyko. [Ipudsusiceam ce npu mosa 2nedane, we
ocmasam Ha eono msicmo. Ilo-ckopo nabarwdasanusm césam noooasa npeod MeH, 00Kamo
20 obxsawjam ¢ noaned. NpubIUNHCABA Ce U ce omoanedasa, maka ye mMo2a 0a euos my
BCUUKO HABEOHDBIIC, MY CAMO HAli-OpeOHUume oematin. (...).

Taxa cvorysam, cmpysa mu ce, 6e3Kkpaiino 0va20. Hama npeou u nsama cieod: ne ouaksam
HUWO HOB0, 3aWOMO HUMO Mo2a 04 Npudodus, HUMo 0a 3azydsi Kakeomo u 0a Ouno.
Howma nukoca ne cevpwea. Huwo ne ce cnyusa. /{opu epememo ne npomeHs moea,
Koemo sudicoam. I nedam u Humo ono3Hasam Heujo HOBo, HUMO 3a0PAsIM OHOBA, KOemo
com suosina (I, 6 — 7).
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B npoussenenusita Ha O. Tokapuyk ChHAT UMa KirouoBa posist. Toi e
perynaTop Ha YHUBEPCAITHOTO PABHOBECHUE UPE3 YCIIOPEASIBAHETO HA JIBE aH-
TUHOMHWYHU 1BOMKH: JKuBoTa 1 CMBbpPTTa, Ch3HABAHOTO U HECH3HABAHOTO, B
IPOCTPAHCTBATA HA KOUTO CYOEKTHT € MPU3BaH Jia CE ABUKHU CBOOOIHO, HE-
BB3MUPAH OT HUKAKBU TpaHUIM. ToBa OE3MPENsITCTBEHO MPUJIBUKBAHE €
OCUTYPEHO 10 JIBa HaUMHa: 1. ype3 CbOUTHITHUS MaTepuaj, CaMOOPTaHU3H-
paJ ce B onpeiesieHr KOH(GUTrypaiuu ¢ onpejeaeHa o0pa3HoCT; 2. Upe3 Moc-
JTAHUSAATA, KOUTO TOM U3JIbYBA U OTIIPABS KbM ChHYBAIIIHS 38 XaPMOHU3UPAHE
Ha Ch3HABAHOTO W HECH3HABAHOTO B COOCTBEHATA MY ICUXHKA.

1. CeuyBamute repou Ha O. Tokapuyk HU yOeXaaBaT, Y€ Upe3 ChHS
XopaTa MoraT Jia KOMIIEHCUPAT IUCXapMOHHUSITA, TUCIIPOTIOPIIMUTE U JucOa-
JlaHCa Hall-Hampe] B COOCTBEHATA CHU NICUXMKA, a CJIeJl TOBAa U B CHIIECTBY-
BaHeTO cu. MHaye Ouxa ce camopasnajaHaii — KakTo Te, Taka U CBEThT. Ch-
HAT C€ YTBBbPKJaBa KaTo IIEHEH ,,JUAarHOCTUK® 3a mHAuBHUAA. [lokazBa my
BBPXY KaKBO TpsiOBa J1a pabOTH 3a MBJIHOIICHHA UHIUBUyalUs U 34 TTOCTHU-
raHe Ha IUIOCTHA JUYHOCT.

2. CbHAT ,,iponIenBa‘ TallHaTa Ha YOBEKa — B KAKBO CE€ ChCTOU HEro-
BaTa TpareAusi: B TparuyHaTa pas3IBOCHOCT MEXKIY CYOCKTHBHO M OOEK-
TUBHO, Ch3HABAHO U HECHh3HABAHO. [[prunHa 3a BCUUKHU IpaMH, KaTaKJIU3MU,
pa3puBH, pa3pyIICHUs U T.H. € O0Je3HeHaTa TpaHchopMalis U UHIUBUTY-
anys Ha 4YoBeKa. AKO He mpeHeOperBaMe IOCJaHUsITa Ha ChbHS, aKO Ce
BCJIYIIIBAME B TAX C BHUMAHUE, 111€ PA3M03HAEM ChHS KaTO CHHOHUM Ha pa3-
BUTHETO HA AyIlIaTa, KaTO AyXOBHO M3PACTBAaHE U CMUCIICHA €K3UCTCHIHUA.

3. Haxom ot repouTe Ha mucaTeiaKara ca He TOJKOBa OOeKT/aapecar
Ha TIOCJIAHMSITA HAa ChHSA, KOJIKOTO MEePCOHU(UKAIMS HA CAMUTE TTOCIIaHMS,
CJIel KaTo ca ce 0CBOOOMIIN OT OTPAaHUYEHUSATA HA BPEMETO U MPOCTPAHCT-
BOTO. Te3u repou csikai ca ce CJIENIM CbC CBOSI ChH, CTaHAJl PEIPE3CHTAT Ha
TSAXHaTa U300pa3uTenHa, oopasHa uaeHTuIHocT. OTAaAeHOCTTa UM Ha 3a-
rajkaTta Ha CbHOBUJICHUATA KATO Y€ JIM UM MPHUAaBa BEYHOCT, IOMara uM Jia
HAJIMOTHAT TJICHHOCTTA CU. YacT OT 3arajikata € Bb3MOXHOCTTA, KOSITO Ja-
BaT CHhHUIIATA, 32 IPEMUHABAHE OT €IHO €BOJIOIUOHHO U €HEPTUHHO HUBO
Ha JpyTo, a 3a€THO C TOBA — U 3a paJiuKaHa TpaHchopMaius Ha a3a.

4. B npousBeaenusta cu O. Tokapuyk Mmoka3Ba Kak ChHAT U3TPHUBA
IPAaHUIIITE U KaK Ta3! ,,0€3-TPaHUYHOCT' € YacT OT MpUpojJaTa Ha YOBEKa.
B cbHs cu Toif Hamycka mo3HaTusa A3, 3a a Ipekpadu B cepara Ha cOOCT-
BEHOTO CH HEMO3HATO.

5. CBHAT KaToO NPO3pEHUE, 03APEHUE MPOMEHS IEHHOCTHATA CUCTEMA
Ha CyOeKTa,
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6. ChHYBAIIUAT MOJKE J1a CTAaHE W MIOBEJTUTE, BIACTEIIUH, ,, JTUPUTEHT
Ha CHHHMINATA CH, MOXE JIa 3all0YHE caM Jla TH yIpaBisgiBa. Taka Moxe Jaa
(YHKIIMOHUPA MEXKTY JIBA CBATA — OHUPHYHUS U (DAKTOIOTHYHUS.

7. CpHYBAIIMT MOXKE JIa CE CJIee U C IEMUypruvYHaTa CHUJIa Ha CHHS
cu. ToraBa, 0ocBOOOAMI ce OT CKOBaBamius A3, ce MPEBphIINa B 4aCT OT Ca-
Moch3naBanius ce Kocmoc.

Upes crHOBUACHHATA B TBOpUYecTBOTO ¢ O. Tokapuyk Moke OU OTII-
paBsi KbM YUTATCIIUTE MOCIAHUETO — KOTaTO CBUKHEM Jia OOphIaMe CepH-
03HO BHUMaHHUE Ha CHHUIIIATA CH, III¢ CTAaHEM I0-T00pH, a CIICIOBATEIIHO U
CBETBHT III€ CTaHe MO-T00bP.

CnucbK Ha CbKPAILICHUSATA

D — Dom dzienny, dom nocny

GWB — Gra na wielu bebenkach

OH — Ostatnie historie

P — Prawiek 1 inne czasy

PLK — Podréz ludzi Ksiggi

/I — JloM nHEBEH, I0M HOIIECH

MMBb — My3uka oT MHOTO OapabaHu
II — TIpaBex u 1pyru BpeMeHa
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The article presents an analysis of the phenomenon of short-form poetry in
the Internet literature, discussing the genesis, development and formal-semantic
features of “pirozhki” and “poroshki”, and pointing out their laconism and origi-
nality. “Pirozhki” are quatrains of a humorous and often absurd nature, originating
in the Internet poetry of minimalism. “Poroshki”, a shortened version of “pi-
rozhki” with a disyllabic fourth line, are the result of formal experiments — they
develop the poetics of previous forms, focusing on provocative and laconic texts.
The authors draw attention to their intertextuality, absurdity and language play,
which distinguish these forms from other genres of poetry.
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JIuTepaTypHble TPAIULIUK PA3HBIX KyJIbTYp OOTaThl KaHPAMHU MaJIbIX
(GopM, OTpakaroIMMU MAaCTEPCTBO M MCKYCCTBO KpaTkoro ciosa'. Tak,
HaIrpuMep, B aHTJIMUCKON JUTEpaType pacrpoCcTpaHeHbl JUMEpPUKH (3aro-
koBa 2022: 479 — 483) — nATUCTPOUYHBIE CTUXOTBOPEHUS C OCOOBIM PUTMOM
U OCTPOYMHOM KOHIIOBKOM, Urparolell Ha rpaHu abcypaa. SlnoHckas mos-
3us ciaBUTCs XOKKY (MapkoBa 2023: 5 — 13) rne HepudMoBaHHOE TPEXCTH-
M€ JJAKOHUYHO PACKPBIBAET TITyOOKUE AMOIMU U MTHOBEHHBIE IEPEKUBa-
Hus. [lonbckas nuTeparypa, B CBOIO OUY€pelb, IpeaaraeT Takue (hopMmsl,
KaK (DpamiKky — ABJISIOIIMECS PA3HOBUIHOCTBIO SIHUIPAMMBI® KOPOTKHE CTH-
XOTBOPHBIE TPOU3BEACHUS FOMOPHUCTHYECKOr0, CAaTUPUYECKOTO, HHOrAA
(GbpHUBOJILHOTO, @ MHOT1a PUIOCOPCKOTO COACPIKAHUSI.

CBOIO TpaJMIIMIO MAJIBIX JINTEPATYPHBIX (DOPM HMEET TaKkKe pyccKas
KyJbTypa. CKIIOHHOCTh aBTOPOB MUHHUATIOPU3UPOBATh CTHUXH, KaK IoOJja-
raloT CIeIHaIUCThI, yCuInBaeTcsi oco0eHHo B XX Beke. «llocTenennas mu-
HUMHU3AUS KOJIMYECTBA CTUXOB, COCTABIISIFOLIMX TEKCT IPOU3BEAECHUS, — BE-
Aylias TEHAEHUUs B JIMPUKE MOCIEIHUX JIBYX BEKOB, M 3Ta TEHJICHLHUS
TOJIbKO HapacTaeT B COBpeMEeHHOM 1oa3umn» (Mupomnuuenko 2024: 23).

[IprunHOM TaKOro MOJOKEHUS 1€ MOXKET ObITh TOT (PAKT, YTO MHO-
'Y€ U3 TUPUYECKUX MUHUATIOP BO3HUKIIM U aKTUBHO PA3BUBAIOTCS B UHTEP-
HeT-nipocTpaHcTBe. Kak oTMedaroT uccienoBarenu, Majibie (GOpMbI XOPOIIO
BIIMCHIBAIOTCS B CNELM(PUKY «IKpPaHaA», MO3BOJISIS TOMEIIATh UX HA OJHOU
BeO-CTpaHMIlEe, KOTOpasi BUIHA MOJIb30BATEII0 0€3 HEOOXOAUMOCTH MPOKPY-
yuBath ee¢ BHU3 ([letpenko 2017: 118), uTo nenaetr KOPOTKHUE CTUXOTBOPE-
HUS WJCATbHBIM )KaHPOM JUISl OHJIAaH-PacpOCTPaHEHUS.

B sTOM KOHTEKCTE O0COOOT0 BHUMAHHMS 3aCITYKUBAIOT «ITUPOXKKW» U
«TIOPOUIKM» — KaHPbI ()KaHPOBbIE POPMBI) CETEBOW MUKPOIIOI3UHU, KOTOPHIE

' Crout nmpu 3TOM MOMYEPKHYTh, YTO MHKPONO33HUs, KOTOpas OEpPeT CBOE HAYAIO B
HAPOTHOM TBOPUYECTBE, B TAK HA3bIBAEMBIX «MaJIbIX KaHpax» (POIbKIOpa, «TAKUX OTHO-
CUTENFHO KOPOTKUX TEKCTaX, KaK MOCIOBHIIBI, TIOTOBOPKH, 3aTraJIKW» — 3TO OCOOBIN (e-
HOMEH JINTEPAaTypPHOrO TBOPYECTBA, COUETAOIINN KPATKOCTh U BBIPA3UTEIBHOCTb, I
«Ha MEepBbIY MJIaH HAYMHAET BBIIBUTAThCSl UHBapUaHTHAas 1ea0cTHOCTh» ([lokaTmnoBa
2016: 48, 49). Jlupuueckre MUHATIOPBI, HECMOTPS Ha CXKAaTOCTh, CIOCOOHEI Mepe/1aBaTh
CJIO’KHBIC UyBCTBA, BBI3BIBATh SIPKUE SMOILIUM U TITyOOKHE Pa3MbIIIJICHUS, YTO 110 MHE-
Huto Enensl KanmHoc TeCHO CBs3aHO ¢ BAXKHEUITUMHU OCOOEHHOCTSIMHU MaJION XyI05Ke-
CTBEHHOH (POPMBI CEMAHTHUECKOW KOHIIEHTPAIMEH U CEMaHTUYCCKUMHU JIaKyHaMH B
dakrype xynoxectBeHHo# Tkanu (Kanunoc 2013: 5). Cp.: Menetunckuii 1995: 325 —
337; baprom 2023: 212 —214.

2 DIUrpaMMsl, M3BECTHBIE EILE U3 AHTHYHOM JTATUHCKOM MOJ3UH, IEMOHCTPUPYIOT CHITY
KOPOTKOI'O BBICKA3bIBaHUSI, YACTO HPOHUYHOTO WJIK CATUPUUECKOIO XapaKTepa.
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npuoOpenu HamboJiee MIUPOKYIO MOMYJISIPHOCTh W MPUBIEKIN BHUMAaHUE
MHOTOYHCIIEHHBIX TBOPYECKMX UHTEPHET-COOOIIECTR®.

HNpuna Yemesosa u Enena McakoBa B CBOMX UCCIIEIOBAHUIX, UMEIO-
IIMX HEMOCPEACTBEHHOE OTHOIIEHHUE K O0CYXJIaeMOMYy HaMH (PEHOMEHY,
IPUXOJAT K BBIBOJY, YTO MOMYJIIPHOCTh pACCMAaTPUBAEMBIX (POPM 00YCIIOB-
JieHa MOTPEOHOCThIO B 0OMEHE KPAaTKUMHU TEKCTaMU, HACBHIIIIEHHBIMU «U30bI-
TOYHOW» UH(POpPMAILMEH, KOTOpask MO3BOJISIET JAKOHUYHO MEepEJaBaTh MUK-
POCIOKETBI, CHOCOOHBIE MHULIMMPOBATH AUAJIOT U MOUCK «TOYEK Iepeceye-
Hus» ¢ ynrtarensmu (Uemesosa, Ucakosa 2019: 231).

Kanp «mupoxkn» chOpMHUPOBAIICS B CPEIC PYCCKOS3BIYHBIX aBTOPOB
xokKy (Kponrays 2024: 112 — 137). B 2003 rony Bnaaucnas Kynrypos
(auk al cogol) onmy0IMKOBanM Ha OJHOM M3 IOXTHYECKUX CalTOB* ueTBEpO-
CTHUIIMS TI0JI Ha3BAaHUEM «IHUPOXKKW». HamucaHHble 4eThIPEXCTOMHBIM SIM-
O0M, OHM O(POPMJIISITUCH CTPOUYHBIMU OyKBamu, 0€3 pudMbl U 3HAKOB MPETIH-
HaHUA, KaKJ0€ U3 HUX ObLIO HE3aBUCUMBIM JIPYT OT ApPyra, U B OCHOBHOM
kacanoch TeMbl efibl (ITuposkkoBas: https://perashki.ru/info/History).

OTOT MOATHYECKUH CTUIIh IPUBJIEK BHUMAHNE HHTEPHET-COOOIIECTBA
MHHUMAJIMCTUYECKOM 1023Un° U OBICTPO 3aBOEBAJl IPU3HAHKE, BHITECHUB
npyrue opmbl. Co BpeMeHeM TaHHbINA (popMaT IIPEO 101 TPAHUIIbI Y3KOTO
Kpyra aBTOPOB U MPUOOPEN MOMYJSPHOCTh CPeAu IIMPOKOW aydUTOPHUHU.
[TyGuKaiys NepBoOi KHUIM «ITUPOKKOBY (Henoaszus: 2009)° Beiena xaHp
3a MpeAesbl UHTEPHET-MPOCTPAHCTBA, CAENIAB €r0 YacThiO MEYaTHOW JIUTe-
paTyphl.

Takxum 06pazoMm, KpaTkas nmosTudeckas GopMa 3BOTIOIUOHUPOBAIA B
MOJIHOLICHHBIN JKaHp, KOTOPBIA MPOAOJKAET Pa3BUBATHCS, MOAUYUHSSACH
onpeneaEHHbIM (PopMaTbHBIM KaHOHAM. B TaHHOM KOHTEKCTE «IHUPOKOK»
CTPOTO COOTBETCTBYET YETHIPEXCTOMHOMY MOy C YCTaHOBJIEHHOW CXEMOM
cJoroB 9-8-9-8.

3 K npumepy, OJHO M3 TAKUX COOOIIECTB HA CErOAHANIHUN J€Hb HACUUTBHIBAET OOJIEE
500 TeIc. mognucuukoB. Umeetcs B Buny Ilupoxkku+: https://vk.com/perawki).

* Peup o caiire stih.ru, oreeTBiaennu miardopmbl hokku.ru, 00beaMHABIIMI aBTOPOB
pycckux xokky. O0a caiita B HacTosIee BpeMs He PYHKIIMOHUPYIOT.

> Peub 0 uHTEpHET-POPYME, CylecTBoBaBIneM 10 2010 roza, rae rpyrmma aBTopoB dKc-
NEpPUMEHTUPOBAJIA C XOKKY U JPYTUMH KOPOTKHMH IMTO3TUIECKUMU KaHPaAMH. A TMHHU-
ctpatop popyma Bagum Caxanenko (Coxac) npurnacun Kynryposa Ha hopym u npea-
JIOXHII CO3/1aTh M3 TTHPOKKOB KAHP, ONMPE/IEIIUB €ro MpaBuia B X0/ TIEPETHCKH.

® B kuury BouuiM u30paHHBIE MHMPOXKKH IMSATH aBTOpOB: Bramucnasa Kynryposa (al
cogol), Cepres benskoa (bucho), Bepsr bapkoBckoii (vera), Erennn Ten (zhenshen,
takke zh) u Banuma Caxanenko (sohas).
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OpHoit 13 0COOCHHOCTEN MUPOKKOB SIBIAETCS (OHUYECKAs 3aMucCh
CJIOB, TPOSIBIISIONIASICS B MPEe0Opa30BAHUU YKCET B CJIOBA (HAIIpUMEp, BMe-
cTO «2024» UCTIONIb3YETCs «IBE THICSIYM JBAIATH YETHIPE ), SBHOM ITPOIH-
ChIBAaHUU CKPBITHIX CJIOrOB B a00peBuaTypax (Hampumep, «MTV» 3anucei-
BaeTCs KaK «IMTUBU») U B OTJICILHBIX CJIOBaX (HAIPUMEp, «TEaThIP» BMECTO
«reatpy», «n€teip» BMecTo «I1€Tpy). Taxke B mupokkax HAOIIO1AETCS HC-
KakeHne opdorpadun: TaKue BApUAHTHI, KAK «YOPHBIN», «BAIIIIE», «CUAC,
(OKBI3BIHBY, (JTUTCO», «TIATaMyIITa», HAMEPEHHO OTKJIOHSIOT TEKCT OT Ka-
HOHUYECKUX HOpM si3bika. Bce 3tm opdorpadudeckue tpanchopmaimu
UMUTHPYIOT YCTHYIO PE€Ub, XapaKTEPHYIO JJIsl CETEBOM KOMMYHUKAIINH B Ya-
Tax U uHTepHeT-coobmecTBax (Ilerpenko 2014: 130).

[Tomumo coOmroaeHust (hOpMaTIbHBIX TPEOOBAHMM, 3HAUUTEIILHOE BHH-
MaHHE YACTSICTCS COJACPKATeIbHOMY HAIMOJHEHUIO THUPOXKKA, WM €ro
«HaynHKe». COrjacHO peKOMEHIANMSAM TTUPOKKOBBIX HHTEPHET-COOOIIECTB,
TEKCT JOJDKEH IEPENaBaTh TAK HA3LIBAEMBINM «IIMPOKKOBLIMA JyX»’, u30eras
OaHasbHOCTEN U HOpMUPYS SpKUE, HEOKUTAHHBIC 00pa3bl, CIIOCOOHBIE BbI-
3BATh MHTEIUIEKTYAIbHBIA WA DMOLUMOHAIBHBIA OTKJIMK y YATATENS’ .

TemaTrka MUPOKKOB OXBATHIBAET ITUPOKUI CIIEKTP — OT OOBIICHHBIX
OBITOBBIX CIIEH JI0 TIyO0OKHX (huitocodhCcKux pa3MblliieHni. XKanp xapakre-
pHU3yeTcs ONMpeAcIEHHBIMA CTUJIUCTUYSCKAMHU M CIOXKETHBIMHU TIPHEMaMH,
Cpelll KOTOPBIX KITFOUEBBIM SBJISICTCS M300pakeHHe IMepCOHaXeH B BHJIC
00€3JIMUYCHHBIX, YHUBEPCATBHBIX (UTYpP, IMEHYEMBIX HCKIIOUUTEIHLHO TI0
uMeHaMm (Hanpumep, Oner, Okcana). JlanHbiil mpuéM crocoOCTBYET co3/1a-
HUIO 0000IIEHHBIX 00PA30B, YCUIMBAIOIINX TUITMYHOCTD U JICTAIOIINX TIep-
COHAXKEU PeNPE3CHTATUBHBIMU B KOHTEKCTE TIPOU3BEICHUS.

«ITupoxkKm» TaKxke MPEeACTaBISIIOT cO00i (heHOMEH, IEMOHCTPUPYIO-
M HEOKUTaHHBIE KOMOWHAIIMN U 3JIEMEHTHI HOHCEHCA, TPOSBIISIFOIITUECS
gyepe3 JACKOHCTPYKIMIO CTEPEOTHUIIOB W HAPYIICHUE IPUBBIYHBIX JIOTHYC-
CKHUX CTPYKTyp. OHHM UTPAIOT C BOCIIPUATHEM YUTATENS, TIOAPHIBAST YCTOSB-
IITECS] HOPMBI U OTKPBIBAasi HOBBIC BO3MOKHOCTH JIJIsI MHTEPIIPETAIUH.

[Ipu 3TOM abcypa B «IIHPOKKOBON» MOIZUH BBHICTYNAET BAXKHEUIINM
AJIEMEHTOM, KaK JIJIs CO3/IaHMsI KOMUYeCKOoro 3¢ deKTa, TaK U JJIs aKIICHTH-
pOBaHUA MapaTOKCATLHOCTH M300paxkaeMbix creH. Kak ormeuaer Cepreit
I[TeTpenKko’, paMOHAIBHBINA ACHEKT XKaHpa 4acToO BHIPAKEH B (JOPME aHTH-

7 Cwm.: (ITupoxkosast: https://perashki.ru/Info/Rules/).

8 Cp.: (Iuposxxu+: https://vk.com/topic-28122932 31193554).

? Cepreii [Tetpenko B 2014 roay ommyGauKoBa psijl CTaTeN, MOCBAIEHHBIX )KAHPAM «TIH-
pokkoB» U «mopomkoBy ([lerpenko 2014a: 129 — 134; Ilerpenxo 2014b: 193 — 197), a
B 2017 roay 3amuTHII TUCCEPTAINIO, B KOTOPOU Cper IPOUYNX KaHPOB 0OBEKTOM HC-
CJIEIOBAHUS CTAIH KITUPOKKU» U ITOPOIIKKY.
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M0J/1a: Ha CMEHY PallMOHATBHOCTH MPUXOIUT €€ MPOTUBOMOJIONKHOCTH — a0-
Cypll, B TO BpeMsl KaKk SMOLMOHAJIbHAsI COCTAaBISAIONIAsl NEPENAcTC Yepes
BepOAIbHYIO0 TPAHCTPECCHUIO, BBIXOJSIIYIO 32 MPENeibl ITUYECKUX HOPM

(ITerpenko 2017: 122).
SIpKUM IPUMEPOM MOXKET CIIYKUTH CJIEIYIONIEE YETBEPOCTHIIIBE

HaJiea OJIeT OJUH OOTHHOK
TJISITUT €I€ OJUH CTOUT
KOT/JIa K€ 3TO MPEKPATUTCS
J1a TJIe YK€ 3TOMY KOHeEI|

© kvatanastini

B cuny npeobnananus abCyp/IHOTO CoAep KaHus MUPOKKU 4acTo CO-
IOCTABJISAIOTCS UccienoBaTenaMu'’ ¢ abcypaHoi mossuei 00opuyToB'!, B
YaCTHOCTU ¢ mpousBeneHusMU [lanuumna Xapmca. IIpu 3ToM 3ameTHBI He
TOJIBKO COJIEP>KATENIbHbIE CXOJCTBA, HO U (DOpMabHbIE MAPATIIEIIN MEXKIY
MAPOKKAMHU U TeKcTaMHu XapMmca. Tak, HampuMmep, ero CTuXOTBOpeHue Ha
Oepeay cmosina c80104b WITIOCTPUPYET HE TOJIBKO CXOKUN XapaKTep Coaep-
YKaHUs, HO TAKXKE pa3Mep CTPOKU U PUTMHUYECKYIO CTPYKTYPY.

PaccmoTpuM niepBoe €ro 4eTBEpOCTHUIIBE:

Kymnancs rposusii [etp Ianbru
3aKPBIB TJ1a3a HBIPST K OKHY

Ha Oepery cTosiia CBOJIOYb
Opocasi B BO31yX MaTh OJIHY

JUig aganTaiyu JaHHOTO TEKCTa K (pOpMasIbHBIM TpeOOBaHUAM «IIU-
POXKKOB» JIOCTATOUYHO yOpaTh 3ariiaBHbIe OYKBbI, IPOMUCATH CKPBITHIN CJIOT
(nétblp) u ycrpanuts pudmy.

Crnengyetr OTMETUTh, UTO HECMOTPSI HA BHEIIHIOW a0CypIHOCTb, «IH-
POXKKH» JIEMOHCTPUPYIOT TIyOOKYIO BHYTPEHHIOIO JIOTHKY. IIpumepom
TOMY MOXKET CIIYKHUTh CJIEAYIOIIEE YETBEPOCTHUIIIBE:

MOAT HE MOXET OBITh CYACTIMBBIM
TOT'/Ia OH Cpa3y HE MO3T

19 Hanp.: (3aeBa 2014: https://naked-science.ru/article/interview/stishki-pirozhki-as-a-
way-to-have-fun).

" TnaBHo# uepToii TBOpUECTBA 063PHYTOB ObLIa yCTAHOBKA HA UTPOBYIO O3THKY, IPO-
TECK U abCyp[l, YTO MO3BOJIUIO MEPEOCMBICIUBATh TPAAUIIMOHHBIE ()OPMBI B METOIbI
uckyccrtBa (I'epacumoBa 1988: 48 — 79).
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N OH OT O3TOI'O HCCUHACTCH

W CHOBA OH I10AT TOr1a
© 1-mel

B nanHOM 1nipou3BeeHNH POCIIEKUBAETCS JJOTHYECKasi CTPYKTypa, B
KOTOPOW YTBEPXKAAETCSI, UTO CYACTHE M MO33USI HAXOAATCS B MPOTUBOIIO-
JIO’KHBIX TJIOCKOCTSIX ObITHSI. ABTOpP UTPAET CO CTEPEOTUITHBIM MPEACTaBIIe-
HUEM O T03TE, KaK O HOCUTEJE IrTyOOKOM 3MOIMOHAIBHOCTH U, OJTHOBpE-
MEHHO, CTpaJaHus' 2. DT0 yTBEpkKICHUE O HECYACTHE I10TA CTAHOBUTCS Ya-
CThI0 3aMKHYTOTO JIOTHYECKOI'0 KpyTa: €CJIA MO3T CYACTIIMB, OH TEPSIET CBOIO
MOATUYHOCTH, YTO B CBOIO OYEPE/b JIeJIaeT €ro HeCcUacTHhIM. TakuM oOpa-
30M, CTUXOTBOPEHHUE HE TOJIBKO OT3E€PKAJIMBAET, HO U ICKOHCTPYUPYET CTE-
pEOTHII O HECYACTHOM IIOATE, CO34aBas MapaJOKCAIbHYI JIOTMYECKYIO
CTPYKTYpPY. B 3TOM KOHTEKCTE MCHOJIB3YETCS €1IE OJAUH XapaKTEPHBIN IJIs
YKaHpa MUPOKKOB MPUEM — MapaJUICIN3M, KOTOPBIM yCuIuBaeT odiiiee BOc-
MPUSITUE TEKCTA.

BaxxHpIM JIENTMOTHBOM NHPOKKOBOM IMO33UU SBIISIETCS UPOHUYHOE
n300pakKeHHE KUTCUCKUX HEyJlad, B KOTOPBIX T€POU CTATKUBAIOTCS C MEJI-
KHUMH, HO CUMBOJIMYECKH HACHIIICHHBIMH OBITOBBIMU «Tpareausmmy». Ilo-
JOOHBIE TTPOU3BEACHHUS YaCTO OKpAIIEHbI IPOTECKOM U a0CYPIHOCTBIO, YTO
YCUJIUBACT KOMUUYECKUM PPEKT, KaK B CICIYIOIMIEM YETBEPOCTHUIIIHE:

criepBa ’eHa Mosl coexana

MOTOM CO0aKa U KOThI

ceryac CMOTPIO KaK TPYAHO PhIOKaM
aKBapUyM TOJIKATh K JIBEPSAM

© Severus

HyHO OTMETUTH, YTO IOMOp B MUPOKKAX HEPEAKO OBIBAET UEPHBII.
ABTOpPBI TAKKE 4aCTO 3aTPAruBAKOT TEMY CMEPTH, KOTOPAsl IPEACTABIISAECTCS
HE KaK Tpareaus, a Kak 4acTb KOMUYECKOU peajlbHOCTU. B TUPOKKOBOM I10-
33UH CMEPTh YTPAUNBAET CBOM MPAYHbIE KOHHOTAIIUU U CTAHOBUTCS OOBEK-
TOM UPOHUYECKOTO OCMBICIICHHUS, KaK B CIEAYIOIIEM IIPOU3BEACHUM:

yJIBIOKA BCE MPEeoOpakaeT
BOT HUKOJIail XOTh U B TPOOY

12 Takas TPaKTOBKA TEMBbI O3BOJISET YUTATENIO YBHIETH HACMEIIMBYIO CCHUIKY Kak Ha
POMaHTHYECKYIO, TaK U Ha IEKAJCHTCKYIO (PUTYpY MO3Ta-CTpaaaiblia.
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a ynei0aeTcs u siCHO

YTO BCE Y MAPHS XOPOIIIO
© zh

3/1ech NPOHMS HAIPABJICHA HE CTOJBKO HA CMEPTh, CKOJBKO Ha camy
KHU3Hb, KOTOPYIO MEPCOHAXK HAKOHEL MOKUIAET, U30aBIISSICh OT MPOOIEM.
duHanpHas CTPOKA — «YTO BCE Y MapHs XOPOIL0» — BHOCHUT AJIEMEHT cap-
Ka3Ma, Mpearnoaras, 4To TOJBKO MOCIE CMEPTU Yy Teposl AEHCTBUTEIBHO
«Bce xopoioy». Takum 00pa3oM, CMEPTh MPEACTAET HE KAK TPAaru4eckoe co-
ObITHE, a KaK CBOETr0 pojia OCBOOOKIEHUE OT TATOT KU3HH, UTO YCUIUBAET
UPOHUYECKUH 3P(HEKT NPOU3BEACHUS.

B xynosxkecTBeHHOH crienn(uKe TaHHOTO JKaHpa aKTUBHO UCIOJIb3Y-
eTcsl U KanaMmOyp, OMHUPAIOLIUMNACA HAa OMOHHUMHUIO. DTO MOKHO HaOJI0/1aTh
Ha npuMepe npousBeneHuss Hukomnas Xa3aHoBa, U3BECTHOIO B KaHPE MOJ
MICEBJIOHUMOM KOJIUK:

BOT (DMUIMH MPYCT U EXUK Kadka
BOT CTapbIii BOJIK XEMHUHI' Y3
JINCEHOK JHKOMC JICHUBEI] OEKKET
a JIeB KOHEYHO K€ TOJICTOM

© KoMK

B nanHOM nUpOKKE CII0BO «JIEB» PYHKIIMOHUPYET OJTHOBPEMEHHO KaK
0003HaYEHUE KUBOTHOTO M KaK OTChUIKA K MMEHU M3BECTHOTO MHUCATENs
JIrBa TosicToro. D1a Urpa cioB co3gacT KOMUIeCKU 3HPEKT, OCHOBAHHBIN
Ha KJIFOYEBOU YEPTE NMMUPOKKOBOU MOI3UU — UHTEPTEKCTYAIbHOCTH. HacToe
oOpalieHue K MPEeleNeHTHBIM €IUHUIIAM CIOCOOCTBYET (HOPMUPOBAHUIO
onpeaenEHHbIX «00pa30B-KOHIIENTOBY B MUPOKKax. MIpoHU3upys HaJl Mac-
COBBIMU MPEJICTABICHUSMH, aBTOPHI ICKOHCTPYUPYIOT MIPUBBIUHBIE JJIs1 00-
IIECTBEHHOTO CO3HAaHUSI 00pasbl, 3aMEHSsI UX HA HOBBIE «CMEXOBBIC KOH-
uente» (CepedpsikoBa, Mcakos 2019: 63).

SApxum TpuMepoOM TaKOTo MOJX0/Ia CIIYKHUT CIEIYIOIIEee YeTBEPOCTH-
1Ibe:

IPUHSB KIIYOOK OT apuaHBI
Tecel CIyCTUICS B TaOUPUHT
a 4T00 WUJTU HE CKYYHO OBLIO
C OJICHEM IIAIMOYKY CBSA3aI

© chi-boo
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B «muposke» HaOnrogaeTcs siBHas oTcblika K Mudy o Tecee u Apu-
anne. CornacHo nerenje, ApuaaHa, npefaocraBuia agpuHckomy maproo Te-
Cer0 KJIIyOOK U3 HUTU U OOBSICHUIIA, KAK C €r0 MMOMOIIBIO BEIOpAThCs U3 Ja-
oupuHTa. B KOHTEKCTE MUPOKKA MU(POJIIOTHUECKUH CIOKET TpaHCHOPMUPY-
etTcsi. ['epoil, U3BECTHBIN CBOEl XpaOpOCThi0 U MYAPOCTHIO, CBSA3BIBAET U3
KJTyOKa HUTEW IIAMOYKy, YTO BBOJUT AJIEMEHT HEOKHUJIAaHHOCTU U IOMOpA.
bnaronapsi coeAMHEHUIO T€POUUECKOr0 C 3JIEMEHTaMU ObITa U adcypja, CH-
Tyanusi 00peTaeT KOMHUYECKYI OKPacKy.

Crnenyer OTMETUTh, YTO MUHTEPTEKCTyaIbHAsl UTPA, OCHOBAHHAsI HA HC-
NI0JIb30BAHNH MTPEUEACHTHBIX EUHUL U UX MMOCIEAYIOMIEH TeKOHCTPYKIIHH,
SBJISIETCSI OJHOM M3 KIIFOUEBBIX XAPAKTEPHUCTHK JKAHPA «IIOPOILIKOBY, KOTO-
PBIN YaCTO paccMaTPUBAETCS KaK «MJIAAIINN OpaT» MUPOXKKA.

«ITopoukn» BOZHUKIN B COOOIIECTBE «ITUPOKKOBBIX aBTOPOB» KAK pe-
3ylbTAT SKCHEPUMEHTAIbHOM MOIU(UKALMK TPATUIIMOHHOTO (opmara.
HNuunmaropom 3toii HOBOH (hopmbl ctan Anekcell ColoBbeB (HUK cosnoget).
B 2011 rogy oH coOpajl HauYMHAKOIIMX U AKTUBHBIX «IHUPOXKKOBIIEB» B
IPyIIy MOJ Ha3BaHHEM «AJIbTEPHATHBHAS IIECOYHHIA» >, KOTOpas craja
1atopMoil AJist SKCTiepuMeHTOB. OHUM U3 TaKUX IKCIEPUMEHTOB OKa3a-
nack uzest CoaoBbEBa COKPATUTh 3AKITOYUTENIBHYIO, YETBEPTYIO CTPOKY «IIHU-
POKKa» 10 JBYX CJIOrOB, YTO BOIUIOTUJIOCH B CIEAYIOIEM TPOU3BEACHHUHN:

MOpaJTb MPUIILIA TOMOU K KPBUIOBY
CTOWT 3aKyTaHa B ILIAIIE

KOCa B PYKE TJIa3HUIIBI BIIAJIH
BOIIIIE

© conoseit

910 PadIuKAIBHOC COKpAaIlCHUC M3MCHUIIO IIPHUBBIYHOC PUTMO-CHUH-
TAKCUYICCKOC BOCIIPUATHC TCKCTA U CTAJIO OCHOBOI HOBOI'O JKa”Hpa. OI[HaKO

3 Hmeercs B Buay coobmiectBO B conmanbHoii cetn  VK.com  —

https://vk.com/sandperashki, koropoe cTamo ocCHOBOH JyIsi CO3AaHUS JPYToro coooIe-
ctBa — [lopomku. B pamkax mocienHero 0bun copMyJIMpOBaHbl OCHOBHBIE MpaBUIa
YKaHpa, ¥ OHO JI0 CUX TOP SIBJISIETCS OCHOBHBIM O(HIINAIEHBIM HHTEPHET-PECYPCOM XKaHDa,
nyOJIMKysl KaK HOBBIE IIPOU3BEJICHHS aBTOPOB, TaK U 3aTepsBiurecs Tekctel. B 2013 rogy
ObUT U3/1aH NepBbIi neyaTHblid cOOpHUK >xkaHpa: «[lopomku. [Tastnueckuii 6mokdactepy,
BKJIFOUAIOIIMI POU3BEAECHUS POIOHAYAIBHUKOB JKaHpa M CaMbIX MOITYJISIPHBIX HAa TOT MO-
MEHT aBTOPOB. Y COOOIIECTBA TAaKXKe CYIIECTBYeT ydeOHas rpymma — necodynuna (Ar-
teuka) [lopomkoB — https://vk.com/sandporohok, rae kaxplii xenaromnii MOXeT Honpo-
O0BaTh CBOM CHJIBI B CO3/IaHUHU MOPOIIKOB, a MPOIIEALINE OTOOP YETBEPOCTHUILIBS Ty OIIH-
KyIOTCsl B OCHOBHOM coobiectse. B 2016 roxy Boimen coopuuk «Iloporiku 6e3 perenray,
BKJIIOYAOILUI 1Tpou3BeeHus 40 aBTOPOB U3 y4€OHOM IpyMIIbL.
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HUCTOKH «ITOPOIIKOB» MOHO IPOCTEIUTH €Ile PaHbIlle — B TBOPYECTBE
rpymmns Mindless Art Group'®, kotopas B konie XX Beka, 32 HECKOJIBKO JIET
10 TOSABJIEHHS «ITUPOXKKOB», CO3/1aBaa TAK HA3BIBAEMBIE «IKCIPOMTEI» >,
CTaBIIME€ WCTOYHUKOM BIOXHOBEHHUsS JIJII TEPBBIX «IOPOIIKOBIEB» (//o-
pouwrxu 2013: 4). OnHUM U3 TaKUX OBUIO CIIETYIONIEE MPOU3BEICHHE:

B miieHny abOpureHoB CTOHET
OtBaxubiid JIeonapa Kokro:
EMy 3aCOBBIBaIOT B HO3/IpH
[TaneTO

JIaHHO€ YETBEPOCTUIIILE PACCMATPHUBAETCS KAK MPOTOTHUIT IIOPOIIKOB,
WHTETPUPOBAHHBIN B 00JI€€ MTUPOKU KOHTEKCT Pa3BUTHUS MAJIbIX TTO3THYE-
ckux ¢hopMm. CTOUT OTMETHUTh, YTO Ha3BAHUE IIOPOIIKK» BBIOPAHO HE CITY-
YallHO: OHO COXPAaHSET KaK 3BYKOBYIO, TAK U CEMAHTHUYECKYIO TPEEMCTBEH-
HOCTb C IPapOJIUTEIISIMU «ITUPOKKAMI», OJHOBPEMEHHO OTChUIAsl K BUH-
TaXHON (PapMaKoIOTuH, YTO MPUIAET >KAHPY JOMOTHUTEIBHYIO CMBICIIO-
BYIO Harpy3Ky, acconuupys ero ¢ tBopuectBoM Mindless Art Group, u3-
BECTHBIM KaK «TBOPYECTBO AyIIEBHOOOIBHBIX» ([lopowxu 2013: 4).

AHaJIM3UPYS «IIOPOIIOK» B KOHTEKCTE €r0 OTIIMYUM OT «ITUPOKKA, B
MEPBYIO OUepe/b CIEIYET BBIJCIUTD JIBa KIIOUEBBIX (POPMaBHBIX aCTIEKTa.
Bo-niepBbiX, KaK yke ObLIO OTMEUYEHO, UETBEPTAasi CTPOKA B MTOPOIIIKE COKpa-
1IEHA J0 JBYX CJIOTOB, YTO CO3JAAET METPUUECKYIO CTPYKTYpYy 9-8-9-2. D10
COKpalIEHUE HapyllaeT TPAJUIMOHHYI apXUTEKTOHUKY MUPOKKA U yCTa-
HAaBJIMBAECT HOBBIA PUTMO-CEMAHTUYECKHAM BEKTOP BOCHPUATHUS. BO-BTOPBIX,
B MOpoIIKax pumyroTcsi yeTHble CTPOKH. CTOUT MOMAYEPKHYTh BAXKHOCTD

4 Mindless Art Group — HedopManbHas TBOpYECKas TPyINa, BO3HUKINAS B KOHIIE
1980-x rr., 3aHMMaromascs MaJIOM MPO30H, MO3TUYECKUMHU dKCIPOMTAMHU, ApamaTyp-
ruei u rpagukoil. [lpousBeneHus rpynnsl CTUIM30BAINCH MOJI «TBOPUECTBO CyMa-
CIIEJIINX» U OOBIYHO MMENU a0CypJIHYIO HampaBlIE€HHOCTh. B pa3Hoe Bpems cocraB
IpyIIbl HACUUTHIBAMI 10 12 4enoBeK, IPU ATOM OCHOBHYIO YacTh COCTABIISIA 7 ydacT-
HUKOB. Emie Oynyun MIKOJbHUKAMH, YYaCTHUKU TPYMIbI M37aBaJd MAllMHOIMCHBIE
cOoopHUKH cBOMX mpousBeaeHui («Capka3Mbl U Mapa3mMbl», «CopHU3MBI I CAAU3MBI»).
B cepenune 90-x ro/ioB Havyalld BHIKJIAJBIBATH CBOM KpeaTUB B MHTEPHETE Ha caiiTe
http://mindless-art.1gb.ru (cTpanuuia B HacTosfilee BpeMsi HEJOCTYIHA). DKCIPOMTHI
rpynnsl npuoOpenu HauOoJbIIyI0 NomyssipHocTh B Havane 2000-x u ctanu npejie-
CTBEHHMKAMH TaKHUX CETEBBIX KaHPOB, KaK MUPOKKH U nopotuku. C 2012 rona n3dpan-
HbI€ MPOU3BENICHUS MyOJIMKOBAINCH B KYJIbTYPOJOTHYECKOM XKypHaie «OmycTomu-
Tenby. TBOpUECKas rpynmna CyImecTBYET 10 CUX TOp.

15 B 3TOM KOHTEKCTE 3KCIIPOMTBI MPEACTABIAIOT COO0M COYMHEHHBIE CXOY OITHYE-
CKHM€ MUHHUATIOPHI (KaK MPaBUIIO IMOOM U B 2 UK 4 CTPOKH).
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TOYHOU pU(PMBI B TOPOIITKAX. ABTOPHI HHOT/IA JIaXK€ CTPOSIT CBOU MPOU3BE-
JIeHUs1 Ha urpe ¢ pudMou, CTpeMsICh HAaWTH HOBBIC, OPUTUHAIIbHBIC, PAHEEe
HE MCMOJIb30BaHHbIE coueTaHus. Prudma 10moIHUTENBHO aKIIEHTUPYET BHU-
MaHue Ha (UHATBLHOM CTPOKE, yCWIIMBAs €€ 3HaUCHUE U MPUJIaBasi e 3aBep-
MIEHHOCTh U BHIPA3UTEIBHOCTb.

Kaxk nmpaBuio 3akitounTtenbHas yceuéHHas CTpoka (Win €€ coueTaHue
C TPEThEi) 00pa3yeT Tak Ha3bIBA€MbIil IyaHT (om ¢p. la pointe — ocmpue,
ocmpoma) — CTUIIMCTUYECKUN TTPUEM, BBIPAXKAIOIIUN HEOKUJAHHOE pa3pe-
menne. Poccniickuii nuHreuct Makcum KpoHray3 oTMedaeT, 4ro IyaHT B
MOPOIIIKAX UTPAET KIKOYEBYIO POJIb, MEHSISI 03KMIAEMBbIN XOJ1 MBICIU U BCTY-
nasi B KOH(MJIUKT C HA4aJIOM CTUXOTBOPEHHUsI. ITO MOOYX AAeT UMTATEIS Te-
PECMOTPETh MPEAIECTBYOIINI TEKCT, IEPEOCMBICIIUThH CUTYAIUIO WU MEP-
COHa)Ka M cOo37aeT 3P PEKT «IpeBpalleHrs», MPUAAIOLINNA TOPOIIKY 0COOYIO
octpoty (Kponrays 2024: 109). MccnenoBaTeiab MoI4e€pKUBAET, YTO ITOT
3 PeKT yacTo JOCTUTAETCS 3a CUET MCMOJb30BAHUS MOJUCEMUU WU OMO-
HUMWH, KOTJIa MyaHT PACKPBIBAET CKPBITHIN CMBIC], BHOCUT HEOMNPEICIICH-
HOCTb WJIM 3aCTaBJIsIET MEPECMOTPETh cojiepxanne Hayana tekcra (Kpon-
ray3 2024: 127). IIlpumepom ciyxut npousBenenue Onecu Laii:

JIOJKHA OBITH YKEHIIIMHA CBOOOTHOU
OJDKHA CYACTIMBOM OBITH OHA
Kopoue 6aba BEYHO 4TO TO

JIOJKHA

© Ilait

Kponray3s BbII€NII€T B JAHHOM «IIOPOIIKE» CIOKHBINA d(PPeKT kanam-
Oypa, OCHOBaHHBIM HAa PUTOPUUYECKOM MPUEME aHTAHAKIIa3bl — MOBTOPEHUU
CJIOBA B APYTOM 3HAUYCHUU WJIM C U3MEHEHHBIM OTTEHKOM, OTMeYasi, 4TO Io-
cJieHEe YIIOTPEOICHUE CIIOBA 00/1/CHA B TTyaHTE, 3aHUMAIOIIEM JIBE CTPOKH,
HE TOJIbKO BBOJIUT HOBOE 3Hau€HUE («OOS3aHHOCTb, JOJI») U PETPOCIEK-
TMBHO'® IPOELUPYET €ro Ha MPEALIAYIIUE CTPOKH, HO U IIEPEOCMBICIMBAET
BECh TEKCT, CMEHSISI €T0 MAKOPHBIM U ONITUMUACTUYHBIA HACTPON HA MUHOP-
HbI U NECCUMUCTUYHBINA, TEM CAMBIM MOJYEPKUBAs MapagoKC U UPOHUIO
npousseaeHus (Kponrays 2024: 128).

[Tpu neranbHOM aHATN3€ MMOATHUKU «TIOPOIIKOB» MOKHO OOHAPYKHTh,
YTO MyaHT MOXET MOJIHOCThIO OTCYTCTBOBAaTh. ITO XapaKTEPHO JJIsi TEK-
CTOB, OTHOCSIIIUXCS K TUPUKO-(PUI0COPCKOMY HAIpaBICHUIO KaHpa, KOTO-

16 Kponrays npezsiaraer BBIEIATH Ul OPOIIKOB OCOOYIO PAa3sHOBUIHOCTh IyaHTa —
«petpocnekTuBHbIi myanT» (Kponrays 2024: 109).
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pbI€ OTJIMYAOTCS OT KJIACCHUUYECKUX, T/I€ 3AKIFOYUTENIbHASA CTPOKA CO3aeT
PE3KUI CMBICIIOBOM aKLIEHT WK HApYyIIAeT Oxuanus yurareis. [[pumepom
TaKOM JINPUYECKON BapHAIlUU CITY>KUT YETBEPOCTHUILE:

Ha (DOTKE PajJOCTHBIN MaJbUYHUIIIKa
CTOUT POJIUTEIICH OOHSIB

Y OH Ha TPUIATH JIET CUACTIUBEN
MEHS

© Kucerues

Kak cnpasemniuBo ormeuaet [lerpenko, hopma «moporika», «pa3Bu-
BAsICh B pycCJi€ TPAAUIUU KaHPa-NIPEAILIECTBEHHUKA, HE CTOJIBKO YCIOXKHSIET
€ro MO3THUKY, CKOJIBKO TBITAETCSI PACIIUPUTh €r0 CEMaHTHUYECKOE T0JIe 3a
CYET CO3/IaHUs MPOBOKATUBHBIX TEKCTOB € 00JI€€ SKOHOMHOM U BBIPA3UTEIIb-
HOI moaTnueckoil popmoit» (Ilerpenko 2014: 132). UccnenoBaTens Takxke
MOJAYEPKUBAET, UTO «IOPOIIKW» JAEMOHCTPUPYIOT TEKCTOBYIO aBTOHOM-
HOCTb, TJI€ CMBICII COCPEOTOYCH BHYTPH MIPOU3BEICHHUS, UTO COMMKACT UX
C SI3BIKOBBIMH DKCIIEPUMEHTAMU PYCCKOT0 aBaHTap/a u adcypaucton (Ilet-
penko 2014: 132).

B xoHTEKCTE 3TOr0, B MOPOIITKAX MOYXHO BBIACIUTH HECKOJIBKO XapaK-
TEPHBIX aBaHTaPJAHBIX IPUEMOB U Cpe/ICTB. B 4acTHOCTH, aBTOPHI AKTUBHO
UCIIOJIB3YIOT CJIOBECHBIE IKCIIEPUMEHTHI, UTPasi C SI3bIKOM: CO3/Ial0T HEOJIO-
TU3MBI, IPUMEHSIIOT Pa3phiB CJIOB U MOP(HEMBI, a TAKIKE 3aHUMAIOTCSI CJIIOBO-
CJI0’KEHHUEM M TepeHa3HAauYCHUEM 3HaYeHUM cioB. Takue moaxo bl Criocoo-
CTBYIOT PaCIIMPEHHUIO JIEKCUYECKOTO MOJIS M IPUAAIOT IPOU3BEACHUSM OpHU-
TMHATBHOCTh, MHOTO3HAYHOCTh M CIIOCOOCTBYIOT CO3JJaHUI0 KOMHUYECKOTO
s dexra. Kak Hampumep B CIIEIYIONIEM YETBEPOCTHIIIHE:

MHE HE XBaTajo TOJBKO STy
TOOOM MOJICHIMTAHHOTO B OOPII

ThI IOCATILEPh MHE TTOMUJIEH MHE
OOOPIKb

© Hecrep Ilum

31ech Mbl BUJIUM, KaK aBTOp 00pa3yeT HEOJIOrM3Mbl, OCHOBAHHBIE Ha
MMEHAX M3BECTHBIX OTpaBUTENEH, TakuX Kak AHTOHMO Canbepu u YUesape
bopmxua, a Takxke Ha nnepcoHaxe Muienu Bunrtep n3 pomana «Tpu myi-
KeTtepay. Tak CI0BO «IOCaIbePhy MPEACTABISIET COOON UTPUBYIO HHTEPIIPE-
TalMI0 TEPMHUHA «IIOCOJIM», YTO JOOABISET CTUXOTBOPEHUIO KOMUYECKUI
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OTTEHOK U NMOJYEPKUBAET XapaKTEPHYIO ISl MOPOLIKOB UIPY CO 3HAYCHH-
MU 1 JOpMaMH CIIOB.

Kak ye ObUI0 0TMEUEHO, MOPOUIKU, TOJOOHO MUPOKKAM, XapaKTe-
PU3YIOTCS O0paIlEHUEM K IPELEeIEHTHBIM TeKCcTaM. HTepTeKCTyaaIbHOCTh
B JJAHHOM >KaHpPE NPOSIBISIETCS YEPE3 MHOTOCIIOUHOE MEPEITIETEHUE PA3IIAY-
HBIX CIOKE€TOB U MOTHBOB, JTUTEPATYPHBIX 00PA30B U KYJIbTYPHBIX apXeTH-
II0B, YTO CO3/1a€T BO3MOYKHOCTb COCIMHEHNS] BEIMBIIIJICHHOTO U PEAJIbHOTO,
a TaK)Ke IPOLUIOro W HacTtosAlero. Eime oqHuM pUMEPOM 3TOMY MOXKET
CITY>KUT CIIEIYFOIUNA MOPOIIOK:

app OETP B adPOIIOPT IIpUeEXall
CTOUT PACCTPOECH U CMITEH

a CaMOJIET elIE HE U30

OpeTéH

© I'opoben

3nech Mbl HaOJIO/1aeM HCIIOJIB30BaHUE MPUEMa pa3pbiBa CJIOBa, W3-
BECTHOT'O KaK 6HYMPUCI06HblL andcambeman'’. ITO Xy 10KECTBEHHOE CPEI-
CTBO B IOPOIIKAX MCIOJb3YETCsI HE TOJBKO Il BCTPAUBAHUSA 3HAYMMOIO
cioBa B (hopMalibHbIE PAMKH, HO U KaK HHCTPYMEHT JUIsl CO3AaHUsI 0CO00T0
PUTMHYECKOTO PUCYHKA, MTHTOHALIMOHHOTO BBIICJICHUS, a TAKKE JJISI TOCTHU-
KEHUs TJIyOMHBbI, MHOIO3HAYHOCTH U HEOKHUJIAHHBIX TOBOPOTOB CHOXKETA.
Spxum IpUMEpPOM ATOTO SABISETCA CIECAYIOIIEE YETBEPOCTULIBE:

BCE PEXKE BCIIOMUHAK) KCHIIUH

BCE yalle HalmMBaKCh B JIbIM

OBITH TPYJIHO KaITUTAHOM HEMO

JOJTBIM

© crazy grant & zrbjvd

B manHOM mpuMepe pa3phIB CI0Ba UTPAET KIFOYEBYIO POJIb B (hOPMHU-
pOBaHUM TyaHTA: JIBa CJIOTa B 3aKIIFOYMTEIIBHOW CTPOKE U3MEHSIOT CMBICI
TEKCTa, yTOUYHSA, 9TO pedb UeT He 0 KanuTane Hemo, a o Hemomoaom Ka-

17 AmxambOeman (¢pp. Enjambement — «meperarusarby, «IepeNpLITUBATh ) UK TIEPE-
HOC B CTUXOCJIOKEHUHU — 3TO JINTEPATYPHBIA MPUEM, TPU KOTOPOM CUHTAKCUYECKas €/I1-
HUIIA pa3/eisaeTcsl ¥ IEPEHOCUTCS C OAHON CTPOKM Ha APYTYIO, Hapyllas COOTBETCTBUE
MEXKy CHHTaKCUYECKON U METPUYECKOM CTPYKTypaMu CTUXa. BHyTpHUCIIOBHBIN aHXKaM-
OemaH TpeAcTaBiseT coOOOW HapylIeHUE IEJIOCTHOCTU CloBa (TouHee, CI0BOGOPMBI
WIA CUHTaKCEMbl) KaK €IMHOI0 CJIOrOBOTO M/Miu Mopgdosnoruyeckoro oopazoBanus. B
Hay4YHOW JIMTEPATYPE NaHHBIA IPUEM TAKKE ONUCHIBACTCS TEPMHUHAMU «CIOTOBOU IIe-
peHoc» u «Mopdosornyeckuid nepeHoc». Cm.: Mocksun 2019: 35.
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nuTaHe. XOTs JaHHBIA NPUEM HE ABISETCS TPAAUIMOHHBIM IS )KaHpa, OH
JTEMOHCTPHUPYET S3BIKOBYIO UTPY U dKCHEpUMEHT ¢ ¢opmoii. B 3ToM koH-
TEKCT€ TEPEHOCHl MOTYT MOSBISITBCS B PA3IMUYHBIX CTPOKaX, MpUIaBas
CJIOBY THOKOCTh: HAIIPUMEP, OHO MOKET HAUUHATHCS B MOCIETHEN CTPOKE U
3aBEpILIATHCS B IEPBOIL, TEM caMbiM POPMHUPYS KOJBLEBYIO CTPYKTYPY.

Crnenyer OTMETHUTb, YTO B TOPOIIKAX B OTJIIMYUU OT MUPOKKOB, UHOT' /1A
JOMYCKalTCsl He(POpMaJIbHbIE OTKJIOHEHUS OT YCTAHOBJICHHBIX IIPABUJI
*aHpa. B yacTHOCTH, MOPOILIKK MOTYT OBITh 0€3 pU(MBbI, BKIIOYaTh 3HAKU
MpENUHAHUs, BAPbUPOBATh KOJUYECTBO CTPOK WJIM KCMOJb30BaTh 3arilaB-
HBbIC W JJATUHCKUE OYKBBI, €CIIM ATO HEOOXOIUMO JJII TOYHOTO PACKPBITHSA
3aMbICJIa NPOU3BEICHUS. DTH OTCTYIUICHUS HE 3aKPEIICHBI B IPaBUJIaX, HO
JOMYCTUMBI B T€X CIIy4asix, KOTJa «MOPOILIKOBAs» UJES U COACpKaHHEe 3a-
HUMAaIOT MEPBOCTENIEHHOE MECTO M0 OTHOUIEHUIO K (hopMe.

OcoOblii HHTEpEC MPECTABIAIOT KOHUENTYaIbHbIE MOPOLIKH WU TaK
Ha3bIBAEMBIE «TEXHOIOPOIIKU» '°. DTH IPOM3BENEHHS XapaKTEPU3YIOTCS
T€M, YTO OHH MPEeTHA3HAYECHbI UCKIOYUTEIBHO IJIs 3pPUTEIBHOIO BOCIPHSI-
THS: UX CTPYKTYypa U CMBICJIOBBIC aKIIEHThI PACKPBIBAIOTCS Yepe3 rpadude-
CKy10 (popMy, UTO JeslaeT HEBO3MOXKHBIM UX MOJHOLIEHHOE BOCIPHUSITHE Ha
ciyx. B kadectBe mpumepa paccMOTpuUM MpoU3BeeHUe aBTopcTBa Urops
beprepa uzBectHoro noj rncesaonum bublik.:

XAPAKTE PUCT MK KESRT MR
CTEHA CTEHA CTEHA CTEHA

T e C H d
Ha © H = T
=] H TeH Ha
= CT Ha C

H = T C H4

B nanHOM 4eTBepoCTHIIbE TEpBasi CTPOKA BBOJUT YUTATENSI B KOH-
TEKCT, 0003Hayasi, 4YTo peyb UAET O XapaKTEPUCTHUKE KBapTUpbl. BTopas
CTPOKa, T[JI€ CIOBO «CTEHA» MOBTOPSIETCS YUETHIPEAKbI, CO3JAET BIICUATIICHUE
3aMKHYTOTr0 mpocTpaHncTBa. Cieayroliee CI0BO «TeCHa» MepeaaeT OllyIle-
HUE OTPAHUYEHHOCTHU U CTECHEHHOCTH. Ppasza «Hac HET» YKa3bIBAET Ha Iy-

18 TepMUH «TeXHOMOPOLIKK» ObLI BBEIEH aBTOPAMH I 0003HAUYEHHsI TEKCTOB, KOTO-
pbI€ UTPAIOT HE TOJIBKO C COJEPKaHUEM, HO U C BU3YaJIbHBIM BOCIIPUATHEM TEKCTA. DTU
MPOU3BEACHUS aKTUBHO UCIIONB3YIOT rpaduKy U pa3IuyHble KOHIENThI, TAKUE KaK TaB-
TOTPaMMBbI, aHATPAMMBbI U JAPYTUE IEMEHThI, YTOObI YCHIIUTh CMBICJIOBYIO HArpy3Ky U
BBI3BaTh JOTOJIHUTENBHBIN dcTeTndeckuii 3QdexT. B Texnomnopomkax ocoboe BHUMa-
HUE yACNSIeTCS IKCIIEpUMEHTaM ¢ (OPMOM U CTPYKTYPOU TEKCTa.
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CTOTY >KHJIbSI, @ IPUYHUHA 3TOU ITyCTOTHI PACKPBIBAETCS B CJIEIYIOLIEM ITPEA-
JIO)KEHUHM «AHTEHAa €CT Hacy, MOApPa3yMeBas 3aBUCHMOCTb OT TEJIEBH30pa
WU IPYTUX MEAUATPAHCIATOPOB, MOTJIOMIAKIINX )KU3HEHHBIA PECYPC U JIH-
HIAOIINX OCMBICIIEHHOTO CyllecTBOBaHUS. DUHaNbHAs CTPOKA «HET CHa»
aKLIEHTUPYET BHUMAaHUE Ha TOM, YTO T'€pOM U3-3a MEAMA3aBUCUMOCTH JIH-
IIEHbI TaKK€ TMOJHOLUEHHOIO CHA, MOAYEPKUBAs Pa3pyILIUTEIbHOE BO3/CH-
CTBUE BUPTYaJIbHOro Mupa. OCOOEHHO MPUMEYATENIbHO, YTO BCSI XapaKTEpH-
CTHKa KBapTHPbl (OPMUPYETCS UCKIIOUUTEIBLHO U3 OYKB CIIOBA «CTEHAY,
MOBTOPSIFOIIIETOCS BO BTOpo cTpoke. [Ipyu 3ToM OyKBBI MUCHOJIB3YIOTCSA B
TOYHOM MOCJIEIOBATEIbHOCTH, O€3 MepEeCTaHOBKH, YTO YCUIUBAET CUMBOJIH-
YecKoe 3HAueHME, IMOKa3bIBasg, YTO B H300PAKEHHOW KapTHHE, MOMHMO
«CTE€H», HUYETO OOJbIIIE HET.

[TogoOHbIe Mpon3BeACHUS IPEACTABISAIOT COOON YHUKAIbHBIN KaHPO-
BbIi (DEHOMEH, HAXOJAIIMNUCS HA MEePEeCeUYEeHUH BU3yalbHOU MO33UU U MHU-
HUMaJIMCTUYECKOro TekcTa. OHM 001aatoT coAepKaTeIbHON MHOTIO3HAY-
HOCTBIO U IITyOOKHM CMBICIIOM, IEMOHCTPUPYS, HACKOJIBKO MaJble (hOPMbI
MUKPOIO33UH, HECMOTPS Ha PaMKHU KaHPOBOM MaTpPHIIbl, MOTYT ObITh MHO-
rOrpaHHBIMHU. JTO MOJATBEPKIAAET BO3MOKHOCTbh CO3JaHUS B paMKax ceTe-
BOW JIUTEPATypbl MHHOBALMOHHBIX M MHOTOCIOMHBIX TEKCTOB, KOTOPBIE
NPEACTABIISIIOT UHTEPEC AJI UCCIIETOBAHUM.

HecMmoTpsi Ha OTHOCUTENBHO HEJaBHEE MOSIBICHUE, MaJIble CETEBbIC
MO3TUYECKUE KAHPBI, TAKUE KAK «ITUPOKKI» U KIIOPOILIKN», OBICTPO CTAIH
00BEKTOM HayyHOro ananusza. Ilpum 3TOM HccrnenoBaTenn pacxoasTcs B
OIPEJEICHUY )KAHPOB KITUPOKKOB)» U ITOPOLIKOB)»: OJTHH TPAKTYIOT UX KaK
yIpaXHEHUE B OCTPOYMHUU WIIH KaK «CcTe€0», — B BUJE TO JIH (POJIBKIOPHOTO,
TO JIM JIUTEPATYPHOTO KaHpa «manou moazum» (pimapckuii 2012: 387),
Jpyrue OTHOCST UX K MHTEPHET-(DONBKIOPY, KaK K «OJAHOM U3 CaMbIX MpO-
OykTUBHBIX (Gopm nocrdoaskiopa» ([lerpenko 2017: 117), nabntonas B
HUX TIPOMEKYTOUHOE 3BEHO MEXIY CETEeBOW JIUTEpaTypol U (HOIBKIOPOM
(IIlyxuna 2015: 49 — 51), paccMaTpuBarOT Kak OJHOBPEMEHHO >KaHPOBYIO
Matpuiy u aBropckuit npoaykt (Ilerpenko 2017: 129 — 134), tpetbu nipea-
JararoT CaMOCTOSITEIbHOE METAKAHPOBOE OMNPENIETICHUE «ITUPOKKOBO-IIO-
porikoBoi mo33umn» (CokoBHuHa 2014: 97). EcTh Takke MHEHHE, YTO «IIH-
POXKKI» U «IOPOLIKK» MPEACTaBISAIOT cO00M HOBYIO (hOpMy peueBoro oo-
menus (Bapauu B 2015: 44 — 55).

Ha nam B3risia, onpezeneHe craryca MajiblX CeTEBbIX )KaHPOB OCTa-
€TCsl CIIOKHOM 3a1aueid, TpeOyIolel N1eTalbHOr0 aHAIN3a U CTIeIIMaI3UPO-
BaHHOTrO mnoaxoja. OgHAKO yKe CEeroJHs MOKHO YTBEPXKIaThb, YTO 3THU
KaHPbI JEMOHCTPUPYIOT aKTUBHBIN JUANIOT C TPaJULHUEH U BpEMEHEM, OT-
paxasi ¥ IepPeOCMBICINBAs PEAIMH COBPEMEHHOW KYJIbTYpPbl U BUPTYaJIbHON
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cpenbl. B ycnoBusax 1mudpoBoil SMOXH «IHAPOKKU» U IIOPOIIKKA» CTaHO-
BATCSl HE TOJIKO CPEJICTBOM KOMHYECKOTO CaMOBBIPAKEHUS, HO M 3HAYH-
MBIM OOBEKTOM JIMHIBUCTUYECKOTO U KYJIbTYpOJIOTHYecKoro ananusa. 1U3y-
YeHUE UX 0COOCHHOCTEW OTKPBIBAET HOBOE MCCIIEIOBATEIHCKOE T0JIE, 03~
BOJISISL YBUJIETh, KaK SA3bIK U KYyJIbTYypa aIalTUPYIOTCS K COBPEMEHHOCTH, CO-
3/1aBasi ”YHHOBAIIMOHHBIE (POPMBI MMOITUUECKOTO BHIPAYKEHHUS.
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The paper attempts to highlight the relevance of the anti-topian model of
the world created by Yevgeny Zamyatin in his novel We. The novel depicts a
future world awaiting humanity. Zamyatin's work is significant not only for its
»prophetic®“ nature but also as a ,,warning®. It warns that a totalitarian state
destroys individual identity and reduces a person to a ,,cog* in a huge machine.
Moreover, modern anti-utopian literature warns its readers to the ongoing threat
of totalitarian regimes, which has not yet disappeared.

Key words: anti-utopia, fictional world, Y. Zamyatin, novel, We

E. 3aMATHH NPUHAJIEKUT K MUCATEIAM «EPETUKAM» B PyCCKOU JIUTeE-
parype. OH 00J1ajaj CMEJIOCThIO TOBOPUTH NPABAY M OTCTAaMBATH CBOIO
BHYTPEHHIOIO HE3aBUCUMOCTh. B cBoeli crathe «S OOKHOCH» OH THIIET:
«IIponerapckue nucarenyd U MO3THl — YCEPAHO MBITAIOTCS OBITH ABUATO-
pamu, ocemiiaB napoBo3. [[apoBO3 MBIXTUT MCKPEHHE W CTapaTesbHO, HO
HEMOX0Xe, 4TOObl OH MOJHSJICS Ha BO3AyX. 3a MaJIbIMU HCKIIOYECHUSIMU
(Bpoae Muxawia BonkoBa B MockoBckoi «Ky3Huie») —y Bcex MpoJieTKyIb-
TOBIIEB PEBOJIIOLIMOHHEMIIIEE coiep KaHne U peakiuonHeimas gopma... 1 s
00I0Ch — a3POIUIAHBI, U3 YHUCIIO FOPKUX, Bcerja OyAyT OOrOHSTh YECTHBIE Ma-
POBO3bI U IPUTAUBIIKUCH MO STUAO0NW CBOOObI, MOXUIIATH €€ UMEHEM MHU-
MOJIETHOE TOpKecTBO» (3amsituH 1921: 44). 3arpyXeHHBIN 00111€CTBEHHOI,
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U3JIATENbCKOM, TpernoaaBaTeNibckoil paboToi, 3amsaTtuH B mepuon 1917 —
1921 rr. co3maer pacckasbl, Cpeld KOTOPBIX TaKue OJMCTAaTelbHbIC, KaK
«Ilemepa» u «Mamaii». OH nmpoOyeT CBOU CHIibl B ipamatypruu («OrHu CB.
JloMuHUKa») U MHIIET CBOE «TJIABHOE» MPOU3BeAeHNE — poMaH «Mb». 3a-
MSATUHCKHE PaCCKa3bl, B KOTOPBIX HE ObUIN CIBIIIHBI AUPUPaAMObI PEBOJIIO-
11U, a ObUIa TPE3Bas OLICHKA €€ MOCIECTBUM, CMYTUII COBPEMEHHUKOB MH-
catenst. OTHOWIEHUSI C JIMTEPATypHOW OOIECTBEHHOCTBIO €lie OoJibliie
obocTpui pomaH «Mb» (1921), KOTOpBII IPH )KU3HU aBTOpa HE ObLI OIyO-
JIMKOBAH HAa POJIMHE U KOTOPBIN CJIBIIIAIA MHOTHE COBPEMEHHUKU MHUCATENS,
MOCKOJIBKY 3aMSITUH HEOJHOKPATHO BBICTyHAI C MyOJUYHBIMH YTCHUSIMHU
CBOEro npousBeqeHus. Ho 10 cBoero unraresns poMaH JOIIEN C OTPOMHBIM
OIO3/IaHUEM — [TOYTH Ha ceMb Aecsatuietuil. [llupokas unrarenbckas aynam-
TOpUsI HE UMeIa BO3MOKHOCTH MO3HAKOMUTHCSI C CAMUM MTPOU3BEICHUEM,
y3HaBaja O HEM M3 KPUTHYECKUX CTaTeW, a 1o cytu macksuiei. Jlo 1988
roJia poMaH ObLJI U3BECTEH B OCHOBHOM 3a pyOexom, rae emie B 1920-e rosl
TEKCT JIOLIEJI IO YhTaTesen 0aroaaps nepeBojiaM: CHavaja Ha YelICKUH, a
MOTOM U Ha aHTJIMHCKUMA U PPAHITY3CKUM S3BIKU.

CkopocrnenoBa B CBOEM UCCIEA0BAHUU OTMEUYAET, YTO TAKOU NIEPEPHIB
«MoOr OBbI CTaTh JAJIsl TUCATENS POKOBBIM, €CJIU Obl HE YHUBEPCATBHOCTD MO~
HSATBIX UM BOIIPOCOB, €CIM Obl HE CMEJOCTh XYAO0KECTBEHHOTO SKCIEPU-
MeHTa, onepexaniiero Bpems» (Ckopocrnenona 2014: 13). Jlopepue kK yTo-
nuu B XX Beke 0110 ogopaHo. Hukonaii bepasieB Ha3zBasl yTonuio «mpo-
KJISITUEM HOBOIO BpeMeHu». B cBoei kHure «HoBoe cpenHeBekoBbe. Pas-
MblieHue o cyaboe Poccuu u EBponbl ([leMokpartusi, conuanusm u Teo-
Kpatusi)» oH numet: «/ Teneps CTOUT IPyro My4YUTEIbHBIA BOMPOC, KaK
n30exaTb OKOHYATEIBbHOIO UX OCYIIECTBIEHUS... KaK M30eXaTh YTOINMIA,
KaK BEpHYThCS K HE YTOMMYECKOMY OOIIECTBY, K MEHEE «COBEPILICHHOMY»
u Oonee «cBobomHomy obmectBy» (bepuseB 1991: 474). Poman «Mpbi»
E. 3amsiTuHa ObLT OTBETOM Ha OCTPYIO HEOOXOJUMOCTH MPOTUBOCTOSITH TO-
TaJUuTapHOMYy pexuMy. KpuTHKys yTonmumyeckue uaeu OOJbLIEBUCTCKOM
KOHBIOHKTYPBI, MUCATENb CO3aeT (PHIOCOPCKO pabdoTy C MOCIAHUAMH,
BBIXO/ISIIIMMU 32 TIPEAEIIbl HAIIMOHATBHON KOHKPETUKU U COBPEMEHHBIX pe-
aJMi M OIEepEkaeT MPOrHO3bI UccienoBaTesiel antuytonun X XI Beka.

E. 3amMsaTuH npoBOAUT mapajuieNid HE TOJBKO MEXAY MPUPOJAHBIMU U
COLIMAJIBHBIMU SIBJICHUSIMU, HO M MEXKJy COBPEMEHHOCTBIO, C OJIHOW CTO-
POHBI, U MPOIILILIM YEJIOBEUECTBA — C JIPYroi. AHTUYTONHYECKass MOJENb
MHpa B pOMaHE MPOELUPYETCs, CO3[aBasi Mapajuleib C OCHOBHBIMU KOH-
CTPYKLMSMU U3 UICTOPUU YETIOBEUECTBA, IepeBopaunBas ux. B atoit Mmoxenu
BCE CBOJUTCSA K a0cypay: Onarogapsi HOBOW, peIyllUPOBAaHHON B MEXaHUYe-
CKyr0 BcenenHou, nocturaercs uaest KOJUNIEKTUBA3MA, KOTOPBIA MOJABIISAECT
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Y YHUYTOXKAET JINYHOCTh, MPEBPAIAS] €€ B «BUHT» OTPOMHOI0 MEXaHU3Ma
['ocynapctBa. [Ipuuem Hapsmy ¢ yCIOBHOCTBIO, AHTACTUYHOCTHIO POMaHY
CBOMCTBEH TaKke TCUXOJOTHU3M, YTO JpamMaTU3UPYET COIMaIbHO-00IIIe-
CTBEHHYIO, HJICOJIOTHYECKYIO MpobiemMaTuky. Tolbko HA OCHOBaAaHUHU TaKHX
KPUTEPUEB BO3MOXKHO OIPE/ICTUTh MEHSIOIIUECS C TEYEHUEM BPEMEHHU I'pa-
HHMI[BI DTOr0 aHTHKaHpa'. Kpurepuu onpeeneHus Ipou3BeIeHNs KaK aHTH-
YTOMUYECKOTO OMUPAIOTCS Ha BOCHPUATHE TEKCTa YUTATEIEM U CYIIHOCTh
MPEJCTABIICHHON COIUAIBHON MOJIETTU. AHTUYTONUS — 3TO MPEKJIE «BCETO
He (abyna, HE CIOXXHBIM, TOHKO MPOPUCOBAHHBIN TMCUXOJOTHYECKU WU
IMOITMOHAIBHO 00pa3 OTAEIBLHOTO YeJI0OBEeKa-Teposi, a UMEHHO MOJISJIUPOBa-
HUE COLMyMa M BOCHpUATHE 3TOM Monenu untatenem» (Connmaros, Ty30B-
ckuii 2010: 42). Ha ocHOBe aHanmu3a MIMpPOKOTO CIEKTpa MPOU3BEICHHM, KO-
TOPbIE KPUTUKOW OTHOCATCA K AHTHYTOIUSAM U JUCTOIMAMZ, aBTOPHI DTOM
CTaThbU BBIJICJIWIIA COLIMAIBHO U KYJIbTYp(punocopckue Kpurepun aHTUyTO-
MUYecKoro xaHpa. Takum oOpa3oM, aHTUYTONHST MOXKET ObITh MOHSTAa KaK
CoIMaJIbHAasl MOJICNIb P HAJIMYUU CIEAYIOIIUX KPUTEPUEB:

— MOJIEJb CIIYKHUT CPEJICTBOM COLIMAIbHOM THAarHOCTUKU U TPOTHO3a-
PEAOCTEPEKEHUS CYIIECTBYIOIIUM TPEHIAM Pa3BUTHUA:

— CHCTEMa IIEHHOCTEH M HOPM aHTHUYTOIHUYECKOro COIMyMa J0JHKHA
BBI3BIBATh Y YUTATENSl HEMPUITUE; OH JOJDKEH YMOIIMOHAIBLHO OT-
TOPraTh COIUYM aHTUYTOIIUH;

— YUTaTeNb JOJDKEH COIEPEkKUBATH 2eporo-acoyuany WIA HOHKOH-
bopMUCTY, KOTOPBIA TaKkKe HE pa3feisieT OCHOBHBIX HOPM U IIE€H-
HOCTEN MoJienupyeMoro couyma. [lepBast qonoHUTENbHAS YepTa
OMpEICIICHUS COLIMyMa KaK aHTHYTOIMMYECKOI0 3aKII0YAETCs B CIie-
udUKe MOJTUTUIECKON OPTaHU3alUH aHTUYTOIMMYECKOTO COIMyMa.
[Tonutrueckast cucremMa aHTUYTOIMMMYECKOTO COIMyMa MOXET OBITh

' Tlon «anTr)KaHPOM» 371€Ch MOApasyMeBaeTcs (opma, B KOTOPOH TEKCT CO3HATEIHHO
MPOTUBOCTOUT KAHPOBBIM OXKUAAHUSIM U TPAAULIUAM, IPEOI0JIeBast UX U3HYTpU. Takas
TpaHcopMallys, HapyIIaroIas CUCTEMY TPU3HAKOB kKaHpPa, MOKET ObITh OCMBICIICHA B
ceere uaeit 0. H. TeiHAHOBaA O TMHAMUKE JINTEPaTypHOTO Pa3BUTHS, TJIE€ XKaHpP pac-
CMaTpHBAETCs KaK MOJBUKHAS CTPYKTYpa, CIOCOOHAs K BHYTPEHHEMY pacrajy U mepe-
ocmbicieHuto (cMm. ToiasiHoB HO. H. O nuteparypnoit sBomtonuu. // [lostuka. Mcropus
mutepatypbl. Kuno. — M.: Hayka, 1993. — C. 270-290).

2 B naHHOit paboTe TEPMHUH «aHTUYTOIHSD UCIIOIb3yETCS IS 0003HAUEHHS JIUTEPATYP-
HOU (OpMBI, KOTOpasi HE MPOCTO U300paXKaeT HEraTUBHOE OOIECTBO, HO U CTABUT MO/
COMHEHME CaMy KOHLIECTILIHIO YTOIINU, KPUTHUKYSI €€ UI€aTUCTHYECKUE OCHOBBI. «Jl1UCTO-
sy, B CBOKO ouepesib, Oosee obiee nmoHsTue, 0603Havaromee 1oodoe o0IecTBo, Tae
npeodiaiaeT KECTOKOCTh, YTHETEHHUE U COllMaibHasi HeCIIpaBeJIMBOCTh. TakuM oOpa-
30M, aHTHYTOIHUS SIBJIETCS crienupuueckor GopMoil TUCTONMMH, KOTOpasl HAalpaBiIeHa
Ha KPUTHKY YTOIIMYECKOTO HJieana.

141



Hean Ananues

(TOJBKO MOKET OBITh, HO BOBCE HE 0053aTEIHHO ABJISIETCS) TOTAJH-
TapHOH. OHA MOXET CTPOUTHCS HA TIpaBe CUJIbl U Hacuiauu. [lonu-
TAYECKass CUCTEMA MOXET MCIIOJIb30BaTh TOTAIBHBIA HAA30p 3a
BCEMU IrpakJaHamu. Elle ogHa BO3MOKHAs TOMOJIHUTENbHAS YepTa
— 3HAYUTEJbHAS pa3HUIA MEXY MPUHIIUIIAMHU KECTKOTO OrpaHu-
YEHUSI YeJI0BEUECKON CBOOOIbI, IpOIaraHIupyeMoi rocy/1apCTBOM
AHTUYTOIUHU, U 00pa30M KHU3HU AJUTHI 3TOro rocyaapcTsa. [lepe-
YUCJICHHBIC BBIIIE KPUTEPUU MOJHOCTHIO PEAIM30BAHBI B MOJICIIH
Enunoro I'ocynapctsa E. 3amsaruna.

®dunocodpus Equnoro I'ocymapcTBa HampaBiieHa Ha HECBOOOY JIHY-
HOCTH, Ha UCIIOJIb30BaHUE JUKTATYPhI M HacuiIus. CyIIHOCTb 3TOM puiioco-
¢bun oTpakeHa B TaKM€ €€ MAKCHUMBI, KaK «JIUKOE€ COCTOSTHUE CBOOOIBI,
«MaTeMaTUYeCKU HEMOTPEIIMMOE CYACThE», «OJaroJaTHOE U0 pa3zymay,
«camas KeCTKas U BBICOKas JIFOOOBb — 3TO KECTOKOCThY», KOTOPhIE CBUJIC-
TEJIbCTBYIOT 00 aHTHYEJIOBEUHOCTH U Jerymanu3anuu. Hacunue npuoOpe-
TaeT KOCMUYECKHEe MmaciTadbl — B ['ocygapcTBeHHoM ['azeTe HameyaTaHo
oopamenue k crpoutensim «MHTET'PAJIA»: «Bam mpencrout Omarope-
TEJILHOMY UTY pa3yMa MOJYMHUTH HEBEJAOMBIC CYIIECTBA, OOUTAIOIINE HA
UHBIX TUIaHETaX — OBITh MOXET, €Ill€ B TUKOM COCTOSTHUU CBOOO/IBI. .. HAIIl
JIOJIT 3aCTaBUTh UX OBITh cHACTIIMBBIMUY (3amsaTuH 1989: 14). Mup pabcrna,
CO3AI0LMI WILTIO3UIO0 CHACTbS, 3aCTaBIsIET BCEX OE30rOBOPOUHO BEPUTDH B
bnaronerens. IlpeBpamienue nogeit B Oe3nukue mudpbl MoapasymeBacT
KOH(POpMU3M, CIEKKY U Hacuiue. KecTkas IeH3ypa OXBaThIBAa€T BCE
cepbl eITeNbHOCTU. 32 aHTUTOCY/IApCTBEHHbBIE CTUXU MPOTUB biaroxe-
TeJisl B IPUCYTCTBUU >KEHIIUH U JIETEH, MPUBBIKASI UX K KECTOKOCTHU U IO-
KOPHOCTH, Ka3HSAT M03Ta, JIEp3HYBILIEro HamucaTh 0 bnarojerene KomiyH-
cTBeHHbIe cTuxU. «IIpecTtynmHuka» ka3HUT cam biaronerens, TSXKKHUM, Ka-
MEHHBIN, KaK cyp0a. CBepKaeT ocTpoe Jie3BUe Jiyua ero Marumasl (MalHa
brnarogerens koHeYHO yke He rpy0Oasi MaxyuHa OBLIBIX BPEMEH, a yCOBEp-
IIICHCTBOBAHHBIMA ammapar, OyKBaJIbHO B MTIHOBEHHUE YHUYTOXXAIOIIUMA
EPTBY), U BMECTO HyMepa — «JTyKa XUMUYECKH YUCTOU BOJIbI, €1IIE MUHYTY
HazaJ OyHHO U KpacHO OuBIIas B ceparie...» (3amsatud 1989: 37).

[TpITasich He TOMYCTUTH IPOOYKACHUS CBOOOTHOTO IyXa, JIFOAN B Me-
XaHU3UPOBAHHOM T'OCYJAPCTBE KMBYT B M30JIMPOBAHHOM M OTPAaHUYEHHOM
npoctpanctBe. CteHa, oropaxusaronias Enqunoe ['ocynapctBo, OTAENSIET CO-
BEPIICHHBIN MEXaHU3UPOBAHHBI MHUP OT «HEPa3yMHOTO Oech)OpMEHHOTO
MHpa JIEPEBbEB, MITHII, )KUBOTHBIX...» (3amatuH 1989: 70). Ecnu Enunoe 'oc-
YAApCTBO — FOPOJ pazymMa — CUMBOJIM3UPYET PALIMOHAIIBHYIO )KU3Hb, TO MUP
3a 3eJIeHOM CTEHOM — 3TO APEBHUN (PaHTACTUUECKHUI MUDP — MUP KOPHS MUHYC
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oJuH. ["'ocyaapcTBO peBHOCTHO 00eperaeT CBOMX Ipa)KaH OT BOCCTAHOBIIE-
HUS CBSI3U C 3TUM MHUPOM, KOTOpasi 3acTaBuia Obl UX MEUYTaTh, BOCCTABAThH
IPOTHUB YCTAaHOBJIEHHOTO Nopsiaka. CBOOOAHAs «HEOPraHU30BaHHASD U «IH-
Kash» KU3Hb IPOLUIOrO IIPEOJOJIEBACTC U JIIOAU IPEBPALLIAIOTCA B €AUHBIN
MEXaHU3M, ynpasisiemblii Ckpuorcanamu Bpemenu. Kaxnoe ytpo, kak «eau-
HBIE KOJIECA», B OJIMH U TOT XKE 4ac, B OJIHY U Ty )K€ MUHYTY MUJUIMOHBI KU~
TeJIe CTAaHOBSTCS €UHBIM LeNbIM. [ TaBHBIN repoid, CTpouTeNb paHTacTUye-
ckoro MHurerpana, ¢ nomoupto koroporo Enunoe I'ocynapctBo cTpeMurcs
HOKOPUTh KOCMHUYECKOE IMPOCTPAHCTBO M 3aCTABUT BCEX €ro oOuTareneu
TOK€ OBITh CUACTIIMBBIMHU, YBEPEH, YTO PAHO WJIM MO3AHO U ITUM Yacam
HaleTcs MecTo B obmel ¢hopmyrie, a Bce 86 400 cekyH1 MOMECTITCS B TIe-
COYHbIE yachl. TakuM oOpa3zom, Ojarofapsi COKpallleHUI0 BPEMEHHU U IMPO-
ctpancTBa Ennnoe ['ocynapcTBo crmocOOHO BBIMOJHUTEH BCE CBOM 3aauu. B
3TOM OIPaHUYEHHOM, 3aMKHYTOM MUPE (110 X0Iy TOBECTBOBAHUSI COCE/I I1aB-
HOT'O Teposi OTKPBIBAET (OPMYITY, TOKA3bIBAOIIYI0, YTO OECKOHEUHOCTH HE
CYLLECTBYET — Becenennast uMeeT npejienbl) Tenepb JErko OrpaHUyYnTh, a TOU-
Hee, 3aMEHUTH Bce. bora HEeT — BceMOoryuM U J0OPbIM SIBISIETCS JUKTATOP,
KOTOPOTro *KUTEIN Ha3biBaloT brarogerenem. Jltoau Oosbliie He cityKat CBO-
eMy 0e3ayMHOMY, HEBeIoMOMY bory, KOTOpBII 1al UM JIMIIb «BEYHBIE, MY-
YUTENbHbIE MOUCKW». OHU MPUHOCIT ce0sl B )KEPTBY «BUIUMOMY», OCMBIC-
JIEHHOMY M TOYHO n3BecTHOMY bory — Ennnomy ['ocynapcTsy.
AHTHYTONIMYECKYIO MOJENb Mupa, KoTopyro E. 3amsatuH co3man B
cBOeM poMaHe « MbI», MPEBPATHIIACH B ATAJIOH JJIsl Oy AyIIuX nmucarene XX
Beka. CpaBHuBas (pantactuky Unes DpenlOypra u Anekcest Tosctoro ¢ po-
MaHoM EBrenus 3amsartuna, FOpuii TeIHSAHOB numeT: «Y gaya 3aMsAaTUHA, U
yAawIMBOCTh DpeHOypra, U Heyjadya ToJICTOrO OJMHAKOBO XapaKTEPHBI.
VY nava 3amsATHHA — JINYHAsA yJa4ya, €ro OKPUCTAINIM30BAHHBIM POMAaH LENb-
HBIM CT'YCTKOM BXOJUT B Jiutepatypy» (ToiasanoB 1993: 254). Oto naet oc-
HOBaHMS CUMTATh poMaH E. 3amsTHHA HE TOJBKO Fr€HE3UCOM PYCCKOU aHTH-
yronuu XX Beka — kak Hanpumep «IIpurnamenne Ha ka3up» B. Habokosa,
«Yesenryp» A. IlnaroHoBa, — HO M 3apyOeXHbIX nucarenen: pomansl To-
maca Xakciau «O nuBHBIA HOBBIA Mup» U «1984» JIxk. Opyamna. B 6omb-
IIMHCTBE CIIy4acB I0Ka3aTh PsMOE BIUsHUE poMaHa EBrenns 3amMaTuHa Ha
TBOPUYECTBO OOJIee MO3AHUX aBTOPOB HEBO3MOXKHO. Bii. HabokoB npecekan
NOTBITKY BBISIBUTH BIMSIHUS B CBOEM TBOpuecTBe. OH HeE NpU3HABaJ IPEEM-
CTBEHHOCTH CBOETO TBOPYECTBA C MPEAIICCTBEHHUKAMH, JTaK€ €CIU PEUb
IIU1a O ero JIIOUMBIX aBTOpax, Takux kak J[ovic unu Kadxka, Po6-I'puite
un bopxec. OH He npu3HaBan BiausHUS J(OCTOEBCKOro, XOTs OHO Opoca-
€TCS B TJIa3a BO MHOTHUX €ro MPOM3BEACHUAX. «HUTO ke roBOpUTh 0 3ams-
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ture? — umeT O. A. Kasauna. — MoeT ObITh, 3TO eIle OJIUH CIydaid HaMe-
PEHHOTO «3a0BEHUS» 3HAYUMOTO U TTYOOKO TIEPEKUTOTO TBOPUECTBA HETIO-
cpenctBenHoro mnpemmectBeHHuka?y (Kasauna 2015: 60). Onmoc Xakcnw,
aBTOp KHUTHU «O TMBHBIM HOBBI MHUP», TOXKE KATETOPUYECKH OTPUIIAN 3HA-
KOMCTBO C MPOU3BEACHUEM pycckoro mucareis. OQHaKO UJIeH, KOJUTU3UH,
CIO’KETHBIE XOJIbl, K KOTOPHIM OOpaIinajics 3aMsaTHH B poMaHe «MbI», pa3 3a
pa3oM MOBTOPSIOTCS B YTOMUSAX M aHTUyTONMsIX XX Beka. YepThl CXOACTBA
poMaHa «O JMBHBIA HOBBI MUP» ¢ pOMaHOM «MbD» MOOYXKJIAI0T 33JaThCsI
BOIIPOCOM €CJIM HE O BIUSIHUU 3aMsITUHA, TO [0 KpallHEH Mepe O MEPEKITNIKE
U U MOTHUBOB M O KaHPOBOM NPUPOAE ITUX MPOU3BEACHUM. J[KOpmxK
Opyasmin B «Penen3un Ha «Mb» E. U. 3amsatuna» otmeuaet: «llepBoe, 4To
Opocaetcs B I1a3za mpu yTeHur «Mb1», — GakT, s AyMato, 10 CUX IOp He 3ame-
YEHHBIN, — 4T0 poMaH Onpoca Xakcnu «O TUBHBIN HOBBIM MUP», BUIUMO, OT-
4acTh 00s13aH CBOMM IOSIBJICHUEM ATOU KHUTE ... ITak, CXOACTBO C pOMaHOM
«O nuBHBINA HOBBIM Mup» paszutenbHoe» (Opyamn 1946: 3). JlelicTBUTENBHO,
00e POU3BEACHUS paCcCKa3bIBAIOT O OYHTE MPUPOTHOTO YEJIOBEYECKOTO TyXa
MIPOTUB PAIMOHAILHOTO, MEXaHU3UPOBAHHOTO, OECUYBCTBEHHOTO MHpPA, B
000X MPOU3BEICHUIX ACHCTBUE IEPEHECEHO Ha IIECTHCOT JIET Bepe . AT-
Moc(depa 06eux KHUT cx0ka U U300pakaeT OJMH U TOT e THI OOIIECTBA.
Ouenb BaxkHOU xapaktepuctukon Equnoro I'ocynapcta (Muposoro I'oc-
yaapcTBa B poMane «O TUBHBIN HOBBIN MUPY) CTAHOBUTCS MOTHUB MalllMHBI,
MEXaHHM3Ma, YKciia, TAaOJIUIbl yMHOXKEHUS. Peub UIeT He 0 TEXHUKE U €€ POJIU
B rocyJiapcTBe Oyaymiero — cama no cede texuuka Enunoro I'ocynapctsa
HUYEM OCOOCHHBIM HE MpUMeEYaTeIbHA — P€Ub UJET O «HENPUPOIHOM, HE-
€CTECTBEHHOM, MCKYCCTBEHHOM MPOUCXOXKJICHUU «HOBOTO Mupa» (Ckopo-
cnesioBa 2014: 15). Onpoc Xakcnu (1894 — 1963) BoicTynuiI Kak MpoJ10-
xarenp E. 3aMaTHHA U B TOM, 4TO Yy HETO Pa3BEPHYTa «CXO¥KAsl KOJTU3US»
(3BepeB 1989: 342). Cam Xakcnu ykaszajia K04 K KOJUTM3UM, BOKPYT KOTO-
poii CTpouTCS ASHCTBHE, MPUYEM CEall 3TO Ha MEPBBIX K€ cTpaHuIiax. Tam
onucad JonaoHckuit UBL] — Mukybaropuit 1 Bocnutatenshsiil LienTp, rae
C MOMOIIbI0 T€HHOW HMHXKEHEPUU MOJy4aroT BEJIUKOJICTTHBIE JIIOJACKUE 00-
pasisl pa3Hbix nopoAd. Hekto muctep @octep, COTPYIHUK 3TOTO YUPEK/Ie-
HUS, U3JIarasl ero 3aJayu, HEMCTOIIUM B I0Ka3aTEIbCTBAX UX MPAKTUUYECKOMN
BKHOCTH JIJIsi CTPYKTYPBI 00111eCTBa — 371€Ch (POPMHUPYET COOTBETCTBEHHO
NOTPEOHOCTH B YEPHOPAOOUNX, B MEXaHHWKAX PAKETOTUIAHOB MJIU B TOCYIap-
CTBEHHBIX MY>)KaX, BO3JICCTBYs Ha MYTAIl|IO, YTOOBI BbIJIaTh 3alpaliuBac-
MBIM OPOJIYKT BBICIIETO KAYECTBA U B HY’KHOM KOJIMYECTBE. DTOT MPOLECC
Ha3bIBaeTcs «OOKaHOBCKM3alusa» (1mo meroay bokanoBckoro). Jletu, pox-
JIEHHbIEC UICKYCCTBEHHBIM CIIOCOOOM, BOCTIUTHIBAIOTCS (IMOJI0OOHO JETSAM B PO-
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MaHe «MbI», KOTOpbIE pacTyT B JleTCKO-BOCIUTATENLHOM 3aBO/IE) TUITHO-
neave — «Benuyaiinas HpaBOYUYMTENbHAs CHiia BceX BpemeH». CIOBHO
BOJI€, KOTOpasi CriocoOHa Karuls 3a Karied MpoTOYUTh CaMbli TBEPAbIN rpa-
HUT, TOJIOC CO CTOPOHBI MOBTOPSIET CIOBECHBIE (OPMYJIbI, IIOKA CO3HAHUE
pebeHKa He 3aIMOJIHUTCS TEM, YTO BHYILIWJ T'OJ0C, U TO, YTO BHYLIEHO, HE
«CTaHET B CYMME CBO€H co3HaHUeM peOeHka». M He Toyibko pebeHka, a u
B3POCJIOr0 — Ha BCIO JKU3Hb OCTAETCS TO, UTO BHYIIEHO ['ocynapcTBom.
[Ipu cBoem nosiBnenuu B 1932 r. «O nquBHBINA HOBBIA MUP» ObLT BOC-
PUHSAT, TIIABHBIM 00pa30M, Kak caThpa UMEIOIIasi COBCEM KOHKPETHBIHN aj-
pec. CUuTanock, 4To aBTOP BBICMESI CAMOHAJICSIHHYIO IPETEH3UI0 BEPYIO-
IMX B OJM30CTh 3€MHOTO pas, 00eCIeYeHHOTO0 UHTEHCUBHBIM pPa3BUTHUEM
mpou3BOACTBa Ha (opaoBCckuX Haudanax. Ho Bckope moBojabl UCKATh B Po-
MaHe TaKylo 37100y JHS MCYE3JIU, U TOTJIa OOHAPY UIUCH B HEM Oosee Tiy-
0okue cMbIciabl. CaMbIM SICHBIM M3 HUX ObLIa TpEBOra, Ha3biBacMas Oe3y-
XOBHOCTBIO U CTaHAAPTU3ALMEN, B KOTOPBIX ITHACATENb OMO3HAJI HE MUMO-
JIETHOE MOBETpHUE, a 3HaMeHue Beka. CTayo SCHO, UTO OH HE OLINOCS; «JIUB-
HBIN MHUP», TJie KOpeHHBbIMH NpuHIunaMu 00bsiBieHb OBLIIHOCTD, OJ11-
HAKOBOCTbB, CTABUJIbBHOCTD, oxka3zancs mepBooOpa3oM HepagocT-
HBIX SIBJICHUH 3MO0XH, B IKCTa3e IMpeJaBIIChc MOTPEOUTENBCTBY. XaKCIIH
IPEABOCXHUILAET MPOEKTHI (pammm3ma. Pe3kuii anTuaBTopuTapu3M 1 aHTUAITA-
TU3M XaKCJIH, €ro BHUMAaHUE K 0OIIECTBEHHON MHUIIMATUBE U CaMOYTMpPaB-
JICHUIO TO3BOJISIIOT OTHECTU €ro K Kpyry JUMOepTapuaHCKUX MbICIUTENEH
(Onpoc Xakcam®, JIxon Jlok, @puapux Xaitek, Mroppeit Porbapa, Alin
Pann, Pobept Ho3uk). Knuru Xakciau HamoJHEHbI UACHHBIMU MOCTPOCHH-
SIMU U CIIOpaMH, B KOTOPBIX Mpeayraaansl npodiemsl XX Beka. He ciy-
YallHO KHUTY XaKCJIM BIOCIEACTBUU HA3BaIHM COBIBIIEMCS ITPOPOUYECTBOM.
Poman E. 3amsatuna «Mb», Takxke Ha3BaH npopoueckum. Ho «mpeunmyiie-
CTBO» 3TOT'0 IPOPOYECTBA B TOM, YTO — 10 cjioBam [[x. Opyamna — «kHUTa
3aMsTHHA B LIEJIOM M0 AyXY OJM)KE CErOAHSIIHEMY JTHIOY ... OHA 3aKIII0YaeT
B ce0e MOJIMTUYECKUI CMBICII, OTCYTCTBYIOIINM B poMaHe Xakciu. IMeHHo
3TO UHTYUTUBHOE PACKPBITUE HPPALUOHAIBHON CTOPOHBI TOTATUTApU3Ma —
KEPTBEHHOCTH, KECTOKOCTU KaK camoLenu, o0oxaHnus Boxns, HaneneH-
HOro OO0XKECTBEHHBIMU YEpTaMH, JaeT OCHOBaTelbHBbIC AOBOABI JIXK.
Opysiiia «IIOCTaBUTh KHHUTY 3aMsiTUHA BbIlle KHUTH Xakciau» (Opyain

1946: 4).

3 Onpmoc Xakcnu npuaasan OONbIIOE 3HAYEHHE WHHUIMATHBE «CHHM3Y» — AKTHBHOCTH
rpakaaH U CUCTEMaM caMOyTIpaBJieHus. Bce 3To m03BoMIsieT OTHECTH €0 K YHCITy Tuoep-
TapUAHCKUX MBICIUTENEH, OTCTaMBAIOIINX MPUOPHUTET JIMYHOM CBOOO/IBI, OTpaHUYEHHUE
TOCYJapCTBEHHBIX (PYHKINI U 100pOBOJIBHBIE (POPMBI OOIIIECTBEHHOTO YCTPOUCTBA.
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Mogenps «MHpPOBOrO Topoaa», KOTopyro cozaan E. 3amsTuH, yaiie
BCETO CPaBHUBAETCS ¢ (PUKIIMOHATHHOM BCENIEHHOM, co3nannou J[xx. Opyan-
neM B ero KHure «1984», Ho 3Ty KapTUHY MHpa Mbl MOKEM YBUAETH €IIIE B
pomane «Mp» E. 3amsatuna. JlefictBue pomana « Mb» nmpoucxoauT B XX VI
Beke B EnunoM ['ocynapcTBe, MOKpBIBIIEM BCHO IJIAHETy. ENWMHCTBEHHAas
pasHuIia B TOM, yTo B kKHure J[>xopaxka Opyasuia ToTajibHas cliexKa B oO1e-
CTBE OCYILECTBIIICTCS YK€ Ha JAPYrOM, 3HAYUTEIbHO 00JI€€ BHICOKOM TEX-
HOJIOTUYECKOM YpPOBHE. B 3TOM CMbICIIE TTPOU3BENCHUE 3aMATHHA MOXHO
Ha3BaTh HE TOJBKO IMPOPOUYECTBOM, HO U NMPEAYNPEKICHHUEM O TOM, KaK
01 OYIyT )KUTh B OJTHOM-ETUHCTBEHHOM TOpOJie — HEMPEPHIBHON ypOa-
HUCTHYECKOM CUCTEME, MOKphIBaKOIEH 3eMHOU 1miap. Poman E. 3amstuna
NPEAYNPEXKIAET O TOM, YTO « ENUHBINA MUP» BO3MOMXKEH TOJIBKO TOr1a, KOrAa
OCYUIECTBJIEHA TAPMOHUS MEKy YEJIOBEKOM U OOILIECTBOM; O TOM, UYTO TO-
TAJIUTAPHOE TOCYAAPCTBO YHUYTOKAET JIMYHOCThH YEJIOBEKA M IMPEBpallacT
€ro B «BUHTUK» OIPOMHOI0 MEXaHMU3Ma, & COBPEMEHHAsI aHTUYTONTNYECKAs
JauTepaTypa NpeaoCTEPEeraeT YUTATEIbCKY0 ayIUTOPUIO — yIpo3a TOTAJIU-
TapHBIX PEKUMOB €III€ HE NCUE3JIa.
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This text aims to comment on the multi-layered image of the main character
of the 1996 novel “Medea and Her Children” and the particular manifestations of
her feminine instincts. The main focus is on the various visions that the author
creates for her characters, making an attempt to prove the dual nature of Medea
Mendes' soul, provoked by the encounter with different cultures, characters and
life’s difficulties described in the work. In the study, Lyudmila Ulitska is
perceived as a postmodern artist, which leads to an attempt to explain some of the
practices used to construct full-blooded, but quite enigmatic characters.
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Meoes ne sapsauie 6 cayyauHocmma, MaKkap HCusomvm u 0a 6e NvjieH ¢

MHO2O3HAYUUMENHU CPewU, CMPAHHU CbENAOEHUs U MOYHO HANACHAMU U3HEHAOU.
(Yuuka 2005: 7)

KbM Hacrosmus momeHt (mpe3 2024 r.) umero Ha Jlroamuna Yiauika
Ce CBBP3Ba C SIPKO 3asiBeHa OOIIECTBEHA MO3UIIUSI, HEMPUHYIECHOCT Ha W3-
Ka3a U JIMIICA HA BCAKAKBU 3aJPBXKKH, [0 CE OTHACA JO OCHOBHOTO MOCJa-
HUE, KOETO TPsiIOBa a JOCTUTHE JI0 1IeJieBaTa ayuTopus. 3a Yuiika € 100pe
Jla C€ MHUCJIM HE CaMO 1 €JMHCTBEHO KaTo 3a OCTMO/IEpHa aBTOPKa, aKTHBHA
ch3JaTesKa Ha Mpo3a B T.Hap. ,,4UKJIUT CTHI, a ¥ 3a 00IIeCTBEHAa (Purypa c
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HEMAJIKO BJIACT U Bb3MOXKHOCT J1a MOBJIMSAE C BIKJIAHUATA CH HA OpOUTHpa-
IIUST OKOJIO Hest Kpbr. TakaBa € ¥ B TBOPUYECTBOTO CH, U B OOIIIECTBEHUTE CH
IPOSIBA — Y JIMIKA TPUEMA U3KIFOYUTEIHO JJUYHO BCUYKO, KOETO CE CIIy4YBa
B HACTOSIIETO, Pa3riie’ka MUHAIOTO OT MHOKECTBO CTpaHU U 0€3 1a nuMma
MIPETEHIINATA 3a TOBA, MOHSIKOTra MPaBU JOCTATHYHO CIIOJTYUJIUBH ITPOTHO3U
3a OBJEIETO.

B untepBro ot 2023 r., my0nukyBaHo B pyckus cait ,,Panno Cso-
0ona‘“, camara Yiuika Crojiess, e BUHAaru € uMaiia mpo0JieM ChC clie/iBa-
HETO Ha MapaJurMuTe Ha BiactTa (,,OmacsBam ce, 4e n3001110 HE ChM Xapec-
BaJia BiacTra Kato takasa“! — CBo6oma 2023). 3a Hes BIIIEKIAHETO B KOpE-
HUTE € MPUCHIAa TBOPUYECKA TPAKTUKA, @ U TOBA sl OTJIMYaBa OILE B CAMOTO
HayaJio Ha mucaresickara n kapuepa. Pomanst ,,Menes u HeilHUTE Aena‘ ot
1996 r. npeacrasisiBa amanrama ot kapra Ha cBeta B Kpum, uscieaBane Ha
Hepapxusita B CEMEHCTBO, HA KOETO HEMPEKbCHATO MYy C€ Hajara ja ole-
JI5iBa, KAKTO U BPEMEBHU I'b3€J1 C MHOTO HEM3BECTHU, YUUTO OTTOBOPHU CE€ ThP-
CSIT BUHAru B [yMUTE HA Ta3u, KOSITO OMBa Bb3IIPUEMaHa KaTO BbILTbIIICHUE
Ha MbJIPOCTTA U 3HAHUETO.

Tunu4yHO MO KEHCKU € 000CTpeHa YyBCTBUTEIHOCTTA HA aBTOPKATa
CIpsiMO HelHaTa repouHs, 0e3 Ja ce KOMEHTHpa JIaju U MO KaKbB HAUYUH
caMara YJIMIIKa c€ OTKpHUBA B HAKOW HEWHM uepTu. B npo3aTa Ha aBTOpKaTa
HUCTOPUYECKUSAT (DOH BUHATH € JKUB, 3aI[0TO FOJIEMUTE CHOUTHUS HAMA Kak Ja
OCTaHaT MPOCTO YacT OT Hei3axa — Te peIEKTUPAT BbPXY MEPCOHAKUTE U
I'M TJIACKAT M0 3aJI0KEHUTE OT aBTOpPKaTa II'bTUIIA HA PA3BUTHE BbB U U3BBHH
TekcTa u. 3a crpaBka — ,,KazychbT Kykouku‘ or 2000 r. momecTBa JIeMCTBH-
ero cu Mexay 1936 r. u cpenara Ha 60-te roguau Ha XX B. Llenra Ha po-
MaHa € J1a 1aJic HOB MPOYMT Ha CTAJIMHU3MA MOCPEIACTBOM OOrOBapsIHETO HA
deHoMeHa Ha 3a6panata (0T 1936 . u 10 cMbpTTa Ha Mocud Cranus aGop-
TbT B CCCP ¢ 3a0paHeH) U eCTeCTBEHUs] YOBCIIKM WHCTUHKT J1a C€ ChIPO-
TUBJISIBA HA aHTUYOBEIIKOTO. ,,MeJes u HeiHuTe Aena’ 3amoyBa ¢ KOHCTa-
Talus, 4e ,,eIMHCTBEHATa YUCTOKPHBHA I'bPKUHS BbB BPEMETO € MPEKH-
BsiJIa BCUYKW MacCOBH JenopTaiiuy Ha KpuMmckute Tatapu’ (Yauika 2005: 3),
KOETO CHIII0 camo IO cebe CH € T0Ka3aTeICTBO 3a Be4Ye CIIOMEHATOTO Kavyec-
TBO, KOETO YIIUIIKA AbPKHU TEPOUTE ¥ JIa MPUTEkKABAT — Ja C€ OOPSIT U J1a ce
ajanTupar.

Karto ce orTinacHem ce OT mpeTeHUHusITa 3a JHKEHIBbP H3CIEIBAHE,
KaKTO M OT Ta3H 3a ITbJICH NICUXOJIOTUYECKH aHAJIU3 BbPXY BCUUKH 3aMECEHU
repou B pomaHa oT 01130 300 cTpaHuiM, HE MOXe Ja ce mponycHe GheHo-
MEHBT Ha ,,0e37eTHaTa MaliKa“‘, ¢ KOMTO ce COTbCKBAT YHNTATEIUTE OIIe Ha

' B opurunan: ,,Ho, 6010Ch, MHE HE HPABUTCS BOOOIIE BIACTh KaK TAKOBAs.
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II'bPBUTE CTPAHUIIM KaTO YTOUHEHHE, HO HE MOKE U J1a ¢€ TpbrHe OT Hero. B
TOBA ,,[TPOU3BEECHUE 3a cTpaTeruuTe Ha TBopuyecTBO ™ (KoBTyH 2012: 71) €
SCHa MUTOJIOTMYHATA BpPb3Ka Ollle ¢ 1300pa Ha UME Ha T€POUHSTA B KOJICK-
THUBHOTO YMTATEJCKO MOJe3peHue. B HauanoTo Ha pomaHa ce mpaBu MOJI-
pOOHO omnucaHue Ha POAOCIOBUETO HA Menes, KOsITO € B pOJiATa Ha HEroBa
Ma3UTeNIKa U € IOYUTaHa KaTo a0COIIOTHA BIIaJIETEIKa Ha CEMEMHOTO Kpall-
CTBO. BbpXy HElHUTE IJIEIIM ce KPENU MUPBT, IJIaX0 3aCTaHall BbPXY KyI-
YMHAa OT TailHU, a KOraTo C HAYaJ0TO Ha MMPOJIETTa BCUYKUTE U POJCTBEHUIIU
3aroyBarT J1a s MoceniaBaT, Te HOCAT ChC cede cu U npodiemute cu. [eict-
BUTEJIHO B POMaHa Ce MOKa3Ba BbPBOJIMIIA OT HE 0COOEHO OPUTHHAIHU BCAKA
3a ce0e cu chA0M — aBTOpKATa Ha pOMaHa JIOPU HETJIACHO OCHXK A TOJIIMa YacT
OT IPOSIBJICHUATA HA XaPAKTEPUTE HA CBOUTE I€POU, KAKTO U JICUCTBUATA UM
(TOKOJIKOTO MEPCOHAXKUTE Ca MTPEJICTABEHU B HEraTUBHA CBETJIMHA), HO BCE MaK
CBILUTE TE€3U CHA0U CE€ OKA3BaT JOCTATHYHO IIEHHU 32 TEKCTOBHSI CIOKET.

B mppBUTE CTpaHUIM Be4e MMa BbBEJICHA Tpareaus — aBTopkara OT-
paHo 3aro3HaBa YUTATEIUTE CU C TEXKKATa ChJ0a, KOATO € OTpecHa Ha re-
pouHsTa 1. BpBexk/1aHETO B HESl cTaBa upe3 JCUCTBUATA HAa camara Menes,
¥ TO UPE3 MPEPa3Ka3aHo U HaObP30 MMUCAHO OT Hesl MMCMO® Ha PYCKH €3UK, B
KOETO CIBbpKaHO CHOOIaBa Ha €AMHCTBEHATa CU OJIM3Ka MpHUSTENIKa 3a
CMBPTTA Ha cBOA Oaia. CBEThT Ha TEPOMHATA CHbBCEM CE€ IIPOMEHSI, KOraTo
MHOTI'OJIeTHaTa M Mailka CbBCEM HEOYaKBaHO YMHPA, T0KATO U3HOCBA YETH-
PHUHAIECETOTO CH AeTe. XapMOHUATA OTJIaBHA € 1aJIa CUTHAJ, Y€ € HaApylIeHa
Y TOBa HAMa Ja OocTaHe 0e3 MOCIeIUlM — HEPOACHOTO JeTe Ha Marunja,
Maiikata Ha Menes, € TpsaOBaJo 1a ce poJu Mpe3 aBryct, a He B cpeiaTra Ha
OKTOMBPH, KOTaTO ca pOJACHU BCUUKU OCTaHAJIM TpUHaAeceT poxOu. Bepo-
ATHO Ta3u MOBpaTHa TOYKA B J€TCKaTa M ChA0a MOACh3HATEIHO Kapa Mezes
Jla C€ CTPEMH KbM PEBHOCTHO CIIa3BaHE HAa ceMEWHUTE Tpaauuu. CMbpTTa
B CEMEMCTBOTO M CSIKall JaBa Hayajl0TO HA BceoOXBaTHATA U JeOHeNa OTB-
CSAKBAE CMBPT IO KPUMCKHUTE 36MH OKO0JIO 1918 T.

Orunexxaaiku ce B APEBHOTPBIIKATA MUTOJIOTHS, YUTATENST HA Y TULIKA
MO3K€ J1a C€ OKa)Ke€ C U3JIbraHu (JOHSIKb/IC) OYAKBAHUS CIIPSIMO F€POUHSATA .
[IpeckauaHeTo Ha HOPMUTE € HECIyYallHO HACJIEICTBO B MPUIIMCAHUTE Ha
Hosama Mezest KauecTBa, HO 0€3 HeraTUBHaTa KOHOTALMS, KOATO ChIIBTCTBA
BKOPEHEHOTO 1 cBOeHpaBue. He Moxe 1 1a ce pa3riena Bceku MUT 3a Menest
IIOOTJIETTHO, 3al0TO TOBA CHIIO LIE JOBEAE A0 NMPOTUBOPEYHS B ONUTA 3a
dopmynupaHe Ha U3BOJIU. 3aTOBA €AHO FeHEepaIU3UpaHO 0000IEHHE MOKE
na nobdepe B cede cu creHaTa ues — B CBeTjIaTa CU cTpaHa ipeBHaTa Menest

2 [IucmaTa ¥MMAar KJIOYOBA pOJisi B pOMaHa, 0COOEHO NPEIBU €3MKa, Ha KOWTO ca
Hanucanu. To3M acleKT ce pasriexkaa B CeIBall MOMEHT OT HACTOSIIUS TEKCT.
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Ce IpeICTaBs KaTo BBINICOHMIIA, 3HAXapKa, O/d1ara Haj ApyruTe xkeHa. U
3a TEPOUHATA Ha YJIUIKA TOBA UJIBA €CTECTBEHO:

He ce momaewe 6e3 paboma, a bepeute kKoncku bocunex, 4yopuya,
NIAHUHCKA MeHMA, KUcel MmpvH, 2bOU, Wunka, He nponyckaute 0a cvoupa
CAPOOHUKCU U MHOOCJIOUHU UBMOYEHU NIAHUHCKU KPUCMATU U CIAPUHHU
MbMHU MOHemu, Kakeumo o0an I'ocnoo uz kamenucmume 3emu Ha masu
CKPOMHA CYEHUYHA NIOWAOKA HA C8EMOBHAMA UCTNOPUS.

(Vnumka 2005: 4)

be3 BCcskakBoO KeNaHUE Ja Ce HaBJIM3a B CBPbXUHTEPIPETALS, KOATO
U3KpUBsIBa 00pa3a Ha JUTEPAaTypHUTE TepoH, OIll€ B CaMOTO HAayajo aBTOp-
KaTa TOBOPH 3a FEPOMHATA CU KAaTO 32 MOBEIUTEIKA HA KPUMCKHUTE 3EMU.
OueBuaHoO €, ue Menest mo3HaBa CBETa OKOJIO ceOe CH KaTo JIJIaHTa Ha pbKaTa
cu. 3a Hest Oe3/1eIMETO € KOULYHCTBO, TPYABT CH Bh3IpHUEMa KaTo MposiBa Ha
0JIaroJapHOCT KbM 3€MUTE, 3alla3WIk CEMEUCTBOTO U BB BpeMmeTo. Paz0Oupa
ce, C UIMETO U UJIBa U BPOJACHUSAT U YCET 3a JEKOBUTOCTTA HA OMJIKUTE U pac-
teHusATa. C Ounkure Menes ce OTHAcs KakTo ¢ XopaTa — a3l LICHHUTE 3a
Hesl ¥ BCSIYECKH Ce OMUTBA J]a C€ OCBOOOAM OT BPEAUTEIUTE C ThPIICHUE U
Mpena3inBoCT. ['epornHsaTa TpeHupa cBOsiTa HaOJI0IaTETHOCT KbM X0paTa,
IpoCHesiBaKy JOpU APeOHUTE MPUPOTHU POMEHHU:

Ta ne camo nomueute Kvoe u Ko2a mModxce 0a Habepe om HYHCHOMO
pacmenue, HO U 3a0en38aue KaK npes oecemuniemusama 6aeHo ce npomenst
3e/1eHOMO 00esiHue: MeHMama ce Cnycka Kpai npojemuume noomMou Ha
UBMOYHUSL CKAOH Ha niaanunama Kusn, Kucenusm mpvH uzmupa om aioma
bonecm, KoAMO uzancoa 00Hume cmvoad, a YUKOpUsma, Hanpomue, uiec-
mea 6 N003eMHO HACMbNACHUE U KOPEeHUMe 1 3a0Yasan HeiCHume npo-
JIemHuU Yeemsl.

(Vnumka 2005: 4)

He Moxe obade na ce 3a0paBu 3a JyajaHaTa AyIIEBHOCT Ha pa-Meje-
ata. TbMHaATa M ’KEHCKA €HEPIrUs BEPOATHO CE OKa3Ba MO-NIAMETHA 3a OIUT-
HUTE U 3all03HATU C aHTUYHATA I'PbhIKa JIUTEPATypa, KOUTO CBbP3BAT UMETO
Meoes ¢ nymata ommvuenue. HezaBUCUMO Jaiu 11ie MOTJICAHEM KbM HU3-
KOHHHSI MUT, KBJCTO JIETCYOUMCTBOTO € MOKa3aHO KaTo pe3yJiTaT OT yMo-
MOMpAaYeHUe, WIKN 1€ ce Briename B EBpunuaoBara Tpareaus, KbIETO
youiictBoto Ha MepMep u Dep € ThIKyBaHO KaTO aKT HA OTYASTHUE U ITBJIHO
Oescmime mpen npenodoaesaueTo Ha SI30H, To € dakt. B ,,Menes u Hel-
HUTE Jena‘“ MbJIHO ChBIIAACHUE HA TOBA OTMBIIICHUE HE MOXKE J1a CE HAMEPH,
HO II'bK U YOBEIIKUTE JIpaMU B ChbBPEMEHHATA JIUTEpPATypa PSAJIKO ca TOJIKOBA
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npeeKcnoHupanu. Mesest Ha YJUIlKa HE € HaTOBapeHa HEMPEMEHHO C MOo-
n00Ha CBPBXYYBCTBUTEIIHOCT, HO IThK UMa BKOPEHEHO YyBCTBO 3a OTTOBOP-
HOCT, KOETO JI0 OIIPEEIIECHA CTENEH € MPOBOKUPAHO OT HEMPECTAHHOTO ThP-
CEHE Ha XapMoHUs. Bce mak HOTKa OTMBIIIEHUE MOKE J1a CE€ IOThPCHU B MbJI-
yanueto Ha Menes. Korato 15 pa3oupa 3a 1000BHUS TPUBI'BJIHUK, B KOHTO
ce € 030Bajia Ha MJIQJIMHU, AOKATO chIpyrsT u Camyen € Oui KuB, repou-
HATA IEVICTBA MPEMEPEHO U XIaAHOKPBBHO. CaHApOUYKa, HEMHATA MO-MAJIKa
cecTpa, € MokazaHa KaTo 3HAYUTEIHO MO-JIEKOMHUCIIEHA — HUTO yCIsiBa Ja
3aBBPINM TMMHA3Ks (TOBA C€ yJaBa camMo Ha Mejes), HUTO € 0COOEHO IOC-
TOSIHHA B JT1000BHUTE cU adepu. IMEHHO Ta3w HEeWHA CIIOHTAHHOCT S MO/I-
THKBa Ja HapylIu peJia B ChbIPYKECKUTE OTHOILICHUA Ha Menes. Brrnpeku
HapaHEHOTO €ro OT W3HEeBsIpaTa He ¢ KOro Ja €, a ChbC COOCTBEHATa M CecTpa
Anekcanspa Mejes HUKOTa HE BJin3a B KOHGIUKT ¢ Hesl. Bh3MoXkHO € 11a ce
MHUCJIA 32 TOBA M JICMCTBHE HE CaMO KaToO 3a MposiBa Ha camoo0iajaHue, a
KaTo JIEUCTBUTEIIHO OTMBIICHUE, 3aI0TO JECETUIETHS ITI0-KHbCHO MOTEHIIH-
anHaTta ablieps Ha Camyen Huka Biau3a B mo100€H J1000BEH TPUBI'BIHUK
ChC cecTpa cu Maima, Kato ToH o0ade € 3HAYMTEIIHO MO-0e3CpaMHO SBCH.
O1e moBeue — NpeABUI TOBA, Y€ UCTOpHUATA Ha Mejies B Mo-rojisiMaTa 4act
Ha poMaHa € MOKa3aH Ha YaCTH U PETPOCIEKTUBHO, MOXKE JIa CE Kaxke, ue 1
CaMMSAT M )KMUBOT MPOTUYA MO TO3U HauuH. OKa3Ba ce, ue BIIOBUIIIKUAT U KU-
BOT € JIOCTa MO-ITBJIHOIICHEH U caMaTta HacjeaHnuyka Ha poga CuHorum (1o
MBbK MeH/Jiec — HaclieICTBO OT BECeNus JEHTUCT C ,, ApeOHU, HO SIBHU HEJIOC-
TaThILU U TOJIEMH, HO bJI0OOKO CKpUTH KauecTBa™ — Yauika 2005: 3) Hiama
HUIIIO TIPOTUB Jla C€ pajiBa HAa CTApPUHMUTE CH MO HAuyMHA, MO KOWTO ca ce
CTEKJIM 0OCTOSTEICTBATa B J)KUBOTA

Booscmeomo u bewe npexpacto, ¢ Huwo He nadauie no-00.1y om ca-
mMomo tt conpysicecmeo. Ilpes Ovieume 200unu — CKOpo mputicem — om
CMBPMMA MY CAMOMO MUHALO ce beule BUOOUBMEHULO U eOUHCMBEHAMA
20puusa oobuoa, Koamo oeuie U3dNCUBILA OMm MbiHCa CU — KOJKOMO U 0d e
CMPAHHO, ClIed CMbPMmMa My, — ce pascest, a 0OAUKvm My 8 Kpas HA Kpau-
wama 000U BHYWUMETHOCM U MOHYMEHMAIHOCH, KAK8UMO HPUICUBE
U300W0 He 05Xa Cbuecmay8al.

(Vnuixka 2005: 44)

Bposuiniata Meges riiena Ha )KMBOTa HE IIPE3 IPU3MATa Ha HOCTAJITU-
ATa, HATO TMPE3 Ta3u HA OYAKBAHUATA. PAIKO B pOMaHa repouHaATa CE OKa3Ba
Y U3HEHAaJlaHa U HEMOJrOTBEHA 3a OypHUTE, KOUTO KPBKAT OKOJIO CEMENCT-
BOTO M. Jlopu moOBpaTHU MOMEHTH B pOMaHa WM IbK CKaHJATHO MOBEAECHUE
OT CTpaHa HAa HEMHU POACTBEHHUIIM HE yCHABAT A A M3HEHaAaT. [ 'eponHsTa
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PSIIKO MPOSIBSBA JTIOOOMUTCTBO, & €/IMH OT MAJIKOTO TAKMBa MOMEHTH BCE MaK
€ HaCOYeH KbM camara Hesd. B enuH oT enu3oauTte oT Tekcta Menest pasr-
JeK]1a JTUIETO CH KaTO MCTUHCKHM U3KYCTBOBE/l, KATO KPUTHUK (JOpY caMara
aBTOpKa 5 onpwinyaBa Ha TBopOa Ha ['os1). ['eponnsiTa B onpeiesieH MOMEHT
Ce M3HEHaJBa MPUSATHO OT COOCTBEHMS CH BHJl — caMa Hapu4ia cebe cH ,,Xy-
6aBa crapuma‘“ (Yauika 2005: 33) BeposiTHO 3al10TO ycellla BUaa CU KaTo
JI0Ka3aTEeJICTBO 3a M3BMCEHATa CH JKEHCKa Mpupoja. Menes ce oTindana C
ocoOeHa HEMPUKOCHOBEHOCT — Hali-SBEH MPHU3HAK 3a HeilHaTa Bojadecka
bynakuusi. KoHTpoaupaiiku eMoIuuTe cu, TS ChyMsiBa Jia TOTBBPAU Ka4ecT-
BaTa CM Ha CaMOOWTHA M HE3aBHCHMA XEHA, KAKBATO S BMXKJA aHTUYHATA
JUTEepaTypa:

Boosuwxusm u ocusom npodbﬂofcaeame eeye MHO20 noeedve om
6pa’{HMﬂ, a OMHOWEHUAMA ¢ NOKOUHUSL Ul MboIc Osxa 6ce makKa npekpacHu
u 00pu C 200UHUmMe CMasaxa 6ce Nno-Cb8bpULEHU.

(Vnumka 2005: 44)

Jlo rojisiMa CTereH MadYMHCKUAT MHCTUHKT Ha Meges € 1101 Ha MOB-
TOPSIEMOCT, PUTYQTHOCT, HE TOJIKOBA Ha JIBJIT WJIM OYaKBaHE KbM Hes 3apaju
CTapIIMHCTBOTO B CEMEUCTBOTO M. OYakBaHETO, KOETO M3IHUTBA caMara T,
KOraToO HACThIIBAT MOMEHTUTE HA CEMEIHUTE ChbOUpPAHUS, TOPU CE OKa3Ba B
YHHUCOH C Ipupopara. ,,CTpynBaHusaTa Ha poaaTta’ Mexnes npuema Karo ec-
TECTBEH XOJI Ha ChOUTHITA — MITQJUTE M POJICTBEHHUIIM ITPE3 TOILIUTE MECEIIH
CsAKaIl ChOMpaT M3BHpaliaTa OT Hesl MBAPOCT, M3IOBIABAT CE MpEa Hes,
nopu B 6€3 TOBa J1a ce CJIy4yBa IJ1acHoO, 3a JIa MOKe KUBOTHT UM Jia Te4e TOo-
CIIOKOMHO ¥ MOHOTOHHO MO BpeM€ Ha 3amupaiuTe nepuoau. Kpumckara
3eMsl, Ha KOSITO C€ yCTaHOBsiBa Mejes, ¢ TeUeHUE Ha BPEMETO 3aIoyBa Jia
KOPECIIOH/IUpa C HACTPOCHUSTA M U CSKAIIl IBETE MallKi — MalikaTa Ipupo/ia
M MaliKkaTa I10 HeBOJIsA / MaMKkarta Oe3 Jiela — ce CJIMBAT:

He ui meoicaxa cezonnume cmpynsanusi Ha pooama, Kakmo He U me-
Jrceuie u eceHHo-3umHama camoma. Ilvpsume niemennuyu uoeaxa oOuK-
HOBEHO 8 Kpasl Ha anpuJi, Ko2camo cied espyapckume 0viHc008e U MapmeH-
cKume 8empoge ce npvkeaule Usnoo 3emMsama KpuMcKkama npoJiem ¢ auia-
8UsL Ybhmedic Ha nuyUHUUmME®, po30sume MAMapUcKu u KUmMaicKkama
aHcvAMyea.

(Yiuuxka 2005: 6)

3 B M3TOYHOA3MATCKUTE KYJITypH OMTYBa CXBALIAHETO, Y€ MIMIMHUUTE Ca CUMBOJI Ha
TOCTOIPUEMCTBO.
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Bonpeku onutute repounsta Mezes na Oblie TocTaBeHa Ha MHUEIEC-
TaJl, UMa €JIHA 4epTa y Hes, KOSITO KAaTErOPUYHO NMPOTUBOPEUH C BCSIKAKBO
NOTEHIMAITHO HEMHO HJieaTu3upane — HeHaTa KOHKYpeHTHOCT. B o0uryBa-
HETO CH C JIPYTUTE TS 3aABJKUTEIHO TpsiOBa Jja yceria MpeBb3X0ACTBO, HO
3aIbJDKUTEIIHO — JPYTUTE ChIO TPsOBa 1a ro nojiassT. He ce paznuyasa ¢
HHUIIO U NpUATENCTBOTO U ¢ Enena CrenaHsaH — HEWHA ChyYE€HHYKA, a TO-
KbCHO M ChIIpyra Ha Opatr u. JIOHsSKbJe JBETE UMAT MOBeYe OOIIU YepTH,
OTKOJIKOTO Pa3ivKH, EAUHCTBEHO COLIMATHUAT (PaKTOp 3aruiaiiBa Ja JOBEe
MPUATEICTBOTO UM JI0 MPOIACT OIIE B HAYAJI0TO HA 3aII03HAHCTBOTO UM, HO
TOBA TaKa U He ce cayuBa. ChCTE3aTEIHUAT €JIEMEHT B OTHOLICHUSITA UM 3a-
nmouBa otrpaHo: Enena u Menesa ce HaanpeBapBaT B yuwmiuiie. Beska uma
KauecTBa, KOUTO Apyrara )enae U KOUTO U JUICBaT. B TO3u cMHUCBHI MOXke
1a ce MUCJIM 3a EjeHa B MHOTO MO-TOJIsIMa CTEIEH KAaTo 3a CPOJIHA aylla Ha
Menest, oTKoJIKOTO € coOcTBeHuT 1 chiipyr. Ha Enena chadarta e Hampa-
BUJIa IOAPbIIM, KOUTO HAa MeJiest ca M CIIECTeHU — JOOPOTO JIOMAIIHO Bb3-
MMATAHWE W YYWIUIIHA MTOJrOTOBKA Ca PE3yJATaT OT MO-COJMAHOTO CEMEUHO
MOJIOKEHUE, HO MOCTHKEHUATA Ha TPYI0Ir00nBaTa Menest Morar ia ce Ch-
U3MEPSIT MPECTIOKOMHO ¢ Te3W Ha Hall-OJM3KaTa M MPUATENIKa — MPOCTO TS
IJIaia no-BUCOKa IieHa 3a TaX. [Ipu mepBOTO ommcanue Ha EneHa crtaBa
SICHO, Y€ TS C€ BBh3XHUIlaBa Ha ,,MenenHOTO Oe3CcTpallne, CaMOCTOSTEITHOCT
1 ocobeHa xeHcka cpbuHocT  (Yiuika 2005: 22), KouTo rbpKUHSATA HACJIe-
JisiBa OT Maiika cu. Moske Ou Hail-rosiMOTO MPEeAUMCTBO, KoeTo Menest uma
MpeJl CBOSITA MPUSTENKA, € MPUCHCTBUETO HA CHIIHA, HO BCE IMAK TPUKOBHA
KEHCKa urypa B )KUBOTA .

HNHTepecen nertann € TsAXHATa JUYHA KOPECHMOHAECHUHUs. Emucromap-
HUAT MOMEHT B POMaHa MPEJCTaBs NPUATEICTBOTO Mexay Menes Menaec
u Enena CrenaHsH 10 MHTEPECEH HAYWH, 3aLI0TO JBETE CH KOMYHUKHPAT
U3KJTIOUUTENIHO Ha PpeHcku e3uk. OT eaHa cTpaHa, TOM MO3BOJIsIBA HA JIBETE
EHU J1a IPOABJIKAT Ja CE CPABHSBAT — U €IHATA, M JIpyraTa MoaX0XAaT C
M3KIIFOYNUTEIIHO BHUMAHUE KbM IHCAHETO W TOYTHU PUTyaJu3Upar TOBA
Bpeme. To € IMYHO U HENPUKOCHOBEHO, BBIIPEKU Y€ B HIKOJKOTO MMCMa HE
MPUCHCTBA HEUIO TBHPAE MO-PA3TUYHO OT OUTOBUTE ACITHUYHU TEMH. AKO
ce TpBrHE B Jpyra MOCOKa Ha MHUCIICHE IO OTHOIICHHUE HAa N300pa Ha €3UK Ha
BBIIPOCHUTE NIMCMA, MOKE Ja C€ JOKaXKE€ U3BECTHATA UM MPETEHIIMOZHOCT —
B KpaiiHa cmetka npe3 XIX B. B Pycust OnaropomHuiTe pasroBapsT IoO-
MEXKJIy CM TOYHO Ha TO3M €3MK, 3a J1a MOXe, OT €Ha CTpaHa, CIYyTUTe Ja He
I pa3doupar, a oT Jpyra, Ja ce Mpuaaae Mo-cepruo3Ha CTOMHOCT Ha Te3U
nMcMa, MoJ00HO HAa JOKYMEHTHU U cniopasymenus (Bectdanckust mup on-
penenst PpeHCcKus e3UK 3a MEXKAYHAPOJICH €3UK Ha nojutukara). M Bce nak
Ha IIBPBO MSCTO MEXKy JABETE )KCHU MMa JTBJIOOKO ¥ HCKPEHO MPHUSATEIICTBO,
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YBa)XEHHE U MTPUNIO3HABAHE B JIpyraTa, 3aTOBa JIMYHUTE, IIOHIKOra JOpH rpa-
HUYEN ¢ GUI0ocoDCKU pa3ChKACHUS W3NIU3aT Ha TpeaeH miaH. Jlunamu-
KaTa ME¥XJly JIBETE CTAaBa SICHA OILE C IBPBUTE PEIOBE OMEKIY UM, KOUTO
yuTaTenar Ha Jlronmuna Yinika Moxe fa Buau. EneHna oyakBa CbBETUTE Ha
MpUATENIKaTa CH, KOSITO, MaKap U 4epHorjesaa, He ce OOM J1a 3asBU MUPOT-
Jie/la CU IIPeJ Hesl, OUaKBaWKHU HETJIACHO Ja T'O MpUEME:

A, u 8 MUHAIOMO NUCMO 3a0pasuUx 0a me NUMAM 8bPUIU U MU pa-
ooma cnyxosusm anapam. Maxap, 0a cu npusHnas, 1UYHO A3 CMAMAM, Ye
nogeuemo, KOemo ce 2080puU HAOKOJIO0, He 3ACLyiHcasa 0a ce yye, maka e

Huwo He 2youw. Llenyeam me. Meoes.
(Viumxka 2005: 11)

[Ipu enHO €BEeHTyaslHO OTAENSHE OT LEHTpaIHUA 00pa3 Ha cemeiiHara
MOKpoBUTENIKAa Mezes KeHckara npupoaa B pomaHa Ha JlrogMuiia Yiuika
MO’K€ JIa C€ ThJIKYBa M KaTO U3KJIIOUYUTEIHO Xa0TUYHA U U3IIenesBaia ¢ 0o-
JIe3HeHaTa CU paHUMOCT WM mipe3puTenHocT. 3BbH 00pa3za Ha Menes cskaii
BCUYKH OCTAHAIIU 2€POUHU Ca IPEKOMEPHO KPAaliHU U ChBBPILIECHO PA3JINYHU OT
matikama Meodes. [1ono0eH MOMEHT MOKE /1a C€ OTKPUE B €IHO JIPYTO ChIEp-
HUYECTBO MEXTY JIBE OT ,, JbLIEPUTE" — paHHATa BHy4YKa Maila 1 KbCcHaTa Iuie-
MeHHuIa Huka (uniito mpobiaemMeH npou3xo; Beue Oelle 3acerHar no-paHo B
TEKCTa) ChIIIO CE 030BaBaT B TPYAHO PA3PELINM JIFOOOBEH TPUBI'BIHUK ChC Ca-
MoHazesHus Banepuit byroHos. Bpb3kara mexny Huka u Mama uma BCUYKH
MIPEIOCTAaBKU J1a ObJIe HEpa3pyIINMa, 3alI0TO MAJIKO Mo-miiagara Maia B or-
peneseH MOMEHT CJIE]] CMbPTTA Ha POJUTENINTE CH NIOTIa1a M0/ OTIeKaTa Ha CBO-
ATa HE 0COOEHO pa3yMHa Mpajelis. JIornuHO e MeX 1y ABEeTe KEeHH Ja uMa pas-
avuus — Huka e 1pb3ka, onpuiinueHa € Ha JIOBEL] B IFOOOBHUTE CH B3aUMOOT-
HOILLIEHUS, J0KaTo Maliia HeBOJIHO (MJIM YMUIIJIEHO) C€ OKa3Ba B IMO3UIIMATA Ha
’KEPTBa, KOSATO CSIKaI HAMa HULIO MPOTHB Jla CE€ CAMOHAKa3Ba 10 BCSIKaKBU Ha-
YUHH, 32 /12 U3KyIM BUHATA 32 CMBPTTA HA POJUTENIUTE CU, KOATO 1 € BMEHEHA
oT coocTBeHara 1 6aba — Bepa BanoBHa. Mima o0ave efHa cepro3Ha pasinka
MEX]Ty TO3U JIF000BEH TPUBI'BIHUK U JTIOOOBHHS TPUBI'BIIHUK, B KOWTO MONaia
camata Menes Cunorun — Megest pa3orpa 3a HEro 4ak ciieJl CMbPTTa Ha ChIl-
pyra CH ¥ TOBa CSKalll HE OKa3Ba BIIMSHUE BBPXY HeEsl, JOKaTo HUTO ByTOHOB,
HUTO Huka ce TpeBokaT 0coOeHO, ue JIFOOOBHUTE UM OTHOLLEHUSI 1€ TOCTHUT -
HaT 70 Maila, BbIIpeKr HeMHAaTa MbUUTENHA YS3BUMOCT. Bcuko ToBa Boau
710 3aKIIFOYEHUETO, Y€ B POMaHa Ce ThbPCH U3BECTHA TOBTOPSIEMOCT Ha CbOUTH-
ATa, 3aI10TO TOBA € U B YHHCOH C €CTECTBEHUTE 3aKOHU Ha MPUpPOJaTa, HO BCE
nak TBopOara pa3uuTa Ha U3HEHA/IBALUTE YOBELIKHU PEAKIMH, IPOBOKUPAHU
OT TJIACBIIUTE HA EMOLIMUTE HA TEPOUTE.
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TpynHo Moxe 1a ce o0XBaHe IsIaTa KEHCTBEHOCT, KOATO OJUKa OT
poMaHa ,,Menesa u HEMHHUTE JIela’, KaTO TOBA 3aKJIFOUCHUE HE € 3aqbJIKHU-
TEJTHO J1a UMa 001110 ¢ akTa, ye TBOpOaTa U3JIM3a U301 IEPOTO HA aBTOPKA,
a He Ha aBTOp. Paz0Oupa ce, mOYEpKHT UMa CBOSITA TEKECT, HO M3HAYATHUSAT
3aMHUCHJ Ha MPOU3BEICHUETO MpeJInoara IbI00Ka *KEeHCKa IPUpoJia U aK-
TyaJu3upaHe Ha MO3HATH OT AHTUYHOCTTA CIOKETH, KOUTO 00aue ce BUJO-
M3MEHST CIIOpE] AKTYaJTHOTO BpeMe 3a repoute Ha Jlrogmuina Yiuuka. Hau-
JIOTUYHO € J1a C€ pasriexJa MalduuHCcKaTa npupoaa B ,,Menes u HEMHUTE
Jera‘, Ho 3a €IMH aHaJInu3 TOBa MOJXKE Jia C€ OKa)Ke HEJIOCTAaThUHO, 3aIl0TO
’KEHCTBEHOCTTa C€ JONBJIBA, HO 32 HEs JICHCTBUTEIHOTO MAaWYMHCTBO HE €
3aabJDKATEIHO. Meness CHHOIIUIM OTTJICIKIA U CE OTJIC)K/Ia B IOKOJICHUETO Ha
CBOMTE MPEJILM U YPE3 MOJIYUYCHOTO U MPEJABAHOTO 3HAHUE Ch3/1aBa XapMO-
HUSI U1 CUTYPHOCT OKOJIO U 3a ce0e CH.

JINTEPATYPA

KosTyn 2012: KostyHn, H. UHTEpTEKCTYanbHas urpa B pomane JI. Yauukon
,Menes u ee netu‘. [Kovtun, N. Intertekstual’naya igra v romane L.
Ulitskoy ,,Medeya i ee deti“.] // Respectus Philologicus, 22 (27),2012,
70 — 86. <https://www.zurnalai.vu.lt/respectus-philologicus/article/
view/15338/14306> (7.11.2024).

CBooOoxa 2023: Yaunxkas, JI.: ,,MbI I1aTUM 3a HaIIIU JEUCTBUSI U O€30€HUCT-
Bue*. [Ulitska, L.: ,,My platim za nashi deystviya 1 bezdeystvie®.] //
Paouo Ceobooa, 15.02.2023.

Yauuka 2005: Yinunka, JI. Meoes u netinume oeya. [Ulitska, L. Medeya 1
neynite detsa.] Ilpes.: Codus bpanu. Codus: Komubpu, 2005.
<https://www.svoboda.org/a/lyudmila-ulitskaya-my-platim-za-nashi-
deystviya-i-bezdeystvie-/32269828.html> (10.02.2025).

156



JIPYTH

9YK/U IHTEPATYPH
= sl







MNOBAVBCKA YHUBEPCUTET ,MANCUM XUNEHOAPCKM“ - BbITAPUA
HAYYHW TPYOBE, TOM 62, KH. 1, CB. B, 2024 — ®J10NOIA,
PAISII HILENDARSKI UNIVERSITY OF PLOVDIV — BULGARIA
RESEARCH PAPERS, VOL. 62, BOOK 1, PART C, 2024 - LANGUAGES AND LITERATURE

DOI 10.69085/ntf2025¢159

THE ETHICS OF MOLL FLANDERS:
A STUDY OF EXISTENTIAL AUTHENTICITY

Daniel Kamenov
Paisii Hilendarski University of Plovdiv

dankamenov@uni-plovdiv.bg

After writing his masterpiece Robinson Crusoe, Daniel Defoe presented his
readers with a novel about a controversial type of protagonist that does not fit
social norms at a time when morality was rigidly defined and enforced. Moll
Flanders is a con-woman and a criminal that pleads penitence at the end of her
life as she narrates the events that led her to an existence on the streets and in jail.
From a secular perspective, however, her plea to the reader turns into a call for
acknowledgement as she self-consciously revisits all her previous deeds and both
explains her motivation and takes responsibility for her actions. Using Simone de
Beauvoir’s The Ethics of Ambiguity, 1 shall analyze her call to be acknowledged
by potential readers from the perspective of existential authenticity.

Key words: Moll Flanders, Defoe, existentialism, authenticity, morality,
bad faith

Daniel Defoe was an influential figure in 18th-century English
literature, renowned for his contributions to the development of the novel.
His works pushed the boundaries of literary realism and explored the
complexities of human experience with unprecedented honesty. Defoe’s
chef d’oeuvre, Robinson Crusoe (1719), offered an I-narrative provided by
an everyman character, emphasizing verisimilitude and focusing on daily
struggles. However, his novel Moll Flanders (1722) stands out as the one
that explores much more of the intricate social and economic realities of
18"-century England. Moll is a criminal — which already separates her from
the run-of-the-mill protagonists of the time (and the reason the novel was
first decried on publication) — but most of all, she is a resourceful and
resilient woman navigating a world of limited opportunities. Her story is told
in Defoe’s established I-narration and offers a then-unique perspective on
issues such as poverty, social mobility, gender roles, and the complexities of
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moral agency in a rapidly changing society. At the end of Moll’s tale, she
tells the reader that she is penitent, emphasizing the importance of
repentance and conformity to religious and societal norms — this is her
defense that she acknowledges all the bad she has done and stressing the
importance of virtue in the world. However, this paper will argue that under
closer examination, Moll is a much more multifaceted character with more
complex motivation than the act of simply pursuing repentance would
suggest. By using Simone de Beauvoir’s The Ethics of Ambiguity (1947), 1
shall argue that Moll does not seek understanding and acknowledgement of
her repentance from the reader but rather portrays her individual agency,
self-determination, and the active creation of meaning, thus exemplifying a
form of 18"-century existential authenticity. Her actions reveal attempts to
assert her agency and claim ownership of her life choices, even within the
confines of a restrictive social order. Examining Moll’s story through this
existentialist lens will allow the perception of the novel to move beyond a
simplistic focus on sin and redemption to appreciate her as a complex
individual in a time when individuality was yet to be invented.

In The Ethics of Ambiguity, Simone de Beauvoir challenges the notion
of predestined meaning and emphasizes the inherent freedom and
responsibility of the individual. She illustrates ambiguity as the “normal”
state of individuals. This ambiguity is defined by the contrasting states and
modes that people face in their daily lives. Each day, hour, or even minute
individuals have to make choices in a world full of oppositions such as the
individual and society, order and chaos, meaning and absurdity, ethics and
reality, free will and determinism. This is what de Beauvoir calls “the
paradox of [the human] condition” (Beauvoir 1962: 9). People cannot escape
the duality of their lives and this begs the question, “How then can one live
an existentially authentic life in such a setting?” For de Beauvoir,
authenticity does not lie in conforming to societal norms or following
externally imposed moral codes. It rather embraces freedom and motivates
actively “creating” oneself. This stresses the active role individuals play in
shaping their own existence through their choices and actions. Authenticity,
therefore, requires a constant process of self-creation and self-
transcendence, a continuous engagement with the world and a constant
questioning of one’s assumptions and beliefs. Authentic individuals are not
passive recipients of societal norms or pre-determined roles; they actively
engage in the process of becoming, constantly striving to define and redefine
themselves in relation to the world around them. They must assume their
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“fundamental ambiguity” as it is “in the knowledge of the genuine'
conditions of our life that we must draw strength to live and our reason for
acting” (Ibid.: 9). This means that self-awareness and self-consciousness are
essential when making choices and exercising one’s freedom through
choices to affirm one’s authenticity.

And authenticity is a call that the character Moll Flanders seemingly
understands while writing down the story of her life. The goal of this story
seems to be a plea to the reader to understand her actions, to see her as a
penitent in a society surrounded by hardship, a penitent that did what she
had to do to survive. Cesare Pavese calls the tale an “attentive investigation
of one’s own motives” (Pavese 1970: 61), thus marking it as a tale of
revelation both to the reader and to herself. However, Moll’s penitence
remains a point of contention even deep into 21%-century criticism. This is
why I argue that her penitence takes a back seat to another call: that of the
reader acknowledging her authenticity. By framing Moll Flanders’s
experiences through the lens of existential authenticity, we can begin to
understand her motivations beyond the simplistic framework of sin and
redemption. We can move beyond the judgmental gaze of 18"-century
society and explore the complexities of her choices, her struggles for
survival, and her relentless pursuit of a life that, in her own terms, could be
considered meaningful and, ultimately, existentially, authentic.

Moll’s story starts at its end — when the reader is introduced to her, she
is already in her seventies, living the comfortable life of a gentlewoman in
the Americas. She tells the reader about her past in the manner of an
autobiography throughout whose course we learn that the full title of the
novel has already told us her entire story in a nutshell: The Fortunes and
Misfortunes of the Famous Moll Flanders; Who was Born in Newgate, and
during a Life of continu’d Variety for Threescore Years, besides her
Childhood, was Twelve Year a Whore, five times a Wife (whereof once to
her own Brother), Twelve Year a Thief, Eight Year a Transported Felon in
Virginia, at last grew Rich, liv’d Honest, and dies a Penitent. Written from
her own Memorandums. To a Protestant-conformist 18"-century society, the
title itself is damning enough and calls into doubt her claim to penitence.
Due to the scientific revolution and the change in philosophical thinking,
society at the time believed that “morals needed attention™ as “the old sheet
anchors of morality — the Christian commandments and the authority of

! “Genuine” here is translated from the French word “authentiques” (Beauvoir 1947:
15). Thus, I shall treat the word “genuine” as interchangeable with “authentic” wherever
the theme of existential authenticity is concerned.
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tradition — had had their cables cut” (Porter 1982: 323). A story such as
Moll’s seems to send the wrong message to such a world, hence the initial
negative reaction to the novel and why readers needed to know that the
character is indeed penitent. This would be the only thing to make her
authentic, to demonstrate that she did not abide by external morality or fall
to the snares of “bad faith.” However, the only way to know whether Moll
i1s penitent is to explore her story, not the values around her because
“goodness became a more introspective matter” and “the shrine of morality
moved within the self” (Ibid.). Thus, only Moll can decide whether she is or
is not penitent.

I, however, argue that it does not matter whether Moll is penitent or
not. The ambiguity of existential authenticity lies in that “being a subject is
a universal fact and the Cartesian cogifo expresses both the most individual
experience and the most objective truth” (Beauvoir 1962: 17). Moll’s
authenticity is a matter of her self-consciously acknowledging and accepting
her choices as acts of self-creation and constant movement forward in a
world where all other individuals are free to do the same. Accepting the
choices and the responsibility that comes with them is what defines her as
authentic, not her status of penitent. After all, as some critics argue, “what
she does is not so much immoral as amoral” (Gooding 1965: 80). If 18™-
century morality is dictated from without, then she does not take into account
what she is “supposed to do” according to society, thus escaping one of the
pitfalls of bad faith. As explained by Jean-Paul Sartre in Being and
Nothingness, “bad faith” (mauvaise foi) is “self-negation,” an individual
denying themselves (i.e., their own being and consciousness), and
entertaining a “pleasing truth” — even if that “truth” is not what the individual
would personally define as such, but accepting it nonetheless as morality
coming from without (Sartre 2018: 88 — 89). The argument here, then, is that
Moll prefers to remain a subject to herself than an object to external morality.

A shortcut to exploring Moll’s state of authenticity through The Ethics
of Ambiguity would be to study her character by eliminating the modes of
bad faith that de Beauvoir illustrates: the nihilist, the serious man, the
adventurer, and the passionate man.

That Moll is not a “nihilist” is all too clear. The nihilistic character
model is one that recognizes the absurdity of existence and sees life as
fundamentally meaningless. The nihilist lacks motivation and tends to have
a passive approach to the world. The nihilist “wills himself to be nothing”
and therefore “all mankind must also be annihilated” (Beauvoir 1962: 55).
None of these characteristics applies to Moll. Maximilian E. Novak long ago
defined Moll as a character that professes Christianity and is “one of the
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most active of [Defoe’s] protagonists” (Novak 1964: 200 — 201). There is no
doubt that she believes in a meaningful world and actively pursues a certain
goal — sometimes to her own detriment.

Her connection to the “serious man” character model is also something
we can dismiss with ease. The serious man escapes the burden of freedom
and pursues external goals and values that are a product of society and
societal pressures. “The thing that matters to the serious man is not so much
the nature of the object which he prefers to himself, but rather the fact of
being able to lose himself in it [...] to believe for belief’s sake, to will for
will’s sake” (Beauvoir 1962: 47). This is the epitome of existentialist bad
faith. The outside world is Moll’s framework and its values are suggestions,
not rules. Lou Caton argues that Moll uses a “reasoning that foregrounds
situational ethics” depending on her circumstances and follows no external
“truth” (Caton 1997: 512). A good example is the famous scene where Moll
steals a necklace from a small child and then reasons how she is doing
nothing wrong, but rather teaches the child, her guardian, and her parents a
lesson. In that particular case, “Booty,” “Poverty,” and “Necessities” (Defoe
2011: 163) come to the forefront of Moll’s mind as the core of the
“situational ethics” that Caton mentions. Moll Flanders as a whole is a novel
that observes and reflects on social flaws that people come across, such as
legal customs concerning criminals (7), marriage customs (39), or women
losing their “privilege of saying no” (57). The heroine confounds all the
customs she encounters and manifests her own internal reality — thus
rejecting external “truths.”

The “passionate man” is the character model that most approximates
Moll and the one she comes dangerously close to losing herself to. The
passionate man “sets up the object as an absolute, not, like the serious man,
as a thing detached from himself, but as a thing disclosed by his subjectivity”
because “only the object of his passion appears real and full to him. All the
rest are insignificant” (Beauvoir 1962: 64 — 66). This character model is
driven by desires and emotions toward a particular object, completely
consumed by it. It is defined by passion, absolute conviction, and destructive
behavior. The needs of others are of no matter. The passionate man prefers a
life of simplicity — the only thing that matters is what they are striving for. To
them, the end justifies the means. Moll can be associated with this model as
she does indeed have a goal: to become a “gentlewoman.” However, this is
by no means an obsession and working toward this goal does definitely not
result in destructive behavior. Her reasoning may be described as stone cold,
never obsessive or destructive —either of herself or of her obstacles. At the
very start of her actual journey, Moll realizes that one cannot rely on
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abstractions, which is what the passionate man is obsessed with. An idealistic
lover, for example, will sacrifice everything (or everybody) in the name of
love. However, Moll, “trick’d once by that Cheat call’d LOVE’” (Defoe
2011: 51), understands that such notions are detrimental to her. According to
Lee Edwards, “[h]er solitude and freedom from obligations turn out to be
associated with [...] Moll’s quite literal physical freedom” as she understands
that her plight can be “solved only in practical terms” (Edwards 1970: 102).
To Moll, being a “gentlewoman” means independence. In a way, the very fact
that she pursues the status is a sign of her authenticity. Even as a child, Moll
understands that “being a Gentlewoman, was to be able to work for myself”
(Defoe 2011: 12). The self stands at the top of Moll’s goals and self-creation
is what she strives for throughout the novel. Describing somebody who seeks
authenticity as a passionate man would limit them to a single-directional route
due to the one-dimensional nature of this character model — a nature that Moll
apparently avoids.

The “adventurer” is a model that definitely may describe both Moll
Flanders the character and Moll Flanders the novel. One of the ways to read
this book is as a picaresque novel. There is no doubt that there is much in
the way of adventure in her story. However, the key to the definition here
would be to identify her as a picaro character specifically. The adventurer
model as described by de Beauvoir as one that is constantly on the run, that
thrives on thrill, and lacks commitment. According to de Beauvoir, he is one
who is indifferent to the “human meaning of his action, who thinks he can
assert his own existence without taking into account that of others”
(Beauvoir 1962: 61). The adventurer rejects all interdependence — much like
the passionate man, others are means to his end. Robert Alter even describes
the setting Moll lived in as one encouraging such practices: “this very spirit
of economic adventurism played a rather important part in the growth of
modern British capitalism” (Alter 1964: 46). However, both he and other
critics like Ernest A. Baker in The History of the British Novel (1950)
disagree that Moll in particular is a picaro: “The heroine is a rogue, but not
one rejoicing in her rogueries” (Baker 1950: 190). A closer examination of
her “fortunes and misfortunes” will prove that to be true. Moll’s goal itself
is clear: to become a gentlewoman. The role by definition is not one
associated with adventures. Despite her being constantly on the move, Moll
wishes to settle and, excluding her third husband, who turns out to be her
half-brother, she never willingly leaves a marriage or a lover — as mentioned
above, movement is always dictated by circumstances. Her first husband
dies, her second husband leaves her after bankruptcy, her lover at Bath
returns to his wife, her fourth husband leaves her to earn money, and her
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fifth husband dies as well. Each change necessitates a change of scenery as
she cannot con others while surrounded by the same environment. And while
we can blame Moll for lacking responsibility in some cases (obviously, as
with the many children she leaves behind), she always commits to her
circumstances while experiencing them.

Ultimately, Moll does not fit any of the character models of bad faith as
described by de Beauvoir. But then, how do we judge Moll from an
existentialist perspective? What makes her existence authentic? Beauvoir
marks the word “progress” as important in that matter — a constant pursuit of
the “expansion of existence” (Beauvoir 1962: 79). This would be a good start
as it makes a person truthful to themselves, especially when knowing that
progress is all they get, never achievement. Authenticity means understanding
one’s own life, that “every living moment is a sliding toward death” and
despite that fighting for the future as it is “the meaning and substance of all
action” (Ibid., 127). This is the ambiguity of life which one needs to embrace,
the beginning of self-consciousness and the knowledge in whose background
one lives their life. Moll’s “fear of death moves her” (Caton 1997: 515), thus
making her embrace life. Moll’s reasons and morality are her own, therefore
she constantly recreates herself. In a world where women exist only in the
background, she sets out to make independent choices, affirming her freedom.
Virginia Woolf describes her as one who embraces agency in all things:
“From the outset the burden of proving her right to exist is laid upon her. She
has to depend entirely upon her own wits and judgment, and to deal with each
emergency as it arises by a rule-of-thumb morality which she has forged in
her own head” (Woolf 1970: 13). Moll avoids external morality and values,
she escapes abstract goals, she does not let meaninglessness rule her life
despite bouts of depression and despair, nor does she lose herself in the life
of a constant adventurer. She is completely conscious of her actions as she is
“socially adapted” in time and place and “in tune with culture, furnished with
the mental and moral means to meet contingencies” (Ghent 1970: 35). By all
accounts, she meets the requirements that de Beauvoir sets to consider a
person existentially authentic.

It all boils down to the question of responsibility: does Moll accept
responsibility for the moral choices that she self-consciously makes? Linda
Bree seems to not think so — she claims it too convenient that Moll always
finds somebody (or something — sometimes she just blames “the Devil”) to
blame for her own decisions. But such actions also raise “uncomfortable
questions about personal responsibility in the ‘real” world” (Bree 2011:
xvil). Moll’s retrospection then becomes a cautionary tale — her own
awareness of her choices and their consequences turn her into a warning to
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other people about people like her. The common question here is usually “Is
Moll sorry about anything she did?” I think the answer is, again: it does not
matter. [an Watt says that “Defoe gives us only the bare facts, long after they
have lost their potential power for psychological illumination” (Watt 1967:
110). The reader never receives a direct answer. But the reader does get
facts: Moll lived in a harsh environment with “poverty” as her “taskmaster”
(Woolf 1970: 16); Moll set herself a goal; Moll kept following that goal;
Moll never left a child behind that the reader wasn’t assured was being taken
care of. She professes complete awareness of her acts and lets nothing get in
the way of achieving her goals. She, however, never hurts anyone, and after
every outcome it is only she who seems worse off as a direct result of her
own actions. Does Moll accept responsibility? Seeing that she is the only
one she actually hurts and reading the reflections of the old woman who
spent all her time in Newgate repenting and feeling sorry for herself, it would
definitely seem so.

Moll Flanders is a tale about the life of a reformed criminal who
wishes to be understood by the reader. She claims herself penitent and that
seems to be the most contested claim, but I do not believe it matters at all.
What does matter is that Moll exposes herself, revealing complete awareness
of everything she did and taking responsibility before the reader with the
plea of a fair judgement. However, an existentialist analysis reveals much
more to her character that even she lets on. It reveals a rare authenticity that
people living before the later rise of individualism cannot appreciate due to
societal values at the time. Judging her as morally good or morally bad seems
to matter much less unless she is first judged as a free, existentially authentic
individual.
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Mary Shelley’s reputation rests on a perennial text whose title is better known
than her name. In the 1820s and the 1830s, however, writing for literary annuals was
a way to make ends meet, even if she was not allowed to use her married name and
signed her publications as “the author of Frankenstein™. The tales she wrote for the
newly fashionable gift-books were less original and more generic: they seemed
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Mary Shelley’s claim to fame very much depends on a novel which
unleashes the myth about creating a monster that destroys its creator.
Journalistic references, pop-culture and translations into other languages
have made Frankenstein known around the world, lending it the potency to
multiply and reinvent itself. To put it metaphorically, the author’s reputation
rests on a perennial text whose title is better known than her name. In terms
of biographical facts, after the publication of Frankenstein in 1818, Mary
Shelley kept on writing but nothing got published before Percy Shelley’s
death. And then she was suddenly responsible for financing her small
bereaved family. The shocking loss of her husband was followed by difficult
negotiations with Sir Timothy Shelley, her father-in-law, who had been
“profoundly humiliated” and had never forgiven his son for his second
elopement, “writing off the Godwin/Wollstonecraft girl as a whore”
(Gordon 2016: 102). Eventually Sir Timothy agreed to pay a small annuity
to her on the condition that she was to play by his rules:
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He refused to meet them, but did offer some financial support, granting
Mary a scant £200 a year — £100 for her and £100 for Percy. [...]
Furthermore, he made the money contingent on her continued residence in
England, and, worse, on a kind of gag rule. She was not to publish any of
Shelley’s works or write anything about him. If she disregarded either of
these stipulations, she would be cut off without a penny. Finally, if Sir
Timothy discovered that Mary was in debt and could not support herself
and her son, then he would seize Percy — Mary’s greatest fear.

(Gordon 2016: 471)

This money was not enough to make ends meet, and writing for literary
annuals was a way out for her in the 1820s and the 1830s, even if she was
not allowed to use her married name and signed her publications as “the
author of Frankenstein”. Compared to the phenomenon that made her name
and went global, the tales she published in the newly fashionable gift-books
were less original and more generic; thus, the stories they told had less of an
impact; in other words, they seemed annual in terms of longevity as well.

The first literary annual was the Forget Me Not and it dates back to
1822 (Sussman 2003: 164). The Keepsake, published between 1828 and
1857, turned out to be the most successful of them and became the most
important outlet for the short stories Mary Shelley offered to a
predominantly female audience (Robinson 1990: xii). According to Charles
Robinson, often pieces of writing worked around engravings chosen in
advance to be printed in the forthcoming edition and the details of the stories
were sometimes tailored according to the visual (Robinson 1990: xvi). The
Keepsake was thought of as a Christmas-time publication to be gifted to
middle-class women, so the content was somewhat sentimental (Robinson
1990: xii-xiii). Nevertheless, it attracted formidable contributors — for the
first couple of volumes we have Wordsworth, Coleridge and Sir Walter
Scott, Byron and Percy Bysshe Shelley — even though the latter two were no
longer among the living.

Three of the short stories that Mary Shelley wrote for The Keepsake
have made it into Bulgarian with the help of translator Milen Ruskov. They
were published in book form in 2008, featuring some black-and-white
illustrations that re-introduced the author to the Bulgarian audience, who (up
to that point) had only Zhechka Georgieva’s translation of Frankenstein,
published in 1981 and in 1986, and accompanied by Dimitri Ivanov’s and
Georgi Tsankov’s forewords, to popularise her name. The original titles of
these three stories, in the order in which they appear in this 2008 edition, are
Transformation (1831), The Mortal Immortal (1834), and The Evil Eye
(1830). The book was named after the first story, Mary Shelley’s most
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popular, perhaps due to the gothic details mixed into the moralising sort of
narrative. The translated title, /Ipeobpasicenue, can be rendered back into
English as Transfiguration, and the first association of any Christian reader,
whether religious or just culturally aware, is with the Transfiguration of
Jesus in the New Testament. The story itself, however, is not Christian. It is
a first-person narrative from the point of view of the protagonist, Guido, and
it takes place in Genoa, the superb but also the proud city, Genova la
Superba, the city of the two-faced Janus (Wiggins, Gourlay 2019: 37-38).
Guido describes himself as proud, arrogant and disagreeable; he has a
childhood sweetheart, Juliet, but before proposing to her he manages to
squander his inheritance and her father becomes naturally protective of the
possessions she would bring into the marriage; the protagonist overreacts to
the limitations imposed on his patriarchal freedom to dispose of his future
wife’s property as he pleases, falls out with her father and is eventually
exiled from Genoa. At the seashore he witnesses a shipwreck and meets a
supernatural being, an evil spirit in the shape and form of an ugly dwarf,
who proposes a chest full of treasure should Guido lend him his handsome
body for three days. After some deliberation the protagonist accepts the offer
and the deal is sealed with the mixing of their blood. He realises he has made
a grave mistake when the evil spirit does not return as agreed. Guido intuits
that he would be cheated out of his life and starts on a painful journey, with
the body of a dwarf, to the outskirts of Genoa where he expects to find Juliet
and her father in their summer villa. There he discovers that his antagonist
(passing himself off as the exiled fiancé) has demonstrated remorse for
Guido’s former behaviour, has been forgiven and accepted, and is to be
married to Juliet the following day.

A couple of intertextual associations come to mind: one more
superficial, along the lines of “a dwarf is about to replace the hero and get
married to the heroine”, aligns Mary Shelley’s tale with E.T.A. Hoffmann’s
“The King’s Bride” but the agendas of the two authors are entirely divergent.
We do not know whether she was acquainted with any of his writing prior
to 1834 when The Sandman found itself in The Keepsake for that year in
English translation. Mary Shelley had a publication of her own in the
collection and, presumably, would have leafed through it. Interestingly, the
table of contents for the 1834 Keepsake volume features the name of
Hoffmann’s translator, Lord Albert Conyngham, rather than that of the
author of The Sandman. In any case, “The King’s Bride” is a spoof — a
parody of idyllic pastoral life, on the one hand (the protagonist and her
passion for her vegetable garden that gives rise to the dwarfish vegetable
king), and of spiritual strivings, on the other hand, be they in the form of
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cabalistic mysticism (the heroine’s father, who is incapable of assisting her)
or poetic pretensions (her fiancé’s choice to give her up for the role of a court
poet and then involuntarily destroying the dwarf king with his poetry). This
narrative could not have influenced Transformation. Another association
worth mentioning seems to be Coleridge’s Christabel, but with a caveat. The
narrative poem about the origin of evil was never finished. In it Geraldine
personifies evil and we are left with a picture of her, charming the widowed
Sir Leoline and casting a spell over his innocent daughter Christabel. We
know that Christabel was engaged to be married but her fiancé was away.
According to Coleridge’s first biographer, James Gillman, the poet was
planning an ending along the following lines:

[Geraldine] changes her appearance to that of the accepted, though
absent, lover of Christabel. Now ensues a courtship most distressing to
Christabel, who feels — she knows not why — great disgust for her once
favored knight.

This coldness is very painful to the Baron, who has no more
conception than herself of the supernatural transformation. She at last yields
to her father’s entreaties, and consents to approach the altar with the hated
suitor. The real lover, returning, enters at this moment, and produces the
ring which she had once given him in sign of her betrothment. Thus
defeated, the supernatural being Geraldine disappears. As predicted, the
castle bell tolls, the mother’s voice is heard, and, to the exceeding great joy
of the parties, the rightful marriage takes place, after which follows a
reconciliation and explanation between father and daughter.

(Gillman 1838: 301)

Had the poet realised this vision, had he written the ending of Christabel,
posterity would have been in a position to evaluate how much the poem had
to do with Mary Shelley’s tale. But he never did. The biography itself was
first published in 1838. We do know that Coleridge visited William Godwin
on a number of occasions and that Mary was fascinated by him — did they
ever discuss his plans for Christabel in front of her, though?

In Shelley’s Transformation, the imminent marriage between Juliet
and the dwarf disguised as her fiancé calls for immediate intervention and,
upon seeing the enemy, Guido starts a fight, in which he stabs his handsome
body inhabited by the other and, simultaneously, the body of the dwarf he is
in is mortally wounded, the blood mixes and the spell is broken. Badly
injured as he 1s, the next thing Guido becomes aware of is Juliet taking care
of him while he is convalescing, restored to his own body. In the end, the
narrator tells us, he becomes known as Guido il Cortese, “a prodigy of
politeness” (Wiggins, Gourlay 2019: 37); he has learned the importance of
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humility, and he retains some reminders of the mortal combat in the paleness
of his face and his slightly stooped posture, but accepts his confessor’s
interpretation of events as his guardian angel interfering to cure his excessive
pride. The overall moral of the story might be sought in the necessity to
overcome one’s pride as it is one of the seven deadly sins in Christianity, but
on second thoughts, there lurks a sort of duplicity that backs conformity in
the interest of comfort and convenience for the individual.

Clearly, this is not a Christian story about the Transfiguration of Jesus.
Therefore, I felt obliged to check dictionary definitions. According to the
Dictionary of the Bulgarian language, the word , JIPEOSPAXXEHHUE" means
1. Ilpeobpazasane;, memamopghosa. (‘“transformation; metamorphosis’), and
only then, 2. Xpucmusauckusm npasnux [lpeobpasicenue ['ocnoone (‘‘the
Christian celebration of the Transfiguration of Jesus”). Even so, the
introductory examples of usage with the first meaning ivolve Jesus (St.
Zagorchinov) and God (Em. Stanev) (Krumova-Tsvetkova, Choroleeva, eds
2012).

An interesting aspect of the Bulgarian rendition is the translation of
the epigraphs that Mary Shelley used for two of the three stories in this book.
For the Transformation story she quoted Coleridge’s Rime of the Ancient
Mariner, a favourite with her since she was 8: “For Mary, Coleridge’s
rounded, rolling voice created wild imaginary scenes she would never
forget. For the rest of her days, she would be able to recall each word,
reciting it to the poets she would later come to know, ensuring Coleridge’s
influence on the next generation of Romantic writers.” (Gordon 2016: 30).
The lines she referenced for her tale are these:

Forthwith this frame of mine was wrenched

With a woful agony,

Which forced me to begin my tale;

And then it left me free.

Since then, at an uncertain hour,

That agony returns:

And till my ghastly tale is told,

This heart within me burns.
Coleridge’s Ancient Mariner
(Reynolds, ed. 1831: 18)

In 2008 there was no Bulgarian translation of the ballad. Milen Ruskov’s
rendering has prioritised the content over the form, which allows readers to
see Mary Shelley’s narrator on a par with Coleridge’s Mariner.
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U mucom ysinomo mu msno

ce cevupuu om yacacHa 0oKa.
T me npunyou oa paskasxca
8CUYKO, Npeou 0a me 0c800600U.

Ommoeasa 8 HAKOU MbMeH 4ac

oHa3u 60JIKa ce 3a8pvyd

U O0Kamo He C8bpPuLd C80s1 PA3KA3

CbpPYEemo Mu ce C8UBa U 2opu.

Konpuoor, ,, I[loema 3a cmapust mopsx “
(Shelley 2008: 7)

The other epigraph introduces the third story in the collection, The Evil
Eye, and 1s from Canto II of Byron’s Childe Harold’s Pilgrimage (stanza
lviii). The exoticism of the reference corresponds to the exotic location for
Shelley’s story:

The wild Albanian kirtled to his knee,
With shawl-girt head and ornamented gun,
And gold-embroider’d garments, fair to see;
The crimson-scarfed man of Macedon.
Lord Byron

(Reynolds, ed. 1830: 150)

It is a declaration of inspiration. Once again the translation seems to be
Milen Ruskov’s, even though there was Dimitar Statkov’s poetical
translation of Byron’s poem (1958) to quote from. The rhyme and rhythm
have been sacrificed but the meaning of words is as close as one can get to
the original:

Jlususm anbamney cvc noau 00 KoieHeme

C 2nasa, ysuma ¢ Kopnd, ¢ yKpacena nyuka

U 31aMOMKaHU Opexu, 2aiewy OKomo.

U maxeooneyvm cvc nypnypHomo wiande.

Jlopo baupon, ,, Cmpancmeanuama na Yatino Xapono “
(Shelley 2008: 83)

For comparison, this is how Dimitar Statkov had already rendered these
lines:

Anbaney 2opo, ¢ waima yeun 2nasama,

¢ pe3da 8vbpxy nUW08a YKpaceH,

no opexume ¢ 6e30a 0m MvbHKO 3/1aM0;

U MAKeOOHey C NOSIC U YENKeH, ...
(Byron 1958: 84)
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The Balkans rush in from the very opening of this latter story with the
foreign names, foreign words and obscure ethnicities: there are Moreots,
Albanians, Greeks, Mainotes, Arnaoots and inherited enmities in the
Ottoman Empire; the Moirae and Thracian witchcraft get mentioned, and the
superstition of the evil eye is central to the narrative. The text dates back to
1830 and, even though the last in this mini-collection, it was published
before the other two, reiterating Byron’s credo (suggested by Madame de
Stael) that the East was the greenest isle of the imagination. Shelley’s
narrative exposes the clash between biographical (social) conditioning and
the biological reflex along the lines of “blood is thicker than water”. It differs
from Frankenstein in demonstrating that experience is not everything. The
unfolding of the story feels rather predictable even though the narrator relies
on building tension by degrees. The protagonist is Albanian and was
nicknamed “the Evil Eye” after tragedy struck — during his absence his wife
was murdered and his young daughter was kidnapped by the Mainotes. The
translator has provided a note to explain “Mainotes” and, independently of
Mary Shelley, has referenced Byron’s poem The Giaour that mentions them.
He stops short of quoting from it but points to the parallel drawn between
island-pirates and those rebels — here is the relevant excerpt:

Far, dark, along the blue sea glancing,
The shadows of the rocks advancing,
Start on the fisher's eye like boat
Of island-pirate or Mainote;
And fearful for his light caique
He shuns the near but doubtful creek,...
(Byron 2000: 212; 11.168-173)

Indeed, Ioannina and Ali Pasha are associated with the poet’s trip to the
Ottoman Empire and there is no doubt that Mary Shelley was drawing on
his experience when writing her story. She was also inspired by Prosper
Mérimée’s La Guzla, which claimed to be a Selection of Illyric Poems
Collected in Dalmatia, Bosnia, Croatia and Herzegovina, but the majority
of poems were literary fabrications rather than folklore. Mary Shelley
reviewed the publication and translated three of the texts in her review. She
introduced one of the translations, “The Flame of Perrussich”, by saying,

Another of the poems is founded on the oaths of friendship which it is usual
for the Illyrian warriors to take one with the other. Two men thus united are
called Pobratimi, or half brothers; they often sacrifice their lives for each
other, and any quarrel between them is as scandalous as if, among us, a son
ill-treated his father.

(Shelley 1829: 73)
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This poem gave her the idea about the sworn-brotherhood relationship
between her characters, Katusthius Ziani and Dmitri. The former is a
Moreot, while the Ilatter is an Albanian. The Greek name Dimitrios
(Dimitris) 1s very popular on the Balkans but the Albanian version is along
the lines of Dhimitér (Behind the Name 2024). The protagonist’s Christian
name Dmitri and the use of the foreign word “Pobratimi in her story both
have a Slavonic ring to them and create local colour, even if in her footnote
the author uses Greece as an umbrella term for Ottoman territory:

* In Greece, especially in Illyria and Epirus, it is no uncommon thing
for persons of the same sex to swear friendship; the church contains a ritual
to consecrate this vow. Two men thus united are called pobratimi, the

women posestrime.
(Reynolds, ed. 1830: 150f)

The translator cancelled the footnote and left it to the Bulgarian readers’
knowledge of the word “pobratim”. Another text that Mary Shelley
translated in her review of Prosper Mérimeée’s collection was “Maximus and
Zoe”, a poem “founded on the superstition attached to an evil eye, which,
whomsoever it looks on, it kills” (Shelley 1829: 75). This gave her the
nickname for her protagonist and the title of the story. Dmitri the Evil Eye
kidnaps a small child to help out someone who saved his life (the Moreot
Katusthius Ziani). As it turns out the boy’s mother is Dmitri’s long lost
daughter. The storytelling is fragmented and the points of view seem to
change, both of which are reminiscent of the narration in The Giaour. The
Bulgarian-language reader, however, has no access to Byron’s poem in
translation.

The third story sandwiched between Transformation and The Evil Eye
was originally published in the 1834 Keepsake. The Bulgarian translation of
the title The Mortal Immortal, bescmvpmuuam cuwvpmen, rather cleverly
expresses the idea by switching the word order in the Bulgarian phrase. (This
is the only tale out of the three that I have traced reappearing in Bulgarian,
in 2016.) Once again a first-person narrative, it goes back to Cornelius
Agrippa, the sixteenth-century mystic mentioned in Frankenstein. Ever
since the 1990s Bulgarian readers have had access to Agrippa’s Occult
Philosophy, so reading about him in the twenty-first century means one can
go and look him up in translation. In Mary Shelley’s story, the scholar is
associated with a quest for immortality. But one man’s dream is another
man’s downfall — the elixir of life that the magus wants for himself becomes
the bane of his student’s life. The student remains forever young, while his
wife grows older and older. She becomes more and more jealous of him and
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we can detect the author’s biographical frustrations mapped onto the
heroine, but the narrative point of view is the hero’s so none of it gets too
sentimentalised. The protagonist is 323 years old and, at the beginning of
the story (which is retrospectively told), he has had enough of it; he has made
up his mind to resolve the issue — he wants to know whether he has an
unusually long life or whether he has become immortal; thus, he has decided
on an experiment. The readers are not told how his experiment ends, or what
the experiment is, for that matter. All there is to know is that Mary Shelley
did not relish a long life — on 28" July 1834, the anniversary of her elopement
with P.B. Shelley in 1814, aged 37, she wrote in her journal: “20 years are
passt — would that 20 more were — if [ am doomed to live so long — life is a
burthen — and lonely & uncared for my heart dies within me” (Shelley 1987:
540). The story of Mary’s life has only recently made it to the Bulgarian
reading public, and in a fictionalised form, with the translation of Anne
Eekhout’s novel, whose narrative is confined to the period 1812-1816. This,
of course, means that the Bulgarian-language audience is not familiar with
her despondency after Percy Shelley’s death in 1822.

The interest in the author behind the tales is reflected in the Bulgarian
edition with some 20 illustrations that are occasionally related to the stories
at hand but much more often introducing visual representations of Mary
Shelley’s biography. The cover art is a pictorial fragment of the marble
Memorial in Christchurch, Dorset, commissioned by the Shelley family and
done by Henry Weekes in 1853-1854, showing “Mary Wollstonecraft
Shelley mourning over the body of her husband” (Victorian Web 2016). No
identification of the image is included in the copyright page or elsewhere in
the publication. Intriguingly, on page 6 we can see a depiction that the
National Portrait Gallery has listed as “Unknown woman, formerly known
as Mary Shelley” — the artist is Samuel John Sutton and the year, 1831
(National Portrait Gallery 2025). None of this is mentioned in the Bulgarian
edition, the only claim being that it 1s Mary Shelley’s portrait. Another
dubious image appears on page 48 of this edition. The caption
accompanying it announces this as Mary Shelley at 19 years old. According
to the extended catalogue entry of the National Portrait Gallery, however,
there is a “drawing called Mary Shelley 1816 but of a young lady in the
costume and hair-style of 1825 or later [which] is believed to have been
given by Trelawny to W. M. Rossetti...” (National Portrait Gallery 2025).
Furthermore, on page 82 we find the undated “Watercolour miniature by
Reginald Easton ... [that] is believed to have been based on a bust modelled
from a death-mask (R. L. Poole, Catalogue of Oxford Portraits, 1, p 119).”
(National Portrait Gallery 2025). Finally, the well-known Richard Rothwell

176



THE ANNUAL MARY SHELLEY IN BULGARIAN

portrait that was family possession appears on the back cover of the book
but without the “‘flame’ in the background, thought [...] to represent
‘Shelley’s spirit hovering over Eternal Rome’” (National Portrait Gallery
2025). Among the visuals dispersed throughout the volume, there is a copy
of Mary’s birth certificate (Shelley 2008: 9), as well as a facsimile of the
page from Godwin’s diary, which mentions his daughter’s birth at “20 past
11 at night” (Shelley 2008: 15). The portraits of Mary Wollstonecraft
(Shelley 2008: 19), Percy Bysshe Shelley (Shelley 2008: 59), Byron
(Shelley 2008: 67) and little William (Shelley 2008: 89) peacefully coexist
with engravings printed with the stories in The Keepsake back in the 1830s
(Shelley 2008: 37, 63). The fictional world of the tales and the real-life
representations of actual people from Mary Shelley’s family and circle are
blended, peppered with the paintings of the Villa Diodati or of St Pancras
Old Church, all reproduced in black and white and placed with no particular
link to the text. A photograph of the memorial marking Mary Shelley’s final
resting place serves as an inflated full stop after the three tales. It is followed
by a brief outline of the author’s life.

A legitimate question would be whether this book was conceptualised
by the Bulgarian publisher or simply rendered in translation. The copyright
page does not specify any particular publication used as the original but the
title Transformation referenced there implies a book of that title. There is,
indeed, an American edition of 2004 by the University of Michigan,
Hesperus Classics, that features the same three stories, and in the same order.
Descriptions of the American edition make no mention of illustrations. Its
cover art, Gothic dusk with bare branches and a couple of birds, suggests a
target audience that might be interested in Gothic texts. Thus, the working
hypothesis is that the Bulgarian edition reproduced the verbal in translation,
providing its own visuals. It comes from the little known Fama Publishing
House and was made available with the financial support of the Culture
Programme (2007-2013) of the European Union. Curiously, so does another
English classic, Thomas De Quincey’s Confessions of an English Opium-
Eater, also published in 2008 with the support of the Culture Programme of
the EU and, once again, translated by Milen Ruskov.

The Bulgarian edition of the three translated tales, originally launched
in The Keepsake, is a contribution to Mary Shelley’s reception in this
country. The approach to the visual materials, however, is certainly not
academic, as the publisher did not make an effort to distinguish established
facts from unverified claims. The short bio at the end of the volume brings
her publications into the limelight, naturally emphasising the birth of
Frankenstein, but also listing her major novels and mentioning the tales. It
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does, however, introduce a political slant as well: the concluding remark
asserts that she died, having reassessed many of her radical opinions. The
bio is not signed, which obfuscates the selective method and implies an
objective representation. Unlike the communist-time publications, no
ideological restraints are supposed to have hovered over it, but the 1981 and
1986 biographical introductions to Frankenstein appear more personal. The
back cover is styled according to the established bookselling practice,
featuring the best known photo of the author, a blurb about her talents, and
advertising comments on her work. The overall impression is that the
choices made in this edition are meant to sell the book rather than keep up
the high standards associated with literary connoisseurship as declared on
the publisher’s web page.
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This paper follows the relationship between dog and man in Elizabeth
Barrett’s love letters (Jan 1845 — Sept 1846) to her future husband, the Victorian
poet Robert Browning. Elizabeth’s attachment to her pet, Flush, encouraged her
to explore voice, sight, and motion as tools for identifying the interaction between
diverse levels of life as underpinning authorial intentionality. Co-operating and
competing, the human being and the non-human being became participants in a
narrative whole founded on the sense of time that the presence of the Other ignited
by way of questioning — in dialogue — the autonomy of subject and object.

Key words: Elizabeth Barrett, Flush, Other, dialogue, time, boundary

For my daughter’s two dogs — Richelieu and Dvorak —
best family friends, best listeners, best whisperers

As with every bottomless gaze, as with the eyes of
the other, the gaze called ‘‘animal’’ offers to my
sight the abyssal limit of the human: ... the
bordercrossing from which vantage man dares to

announce himself to himself...
(Derrida 2008: 12)

Flushing each other out, or to begin with

To “flush out” could mean to force something, or someone out, into
the open, to become visible so as to be grasped, to urge one to reveal
themselves, out of refuge. As for a possible usage of this phrasal verb in the
literal context of hunting, Flush, Elizabeth Barrett Browning’s companion,
never substantiated such a definition. In terms of his inhabiting a common
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ground, where hunting for an identity of one’s own means dialogizing with
an Other, Flush proved invaluable.!

Boundary as contact from the angle of philosophical anthropology has
barely been explored in regard to Flush. Scholars have focused on the shared
between the woman and the dog “repressed bohemianism”, on Elizabeth’s
sense of guilt over her superiority as a human being and her devastation at
Flush’s death in 1854 (Taplin 1957: 60, 68, 176, 282), on imprisonment and
liberty as a middle ground between the woman and the dog, the woman
fearing harming the beloved other (e.g. “whatever she touched turned to
evil,” Kenmare 1957: 182 — 185). Noted has been the erecting of boundaries
in terms of seclusion, obstinacy of mind, peevishness and hostility to
“unpetticoated” strangers (Hewlett 1953: 106, 165, 195, 277). A shared
“narrow and theoretical understanding of ... real people ... based on pure
moral imperatives and social codes” has been revealed (Karlin 1987: 147,
149, 151 — 152, 247). Research exists on encoding the concepts of arrival
and departure that Flush facilitated in creating an ontic boundary (especially
when stolen) in the epistolary communication between Elizabeth and Robert
(Cf. Markus 1995: 32, 62 — 63, 69, 86). The mutually transformative
relationship between Flush and Elizabeth in a beyond-self incarnational
perception and control over time and space, in a shared “overinvolve[ment]”
with the unknown has emerged (Sampson 2021: 120 — 122).

Both the dog and the woman could be said to have somehow flushed
each other out of an opaque, oblique, familiar nursery into a more
hazardously reflexive environment of polymorphous mutual identification
through a second to both of them meaningful other (Robert). Between
January 1845 and September 1846 (the courtship correspondence), the
poet’s internal clock acquired a prominently cross-species face, voice, and
language of its own that had neither been so clearly seen before, nor would
remain the same after Elizabeth’s flight to Florence.

... there is nothing to be done but to be ready to receive him at
the earliest moment, & to love him at all moments, for your sake, until
we reach the ‘inherent merit,” the loveability for his own. ... it is a
matter of assurance that there is no room for fear, if you send him directly

! This article focuses on Flush as regards the ontological range of the notion of frontier
in the courtship correspondence. Other aspects of Flush’s presence (beyond the scope
of the current paper, but part of a larger research project) include: street-walking and
canine talking in Elizabeth’s London days; theft, loss, and canine mourning; paternal
instruction vs. canine whispers in writing as self-confrontation; English homeland vs.
Italian dreamland — a self’s cross-species cultural transposal.
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hither ... by the railroad to Basingstoke, with a direction on the card .. ‘to
be forwarded by the first Exeter coach’—& the coachman both there & at
Exeter will be commissioned to feed him & see to his comfort generally.
There is no danger ... if he is packed carefully in a hamper.

But then comes my dread — Is it not a robbery? — or rather shall
you not miss him?— ...

If Flush ... comes, he is sure to be loved. The logic is so strong!—
There is no escape from the conclusion of love.

So wrote from Torquay Elizabet Barrett in mid-December 1840 in a letter to
thank her friend, the writer Mary Russell Mitford, for her offer to provide a
floppy-eared, big-eyed, furry companion who would console the poet in time
of irremediable guilt and grief over the loss of her brother, Bro, who had
perished in a boating accident in July of the same year (BC, 4: 1986, 305 —
306, #779, mid-Dec 1840, emphasis added). And then, a couple of weeks on,
the sense of dread: that she would be taking such a little darling to “the
London Streets prison, for ever & ever” (ibid., 310 — 311, # 783, 28 Dec
1840), that her “obstinacy” and “perversity” of character could prevent her
from reciprocating to the dog’s genuineness of mind and soul: “the dog is
too good, too caninely noble, for some of my base purposes. But I shall make
it up to him, at least something of it, in love & care. I must love him, coming
from you — pretty or not — ears or not! The love is a certainty whatever the
beauty may be — and if I am to see in his eyes, as you say, your affectionate
feelings towards me, why the beauty must be a certainty too. ... I open my
arms to your Flush — and shall give notice to the coachmen, that he may
suffer no cruelty on his Wednesday & Thursday’s journeys.” (BC 5, 1987:
3—4,#787,2 Jan 1841).

Temporalization, or traces

“Measures of time”, Paul Ricoeur says, “show no care for us. This
does not prevent some of our clocks, however, from having written on their
faces a mournful memento mori” (Ricoeur 1990: 123). Do hampers have the
faces of clocks? Certainly not. Unless we consider the trace that the hamper,
in which Flush once arrived to Elizabeth, a “sign-effect” of the kind Ricoeur
implies as he speaks of remnants of time against the fleetingness of human
life: he calls these “traces” and deems them “homogeneous with calendar
time” (ibid. 120). An axial moment of such a measuring scale could be
Flush’s arrival in a hamper — a punctum also of counting the human, a time-
space (so to speak) of enclosure, a “junction... [of] the overlapping of the
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existential and the empirical” (ibid. 125). Nearly five and a half years after
Flush’s first landing on her lap, Elizabeth complains to Robert:

... L must see & will see you to-morrow — I cannot do otherwise. It is just as
if Flush had been shut up in a box for so many days. My spirits flag ... So
come, dearest dearest — & let the work bark at our heels if it pleases. I will just
turn round & set Flush at it. For two or three days I have not been out — not
for two days ... not out of this room. (Kintner, ed. 1969, vol. 2: 857, letter
# 447, 7 July, 1846, emphasis in original).

Apart from the visible trauma inflicted on the woman’s psyche by the
unflagging patriarchal rule over the home domain at 50 Wimpole Street
London, this illuminating confession points at the significance of time as
shared time. No hamper 1s mentioned in this letter yet the writer admits she
feels jailed, stifled by the care, impersonal decorousness and alienating
upper-middle-class silence her family treats her with. She possibly feels
hampered by a sense of guilt in disallowing Flush the right of free space his
species would naturally require — she dramatizes this inconveniencing
thought in a self-reflexive way, projecting her own hermetic life onto the life
of her companion. “It is just as if” amends her human being’s reasonableness
of judgement, which resorts to a metaphoric exchange: a man’s place for a
dog’s.? Immured, seeing herself as a dog imprisoned in a box (a reminder of
Flush’s arrival), Elizabeth declares her need to identify lack, or loss, as a
character-formative feature of writing. The no-longer available, as well as
the wished-for, both imply time and space, but they also indicate the
relativity of the relationship between perceiver and perceived. The box is an
artificial, human-made, alienating environment that also serves to isolate a
sensitive and prone to self-interrogation mind. Interiority gets externalized
thus — exteriority gets assimilated reciprocally. Such a minimal sample of
self-historicization confirms the role of the dog as an aid in the author’s
approaching her own self. The inevitable glancing back at, or remembering,
a previous moment actualizes the past and defines it empirically “in terms
of the Other” (Ricoeur 1990: 147): “the character of pastness is abolished by

2 On physical enclosure and internal imprisonment, on places of heterotopian othering,
subalternity, thinghood, and cross-species identity transformation, see Susan Hamilton’s
research on dog’s “lethal chambers” and the photographic institutionalization of the
extermination of vagrant dogs in Victorian England (Hamilton 2017: 83, 89-91, 93, 95, 97-
98). On the empathic element of animalistic pedagogical representationalism, cross-species
identity-formation, hierarchical limits and the need to help “any proper object of charity”,
see Sarah Trimmer’s Fabulous Histories (1786) (Trimmer 1815: 3, 6, 12, 16, 18, 20).
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the atemporal act of rethinking [an] event in its internal thought” (ibid. 146),
which helps overcome the difficulty of obtaining “knowledge of [an] [O]ther
and knowledge of the past” (ibid. 148).

Some ears and a nose: a sniffable-visible strip of time-space

Why does Elizabeth write to Robert so: “But think of his sense! —
Flush beats us both ... Next to Flush we may be something, but Flush takes
the pas, as when he runs down stairs (Kintner, ed. 1969, vol. 2: 633, letter #
319, 447, 17 April, 1846, emphasis in original)? One of many instances of a
combined sense of boundary, motion, distance, and other-awareness as
qualitative characteristics of defining the self in comparison, in relation, and
in lieu of another. An earlier liminal moment: “I did not go down stairs ...
only opened the window & let in the air. I have not been quite well ... as far
as just sensation goes, ... as usual, ... a passing common headache, ... you
may think of me as in the drawing room...” (ibid., 629, letter # 317, 16 April,
1846). Flush’s decision-making agility and magnetic power in ruling open
as well as closed spaces is juxtaposed to Elizabeth’s sickliness, wretched
invalidism.

A self’s interiority is as much the self’s own, as an other’s, it is a kind of
possession. Reciprocally, the self’s internal, natural sense of exteriority
predates and could enhance (rather than hinder) one’s own self-spacing and
self-timing, helping one understand the fluid frontier between the mind and the
body. In Levels of Organic Life and the Human (1928), Helmuth Plessner
argues against “the restriction of the existence of the cogitans to the scope of
our own I’ (Plessner 2019: 36). The human being has long been deemed toiling
under the misfortune of the inconvertible duality “internal experience —
external experience” and the scientific belief that qualitative would have to be
perceived but as subjective (ibid. 37). A view on the need to cure ourselves of
the disease of identifying “physical existence with measurability, which has
made us blind to those properties of physical nature that cannot be measured”
(ibid., 38), which could be substantiated in an account of a day’s sunshine
shared between Elizabeth and Flush (Kintner, ed., 1969, vol. 1: 254 -255, 31
October, 1845). Writing to Robert, Elizabeth traces time, recalling a
conversation between herself and Mary Russell Mitford:

I was forced to answer every ten minutes at least — & Flush, my usual
companion, does not exact so much — & so I am tired & come to rest
myself on this paper — Your name was not once spoken today; ... [ was
afraid of questions ..., with a pair of woman’s eyes behind them; those are
worse than Mr. Kenyon’s, when he puts on his spectacles. ... O my angel
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at the gate of the prison! ... I ... sate here alone but yesterday, so weary of
my own being that to take interest in my very poems I had to lift them up
by an effort & separate them from myself & cast them out from me into
the sunshine where I was not — feeling nothing of the light which fell on
them even — making indeed a sort of factitious personality associated with
them ... but knowing it to be all far on the outside of me .. myself ... not
seeming to touch it with the end of my finger ... & receiving it as a
mockery & a bitterness when people persisted in confounding one with

another. ... because I am a woman & have written verses, it seems So
amusing to the letter-writers of your sex to write & see ‘what will come out
of it,” ... how could it all make for me even such a narrow strip of

sunshine as Flush finds on the floor sometimes, & lays his nose along,
with both ears out in the shadow? It was not for me ... — it was not
within my reach — I did not seem to touch it ... . Flush came nearer, & 1
was grateful to him ... for not being tired ... when he has chosen rather to
stay with me all day than go down stairs. ... I was a burthen. ... (Letter #
143, original emphasis in italics; added emphasis in bold type)

Though unevenly distributed in the above fragment, Flush’s role is
incremental in that he indicates what Elizabeth has not yet and what she feels
she is. Signing excessive devotion, this episode is also a manifestation of a
desire to at once stipulate and postpone a boundary of perception, a limit of
appearing, being, and self-declaration that becomes indispensable between
two participants in a shared habitat — the home of Flush and Ba (as she was
called by her brother, Edward, and by Robert). What it also tells us is that
ostensibly physically inconspicuous properties of a presence may be
naturally extended to the roots of a being’s intuitive self-grasp. Consider, for
instance, a configuration of time-space composed of the length of a dog’s
ears (in the shadow) and the agility of his nose (in the sunshine), compared
to the size, length, position, and capacities of a human being’s ears and nose.
The writer is not far from an Aristotelian perception of the soul as the form
the body, which could impart to the nose-ears image the value of an
entelechy, where the inner and the outer merge in the recognizable calmness,
sincerity and trustfulness of this canine companion who, defenseless, nudes
his allegiance and love for his human friend. Rather than being “unmixed
with corporeality”, the dog’s soul becomes prominent in “metaphysical-
ontological terms”, “as the form of the organic body, ... a natural being”, as
Ernst Cassirer generalizes on the matter of the link between subject and
object in the culture of the Renaissance and beyond (Cassirer 2000: 123,
126). Barrett’s confession about her poems being her “outsideness” signals
the human being’s struggle to achieve concinnity between internal and
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external, time and space. Such self-observational writing cannot be but
based on the “substantive opposition” which both endorses the ultimate
reality of the mind and denies its autotelic absoluteness (ibid. 128, 141). The
investigation of the problem of the boundary between bodies, between the
mind and its corporeal outer expression, between permanence and change,
could help one understand also Elizabeth Barrett’s faith in what Cassirer
explains as man’s sense of “identity only in relation to 'otherness™, in the
correlativity in and between thought and matter, in placedness (rather than
spacedness) as “the work of the mind” (179 — 180).

No man could be in the way described above — at such two places at the
same time thus — via such a protraction of one’s own body (the floppy ears
and the extra-large and keen nose) in this particular way. Though never the
same in perceiving time and space, the human and the non-human partake of
a grand cosmic design (the natural revolving of day and night, sun and
shadow, visible and invisible), which compresses into a common capsule the
sense of frontier that each creature’s faculties (aural and olfactory, in this
case) allow and require as identifiers of their particular owner. Flush would
be Ba’s external interiority which would guarantee her at once being and
appearing to herself and to others — a body “given for an interiority and ...
grasped by it:” neither pure relation (or extension to another), nor absolute
self-sufficiency (Plessner 2019: 40). Imprisonment, self-escapist recognition
of one’s talent (the poems cast out of herself and into the sunshine), grief over
inefficiency (“‘a burthen’), the danger of physical items magnifying the dread
of another intruding into her own soul (spectacles concealing a man’s
inquisitive gaze), the voyeuristic essence of the external world, the enviable
but vital markers of bodiedness that her dog’s ears and nose could offer — all
these may be seen in the light of “ the essential connection between the
subjectivization of the qualitative side of the physical and the forward
displacement of the self: ... that which appears becomes equivalent to the
content of consciousness and in a certain sense must be identical to it” (ibid.,
40-41, 45)°. The ultimate boundary of this peculiar bodied ideational presence
is Flush — a vital mobile petiteness of space.

3 ¢... because it is given beforehand, interiority gazes at itself, veils the body’s naked

existence, renders the body in the image of its appearance” (Plessner 2019: 43, emphasis
in original). Philosophical anthropology suggests ways to explore Flush in relation to
the ineluctability yet hazards of mistrusting idealism, corporeality, pregivenness
(someone/something “in” and “to” someone/something else) and unconditional
consequentiality in accepting interiority as contrasted to exteriority. On traces of Flush
as a “stand-in” for “objects of lost or distant affections” in Elizabeth oscillating

“between two culturally sanctioned subject positions: male and female”, see Kevin
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Eidwiov

That she should perceive boundary as an indispensable element of
self-defining can be derived from Elizbeth’s dread of being anathemized in
the Commination Service (for her descent as an heir of slave-owners; see
Kintner, ed. 1969, vol. 1, 333, letter #180, 20 December, 1845), and her
persistent anxieties about being followed yet being expectant of hearing “the
footsteps of [her] letter” (i.e. Robert’s response) in the world of “I & Flush”
(Kintner, ed. 1969, vol. 2, 609-610, letter # 308, 9 April 1846). Scorned for
her dim, quaint, uneven rhymes and thoughts in her poetical endeavours
between 1833 and 1844, she moderates her fear of perceiving one’s own true
self in a remark on the relational worth of distance and on self-loss:

... critics ... bark the loudest, ... at their own shadow in the glass, as my
Flush used to do long & loud, before he gained experience & learnt the yvau
oeovtov in the apparition of the brown dog with the glittering dilating eyes,
.. & as I did, under the erasure. And another moral springs up of itself in
this productive ground; for, you see, .. ‘quand je m’efface il n’y a pas grand
mal’ (Kintner, ed. 1969, vol. 1, 145, Letter # 73, 8 August 1845)

Providing a translation for both expressions (in Old Greek and in French,
ibid. 146), Kintner specifies Elizabeth’s insatiable itch to know herself, as
well as her feeling of living in the background, in a margin, where she gets
spent and could pass unnoticed by others. Distance and transgression allow
the critics, like Flush, to meet their own imperfections.

If no actual physical boundary existed, it would be invented for the
sake of satisfying one’s internal need to become visible, i.e. comprehensible.

Morrison’s research on “incoherent beasts” in Victorian culture (Morrison 2011: 94 —
95, 99, 102 — 103). On loss, “immoderacy of intersubjective affection”, “artifice” and
“rampant anthropomorphism” issuing from Elizabeth’s devotion to writing on Flush as
a way of self-display and “stabilization” of her own mind, on non-human hagiographies
prototyping man in Victorian literature, see Margini (Margini 2018: 56 — 58, 60, 69, 74 —
76). On “canine interiority”, “race memory” and an “empathic” perception of the non-
human animal in rearing an “intersubjective becoming” of the self, see Karalyn Kendall-
Morwick (Kendall-Morwick 2021: 56, 58, 61, 66, 85, 88 — 89). Slightly more explored
in terms of the ontological value of the notion of frontier in the communication between
human and non-human presences (especially in regard to names, eyes, ears, and colour)
seem to be Elizabeth’s poetical works: ‘The Pet-Name’ (1838), ‘To Flush, My Dog’
(1843), Sonnet XXXIII (Sonnets from the Portuguese [1850]), ‘Flush or Faunus’ (1844),
and ‘The Runaway Slave at Pilgrim’s Point’ (1847). In these, various forms of
prosopopoeic contact-substitution between the woman and a non-human being reveal

interiority as a non-solipsistic, cross-species, intersubjective event.
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The analogy is based on a transposition via sculpting an image of what is
definitely unlike, or impossible to accomplish — the relationship of absolute
coincidence between a human and a non-human being. An impossibility of
alternating loss and gain, being perceived and perceiving, palpable in being
an exteriority to another and impalpable in being one’s own interiority:

An immediate grasp of the I is possible and actual only in mediated form,
just as the one-and-the-sameness of being an I is so only by virtue of being
split. Only where this condition is upheld does an I persist in a genuine
self-position. ... only the cogitatio, the living act, the I as self, not as being,
can function as an opposing sphere to the res extensa, ... [it] ... in fact
includes the opposing position of the I as res cogitans, as being, as object.
... As lived unity of first and third person the I constitutes itself as I; it is
res cogitans and cogitatio in one. The profound teaching of the gospel that
only whosoever loses himself shall find himself applies to the I in a
descriptive sense. (Plessner 2019: 44)

The dualism of subjecthood — being able to be regarded and to regard —
prompts the protean essence of time-space: existent and non-existent,
surveyable/quantifiable and non-surveyable/non-quantifiable, either way
one starts the inquiry. The Gordian knot is the conjecturable virtue of the
human being’s capacity to know what happens in a dog’s mind, yet the
unavoidable comparison which brings together (to the degree that it rends
asunder) the two interlocutors, Ba and Flush, in this superficially monologic
time in the epistolary narrative of a literary bride-to-be. Human language
and conventional education prove but feeble props for identity building
which requires a wider expanse — one beyond the human species, human
perception of time and space, and the human semiotics of the written
discourse as a trace. Sedentary and ambulatory elements in self-defining
furnish Elizabeth’s messages to her beloved but Flush is the crux of her sense
of limit. On 24 March, 1846 (Kintner, ed. 1962, vol. 1: 556, letter # 281),
again “meeting [Robert] in letters”, but also herself and Flush, thinking of
gondola river journeys, citing her own previous correspondence, she says
that she is an “image”: “The cidwAov sits by the fire — the real Ba is cold at
heart through wanting her letter,” and she gets regarded by Flush’s
“reproachful eyes”. Self-contemplation based on the disapproving look of
the other — the non-human animal — engenders in the writer a feeling of
inconvenience, of a nudity that Derrida would explain through the “insistent
gaze of the animal, a benevolent or pitiless gaze” in time of “animalséance”
(Derida 2008: 4). Which “rob[s] [the self] ... of the certainty that what we
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have ... is an existence that refuses to be conceptualized” — naming (‘Ba’,
or ‘cidwiov’) proves an infirmity, for the “name survives” both the identifier
and the identified, “sign[ing] ... disappearance” (ibid. 9).

A strange form of “sovereignty and ... loneliness” as oneness, for both
Flush and Ba — a kind of entity awaited by, and awaiting, death, promised
by the very name each bears as a value to the other (ibid. 17, 20). The limit
of time, space, and the self that the animal poses before one (even in such
mundane descriptions of the shared warmth of the fire) is an enigma.
Namely, to what extent the cognizant mind of the human being, who speaks
and writes, has the right to judge about the feelings, suffering, memories and
expectations of a non-verbal other. Man’s experience could only be
“transgressal if not transgressive”, which Derrida calls “limitrophy”: the self
as/in the gaze of the animal other (ibid. 29). Following her companion,
Flushie, Ba follows herself: a bidirectional movement (or comprehension),
a kind of self-following by way of other-following, an existence that could
be called “animof”, whereby the trace followed (scent, smell, the memory of
a facial expression in one’s mind) is also the trace left, for a trace exist but
between two, in view of the notion of an end, or (ir)reversible disappearance;
the trace is a trace of and for the present as well as the absent in the
(auto)biographical act of grasping and being grasped (ibid. 55-56, 63).
Flush, like his mistress, would look at its own “image”, “gnashing his teeth”;
he “has learnt by experience what an image means, ... and now contemplates
it, serene in natural philosophy. Most excellent sense, all this is! — &
dauntlessly ‘delivered’!” (Kintner, ed. 1969: 556-557). Elizabeth walks
unstably about the house, hoping that she is “not [her] own ghost” — “my
history of to-day for you [i.e. Robert]!” (ibid., vol. 2, 584-587, letter 297, 3
April, 1846). A fine, albeit mundane, instance of the external scope and
origin of a writer’s, as well as a character’s, interior time-space as self-
perception. The minimalistic model of narrative as a living need to make
sense of time as communication (leaving traces behind and arising out of
traces) between two individuals, adhered to hereby by Elizabeth in her love
letters to Robert and erected on the notion of frontier that Flush could be said
to have provided, is seriously indebted to a striving for equality. The dog
becomes the master of a unique tongue of his own between two human
lovers, Elizabeth utilizing imagery which suggests a dichotomous
framework for self-perception which I would propose to be called
bicephalous, or bicardiac — always involving consideration of two heads
(holding two minds), two hearts (two souls), two identities (articulated in an
independent language, but with possibilities of exchange and mutual
understanding), strung in one. Elizabeth confesses she wished to have “two
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hearts to love [Robert] with, & two lives to give [him]” (Kintner, ed. 1969,
vol. 2, 1000 — 1003, letter 522, 25 August, 1845).

Flush — invention and reality, a Derridean outermost-innermost
boundary of Elizabeth’s self-defining, and a noetic premise of her own
identity. Writing to Robert and finding it impossible to not think and speak of
Flush, Elizabeth appears to have been reinventing an Aristotelian query about
the essence of the soul — her own and that of another being. That is, the
immediacy of quantifying yet qualifying a creature’s internal world which
could not be released from corporeality, sustained by an invisible indigenous
entelechy (Cf. Aristotle 2016: 2-6). In this sense, also of interest to Elizabeth
seems to have been the registration of a living being’s externally visible
internal states, as well as the reincarnationist conviction in the possibility of
the transfer of the soul between two different beings sharing the same place,
fate, and surrounding social world (ibid. 9-10). On the other hand, her
“distress” over losing her canine friend forever to the London dog-stealers
(letters # 535-545) does urge one to perceive her love letters to Robert as a
hermeneutic reflection on the destructive interdependence between part and
whole, soul and body, dog and man.* Elizabeth’s most intimate spells of time
seem to have been also Flush’s most intimate spells of time — and vice versa:
both in terms of the existence of insurmountable boundaries, and of
possibilities for (cross-species) conversion. Which allows for interpreting the
love letters through what is known in behavioral science as the MSR test, or
the mirror self-recognition test. The eyes and the voice of a living creature are
two most immediate informers of emotions and of physical processes
occurring in the body (one of the most self-betraying of which is pain), so it
appears logical that the writer should choose those for exploring
intentionality, personhood, and metacognition. The Other — a dog named
Flush — might not be able to respond in a conventional way, using human
language as a contractual sign system, which erects a barrier to the human

4« .. why is it that the soul is destroyed at the same time as the being of flesh and of the
other parts of an animal?” (Aristotle 2016: 14). Elizabet Barrett could be observed
contending that life at once “reaches” and “proceeds from” the soul which is “moved”
by external stimuli validated ideationally by the soul’s reciprocating (ibid. 14-15). Naive
as such a logic of research may appear, it might be curious to spot the high level of
spiritual interpenetration (or ensoulment from without) between the author and the hero
in this epistolary literary narrative where perception and recollection may not be
unproblematically divided in one’s comprehending one’s own identity as sameness and
aloneness in time and space (ibid. 14, 19-20). Perception and recollection both lead away
from, and to, what is exterior, as well as interior, to the human being. Letters # 535, 537,
and 542 (1 — 4 September, 1846) are a particularly telling proof: they deal with the time
of Flush being stolen, feared for, and Ba’s expectation of him being restored.
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being’s ability to interpret the Other’s mental processes and declare
categorically states of happiness or discomfort. Such states must be assumed
but they could only be attested empathically, which is true even of two
creatures of the same species sharing the same means of communication: One
could not fully coincide with another. Which would mean that the knowledge
one develops of another is inevitably founded primarily on empathy. Mark
Rowlands’ proficient research on animal identity has demonstrated vividly
the need to acknowledge the similitude of the empathic element in
understanding an animal close to the human being, such as a dog, and a “pre-
linguistic child” (Rowlands 2002: 3 — 4, 9, 14). One’s grasp of an other’s
volume of physical response to, as well as mental investment in, an incident,
or a stimulus, always remains tentative and incomplete. Because of such a
conjectural level of awareness of a non-human other’s interiority and
conceptualization of the world (ibid. 21), the human being could never reach
a satisfactory degree of self-certainty, since the feeling of suchan ultimately
unknown other being creates but an unreliable, though very necessary, mirror
for the human being’s own reception of a self-referential image. Looking at
this mirror, man never goes beyond himself, yet without it there would be no
man. Elizabeth’s contemplation of Flush’s oftentimes magnified eyes, his
agile ears (capturing, metaphorically, sun and shadow), and his alarming
voice (growling at strangers), is her attempt to make sense of time as a time
of sharing, which requires reinventing oneself through accepting a non-verbal
creature’s autonomy, decision-making, intentionality, and image-building,
“the way they believe things, the concepts in terms of which they represent
the things they think about” (ibid. 22).

One of the trickiest points of comprehension seems to be the uncertainty
about possible parallels between human language and dog language in terms
of the “‘combinatorial” and “recursive” structure of the arrangement of thought
in relation to an individual’s sense of time as “personhood” (different from the
biological category of the human being), i.e. recognizing oneself (as the “same
thinking thing”) “in different times and places”, one’s metacognitive skills (i.e.
thinking “about oneself and one’s mental states and processes”), and non-
objectifying “pre-intentional self- and other-awareness” (Rowlands 2019: 4,
15, 113, 167). To Elizabeth, time, intruded into by boring visitors, would be a
spiral of combination, return and anticipation: “I will write ... I have written
...  am writing” (Kintner, ed. 1969, vol. 1, 495). Flush in time, and time to
Flush — inevitably from Elizabeth’s own position via human language — would
probably look somewhat different. She believes time to him seems ignorable
and regrettable when he hears “nonsense”, or when the fringes of his ears are
disturbed by an impertinent guest (ibid. 497, 501). To his human mistress Flush
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appears wise and generous, as she wishes to decipher his mind and promote
him to a higher position (ibid. 515), which also shows her inability to be other
than unpardonably human, 1.e. delusionally sure about being in control. This is
especially the case when she observes and writes about Flush’s “beseeching
eyes at mealtimes”, yet she warns Robert not to dare talk of Flush “foolishly”
(ibid. 529-530). The boundary seems impregnable, yet without it neither the
human, nor the non-human could be seen. Intentional self-awareness, or
making a topic of one’s inner state, inside one’s mind, and presenting oneself
as “me” (even before immediate physical contact), cannot be ultimately
isolated from bodily self-awareness. In written discourse, evidence of all this
works for the human being. For the non-human being entirely other criteria for
self- and other-recognition may apply — way beyond the written page yet not
less reliable and identity-confirming (Rowlands 2019: 111-112), which could
bring to a non-human being’s mind a world of objectionable signals (e.g.
Robert’s persistent flowers or imposing umbrella). Bodily value in defining
time-space is based on the multiplication of images of the self and the other to
the effect of the writer attaining herself as the object of her own conscious
activity. Elizabeth seems to have objected to Robert “throwing” her (as if
from a height) into a commodified, instrumentalized bouquet of spectral
presences — the phenomenon of the “thirty-six Bas”; she seems to have been
afraid of “looking into a mirror cut into fagettes ... met on every side by the
same face, twenty times repeated”, as if she were “like Flush, who, before he
learnt to be a philosopher, used to shiver with rage at sight of the Flush in the
looking-glass, and gnash his teeth impotently” (Kintner, ed. 1962, vol. 2, 642-
643, 650).

Who knows what, after all?

“Flush doesn’t know that we can recover him, & he is in the extremest
despair”; “I am your Flush, and %e is mine” (Kintner, ed. 1969, vol. 2: 1031,
1046, Letters # 535, 542, 1 September, 4 September, 1846, emphasis in
original). These are some of the confessions Elizabeth made to Robert about
her floppy-eared friend — evidence of the writer’s perennial yet unprecedented
in its intensity fumbling for an adequate expression of her faith in the
imagination as responsivity and responsibility for an Other. Unable to
pronounce her name actually, Flush turned out to be her most truthful friend,
who, one might guess, deemed human words a pardonable insufficiency and
a bearable limit, requiring perhaps no more than the frankness of the
unutterability of contact the other’s place in the now had to offer.
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The paper discusses the fictional finishing school in Whom to Marry and
How to Get Married (1848) by the Mayhew brothers, placing the novel in a
broader literary and cultural context. A distinctive all-female space that both
reflects and creates the values of the wider social world, the finishing school
teaches its pupils about the realities of the marriage market and promotes attitudes
such as snobbishness and skills such as dissemblance to ensure the girls’ success
in the matrimonial race. Instruction is rigorous and rules are rigid; despite this
fact, or precisely because of it, the girls contrive a small rebellion — a clandestine
midnight feast that flouts the school’s most treasured precepts.
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This paper is concerned with the representation of the Victorian
finishing school in Whom to Marry and How to Get Married: Or, The
Adventures of a Lady in Search of a Good Husband (1848) by Henry and
Augustus Mayhew. The novel, narrated by a young middle-class woman
called Lotty, is divided into “offers” rather than chapters — Offer the First,
Offer the Second, and so on. Very few of those actually involve marriage
proposals — most trace awkward entanglements, with Lotty being courted by
(or more typically courting) yet another man but falling spectacularly short
of the matrimonial end. The authors’ intention is clearly didactic: along with
an eventful narrative full of complicated maneuvering, ironic conversations
in which the parties talk at cross purposes, violent confrontations and
dramatic reversals, the novel serves as a guide to moral conduct for young
women — more specifically, as a guide to conduct on the marriage market.
Rather than by example, it teaches by the inadequacy of the protagonist’s
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choices and their disastrous consequences; it teaches, in fact, whom not to
marry and how not to get married. Far from learning from experience, Lotty
makes decisions that become progressively wrong-headed and perverse,
driven as they are by vanity, jealousy, pride, and spite.

The novel can thus be described as an anti-Bildungsroman that offers
a grim, vivid negative of what to be and what to strive for as a young middle-
class Victorian woman. It also exposes the difficult balancing act that, once
she enters the marriage market, a woman has to perform: in the course of the
narrative, Lotty is chastised both for yielding too easily to the affections of
the heart and for being too calculating. The novel exposes, too, the brutality
of the market in which a mother will be reduced to a pimp (Lotty’s mother,
like Mrs Skewton in Dombey and Son, sees her daughter’s marriage as an
opportunity for her own social advancement, and readily answers an elderly
lord’s prurient questions about Lotty’s appearance), and a man will frequent
spa towns in the hope of “pick[ing] up” some nice, “tidy consumption”
(Mayhew brothers 1848: 164) — that is, of meeting and marrying a rich
consumptive woman who is unlikely to live long.

The novel opens with Lotty’s parents making the dismayed discovery
that she has been carrying on a flirtation and exchanging love tokens with
her drawing master — a nice but penniless young man. The relationship is
nipped in the bud, and Lotty’s father uses all his powers of persuasion to
wean the sixteen-year-old girl off any silly notions about love in a cottage.
Because Lotty keeps moping and moaning about the lost love of her life, he
sends her off to a finishing school, hoping that her studies there will distract
her from her romantic obsession. The studies typically offered at a Victorian
finishing school — or at any expensive school targeted specifically at middle-
class girls' — were not, of course, predominantly of the academic variety.
The aims of this institution, the Victorians themselves recognized, were
social rather than scholarly — “[t]he more select or exclusive the school, the
better” (Dyhouse 1981: 41). For the majority of middle-class parents the
purpose of their daughters’ education was to make them into “ladylike,
marriageable young women” (ibid.: 59); above anything else, such schools
were meant to give girls social polish and provide them with the kind of
“ornamental knowledge” that would attract suitors (Purvis 1991: 64). In
other words, the education provided by a finishing school was firmly
premised on the realities of the marriage market, to which it took a very
pragmatic approach; and the pragmatism was instilled in the girls

! On the difficulties of a neat categorization of middle-class girls’ schools throughout
the 19" century, see Purvis 1991: 68, 76; Dyhouse 1981: 56 — 57.
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themselves, who would be made “fully aware both of their own privileged
class position and also of the fact that their social status throughout life
would depend on that of their [...] future husbands” (Dyhouse 1981: 55).

The school Lotty is sent to, Chesterfield House, is fully representative
of the mid-19"™ century finishing school. To begin with, it is a small family
business — it 1s run by two middle-aged sisters, the Misses Thimblebee (and
the French mistress, the supposed native de Paris Angelique de Nemours, is
in reality their cousin Sally Cockle). Secondly, it advertises its
exclusiveness: as the Misses Thimblebee point out, no “young plebeian
‘mushrooms’” are admitted to the school — not even if the most tempting
offer on the mutual advantage system is made — while any “budding ducal
‘strawberry-leaves’ would, of course, be particularly welcome (Mayhew
brothers 1848: 16). Finally and most importantly, the school’s curriculum 1s —
as we will see — perfectly typical in its emphasis on social graces, personal
presentation, and feminine accomplishments meant to guarantee
marriageability.

Although Chesterfield House provides the setting only for the second
of the “offers” in the novel, this is one of the longest chapters. More
importantly, though Lotty does not change overnight and still clings to some
of her romantic notions, it is at the school that the process of her
pragmatization begins — a process that, actively assisted by her mother, will
determine the entire course of her subsequent life. In this sense, the
finishing-school chapter is as central to the novel as the opening chapters
about Miss Pinkerton’s academy are to Vanity Fair — in each case, patterns
of personality and interpersonal relations are established that affect the
course of the characters’ life. (The same is also true of the chapter about
George Osborne’s and Dobbin’s school years.) The Mayhew brothers’ novel
thus belongs to the Victorian literary tradition of the (satiric) portrayal and
critique of the school system, represented by the work of authors such as
Thackeray, Charlotte Bronté, and most famously Dickens, who placed the
problem at the very centre of Nicholas Nickleby and Hard Times, and who
depicted schools in a great many of his other novels as well (for example,
the woefully inadequate village school attended by Pip in Great
Expectations, or the oppressive and equally inadequate school attended by
Charlie Hexam in Our Mutual Friend).

Dickens addressed girls’ finishing schools in particular, too —
“Sentiment”, one of the tales in Skefches by Boz, is a satiric comment on just
such an establishment: the pretentiously named Minerva House that
provides girls with “a smattering of everything, and a knowledge of nothing”
(Dickens 1989: 323). Dickens pokes fun at the school’s curriculum, with its
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emphasis on fashionable foreign languages, dancing, “and other necessaries
of life”, and at the expensive display of maps and books in the school’s
parlour — maps and books which, though never used by the pupils, impress
visiting parents “with the very deep appearance of the place” (ibid.).
Thackeray’s Vanity Fair, too, is critical of “the little course of study which
was considered necessary for ladies in those days™ (Thackeray 2015: 19) and
of a curriculum dominated by superficial accomplishments and dictated by
fashion. A skewed hierarchy of values is also revealed through the letter
which Miss Pinkerton writes to Amelia’s parents and in which her comments
on deportment and the use of the backboard precede, and are far more
specific than, her comments on Amelia’s religious and moral qualities.
Thackeray exposes, too, Miss Pinkerton’s own hollow pretensions to
learning — the ancient “Minerva”, as he repeatedly refers to her, the
“Semiramis of Hammersmith” (ibid.: 3) who prides herself on her friendship
with Doctor Johnson, does not, for instance, understand French (a deficiency
that Becky Sharp, herself perfectly proficient in the language, readily
exploits). Both Dickens and Thackeray also reveal the snobbishness of
finishing schools and their elaborate social hierarchies. In Dickens’s
“Sentiment”, the proprietresses of Minerva House are transported with
ecstasy when an M. P. approaches them about placing his daughter at their
school, and the illustrious parent himself insists that the girl be admitted as
a parlour boarder. In Thackeray’s novel, the heiress Miss Swartz, a parlour
boarder that “pa[ys] double” (ibid.: 7), is naturally resented by Becky, who,
as an articled pupil, is at the opposite end of the school’s social scale.?
These fictional representations of schools were part of a larger
Victorian debate on the nature and purpose of education. The numerous
concerns that were being raised specifically about the nature and purpose of
the education of middle-class girls resulted in a reform movement which
emerged in the 1840s and, gaining considerable strength over the next two
decades, eventually led to a series of changes towards a more academic
education for girls.> A similar discontent — in particular with the ornamental

2 Dickens also attacks such hierarchies in The Old Curiosity Shop, where an articled
pupil at Miss Monflathers’s school is abused by the proprietress and despised by
students, teachers, and servants alike. Significantly, the articled pupil is both much
brighter and much better-looking than the baronet’s daughter — “the real live daughter
of areal live baronet” — whom Miss Monflathers cherishes as her school’s greatest asset
(Dickens 2008: 242).

3 For succinct but informative accounts of this complex process, see Purvis 1991: 73 —
92 and Dyhouse 1981: 55 — 78. The changes were not primarily motivated by an
awareness of the value of scholarly accomplishments for women but, rather, were meant
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knowledge commonly considered valuable for middle-class girls — was
voiced from very different quarters. Discussing modern girls’ education in
The Women of England, Their Social Duties, and Domestic Habits (1839),
the conservative Sarah Stickney Ellis condemned “that speechless, inanimate,
ignorant, and useless being called ‘a young lady just come from school’”
(Ellis 1839: 107). The illustration preceding this passage reinforces the
message: the girl in the picture is represented as an object of curiosity to her
friends and younger siblings, but above all as simply an object — listless and
passive, good for little more than sitting pretty in a parlour. To Ellis, this is a
“truly melancholy spectacle” (ibid.: 112). The problem, she suggests, is that
schools cultivate accomplishments “for which [the girls] never find any use
in after life” — such as music, drawing, and foreign languages — rather than
the practical skills they really need (ibid.: 97). As Ellis bluntly puts it, “[t]here
is but a very small proportion of the daughters of farmers, manufacturers, and
tradespeople, in England, who are ever called upon for their Latin, their
Italian, or even for their French; but all women in this sphere of life are liable
to be called upon to visit and care for the sick™ (ibid.: 103).

Though she considers the problem of girls’ schooling from a very
different vantage point, the champion of women’s suffrage and women’s
access to university education Emily Davies presents the end product of the
Victorian schooling system in very similar terms. Middle-class women, she
suggests in her report “On Secondary Instruction as Relating to Girls”
(1864), are kept “in a state of wholesome rust” and an “almost complete
mental blankness” — the result of a “doctrine of vicarious rest” devised by
hard-working men (qtd. in Purvis 1991: 73). And in her autobiography the
leading suffragist Frances Power Cobbe describes the exclusive boarding
school she attended in the 1830s in the following terms:

[A]ll this fine human material [of capable pupils] was deplorably wasted.
Nobody dreamed that any one of us could in later life be more or less than
an ‘Ornament of Society.’ [...] Not that which was good in itself or useful
to the community, or even that which would be delightful to ourselves, but
that which would make us admired in society, was the raison d’étre of each
acquirement. Everything was taught us in the inverse ratio of its true
importance. At the bottom of the scale were Morals and Religion, and at
the top were Music and Dancing ... (Cobbe 1894: 63 — 64)

to produce a somewhat more cultivated version of conventional femininity.
Marriageability continued to be regarded as the most desirable outcome of girls’
education.
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All these verdicts are echoed in the verdict which the Mayhew
brothers’ Lotty passes on her own inadequate education: “when 1 was
finished, and had left [Chesterfield House], I was totally ignorant of all that
was really useful, or truly admirable” (Mayhew brothers 1848: 29). But what
is it that Lotty does learn at school? Her very first experience is that of being
subjected to a grilling by the other girls, who want to know who Lotty’s
father is, what kind of carriage the family have, and how many servants they
keep. This grilling — a test in social status — though insistent, is friendly and,
in a way, honest in its bluntness. Still, it is a version of the grandiose
snobbishness of the Misses Thimblebee, who take pride in the fact that “no
vulgar tradesman’s daughter ha[s] ever polluted the exquisitely refined
atmosphere” of their school (ibid.: 16). Being clearly satisfied with Lotty’s
answers about the family’s standing, the girls proceed to obtain further vital
information — they want to know whether Lotty has a brother, what he looks
like, how old he is, and what career he is intended for. Finally, Lotty is
subjected to an equally friendly and casual, but also persistent, test of
possessions — she is made to show the contents of her box, with every item
carefully scrutinized and eliciting envious admiration. Not only do the girls
swoon over Lotty’s clothes and accessories, but they want to know how
much her ribbons cost, whether her silks were bought from a particular posh
shop, and whether her crinoline was made in Paris. The proof of Lotty’s
status is in her box: the gloss of her clothes and the scent of her cosmetics
are the most tangible and most reliable evidence of her standing. Having
reassured themselves that her family is one that can afford ‘“delightful
extravagance”, the girls can safely befriend her — “and there we walked up
and down with our arms round each other’s waists” (ibid.: 19).

On that first day at her new school, Lotty is annoyed with the “stupid
girls” (ibid.: 16), with their questions, their pawing of her belongings, and
their exclamations. Even so, only a few months later, when a new girl arrives
at the school, Lotty asks her the very same questions about her brother that
she was asked — and she is perfectly aware that she is behaving in the same
way as she once considered stupid and annoying. And although Lotty’s stay
at the school is abruptly curtailed, by that point she has learned from the
Misses Thimblebee “to look down upon even the wealthy tradesman with
abhorrence” (ibid.: 42). The finishing-school environment in the novel is
presented, then, as one in which attitudes and patterns of behavior are
mutually amplified and perpetuated. This environment makes such an
effective echo chamber in large part because it is so small and confined; at
the same time, it is vitally connected with the wider social world, whose
values it both feeds off and feeds into. In the parlours and assembly rooms
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of that wider world, for instance, women would be subjected — and would
subject other women — to the same tests of status and possession, even if
there the appraisal would typically be performed with greater subtlety and
artifice than the schoolgirls’ direct questioning. In this respect, too,
Chesterfield House is representative of the expensive Victorian school for
middle-class girls, where “[s]ocial snobbery [...] formed part of the ‘hidden
curriculum’” (Dyhouse 1981: 55).

If snobbishness is the most important attitude that Lotty learns, then
the most important skill she learns is artifice:

At Chesterfield House, young ladies rehearsed the parts they were intended to
act at Almack’s. There the rough block of the child of nature received its
finishing touches, and was converted into the highly polished statue of
fashionable society — fit for an ornament to any drawing-room. There the grave
of departed nature was adorned with all kinds of artificial flowers; and there,
Woman — tutored in all the fascinations of the ball-room — was taught to shine
at night like the glow-worm; in order to attract her mate by the display of a
brilliance that had no warmth in it. (Mayhew brothers 1848: 16 — 17)

To polish the many rough edges of the “child of nature”, a gruelling regime
of instruction is necessary. The school’s pupils are subjected to a regimen of
music and dancing; French and Italian; drawing; and a range of feminine
skills like knitting, embroidery, Berlin-wool work, velvet-painting,
japanning, and making wax flowers — handicrafts and “knick-knackeries”
that Lotty considers “stupid” and dull (ibid.: 26, 27). Further, the girls are
taught personal deportment and the correct way of stepping into a carriage,
and are made to lie on a backboard for an hour each day, to “prevent any
roundness in [the] shoulders” (ibid.: 24). They are instructed in elocution,
too, and are expected to observe strict linguistic taboos — Lotty is
reprimanded both for unladylike pronunciation and for using a crude word
like “cabbage” (as opposed to the more delicate “greens” — ibid.). There are
also culinary taboos — beer, for instance, is pronounced a “disgusting
beverage”, which “no lady of the least pretensions to breeding [is] supposed
to know even the taste of” (ibid.: 23); and the girls are forced to become
small, delicate eaters. When Lotty breaches decorum by accepting a second
helping of soup, this “barbarism [...]” prompts Miss Grace Thimblebee to
ask her if she was “brought up in the back woods of America” (ibid.: 24 —
25). This rigorous course of instruction permeates the girls’ entire day and
the entire space and structure of the school. The so-called playground is, in
fact, a place where the body of an old landau has been mounted so that the
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girls can practise stepping in and out of a carriage; while misdemeanours are
typically punished by making the offender learn by heart a relevant portion
from one of a vast range of etiquette books.

The apparent restraining of the girls’ healthy appetites and animal
energy is, however, only possible through considerable artifice and
dissemblance. Making their social selves acceptable requires a myriad small
hypocrisies; if they are to succeed in the wider social world and on the
marriage market, the girls need to learn the imitation game. Many of these
artifices are actually institutionalized — in order to appear delicate eaters at
dinner, the girls are required to take a substantial meal in the early afternoon.
A further hypocrisy is that, although at that afternoon meal the girls are, in
fact, allowed to drink beer, this is supposed to be “a profound secret” (ibid.:
23); and although decorum demands that at dinner they do not accept second
helpings, decorum likewise demands that they should make the offer to each
other. But the most important trick of all that the girls must learn to pull off
1s, perhaps, that of appearing to be better off financially than they really are.
To that end, Miss Grace Thimblebee herself has written an instructive book
entitled How to Live upon Two Hundred A-Year, so as to Make it Appear a
Thousand. This, of course, is the art that Thackeray’s Becky Sharp masters
to perfection, entering the most illustrious social circles while “liv[ing] well
on nothing a year” (Thackeray 2015: 452); and at Chesterfield House, Miss
Thimblebee’s book is treated as a textbook that must be learnt by heart.

Despite all the rigid and oppressive rules that the girls are made to
follow — or precisely because of them — they contrive a small act of rebellion,
carving out a small space-and-time of their own as a challenge to the heavily
regimented lifestyle imposed on them. The rebellion takes the form of a
clandestine midnight feast, at which the usual hypocrisies are discarded and
the usual proprieties are flouted. At the feast, these ladies in the making are
free to be the playful, mischievous children that, to some extent, they still
are. They pool together to buy as much as possible of the food they love, or
to make it themselves in excitingly makeshift conditions — their stove is a
slate over a fire lit with six candles — while trying to keep as quiet as possible.
The girls have fritters, and mutton pies, and cakes, and tamarinds, and
ginger-beer which they mix themselves from powder. Their natural appetite
unrestrained, they “devour]|...]” the food — they are, Lotty says, “as hungry
as poets” (Mayhew brothers 1848: 21). At least some of these dishes or their
names (like the fritters) would undoubtedly be pronounced crude by the
Misses Thimblebee. In their table manners, too, the girls breach the rules
that have been instilled in them — in the school’s daytime world of decorum
and propriety, one of them is fined for eating peas with a knife; at the
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midnight feast the girls, sitting on the floor, use their scissors as knives and
their tooth-glasses as tumblers. (The batter for the fritters has been beaten
with a toothbrush, with a soap-dish serving as a bowl.) And when they raise
a toast with their ginger beer, there is a most unladylike “Hip, hip, hurra!
hurra! hurra-a-a-a-a!” (ibid.).

The stories the girls tell each other, too, are stories about the breaking
of rules and the crossing of boundaries. Set against the books of etiquette
taught at the school, these stories make up the girls’ little private book of
adventure. One girl shares her cross-dressing experience: putting on her
brother’s clothes, putting up her hair, and even making herself a moustache.
Her disguise was so good, she suggests, that she was taken for a man, and
roamed the streets of London on her own at dusk. The story concludes with
“Oh! it was such a good bit of fun [...] she wished she’d been born a boy”
(ibid.). Even if the wish might be considered an exaggeration, the
exclamation reveals a profound discontent with the constraints of the gender
and social roles which the girls are expected to play, and which they perceive
as unnatural and uncongenial. A similar discontent also underlies another
pupil’s story of playing practical jokes on her uncle. The delight with which
the girl tells the others about stitching together the tops of her uncle’s
stockings, putting flour in his nightcap, making him an apple-pie bed, etc.
suggests her frustration with the proprieties she is required to observe as a
young woman. While this story may appear innocent compared to the cross-
dressing story, the girl’s enjoyment in telling it offends against two sets of
rules at once — the practical jokes are both gender- and age-inappropriate.

The girls exchange stories well into the early morning. Not only does
this go against the rules of the school’s perfectly regulated daily round but,
because they have no time to perform the mandatory grooming operations,
it leads to the violation of further rules. As they emerge for morning prayers
— one girl with her hair ungreased, another with her eyebrows unplucked, a
third without a crinoline on — they look not merely slovenly but, in the eyes
of the Misses Thimblebee, downright “heathen” (ibid.: 23). The stringent
rules of personal grooming, like the rules for suppressing one’s natural
appetite, seem to form the boundary between civilization and savagery. The
self-restraint and discipline necessary to maintain an immaculate appearance
are, by implication, the same as the self-restraint and discipline which
guarantee the uprightness of one’s soul. It is for this reason that the Misses
Thimblebee accuse the offending girls of being “wicked” and having fallen
into “evil ways” (ibid.: 22, 23). In their world, keeping one’s eyebrows
plucked is next to godliness. This, then, is the last fundamental lesson Lotty
has to learn at school: that the moral and the presentable are the same.
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In summary, the finishing school which Lotty attends makes girls into
ladies — and thus makes them marriageable — by instilling in them
snobbishness, artifice, and a readiness to treat surface as substance. In this
way, it both prepares the girls for the wider social world and perpetuates
some of the most problematic aspects of that world; it acts as a microcosm
of that world. The novel reflects, in particular, the most unpleasant sides of
the Victorian marriage market, and echoes contemporary concerns about the
mental and moral degradation resulting from conventional middle-class
girls’ education. Authors like Dickens and Thackeray, too, expose the
venality and hypocrisy of the marriage market — Dombey and Son and Vanity
Fair are among the most powerful Victorian novels on the subject; they also
criticize, as we have seen, misguided conventional ideas about what middle-
class girls’ education should consist in. The Mayhew brothers’ Whom to
Marry and How to Get Married is, of course, far less known than any of the
works of Dickens or Thackeray. Even so, it has just as much to tell us about
the peculiar institution of the finishing school and, by extension, about the
society that it was sustained by and that it helped to sustain.

REFERENCES

Cobbe 1894: Cobbe, F. P. Life of Frances Power Cobbe, by Herself. Vol. 1.
London: Richard Bentley & Son, 1894.

Dickens 1989: Dickens, C. Sketches by Boz: Illustrative of Every-day Life
and Every-day People. Introduction by T. Holme. Oxford: Oxford
University Press, 1989.

Dickens 2008: Dickens, C. The Old Curiosity Shop. Ed. E. M. Brennan.
Oxford: Oxford University Press, 2008.

Dyhouse 1981: Dyhouse, C. Girls Growing Up in Late Victorian and
Edwardian England. London: Routledge & Kegan Paul, 1981.

Ellis 1839: Ellis, S. S. The Women of England, Their Social Duties, and
Domestic Habits. London and Paris: Fisher, Son, & Co., 1839.

Mayhew brothers 1848: Mayhew, H., Mayhew, A. Whom to Marry and
How to Get Married: Or, The Adventures of a Lady in Search of a
Good Husband. London: David Bogue, 1848.

Purvis 1991: Purvis, J. A History of Women'’s Education in England. Milton
Keynes: Open University Press, 1991.

Thackeray 2015: Thackeray, W. Vanity Fair: A Novel without a Hero. Ed.
H. Small. Oxford: Oxford University Press, 2015.

204



MNOBAVMBCKN YHUBEPCUTET ,MANCU XUNEHOAPCKM* - BBNTAPUA
HAYYHW TPYOOBE, TOM 62, KH. 1, Cb. B, 2024 — ®/NOJOIA,
PAISII HILENDARSKI UNIVERSITY OF PLOVDIV — BULGARIA
RESEARCH PAPERS, VOL. 62, BOOK 1, PART C, 2024 - LANGUAGES AND LITERATURE

DOI 10.69085/ntf2025¢205

“BETTER TO STAY ALIVE”:
DANGEROUS SPACES IN OCTAVIA BUTLER’S KINDRED

Bozhidara Boneva-Kamenova
Paisii Hilendarski University of Plovdiv

bozhidara boneva@uni-plovdiv.bg

Octavia Butler’s Kindred, as an example of the neo-slave narrative genre,
differs significantly from other similar works by incorporating the element of time
travel. Its position between high and low literature resulted in limited critical
attention in the second half of the 20" century. Recently scholarly readings have
increased: the present paper is an attempt to build on their findings by
investigating notable dangerous spaces in the novel and how they encourage or
negate dehumanization as well as by providing some thoughts on gender power
dynamics. The protagonist’s journey south into the past reveals hidden aspects of
human relationships and timeless issues.
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Octavia Butler’s 1976 novel Kindred defies strict and clear
classification if we take into account typical literary conventions and
expectations. As a neo-slave narrative, it predates other famous examples of
the genre like Toni Morrison’s Beloved (1987) and Sherley Anne Williams’s
Dessa Rose (1986) by a decade'. Besides that, Butler’s effort differs
significantly from these other works with its inclusion of sf tropes and plots:
most obviously the utilization of time travel. Even though Beloved reframes
reality by making use of ghosts (in other works Morrison introduces magic,
flying and other supernatural elements in a similar attempt to link the
spiritual and material world), her novel is seen by many to be more firmly

! Butler proves prescient and examines slavery in a way that would ultimately evolve
into a literary genre. In a similar way, she produces Parable of the Sower (1993), a book
that takes a dystopian perspective on ecological changes before many people thought
and wrote about these issues, and foreshadows a long line of books nowadays classified
as eco-dystopias.
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grounded in reality than Butler’s. Most critics have difficulty reconciling a
story that is supposed to mimic reality with time travel. As Butler herself
explains: “The idea of time travel disturbed them. Their attitude seemed to
be that only in the “lower genre” of SF could you get away with such
nonsense, that if you’re going to be “realistic,” then you must be completely
realistic” (McCaffery 1990: 65). In the 1970s sf writing or genre writing for
that matter had still not attained a stable position in the American canon, so
division across notions of high and low was particularly well established and
kept. Kindred, as a book that neither answered the expectations placed upon
traditional contemporary literature, nor continued the writer’s sf interest in
alien worlds and civilizations, did not receive that much critical attention
initially. Some of the early articles and essays dealing with the novel’s
complexity appeared in the middle of the 1980s?, almost five or six years
after its publication.

Over the next decade, following the success of similar treatments of
slavery, diverse readings of the novel emerged, but they still felt
insubstantial. For example, in 2001 Angelyn Mitchell claimed that Kindred
is a “novel which has not yet received a great deal of critical attention”
(Mitchell 2001: 52), signaling the continued inherent bias involved in
reading and analyzing the book. In the last twenty years there has been a
definite increase in scholarly articles, including several published in the
African American Review, one of the most authoritative and reliable journals
grappling with the shifting African American reality and literature.
Regardless of the fact that there have been one or two readings® tackling the
representation of space and place in the novel, none of them have been
exhaustive, because for the most part they have considered space/place in
connection to other leading thematic fields such as time, history or gender,
without relying on geocritical theory to explain phenomena. As a result, the
analysis of space/place appears as an addition to other more important
questions rather than as the primary object of investigation. The present
examination will not be exhaustive either, but it will attempt an alternative
reading of space and place from a geocritical perspective. The analysis of
physical spaces will lead to the discussion of other topics — such as

2 See Govan, S. Y. Homage to Tradition: Octavia Butler Renovates the Historical Novel. /
MELUS, 1986, Ne 13.1/2, pp. 79 — 86, and Salvaggio, R. Octavia Butler and the Black
Science-Fiction Heroine. // Black American Literature Forum, 1984, Ne 18.2, pp. 78 — 81.
3 See Myles, Lynette D. Female Subjectivity in African American Women s Narratives
of Enslavement: Beyond Borders. New York: Palgrave Macmillan, 2009 and Ampadu,
Lena. Racial, Gendered, and Geographical Spaces in Octavia Butler’s Kindred. // CEA
Magazine, 2004, Ne 17, pp. 70 — 78.
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interracial relationships, gender power dynamics, movement/freedom,
danger/safety, violence, belonging — and not vice versa. Ultimately, the
article will raise the question whether it is better to stay alive in a space (and
time) that degrades personhood, by tracing the main character’s (Dana’s)
constant journey from Los Angeles to Maryland and back, and taking a
closer look at the danger and possibility of a home some specific spaces
allow for. Mapping the heroine’s journey, the researcher would be able not
only to better understand her painful transition from place to place, but also
to gain insight into the revealing use of spaces to encourage or negate
dehumanization.

Even just a brief glance at Kindred’s plot makes it clear that this is a
story about relations between the races. Dana, a young African American
woman, who aspires to be a writer, starts traveling back in time to save one
of her white ancestors, Rufus, from various dangers, so he would be able to
survive and establish the necessary relationships that would lead to the main
protagonist’s birth. While their relationship changes from mother-child to
friendship to master-expected concubine, Butler ponders over the
(un)healthy attachments that they form and the conflicting feelings they
harbor. In the present, Dana is involved in another interracial relationship
with her husband Kevin, which runs parallel to Dana’s repeated movement
across time and space. The multiplicity and importance of interracial
relationships have made some critics believe that the trips back to slavery,
with their evocation of violence and oppression, function as a “narrative
ruse” which hides the true purpose of the novel, which is to comment on
interracial relationships in the second half of the 20" century. According to
Guy Foster, the novel shows “deep anxiety” about “interracial sex and
marriage” which “has more to do with the experiences of the text’s modern-
day interracial couple and the difficulties they face as a result of oppositions
to their relationship” than with “the forced sexual relations between enslaved
women and white men” (Foster 2007: 144). It stands to reason that Dana’s
present-day life, including her relationship with Kevin, would be essential
to understanding the character’s motivation, but it would be too extreme to
suggest that it is the core concern of the novel, which further inspires other
questions about slavery. As literal and figurative orphans, Dana and Kevin
grow close through their shared experience of underpaid labor, frequently
compared to enslavement, and their love of literature and writing. To a great
extent, Dana finds a place she belongs to when they start going out, later
move in together and organize their shared space. After their first date she
explains: “Sometime during the early hours of the next morning when we
lay together, tired and content in my bed, I realized that I knew less about
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loneliness than I had thought—-and much less than I would know when he
went away” (Butler 2018: 57). Only when Dana starts sharing her life with
Kevin, does she realize how lonely she previously was. This opens an
interesting avenue of inquiry: does she remain with him because she loves
him or is she perpetuating this relationship because this is the first time she
feels not-alone? What cannot be denied is the fact that there is a romantic
spark between them, but it is unclear whether it would have endured if Dana
had more options.

As a couple, they are immune to the dominant gender power dynamics
of their day. A spatial example seems to be the most revealing of their
expected underlying inequality. When Kevin and Dana attempt to merge
their lives and households in the process, he suggests she get rid of some of
her books so she could fit into his home as a space. “Kevin did suggest once
that I get rid of some of my books so that I’d fit into his place. “You’re out
of your mind!” I told him. “Just some of that book-club stuff that you don’t
read.” (Butler 2018: 116). The books are a metaphor for Dana’s personality
and drive. Kevin seems to feel as if she should mold and reduce herself to
accommodate him and become a fixed part of his male domain* (by
mentioning book-club stuff he denigrates her activities and her dedication to
writing). This is very similar to what Rufus attempts in the past when he
polices Dana’s behavior and actions, but still does not want to let go of her
because he is very attached to her. In both cases Dana does not back down
and comes up with innovative ways to counter attempts to delimit her space
and personhood. In Kevin’s case she turns the question around, asking him
to remove some of his books, and the problem is never raised again. With
Rufus her methods require more resolve: when he forbids her from
communicating with eligible male slaves or going to their assigned places,
and she has just one conversation with Sam James, he sells him to the highest
bidder. In an act of rebellion and agency, Dana slits her wrists so she can go
back to her own timeline. Butler supplies Dana with frequent boundaries to
her position in different spaces as well as to her agency, but the heroine
repeatedly aims at disrupting and overcoming them. At one point, however,
she feels she has become complacent about her current state. She asks
herself: “Was I getting so used to being submissive?” (Butler 2018: 245),

* The other oft-mentioned scene where Kevin tries to draw a line of power between
himself and Dana is the one involving his asking her to type a manuscript for him. When
she refuses this perceived subordination, he almost ends their relationship, surprised at
her strong reaction. Later, he will tell Rufus the story of Dana’s refusal, only for Rufus
to try to use her for the same activity. In the past she is unable to refuse, which is
indicative of the stricter limitation to existence during the time of slavery.
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which indicates her incessant struggle to preserve a sense of strong identity.
Her experiences in the past inform her opinion of her relationship in the
present and at times make her unable to communicate with Kevin. For
example, when she wants to explain how she feels about Rufus and his
slaves, the only thing that Kevin cares about is whether she had a sexual
relationship with Rufus. He says, “I had to know” (Butler 2018: 275) as if
nothing else matters for the continuation of their marriage. Moving from
dangerous places to places of miscommunication, Dana has a hard time
preserving her self and body.

Kevin travels back in time with Dana only once, but he spends a
prolonged period of time there — about five years. He is able to lead a more
secure existence, which is still not completely safe; he does end up with a
big scar across his face. What distinguishes his time in the past from Dana’s
is his ability to move through different places without incrimination or
punishment. While Dana is firmly attached to the Weylin plantation, Kevin
has the opportunity to explore a broader variety of states plagued by the
institution of slavery. Gillian Rose claims that restrictions on women’s lives
become clearer when one looks at “differences [between women and men]
in mobility, in movement through time-space, and in the constraints which
caused this differential geography” (Rose 1993: 25-26). In Dana’s case her
nability to move through spaces in the past is indicative of her limitations;
her gender and race presuppose the cartography available to her. When she
tries to escape, she gets caught almost immediately, having been betrayed by
another slave. An earlier symbolic gesture foreshadows that her attempts
will be unsuccessful: Rufus makes her burn the map of the area she has
brought with her. Burning the map, she tells him: “I can manage without it,
you know,” to which he replies, “No need for you to” [...] “You’ll be all right
here. You’re home” (Butler 2018: 156). He convinces her to discard her
ticket to freedom by attempting to instill a false sense of belonging to a home
that so far has only wounded her body and psyche. Home as a concept then
is utilized to restrict the available spaces of existence for women in the 19"
century and not to provide momentary relief from trouble and struggle. Even
though Butler sets the action in Maryland, so there would be a theoretical
possibility of escaping north, she does not allow her female characters such
obtainable and hard-earned freedom dissimilarly to Morrison’s freeing of
Sethe in Beloved or to the usual path of protagonists in classical slave
narratives such as Linda Brent/Harriet Jacobs in Incidents in the Life of a
Slave Girl (1881).

Maryland is an interesting choice of state for a book that portrays
slavery in the 19" century, because it is not the first place general audiences
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think of when they consider the horrors of slavery. Despite the fact that it
falls under the Mason-Dixon line and is the birthplace of Harriet Tubman
and Frederick Douglass, it is not part of the emblematic region of the deep
South. Angelyn Mitchell believes that this choice was not arbitrary and that
Butler’s purpose was to remind “her readers of how widespread slavery was
and that slavery was not confined to the deep South” (Mitchell 2001: 53). In
other words, Butler avoids preconceptions about history and place by
selecting a state known for supporting slavery, but not predominantly
remembered for it. This blurring of lines is similar to the one critics and
readers experience when attempting to classify her book and fit it into neat
literary categories. The past environment she paints is one of complex
understanding of ownership, danger at every corner and extreme physical
and psychological exploitation. None of her characters feel content — from
the slaves who work at the Weylin plantation to the masters themselves.
When analyzing Toni Morrison’s Beloved (1987), William Cunningham
suggests that “Morrison’s invocation of the transatlantic slave trade frames
the story of Beloved within the context of spatialized violence — a complex
industrial and capitalistic endeavor that specifically targeted black identity”
(Cunningham 2021: 273). The concept of spatialized violence, which
emphasizes the spatial dynamics of violence and shows how types of
racialization are created within physical space, might be applied to Butler’s
description of Maryland as well. For example, Mr. Weylin sells Sarah’s (the
cook and housekeeper’s) children to pay for his wife’s redecoration of the
master’s house, and Rufus does not stop the sale of some of his slaves due
to financial troubles. To keep the system of spatialized violence running,
masters and patrollers are ready to use whatever means possible (an escapee
has his ears cut off, while his companion is given to the dogs to eat) to
convince slaves that their condition cannot be changed, so they have to
accept it. When Dana first travels to Maryland, the moment she hears what
year it is, she starts thinking: “What was I going to do? Why hadn’t I gone
home? This could turn out to be such a deadly place for me if I had to stay
in it much longer” (Butler 2018: 22). Dana is keenly aware of the danger
lurking around her, though this first impression is only based on knowledge
of history. When she sees and experiences violence firsthand her perspective
does not change significantly, but her fear grows heavier with every return
to Maryland. Danger becomes a leading motif throughout the novel as it
serves not only as a force moving Dana from present to past and back but
also as a presence always in the immediate vicinity.

Dana becomes a witness and victim to violence when she attempts to
find the house of her female ancestors, who happen to be free blacks. What

210



“BETTER TO STAY ALIVE”: DANGEROUS SPACES IN OCTAVIA BUTLER 'S KINDRED

she thought was a place of refuge quickly reveals itself to be one more space
dominated by dangerous outside forces. Alice’s father, who is an enslaved
man, decides to spend the night with her mother at her cottage of freedom
without his master’s permission. Patrollers soon catch up with him. The
scene that follows would not surprise modern readers but it was certainly a
novelty for audiences in the 1970s, who had not read such an explicit
depiction of dehumanization and abuse’. As Dana explains: “I could literally
smell his sweat, hear every ragged breath, every cry, every cut of the whip.
I could see his body jerking, convulsing, straining against the rope as his
screaming went on and on” (Butler 2018: 33). Portraying the experience as
one that invades a number of Dana’s senses (smell, hearing, sight), the author
delves deep not only into the emotions of the person who has to go through
the punishment, but also of the one who witnesses it on the sidelines. For the
first time, Dana truly realizes the danger that looms over her. Worse than
that, she internalizes her fear, making it a fixed part of her identity. While
discussing Dana’s future, Octavia Butler was asked about her decision to
leave the main heroine without an arm at the end of the story and she said:
“She could not have come through this experience without having scars.
This scar is physical but there are many other kinds™ (qtd. in Ampadu 2004:
70). The other kinds she hints at most probably include behavioral
transformations like the ones caused by being overcome by crippling fear.
Dana is not able to inhabit her environment and relationships in the same
way she did before returning to the 19" century. When all is over, she
continues to peer back into the past. At the library, in search of records
detailing events after her final journey, she says: “Why did I even want to
come here. You’d think I would have had enough of the past” (Butler 2018:
295). The heroine is unable to let go not only of her physical wounds, but
also of her psychological ones. To return to her initial attempt at finding
refuge at Alice’s house: when the father is captured and the situation is
supposed to de-escalate, things go awry as one of the patrollers decides to
stay behind and take advantage of the available female bodies. Dana quickly
learns that free slaves’ quarters are no safer than plantation spaces — a black
person may not be beaten frequently, but they are still under (lawfully or not)
sanctioned threat.

Further dangers await Dana at the Weylin house, where she eventually
has to spend a prolonged period of time, helping Rufus recover from his

> Slave narratives of the 19" century mostly kept a semblance of decorum, including
sanitization of scenes of violence, because their authors wanted to attract white readers
to the abolitionist cause.
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latest near-death experience. Spaces like the fields and the cabin where
slaves receive their punishment are immediately associated with severe
threat and dehumanization. Initially, Dana only hears of (or is called upon to
witness) what takes place there: complete bodily exhaustion, exploitation
and abuse. These experiences serve their purpose of further increasing her
anxiety and fear. In her words: “The whipping served its purpose as far as |
was concerned. It scared me, made me wonder how long it would be before
I made a mistake that would give someone reason to whip me” (Butler 2018:
97). In time, she is made to endure them herself and she nearly dies. Even
though such spaces have a dominant role in the scholarly research of the
reality of the period, they present no ambiguity as to their intended use and
the danger they present. Other locations, which are originally presented as
safe from outside forces, but later appear to be subjected to the same forces
that define established treacherous spaces, are more telling of the danger
permeating the environment. The cookhouse is probably the best example of
such a location. When Dana first steps into it, she is shocked to learn that
slaves do not mince their words there, as they feel that it is not under their
masters’ control. Dana would even say it out loud at some point: “For as
long as I had been on the plantation, it had not happened—no white had come
into the cookhouse” (Butler 2018: 113). Sarah, frequently calls Mrs. Weylin
“a bitch”, while the others openly discuss freedom and literacy.

Sarah seems to be the main driving force of the space. She not only
nurtures her white masters by supplying them with a clean house and well-
prepared food, but she transforms the kitchen into a space where slaves can
find guidance, understanding and safety. With her coming there, Dana is
quickly taught to cook, to clean and in a more general sense to take care of
a household. According to Doreen Massey, “social relations always have a
spatial form and spatial content. They exist, necessarily, both in space (i.e.,
in a locational relation to other social phenomena) and across space [...] the
singularity of any individual place is formed in part out of the specificity of
the interactions which occur at that location” (Massey 1994: 168). In other
words, the social relations that transpire in any given place presuppose its
use, boundaries and functionality. Sarah as a mother figure (one who has lost
her children, but has continued to serve as an othermother to many of the
other slaves) has repurposed the cookhouse into a place of nurturance, which
allows for freer social interactions among the enslaved. At some point Dana
mentions that she has taken “cookhouse advice” — a type of advice that can
only spring in that specific location, which is free of the masters’ control.
However, by the end of the novel, the cookhouse is no longer as safe as
previously expected. When Dana decides to teach Nigel to read and write
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there ®, the lessons proceed smoothly until one day when Mr. Weylin
unexpectedly enters the kitchen. The heroine’s first thought is: “It wasn’t
supposed to happen” (Butler 2018: 113), but it does happen. A vicious
beating follows, which leaves Dana incapacitated and proves that all places
on a plantation are dangerous. The description of the scene is harsh and
vivid. “I thought I would die on the ground there with a mouth full of dirt
and blood and a white man cursing and lecturing as he beat me. By then, |
almost wanted to die. Anything to stop the pain” (Butler 2018: 114). The real
experience of abuse proves that the crippling fear she felt on the sidelines
was not groundless. In the end, there is no place where escape and freedom
in any real sense would seem attainable or existent.

So the question remains: Is it better to stay alive in such a dangerous
place? Are characters able to find a home regardless of exploitation,
violence, and exhaustion? Bell hooks famously said:

At times, home is nowhere. At times, one knows only extreme
estrangement and alienation. Then home is no longer just one place. It is
locations. Home is that place which enables and promotes varied and
everchanging perspectives, a place where one discovers new ways of seeing

reality, frontiers of difference.
(hooks 1990: 148)

Hooks believes that home is a location where the individual is able to change
their outlook on the world and think in a different way. She explains how
she made the transition from a small-time southern lifestyle to university and
racially desegregated places. If hooks progresses with her spatial movement,
then Dana regresses when she returns to a slave past, but that does not mean
that she does not entertain the illusion of home. In time, it does become clear
that home is nowhere for Dana, even though she gains a fresh perspective in
the new place. She does not fit so effortlessly in the 1970s anymore, while
the 1810s continue to give her reasons to run away. Comparing past and
present, she explains:

[I had to] remind myself that I was in an alien, dangerous place. I
could recall being surprised that I would come to think of such a place [the

® On the topic of literacy, reading, and writing, the library is also an interesting place for
exploration in further research. Dana’s experience of it oscillates between permission
and prohibition. For more on writing, see Rushdy, A. H. A. Families of Orphans:
Relation and Disrelation in Octavia Butler's Kindred. // College English, 1993, No 55.2,
pp. 135 —-157.
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Weylin plantation] as home. That was more than two months ago when I
went to get help for Rufus. I had been home to 1976, to this house, and it
hadn’t felt that homelike. It didn’t now.

(Butler 2018: 211)

Even though she feels unhappy in the past, her prolonged periods there
affect her and she does find something to tether her to the Weylin house. It
1s not complacency keeping her there, but the relationships she forms with
her struggling people; in the 1970s she cannot escape from her orphanhood
and lack of meaningful community. Her bond with Alice becomes especially
strong as they are frequently compared physically and psychologically. In a
conversation with Dana, Sarah tells her:

[...] You and her was like sisters.”

I didn’t need the reminder. I got up, feeling that I had to move around,
distract myself, or I would cry again.

“You sure fought like sisters,” said Sarah. “Always fussin’ at each
other, stompin’ away from each other, comin’ back. Right after you left, she
knocked the devil out of a field hand who was runnin’ you down.”

(Butler 2018: 279)

This information is not new to Dana: she has already considered Alice as a
sister-like figure. Throughout the story they fight and protect each other in
equal measure, to unite against struggle and oppression. One of the reasons
she is eager to return to Maryland as a place resembling a home is to help
Alice cope with her imposed sexual relationship.

Dana’s last arrival makes her too late. Rufus lies about selling his and
Alice’s children. Unable to face the pain, the heroine takes her own life.
Connections between parents and children seem to be even more poignant
when evaluating the possibility of finding a place of belonging. Children
become anchors that fix characters and especially mothers into one place
even though the children themselves do not receive description or detailed
characterization. This is the case with Sarah, Carrie and Alice, the three main
enslaved heroines. Weylin sells Sarah’s children, but leaves one at the
plantation to ensure her mother would not leave her. Carrie is encouraged to
have a relationship and children with Nigel, so he would not attempt to run
away again. Alice tells Dana directly: “I’m tellin’ you, he uses those children
just the way you use a bit on a horse. I’'m tired of havin’ a bit in my mouth”
(Butler 2018: 263). Alice does not want to be a restricted animal anymore
that is threatened with the disappearance of her children’s prospects. She
instead decides to escape with them in tow, rather than stay and protect them
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on the plantation as Sarah and Carrie have done. Her plan will eventually
fail and lead to her death. According to Linh U. Hua, Alice “finds only mixed
pleasure in her children when she remembers their status as slaves” (Hua
2011: 398), but this does not sound completely reasonable. Would her
feelings be mixed if she is ready to run away with them while they are still
slaves? At any point, they might be captured and brought back to an even
harsher environment. Early on Dana has no doubts about Alice’s feelings for
her offspring when the latter tells her how the doctor killed her babies instead
of healing them; only one survives: Joe. “I met Alice’s thin pale little boy
and saw with relief that in spite of the way she talked, she obviously loved
the child” (Butler 2018: 233). Alice’s later incessant desire to escape and her
suicide only intensify the impression that she is ready to go to immeasurable
lengths for her children. Without them, she feels that there is no possibility
for a home, in either a safe or a dangerous environment.

Kindred raises a lot of interesting questions regarding the experiences
of different times and spaces. The article’s focus on Dana’s time traveling,
influenced by impending danger, reveals not only the explicit brutality
usually associated with plantations and masters, but also the constant fear
and threat instilled in all available places (even the ones considered safe like
the cookhouse or free blacks’ houses). At one point or another, all enslaved
characters have asked themselves whether it is better to stay alive in such
circumstances — some survive, others are not so lucky. A particular emphasis
is put upon children as a variable when slaves take such decisions. Further,
slaves have entertained the idea of home, which sounds impossible, yet
tangible due to strong human bonds. In fact, social interactions and
relationships (be it husband-wife, master-slave, parent-child) drive the plot
and the characters’ (non)-existent movements, though it is clear that Butler
would not allow her struggling characters to escape. Dana is the exception
but she is left with physical and psychological wounds to remind her of the
past. Fifty years later, the novel feels as prescient and contemporary as when
it was originally published.
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To3u TeKCT € 9acT OT MO-TOJISIMO M3CJe/IBaHe BPXY TEXHHUKATa Ha pas-
Ka3BaHe Ha Momnacad. Toil BbBEXIa aHATMTUYHATA MIEPCIICKTUBA KbM CIICIIHU-
¢buYHOTO PYHKIIMOHMpPAHE HA MUMETHYHATA PErpe3eHTaIMs BbB (haHTacTUY-
HUTE My pa3ka3u U HOBENU. PeaHusT aHanu3 Ha OTACIHU 3arjaBusi, KaTo
Ilucmo om eoun nyo, Opna ot 1886 1. u Opna ot 1887 r., Beue € nmpeacTaBsH
Ha JAPyru HaydyHu GOpyMH M IMyOJIMKYBaH' ¢ LEN Ja CE MPOCIENH IIBTAT KbM
U3rPaXKIAHETO HAa 0COOEHO BaKeH 00pa3 — TO3M Ha HEBUAMMOTO. TyK 1I1e ce
onuTaMe Jia HaIllpaBUM COMTO MPEACTaBSIHE HA UaesdTa 3a (PaHTaCTUIHOTO HA

! Bk B Asmomexcmyannomo noemopenue npu Monacan (Anexcannposa-Konesa 2024:
390 —400). ITox meyar B ,,Studia philologica“ Ha BTY € u npoabnKeHHETO Ha TO3U aHATTU3
Obpazvm Ha He3pumomo 6v8 (hanmacmuunus paskas ,,Opna“ 2 na Monacan.
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MoracaH, KakTO ¥ Ha OCHOBHHM T€OPETUYHH MOCTAHOBKH, KOUTO U3IOJI3BAME
P UHTEPIIPETALIMATA HA KOHKPETHUTE XYA0KECTBEHH TEKCTOBE.

JloOpe e na 3anouHeM ¢ (akTa, ye BieUdeHUe KbM (PaHTACTUYHOTO B Oe-
JgeTpucThkaTta Ha Mormacan ce Ha0Jto1aBa oIle OT MJIAICKKUTE My TOAMHU, U
MOJKEM J1a TIPOCIICM HETOBH TIEPUOINIHH TIPOSBIICHHS B I[SIOTO MY TBOP-
4EeCTBO, OCHOBHO B KPAaTKUTE YKAaHPOBE — pa3Ka3H, CTATUH U HOBEJIH, HO MOKEM
Jla BUJIMM HETOBW YAaCTHUYHU TPOSIBIICHHS U B poMaHuTe. M3cnenBanusara Ha
(baHTaCTUYHUTE MY TBOPOU Ca MOCOYMIIM B HOJPOOHOCTH BH3MOXKHUTE BIIHSI-
HUS’, JONPHHECIH 3a MHTEPeca Ha MoImacan KbM TO3H JKaHp, HO HUE ILE J0-
IIyCHEM, Y€ OTBB]I T€3U JOOpE TOKYMEHTUPAHU U apTyMEHTUPAHH Te3H, C KO-
UTO CME ChITIaCHH, € Bb3MOXHO TPAaWHUST My MHTEpEeC KbM (PaHTACTUIHOTO
Jla € CBbP3aH C Bb3MOKHOCTUTE HA MUMETUYHATA TEXHUKA J1a N300pa3u Chlll-
HOCT, KOSITO HsIMa MaTEpHUATHO TPOSBIICHHUE B JCHCTBUTEITHOCTTA.

Cnopen cratusita @anmacmuurnomo Ha MonacaH CbC CBPBXECTECT-
BEHOTO € ITOYTH CBBPLIEHO, CJIEJ] KaTO IOBEYE OT JBAJIECET TOJMHU Ha MOJIa
ca OWJM CIUPUTHUYHHM CEAHCH W Pa3IMYHU IIapjaTaHUH, CKCIIOATHPAIIN
HOIITA U CTPaxa OT CBPBXECTECTBEHOTO U MUCTEpUO3HOTO . Toli 0THaBA YO-
BEIIIKOTO MPUTECHEHNE OT HEOOSICHUMOTO Ha HECHBHPIICHUTE HU 3HAHUS U
CMsITa, Ye ciej ABaJeceT roJUHM C (paHTacTHUYHATA JIUTEepaTypa Ie Obae
CBBPIIICHO TI0 ITPOCTaTa MPUIHNHA, Y€ ,,0TXBBPINXME TAMHCTBEHOTO, 3al0TO
3a HAC Bede TO € MPOCTO HemscnenaBaHoTo“ (Momacan 1883: 1). ABTOpBT
OMpeIeNIeHO T00pe nmo3HaBa (PaHTACTUYHUTE MMOXBATH U MUCATEIUTE, KOUTO
CH CITy’>KaT C TSAX, KAaTO OCTPOYMHO OTOECIISI3Ba, Y€ KPUTHYHUST YUTATEN BEUe
TPYJIHO MOe€ Jia ObJIe AMPEKTHO MOTOTICH B HEBB3MOXKHOTO 1 3aTOBA CE Ha-
jara ja 0baaT ThPCEHU APYTH METO/IH, ,,J1a C€ OOMKaJIA OKOJIO CBPbXECTEC-
TBEHOTO (IIAK TaM); J1a C€ ThPCAT Y KacsABallU CIIOCOOM Ha ph0a Ha peaj-
HOTO, KOUTO Jia Ch3/1aBaT yCEIIAaHETO 3a KOIIMap y YUTATENs, IPU KOETO TOU

2 OCHOBHMTE MMEHA, TOBJIUSJIN 110 OTHOIIEHHE HA CBPBXECTECTBEHOTO, ILIAIIEIIOTO,
JIBOMHUYECTBOTO, ca aBTopu kato Exrap AnpH Ilo, E. T. A. Xodman, Typrenes. Bux
no-noApo6Ho mpu bankap 1976, Mropa 2003, ®ouu 1994. Tlo oTHomIeHWE Ha
BIMSIHMETO Ha OosiecTTa M OnorpadusTa BepXy (haHTACTUYHHUTE TBOPOM MO Temara 3a
JTyA0CTTa, TBOMHUYECTBOTO, CMBPTTa BWXK MO-T0APoOHO mpu buensento 1991, 1993,
1996, 2000, 2002 — 2003; bapon 1994; basp 1994.

3 HeroBoT0 MHEHME CHBIIAJa C TOBA HA CEPHUO3HMS H3CIENOBATEN Ha (paHTACTMYHATA
mureparypa LlBetan TonopoB, Makap NpUYMHUTE, KOWUTO JBaMaTa MW3THKBAT, Ja ca
paznuyHu. ToIopOB TBBP/IH, Y€ ,,e/IMH BEK MO-KBCHO B pa3ka3uTe Ha MoracaH oTKprUBaMme
MOCIIEAHUTE €CTETUYECKH U3IbpKaHu 00pasiu Ha xkaupa“ (Tomgopos 2009: 142).

4 Bcuuku 1peBoau Ha OBATapCKU €3UK OT HENPEBEKIaHH (PPEHCKH TEKCTOBE €A MOM —
C. A.-K. IIpu uutupaneTo uMm B Oesekka MocTaBsM OPUTHHAIIHUSA Tacax: « Nous avons
rejeté le mystérieux qui n’est plus pour nous que 1’inexploré ».

3 « ... aroder autour du surnaturel ... ».
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Ce JJaBU B HETIO3HATOTO M BCEKH OITUT JIa CE€ OTIPE Ha pPEaTHOCTTa, TO 00BPKBa
otte noseue. [lonoben nmoaxonq Monacan npuBmxaa B TBOpUECTBOTO Ha E.
A.TlonnaE. T. A. Xodman, konto 6a3upart paHTAaCTUIHOTO HA €CTECTBEHU
(dakTH, ChIBPKAIIN HEIIO HEOOACHUMO U pa3ThpcBailo. Karo roiasm maiic-
TOp Ha (PaHTACTUYHOTO B CTATHUATA € MOCOYEeH U TypreHeB, OT YUUTO pa3-
Ka3u MOOUBAT TPBIIKU, HO CBPBXECTECTBEHOTO B TSAX € TOJIKOBA HESCHO U
OOBHTO OT APYTH HElla, Y€ YUTATENAT C€ UyAH J1ajy U300110 IO MMa B TEK-
cta. B moaxona Ha pyckus aBTop KbM (aHTaCTUYHOTO MoracaH € mpuBIie-
YEeH OT pa3Ka3 3a YCETEHOTO MPHU JOCEra ¢ UPEATHOTO, OT HEU3PA3ZHUMOTO
NPUTECHEHUE U TPOHMU3BAIIMSA [TOBEH HA yIiaxa OT HEOOSICHUMOTO.

BbB @anmacmuunomo MonacaH 1paBu U KpaTbhbK aHAJIW3 HA HETOB
COOpHUK C pa3Kasu, KaTo U3ThKBa CIOCOOHOCTTA Ha PYCKUSI KJIACUK J1a Ch3-
Ja7e UCTOPUS OT HUIIOTO, OT Ha MPBB MOTJIe]] OOMKHOBEHU U O€3MHTEPECHU
CbOUTHSI, KOUTO J1a IPEAU3BUKAT YCELIAHETO 3a YyJAHATa TAWHCTBEHOCT Ha
Me4TaTa OTBBJ MaTEPUATHOCTTA Ha CBETA; 1a ObJie €THOBPEMEHHO TBJIOOK
U siCeH, pa30oupaeM u ciokeH. MormacaH nu3pas3siBa U Bb3XHIIEHUETO CH OT
au4HocTTa HA TypreHeB U HEeBEposTHaTa My CIIOCOOHOCT J1a pa3ka3Ba UCTO-
puH: ,,i HAM-OOMKHOBEHUTE CHOUTHS NMPpUA00MBaxa TAWHCTBEH XapakTep B
HErOBHS YM M JOKATO M3JIM3aXa pe3 ycrara My® (mak tam).

B T031 TeKCT criopen MHOTO u3cieioBaresin MonacaH He € Ha Teope-
TUYHATa BUCOTA, KOATO OMXME€ MOIJIM J1a OYakKBame, 3all0TO Ha MpPAKTUKa
BTOpaTa 4acT OT HAIIMCAHOTO IMPEJACTABIISIBA IPEpa3Ka3 Ha CIIOMEHU U BIIe-
YaTJICHUSI OT BPEMETO, IIpeKapaHo ¢ TypreHes, NOYMHAI CKOPO MPEeAr Ha-
NIMCBAaHETO Ha craruATa. [Ipum Bce TOBa ce ouepraBa SICHO MHEHHETO HA
Momnacan OTHOCHO Ba)XHOTO B MOJXOJa MPHU MUCAHETO Ha (DaHTACTUYHU
IPOU3BEICHUS, @ UMEHHO, Y€ HE TOJKOBA €(h)eKTHUTE 00paTH, CHITHUTE JYMHU
U yKachT ca OT 3HAYEHHUE, KOJKOTO YABPKAHETO HA UCTOPUSITA B TPAHUY-
HaTa 30Ha MEXAY PEATHOTO M HEPEAJTHOTO, BHYLIABAHETO HA YCEIIAHE 3a
TalHCTBEHOCT ¥ HEOOSICHMMOCT . BCBIHOCT BIpBaMe, Y€ U 110 JIMHUATA Ha
danTacTHyHOTO Mormacan ce € TMPUAbPXKal KbM MPAKTUYECKUS METO],
KOWTO CKUIIMpA B CTATHUATA CU M B IPEATOBOpa KbM pomaHna [luep u Kan.

Cnopen moBe4YeTo M3CIEA0BATENM HAa (PAHTACTUYHOTO B IMpoO3aTa Ha
Momnacan To € moBe4e u3pa3 Ha COOCTBEHUTE MYy TPEBOTH U JIUYHU IIPUTEC-
HEHHUS, OTKOJIKOTO IJIOJI HAa BHOOPAKEHUETO MY, WM KAaKTO C€ M3pa3siBa

6 « Des faits trés simples prenaient parfois dans son esprit et en passant par ses lévres un
caractere mystérieux. »

7 OTHOBO HAOJIOZIaBaMe CBHBNAJEHHE MEXKIY TEOPETUYHUTE Haen Ha Tomopos,
U3JI0)KEHU BBB Bwgedenue 6v68 awmacmuynama aumepamypd, ¥ MHEHHETO Ha
MomnacaHn OT HuTUpaHaTa CTaTHs.
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Mapu-Kinep bankap: ,,Momnacan nma 10cTa MaTe€pUaIuCTUUYECKO U PEAYK-
[MOHUCTKO OMPENIEIICHUE 32 CBPbXECTECTBEHOTO. KakTo cam Ka3Ba, TO €
,,OHOBa, KoeTo ocraa ckputo or Hac*® (bankap 1976: 47). Yacr ot paska-
3UTE ¥ HOBENUTE Ha MomacaH ca onpeeneHy Kato GaHTaCTUYHK, HO KAKTO
nogueptraBa AH-Mapu bapon B La description clinique et [’analyse des
états-limites chez Maupassant (Knunuunomo onucauue u anaiuzvm Ha 2pa-
Huunume cvcmosinus npu Monacan): ,,aHTaCTUYHOTO, KAKTO I0 pa3dupa
OIlI€ OT IBPBUTE CU MPOU3BECHUS, HE MOXKE 0€3 PAllUOHAIHOTO OOSICHEHNUE
OT CTpaHa Ha ncuxonaronorusita. GaHTaCTUUHUTE MY pa3Ka3u J0 €IUH CBU-
JIETEJICTBAT 3a OIHT 3a PAllMOHATHO OOSICHEHNE HA UPAIIMOHATTHOTO, TIPEMU-
HaBaILO MPe3 KJIMHUYHOTO ONMCaHue U aHaau3a Ha cumnromure ‘!’ (bapon
1994: 765). CnenoBaTtenHo u npu ¢GaHTACTUYHU TBOPOU ce HaOII01aBa TeX-
HUKa, KOSATO YEPIH OT PEATUCTUYHOTO U300paKEeHHE, a U caMmaTa U3Cie0-
BaTeJIKa MOYepTaBa, Y€ JOPU B HATYPAIMCTUUYHUTE MY MPOU3BEIACHUS CE
Ha0JII0jaBa MOMEHT Ha KoJIeOaHUE MEX/1y HEBPO3a U [ICUX03a, KAKTO U OIIUT
3a aHaJlM3 Ha MPUYUHUTE, KOUTO Ca Sl MOPOJAWIIM, B CHHXPOH C YUYEHUETO Ha
n-p lapko. Mosxkem na nomycHeM, e (PEHCKUAT MPO3auK C€ BBIHYBa OT
camarta ujes 3a HOPMaJIHOCT ¥ Y€CTO HU PHCYBa HA MPHB MOTJIe]] HOpMaITHU
MEPCOHAXKU, B KOUTO CaMO HUIIOKHA JAPeOOoJIMs CUTHAIM3UpPA 332 HIKAKBU
OBbJICIIN OTKJIOHEHHUS — BCHITHOCT OpyTaIHU HApPYIIECHUS Ha KPEXKOTO paB-
HoBecue. Creql aHalU3 HAa TPAHUYHUTE CHCTOSIHUS MEXIY pasyma U Jy-
JIOCTTa B HOBesMTE bapoH 3akitouaBa, 4e HAMa ChILECTBEHA PA3JIUKa MEXKY
HATYypaJIUCTUYHUTE U (PaHTACTUYHUTE pa3ka3u Ha MoracaH npu ONUCcaHu-
€TO Ha MEPCOHAXKUTE U TEXHUTE JEHCTBUS, KOETO 3a HAC € OT 0COOEHO 3Ha-
YeHUEe, 3aII0TO IIe aHAIM3UpPaMe MUMETUYHATA TEXHUKA B euH (DaHTaCTH-
YEH MPUMED.

8 « Maupassant a du surnaturel une définition par elle-méme matérialiste et réductrice.
Il est, dit-il « ce qui nous demeure voilé ».

 KaTo oTmpaBHa TOYKa 3a ONPENEISHETO HA CHMCHK C (D)AHTACTHMYHMTE Pa3Ka3H Ha
Momnacan e npueto uznanueto: Maupassant, Contes fantastiques complets. Marabout —
Gérard, coll. Bibliothéque Marabout — Fantastique No 464, 1973 r., koeTo BKIIFOYBa
TPHUIIECET U YETHPU KOHCEHCYCHO TIpUETH 3a (aHTACTUYHM 3arjaBusi. KM Tsx ca
no0aBeHH Ole TpU pa3kas3a, 0003HAYEHH B HACTOSIIMS TEKCT ChC 3BE3AMYKA CIeN
3arylaBUeTo Ha OBJITAPCKH €3WK, KOUTO KPUTHUKATA € JOMBJIHMAIA KbM ITbPBOHAYATHUS
CTIHCHK MIPE3 TOIMHUTE C M3BECTHH YTOBOPKH, HO KOMTO MPHU TPAKTOBKATa HA TeMara 3a
JyJOCTTAa MOTaT Ja Ce BB3MPHEMaT KaTo TPaHUYHU MEXIy (AHTaCTUYHOTO W
PEaTMCTHYHOTO.

10« Le fantastique, tel qu’il le congoit dés ses premiers écrits ne saurait en effet se passer
d’une justification rationaliste par la psychopathologie. Ses contes fantastiques
témoignent donc tous d’une tentative d’explication rationnelle de I’irrationnel, qui passe
par la description clinique et I’analyse des symptomes. »
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[lenTa HU B MEepCIEKTUBA € J]a TOKa)KeM Kak 0e3MOorpenrHo PyHKIno-
HUpa PENpe3eHTAaTUBHUAT METOJl Ha MonacaH B €IuH NMPUBUIHO Pa3IMUCH
KaHp Kato (paHTacTUKaTa M HEIIO MOBeYe — KAK MMEHHO METOABT MpHJiaBa
Ha (aHTACTUYHUTE My TBOPOM paHT Ha IIE€IbOBpH, KaTo OazupamMe HabIIt0-
JICHUSITa CH Ha aBTOTEKCTYaJTHO MOBTOPEHWE B TPHU OTIENHM paskaza. llle
U3I0JI3BaMe TCOPETUYHUTE OCHOBAHMSI U OCOOEHOCTUTE Ha (haHTACTHUHUSA
xaHp, popmynupanu ot L{Beran TonopoB BbB Bwveedenue 6v6 hanmacmuuy-
Hama aumepamypa, 3a Ja TOKaXeM H3KyCHaTa TeXHUYecka paboTa Ha
Momnacan. Ako Tpsi6Ba 1a 0000IIMM XapaKTEePUCTUKUTE HA (DAHTACTUYHOTO
cniopent TomopoB, TO € pa3noyioKeHO Ha TPaHUIIaTa MEXIY BBIMIEOHOTO U
CTPaHHOTO; TIPEIoJiara 3aAbKUTEITHO KoJieOaHHe Ha UMIUTUIIUTHUS YATA-
TEJ ¥ €BEHTYAJHO Ha TepOsl PU UHTEPIPETUPAHETO HA (HAKTUTE; TIPH KOJIe-
OAHUETO YUTATENAT TPAOBA 1A U3KIKOUYM [OETUYEH U aJIerOpHyeH MpOYuT'
Ha ChAbPKAHMETO; (PAHTACTUYHOTO BUHArM MMILTMLUpa QukiusaTa'?. Tomo-
POB OIpeIEeNsi © OCHOBHUTE €IEMEHTH, U3TpaxKaaliy (paHTaCTUIHOTO: PETO-
pudHU PUTYpH, KOUTO MPEAXOKIAT MOsABaTa HA (PAHTACTUIHOTO KATO YacT
OT U3Ka3a (CpaBHEHUS, UMOMATUYHU U3PA3U U JIp.); HAIMYUE HA CBPbXEC-
TECTBEHO, KOETO 3arl04YBa B MUTa, KOTATo ,,c€ MPUILTH3BAME OT TyMUTE KbM
HelaTa, KOUTO Te3M JIyMHU ca Iipu3BaHu Ja o3HaudaBat* (Tomopos 2009: 99),
WM CM€E Ha MPaHMLATa MEXK/LY PEAHO U HEPEATHO'’; HAIMUKE HA PENPE3EH-
THPaH IOBECTBOBATEN (IIOBECTBOBATEN repoii)'* Ha paBHUILETO HA U3Ka3Ba-
HETO, KOUTO Ja yJIeCHU UACHTHU(PHUKAIMATA HA YUTATEINS C TePCOHaXKa MO
dbopmarta Ha ,,BBTPEITHOTEKCTOB MEXaHMU3bM, CTPYKTypHO BrricBaHe ™ (To-

I ..TEKCTBT TpsA0BA Ja 3abIDKABAa YMTATENA 1a PA3IJIEKNA CBETA HA MEPCOHAKMTE

KaTo CBST Ha *KUBHU XOpa U J1a ce Koyuebae MEXy €CTECTBEHOTO U CBPbXECTECTBEHOTO
oOsicHeHue Ha onucanute crouTus. [loce ToBa Koebanue Moxke aa ObJIe YCETEHO Uy
HSIKOW IIEPCOHAX — TaKa poJIATa Ha YUTATEI B U3BECTEH CMUCHII CE MOBEPSIBA HA 1aJIcH
repoil ¥ ChIIEBPEMEHHO KOJIEOAHUETO € PErpe3eHTUPAHO, TO CTaBa €1Ha OT TEMUTE Ha
TBOpOAarta. [...] Y Hakpas, BaAXKHOTO € YMTATENAT J1a UMa OIpPEACIIEHO OTHOIIEHUE KbM
TEKCTa: J1a OTXBBPJSA KaKTO ,,aJeropuyHaTa’, Taka M ,,JIOeTUYHATa" MHTEpIpeTanus
(Tomopos 2009: 31 — 32).

12 He Bcsika QMKIMS ¥ HE BCAKO OYKBAJIHO 3HAYEHHE Ca CBHP3aHM C (paHTACTHYHOTO,
HO BCEKHM HErOB BHUJ € CBbp3aH ¢ (QUKUMATA U ¢ OyKBaJIHUSA CMUCHI (mMak Tam: 68).
Cnopen TonopoB nmoHe 10 Ha4auoToO Ha XX B. PEMPE3CHTATUBHOCTTA € OMpEIeTsIa 3a
€/IHa YacT OT JIuTepaTypaTa, KoAaTo ce 0003HauaBa ¢ TepMHUHA ,,(DUKIUA, 32 pa3siuKa OT
MOe3usITa, OTpUYAIAa CIOCOOHOCTTA 32 PENPE3CHTUPAHE.

13 TomopoB oT4nTa PasIMYHUTE MBTHUIIA, [0 KOUTO CE JOCTHIA 10 CBPBXECTECTBEHOTO,
KaTo MpPeyBEINYECHUETO, OyKBATHOTO Bh3IPUEMaHE Ha MPEHOCHUSI CMUCHII U JIp.

¥ Ho emHOBpEMEHHO C TOBa Ja MOJCWIM JBYCMHCIEHOCTTa B IIHPBOJMYHOTO
MIOBECTBOBAHMUE, 3aIIOTO ,,p€YTa Ha IMOBECTBOBATENSl HE MOMAJEKH HAa IPOBEpPKa 3a
HMCTUHHOCT, 32 pa3JiuKa OT peyTa Ha mepcoHaxa‘ (mak tam: 77).
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nopoB 2009: 75). B cbiius TekcT TOM pasrpbiina U pyHKIuuUTe Ha (haHTac-
TUYHOTO: Ja MPEIU3BUKBA PEaKIuu (CTpax, yKac, JI0OOMUTCTBO), Ja MO/I-
IbprKa ChCIEHCA MOCPEACTBOM OCOOCHO COMTA MHTPUTA U HE HA MOCIEIHO
MSICTO — TaBTOJIOTUYHATA My (PYHKIIUSA: ,,e/IHAa (DAHTACTHUYHA BCEJICHA U Ta3H
BCEJICHA HsMa JIpyra peajHOCT U3BBH e31uKa’ (1ak Tam: 82), uiu OMMCcCaHOTO
Y OMMCAHUETO J1a OBJAT OT €IHO U ChIo ecTecTBO. Ciex ToBa Tog0pOB KOH-
CTpyHpa JIBE OCHOBHU MPEXKH OT TEMH, XapaKTepuzupamiu (aHTacTU4HOTO,
KOUTO CPaBHSBA C MCUXUYECKU OTKJIOHEHUS U Hapuya TEMH Ha a3 (TeMU Ha
MOTJIENIA), CBbP3aHU C TICUXO3UTE (B CUCTEMATa Bb3IPUATHE — Ch3HAHUE), U
TEMHU Ha TH (TEMHU Ha peuTa), CBbp3aHu ¢ HeBpo3uTe. [IbpBUTE ompenens
KaTo 3acsAraiiyd OCHOBHO CTPYKTYPHPAHETO Ha ChOTHOILIEHUETO MEXY 4O-
BEKa M CBETA, MPU KOETO YOBEKHT € OOMKHOBEHO MACUBEH HAOIIOJATEN, U
cpea TSAX Momnajar MaHACTEPMUHU3MBT, MYJITUILUIMKAIMATA HA JIMYHOCTTA,
pasnaJaHeTo Ha TpaHUIlaTa MEXIy CyOeKT U O00eKT, TpaHchopMalusaTa Ha
BPEMETO U IPOCTPAHCTBOTO . BTOpHUTE M3X0XKIAT OT CEKCYAITHOTO JKElla-
HUE, KaTO CTPYKTYpHUPAT ChOTHOIIIEHUETO MEXK Y YOBEKA U HETOBOTO HECH3-
HABaHO, HO MPEIOIAraT Bb3/ICUCTBUE BbPXY OKPBIKABALIUSA CBST; CPEJ TAX
Ce BKJIFOUBAT UHIIECT, XOMOCEKCYaTHOCT, HEKPODUITHS, KECTOKOCT, BAMITH-
PU3BM, CMBPT, KUBOT CJIEJ CMBPTTA WIH PA3IUYHU MEPBEP3UU U KpAMHU
dbopMH Ha HaroHa.

Mormnacan opranusupa cBoute (paHTACTUYHU pa3Ka3u 0e3 U3JIUIITHA Io-
TUYECKa CTPAXOBUTOCT M POMAHTHUUYECKA yKpaca, HsSMa O€3JIyHHU HOIIH,
HUTO CTAPUHHM 3aMbI1, OCKBJIHU Ca MOSIBUTE HA CBPHXECTECTBEHU ChIIEC-
TBa, TUTICBAT BBIIeOCTBA. [Ipn Hero aHTaCTUYHOTO OOMKHOBEHO CE KPHE
B PEATHOCTTA U € CaMO MAJIKO MO-MTPUTECHUTEIHO OT OCTAHAIIUTE €JIEMEHTH,
HO KOTaTo 3aCErHe Tpe3BaTa NpeleHKa Ha reposi, TOM OTCThIIBA MPEJT CTpaxa
U CcE omnacsBa 3a 3[paBusl CH pa3yM. AKO U3MOJ3BaMe JymMuTe Ha Toa0poB,
TON € Mo-0130 10 paHTaCTUYHO-CTPAHHOTO, IIPU KOETO B IsaTa (adyra
CHOUTHUATA, KOUTO Ca U3TJICKATN CBPbXECTECTBEHH, B Kpasl IIoJIyyaBaT pa-
MOHAIHO OOSICHEHUE U CHIIEBPEMEHHO c€ Ha0Jl0aBa CBEKJaHE HA HEO-
OSICHUMOTO 10 U3BECTHU MPEKUBEHU (PAKTH U MPUUYUHU WK HABbP3BAHETO
UM B JIOTHYECKA MOCJIEI0BATETHOCT, OTHACSIIA CE O MUHAJIOTO.

AKO MOTHPCHM HSAKAKBB 0000IIEH paKypc KbM (paHTaCTHUYHOTO TBOP-
4yecTBO Ha MonacaH, MOXEM J1Ja OTKPOMM TPU OCHOBHM TEHIEHUWHU, KOUTO
MOHSIKOTa ce mperumrTar. Hali-MHOTroOpoitHM ca pa3Kka3uTe, TpeTHpaIu Te-
MaTa 3a JygoctTa'®, kosTo cnopen TomopoB € 4acT OT mbpBara MpekXa OT

15 ,CBeroBeTe Ha JETCTBOTO, HA HAPKOTHLUTE, HA MK30(PEHUATA, HA MHUCTHIHM3MA
o0Opa3yBaT nmapagurma, KbM KOSTO IPUHAJJIEKAT U TEMUTE Ha a3...“ (mak Tam: 126).

16 CraBa myma 3a crneqHUTE 3arIaBys, U3pEIEHH B XPOHOJIOTHYEH NOPAAbK: Le Docteur
Heéraclius Gloss ([Joxmop Hpaxnui Inoc), Réves (Conuwa), Menyem, /lenuc*®, Lui ?
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TEMU Ha TOTJIeNla, U BTOopaTa rpyma 3arjaBusi, JOMUHUPAHUA OT O€3MOKONCT-
BOTO M CTpaxa'’, KOMTO He NPOU3IM3aT OT PEATHA ONACHOCT U TPYIHO CE MO/
JaBaT Ha panuoHanu3upane. Hail-manoOpoiiHu ca 3ariaBusTa, MHTEPIPETHU-
pally OCHOBHO CTPAHHOTO'® MIIK ITOCTABAILIM B IEHTHPa Ha (abyara HeoOsIC-
HUMO WJIM TIPUYYJIMBO CHOUTHE (TENIeTaTsI, XUITHO3a, KECTOKOCT), a B HS-
KOH OT TSX CIIOpe]T TeopursATa Ha ToM0pOB 10pH OTCHhCTBA (PaHTACTUIHHSIT €Jie-
MEHT, 3alI0TO KOJIEOAHUETO Ce M3rpak[a M3IUI0 Ha pallOHaIHAa OCHOBA —
Hanpumep Eoun nopmpem v 3a npodan. JlonmyckaHeTo Ha TOI00HO OTKIIOHE-
HUE OT OMpeieJIeHUETO Ha (PaHTacTUYHOTO 1O TOo0pOB € 00ICHUMO, 3aI11I0TO
U JIBaTa pazkasa, KakTo U OCTaHAJIUTE 3arjlaBUs OT OYepTaHaTa TpeTa TeHICH-
s, cropes; bapoH ,,ce onBeTsBaT M0 0COOCH HAYMH OT HECHUTYPHOCTTA,
JIBOMCTBEHOCTTA U KOJIEOAHMWETO, KOUTO TOUIPKAT pa3ka3Bada Ha phOa Ha
€CTECTBEHOTO ¥ CBPBXECTECTBEHOTO, T.€. Hali-4eCTO IPH BUOpaIlusaTa Ha Iep-
COHAXXUTE MEX Iy HeBpo3aTa u ncuxosara“'’ (bapon 1994: 768).

[Ile n3berHeM 1eJI€HACOYCHO U €IHA OT IEHTPATHUTE TEHACHIIUN TIPH
UHTEpIpeTanusaTa Ha (aHTaCTUYHUTE TEKCTOBE Ha MormacaH, a UMEHHO 0CO-
OC€HO MpU KbCHUTE 3arjiaBus J1a C€ ThPCU BpPb3Ka ChC 3a00JSBAHETO HA aB-
TOpa, I0BEJIO J0 MOJIYAsIBAHETO MY Mpeu cMbpTTa. brorpadguuno ncuxosno-
rmyecKara JUHUS HU U3TJISKa c1abo BEposTHA, 3aI0TO, Ha IIBPBO MSCTO,
BCHYKH (DAHTAaCTHYHHU TBOPOM CTa3BaT CTPUKTHO MUMETHYHATA JIMHHUS Ha
U300paXeHUE, XapaKTepHa M 3a OCTAHAJIOTO My TBopdecTBo. Ha BTOpO
MSCTO, (PaHTACTUYHUTE TEKCTOBE HE CE€ KOHIIEHTpUpAT B Kpas Ha 80-Te ro-
JIMHU, a Ca pAaBHOMEPHO pasmpe/Ie]ICHH Tpe3 IsIaTa aKTUBHA 3a OeJIeTprucTa
JIeKa/ia BEPOATHO 3aIIOTO TOW € MPOSBSBAI UHTEPEC KbM (DAHTACTHIHOTO

(Toti?), Kocama, I[lucmo om eoun nayo, Eounm nyo* Eoun cayuaii Ha pazeoo,
Cmpannonpuemnuyama, Opna ot 1886 1., [locnooca Epme, Opna ot 1887 r.,
Mapcuaneyvm, Ilpucnusauxama. Ilpu 3arnaBusita Ha MPOU3BEACHUS HENPEBEICHUTE
Ha OBJTAPCKH €3WK Ca MOCOYCHH C OPUTHHAIHOTO 3arjaBue, a B CKOOW € MPEeIOKEH
Mo npesox — C. A.-K.

'7 CraBa qyma 3a clieHUTE 3aryIaBMs, U3PEIEHH B XPOHOIOTUYEH MOPAAbK: Odpanama
pvka, Ilo eooama, Cmpaxvm ot 1882 1., Kpaii neenomo Ha eOoun NOKOUHUK,
Ilpusuoenuemo, Pvkama, Tuxem, Cmpaxem ot 1884 1., Jhyo u?,
Cmpannonpuemuuyama, Howyma, Yoasnuxkem™, Koii snae? Tlo oTHOIIIEHHE Ha CTpaxa
1 0e3MOKOMCTBOTO MOXKE J1a ce A00aBAT M J[BaTa pas3Kkasa, mocBeTeHH Ha Opiia, KOUTO
TEMaTUYIHO CE€ BITMCBAT U B JIBETE TPYIIH.

8 Craa nyma 3a CHeJHUTE 3ariaBusl, U3PEJCHHM B XPOHOJOTHYEH MHOPSIBK:
Maenemuszvm, Bvaxkvm, Jlecenoa 3a Mon Cen Muwen, Koneona npuxaska, Mavikama
na ypooume, A vendre (3a npodan), Henosnamama, Sur les chats (3a xomxume),
Mwvpmeama, EOun nopmpem.

19 « ... prennent leur coloration particuliére par I’incertitude, ’ambiguité, 1’hésitation
qu’entretient le narrateur sur la limite entre le naturel et le surnaturel ¢’est-a-dire le plus
souvent entre 1’oscillation des personnages entre la névrose et la psychose ».
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Cons Anexcanoposa-Konesa

0e3 3HaueHue OT eTanuTe Ha pa3BuTHe Ha cuduarca. M Hakpas — UMEHHO
BBB (DaHTACTUYHHUTE TBOPOU Ca 3aCBUJICTEIICTBAHU BIICUATIIIBAIIN CaMOHA0-
nrofieHusl Ha MomacaH, KOUTO OMKMCBAT ¢ U3YMUTEIIHA TOYHOCT U HETIOKOJIe-
OuMa JIOTHKA 3/IPaBOCIOBHUTE MY MPOOJIEMH, KOETO 110 HAIlle MHEHUE OTX-
BBPJISI BEPOSATHOCTTA JIa ca JIeJI0 Ha ToMpadeH yM. be3 moBede KoMeHTapu
10 BBIIPOCA, 3a JIa HE ¢e OTKJIOHSIBaMe OT IIeTa, CaMo IIe IUTHpPaMe MHE-
Hueto Ha Pene J[roMeHui: ,,... TBBPAAT, ye MonacaH € Hamucaa TBOpOUTE
cu, 3amoto e oun aya. TpsiOBa na ce kaxe oOpaTHOTO: [...] TOM € ycrsit aa
TH Ch3/1aJie BBIPEKU OOJIeCTTa, OT YMITO TocienHa ¢ga3za Ha JyJIOCT ce €
crpaxysan‘?’ (romenun 1947: 23).
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This paper aims to provide an introduction to the reception of Walter Scott’s
historical novel Rob Roy in Bulgaria. It does so by focusing on both language and
culture with the purpose of showing that translation is a complex process of
conveying meaning — in this case, the focus of attention is the translation from
English into Bulgarian. This happens through the discussion and comparison of
selected examples from the original text and the Bulgarian translation of the novel.
The main purpose of this research is to explore and present the similarities and
differences between two different cultures and to show the way they interact with
each other.

Key words: Walter Scott, Rob Roy, historical novel, culture, translation

Walter Scott’s Rob Roy is a historical novel which is set in the Scottish
Highlands during the early 18th century. It takes the reader on a fascinating
journey which is full of adventure, romance and political unrest. The novel
is set against the backdrop of the Jacobite Rebellion of 1715 which sought
to reinstate the Stuart dynasty under James Edward Stuart, who was the son
of the overthrown James I of England. Despite that, it seems like the novel
is more concerned with the economic and political conditions which led to
that Rebellion (Hewitt 2008: 474-475). The story is represented through
Frank Osbaldistoine’s narration. Frank, who is a young budding poet, has a
fallout with his father, William, because of his refusal to join the family
business. Frank is sent to stay with his Jacobite uncle (Sir Hildebrand
Osbaldistone) and his position in the family business is given to his cunning
cousin Rashleigh. While living in Osbaldistone Hall, Frank falls in love with
his uncle’s niece Diana Vernon. Diana is supposed to marry one of her
uncle’s six sons so she refuses to listen to Frank’s pleas. Meanwhile,
Rashleigh causes tremendous damage to the business of Osbaldistone and
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Tresham. Diana then decides to help Frank restore his father’s honour. In
order to do that, Frank goes to Scotland where he meets the infamous outlaw
Rob Roy MacGregor and asks for his intervention. The mission is successful
and Frank returns back home to England. In the meantime, the Rebellion
breaks out. His uncle and Rashleigh die. The novel ends with Frank
inheriting Osbaldistone Hall and the realization of his dream to marry his
beloved Diana. I would also like to add that the character of Rob Roy in the
novel and the historical figure of Rob Roy are quite different. As David
Stevenson points out “[t]here are two Rob Roys. One lived and breathed.
The other is a good story, a lively tale set in the past. Both may be accepted
as ‘valid’, but they serve different needs and interests” (Stevenson 2004:
205). Scott presents the reader with a creative interpretation of MacGregor’s
life, by incorporating historical elements while also adding artistic flair to it.
His novel undoubtedly contributed to the increased popularity of Rob Roy
as a captivating figure in folk tales.

Currently, there is only one Bulgarian translation of the text, by
Teodora Atanasova. For the purpose of this paper, I am going to examine
and compare the 1962 edition and the 2016 edition of the Bulgarian
translation to the original text. This is due to the fact that in the 1962 edition,
the translation is entirely done by Teodora Atanasova, while in the 2016
edition, it is pointed out that all verses were translated by Ognyana Ivanova.
The paper will predominantly focus on comparing the original text to the
1962 edition of the translation with an additional example discussing the two
different translations of verses, namely Atanasova’s translation from 1962
and Ivanova’s translation from 2016.

Translation is often said to be a transposition of not only a specific
language but also of culture. According to Bassnett and Lefevere, the study
of translation can be considered as the study of cultural interaction. They see
translation as a tool which can be used for rewriting or manipulation
(manipulative textual processes) (Bassnett and Lefevere 2001: x). The main
task of the translator is then to focus less on copying the original text and
focus more on recreating the source text in order to achieve successful
transmission and construction of cultures thus enabling those different
cultures to interact. A good example of this is present in Chapter Two of Rob
Roy. In the original text we have this — “A cloud of flame is something new —
Good-morrow, my masters all, and a merry Christmas to you! — Why, the
bellman writes better lines” (Scott 2012: 120). The Bulgarian translation is as
it follows ,,— O6nak oT miambk € Hemo HoBo! ,,JIoOpo yTpo, rocmnojaa, u
Becena Konena Ha BCHYKM BU — amMa Ha, KOJISIAPUTE ChUMHSIBAT M10-XyOaBH
necHu ot Tede (Scott 1962: 45). Here, the lines appear in the context of
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Francis being criticised by his father who has a very strong opinion about his
attempts in writing verses. Here, what I would like to draw the reader’s
attention to is the way the word bellman is translated into Bulgarian. A
bellman is “a man (such as a town crier) who rings a bell” (Merriam-
Webster). In the 18th century they would be making public announcements
in the streets. When the English-language reader encounters the word
bellman, what they probably visualise is a person announcing something and
ringing a bell in order to catch the attention of the people. Bellmen served as
spokesmen for the King and were protected by law. They wore special
uniforms which were very similar to the attire of the mayor and the colours
of their uniforms were representative of where the bellman was from. They
would start by calling “Oyez, oyez, oyez!” and end with “God save the King!”
or “God save the Queen!” (cf Historic UK). Bellmen were of great importance
back then because they delivered all the important news to the people, many
of whom were not able to read. The Bulgarian translation of “bellman™ is
,konenapu’, which is quite different from what a bellman does. When the
Bulgarian-language reader sees the word ,,konegapu”, what comes to mind is
a group of men who gather together on the evening before Christmas, sing
specific songs and visit every single house in the place where they live. They
usually wear festive clothing which is typical for the occasion and according
to old belief they have the power to drive away goblins, vampires and other
evil creatures through their songs (cf Regional Historical Museum Burgas).
Atanasova could have used ,,rmamarait”, which is used for a person who
would travel around settlements and inform residents of various events, but
she did not. This could be due to the fact that the action is taking place around
Christmas time and ,,xonenyBane” is a traditional Bulgarian custom which all
Bulgarians are familiar with. It is clear that the two pictures are not identical.
The original text talks about an important figure in the lives of many back
then, one that people relied on for the latest information. The translation
describes a figure of great importance, as well. The difference is that the main
duty of ,,xonenapu” is not to keep people up-to-date with the latest news but
to keep the evil spirits away and to bring joy to the people they visit, and thus
preserve a long-lasting tradition. A possible advantage to this divergent
imagery is that the message is intentionally adapted and in alignment with the
cultural context. In this way language barriers are removed and a positive
multilingual experience is generated.

Again in Chapter Two, Francis’s father tells him this — “That is to say,
you wish to lean on my arm, and yet to walk your own way? That can hardly
be, Frank; — however, | suppose you mean to obey my directions, so far as
they do not cross your own humour?” (Scott 2012: 127). The Bulgarian

231



Maria Stoencheva

translation is ,,— C apyru AymMu, TH UCKAaIIl XeM Jia ce O0JIsIrai Ha phKaTa MH,
XEM JIa BBPBHIII 10 COOCTBEHHMS CH ITBT. ToBa HaAMa 1a ro 0b1e, Opank. Bee
Nak npejnosaram, 4e Bb3HaMepsiBalll Jia ce MOAYUHUII Ha HAPEKTAHUSITA MU,
JIOKOJIKOTO HE MPOTUBOpEYAT Ha COOCTBEHUTE TH kenanus’ (Scott 1962: 52).
To lean on someone’s arm insinuates dependency on someone, financial or
moral. What Francis’s father is trying to tell him is that he can’t have both
worlds — receiving financial and moral support from him and being
independent, going his own way, at the same time. The Bulgarian translation
,,JJa ce obJsranI Ha ppKaTa Mu~ manages to convey the original message as
,,00JIsITaM ce Ha Hsikoro/Hero” which means that you are hoping for or relying
on someone for help or support. Later on, the word “humour” is translated as
,»kermanus” which is an appropriate choice taking into consideration that the
word also means “to agree to someone’s wishes in order to help improve that
person’s mood or to avoid upsetting him or her” (Cambridge).

In his book, The Art of Translation, Jiti Levy makes an important point
about the essence of translation and about the significant role of the
translator in this process, by saying that:

A translated work is a composite, hybrid configuration. It is not a monolithic
work but an interpermeation, a conglomerate of two structures. On the one
hand there is the semantic content and the formal characteristics of the source;
on the other hand there is the entire system of artistic features specific to the
target language, contributed by the translator. (Levy 2011: 67)

With the artistic features in mind, I would like to draw the reader’s attention
to several examples of verses translated into Bulgarian:

Original text

Atanasova’s translation

Ivanova’s translation

O for the voice of that
wild horn,
On Fontarabian echoes
borne,
The dying hero’s call,
That told imperial
Charlemagne,
How Paynim sons of
swarthy Spain
Had wrought his
champion’s fall.

(Scott 2012: 119)

Kormnes 3a 3Byka Ha OHsA
JUBEH POT,

IIOZIET OT €XOTO Ha
®doHTapabdusl.

Tost 30B Ha repou
3aruBary

Ha Kapina Benuku nonece
BECTTA,

4ye CHHOBE IOTaHI1 Ha
myprasa Mcnanus
3aIIUTHUKA My

MOKOCHXa.
(Scott 1962: 44)

W csaxam uyBaM TUBEH
pOr 11a CBHUpH,
MOJET OT €XOTO Ha
®doHTapabdbus —
Tl HaBra Kapn Benuku
€ 104y
pora, BeCTTa JOHECHII
Kak B Mcnanus
cpazwiu xpabpus Ponan
ITOTaHIIN.

(Scott 2016: 24)
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This verse is connected to The Battle of Roncevaux (778) between the Franks,
who were Christian, and the Basques, who were Pagan. Charlemagne suffered
a terrible defeat as the Basques won. Among those who died was Roland, who
was a Frankish commander and who became a legend after his death
(Rodriguez 2018). We can see that in Atanasova’s translation “swarthy Spain”
is translated as ,,mypraBa Mcnanus”, which successfully conveys the emotions
presented in the original, where it is obvious that Charlemagne and his hero are
favoured and not the “Paynim sons”. Ivanova, on the other hand translates it as
just ,,Micmanus™. It could be due to the fact that she was trying to avoid the use
of words that could be considered offensive today. Another difference is
present in the way the word “champion” is translated. Atanasova translates it
as ,,3amuTHUK” which is a good choice considering the fact that Roland was
indeed fighting for and protecting the Franks. Ivanova goes out of her way to
tell us who this champion actually is and even adds the adjective ,,xpadsp”.
This addition of hers could be due to the fact that not everyone knows who this
hero is and this might be a new learning opportunity for the reader. This is a
good example of what Levy calls “artistic features” and how in this way the
translator is able to leave their “contribution”. Last but not least, I have noticed
that both Bulgarian versions have the word “Paynim” translated as ,,noranerr”.
Both of these words are obsolete and both of them represent a non-Christian
person, especially a Muslim. The Bulgarian word has its origin from the old
Bulgarian word ,noranuns”, which means “barbarian” or ‘“heathen”
(Cyrillomethodiana). The English word has its origin from the Anglo-French
“paenisme”, which means “heathen” (Anglo-Norman Dictionary). The
Bulgarian versions could have used a modern word like ,,apyroseperr” or
,,e3udHUK”’, but instead of doing so, they adhered to the original in order to
convey the message and the mood as adequately as possible.

Two more examples of Levy’s “artistic features” can be found in the
beginning of Chapter II. The first one I would like to discuss is contained in
the following lines:

Original text Atanasova’s translation

“~Brandies—Barils and barricants, also — ,,Pakun — B Oypera, ObYOHKU U

tonneaux.—At Nantz 29—Velles to the | 6puBn (darils (sic), barricants wu

barique at Cognac and Rochelle 27—At | tonneaux). B Haur — 29, velles B

Bourdeaux 32— (...)” O0puoHkH, B Konsk u Pomen — 27. B
(Scott 2012: 117) | bopmo — 32...*

(Scott 1962: 41)
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This section of the verse shows the notes Frank had taken in his notebook
while studying in Bordeaux, which explains the variety of French words
included in it. First, I would like to discuss the way “brandies” is translated
into Bulgarian. Atanasova translated it as “pakun’. Brandy originates from
France and was the preferred drink of the urban middle class Frenchman
during the 18th century. In Scotland, brandy was imported usually from
France. It was primarily consumed by the middle class and on some
occasions, by the gentlefolk (cf Whisky Magazine). Rakia, often referred to
as the “fiery water of the Balkans”, is considered Bulgaria's national drink
and is often said to be an important part of Bulgaria’s national identity. Rakia
appeared in the Balkans in the Middle Ages and it is believed that it was due
to the Ottoman influence back then (cf Coldsea). Both are strong alcoholic
drinks but they are not the same. Brandy is “an alcoholic beverage distilled
from wine or fermented fruit juice” and requires single distillation
(Merriam-Webster). It could also be made using other fruit juices. Rakia, on
the other hand, could be prepared from any variety of fruit, quite often from
plums and it is double-distilled. The drink provides local colour. You do not
find rakia in 18th—19th-century Scotland or England. Thus, the Bulgarian
reader is given the impression that a Balkan drink was part of British culture.
Here, we have a clear case of domestication. Brandy was especially
important in the past for its medicinal properties and its calming effect (cf
Binwise). Today, it is still famous and enjoyed by many. Rakia also has
medicinal properties. Many Bulgarians use it when dealing with respiratory
diseases like cough and sore throat. Plum rakia, for example, is often self-
administered in case of a stomach ache. In terms of gastronomy, both brandy
and rakia are often paired with foods like dried fruits, such as apricots, figs
and dates, and different types of strong cheese such as camembert. Last but
not least, they can be combined with different types of meat, such as salami,
sausage and prosciutto. Both brandy and rakia are consumed as part of the
so-called “social drinking” culture which is an inevitable part of many
people’s daily routines and habits. Next, I would like to discuss the way
“barils”, “barricants” and “tonneaux” are translated into Bulgarian.
Atanasova translated them as “Oypera”, “Opuonkn” and “OpuBu”. In terms
of capacity, tonneaux is the biggest and barrique is the smallest. The
tonneaux is traditionally made of wood, such as oak, and is intended for
storing wine, beer and other alcoholic beverages. It has two openings and is
typical for West France, specially the Bordeaux area. Its capacity could
range from 560-1005 litres. The baril or barrel, comes next in terms of size
with a capacity of about 228 litres. The smallest one is the barricant or
barrique, which 1s a small wooden barrel with an approximate capacity of
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225 litres and is primarily used for maturing wines (cf Fattoria di
Montemaggio). Atanasova’s choice to use “Oypera”, “Obuonkum” and
“OpuBn’” as the Bulgarian translation makes sense because in terms of size
they follow the same order, going from “O6buBa” as the biggest one to
“Opuonka” as the smallest one in size (cf Tsvetkov 2006: 209). They are all
made out of wood and used for storing and maturing wine. Wine is important
for both French and Bulgarian. Wine is important for several reasons. One
of them 1s connected to trade and export. It is also part of an old tradition of
wine-making and drinking which is a source of great pride for both French
and Bulgarian. Wine is considered France's “totem-drink” which makes it
even more special. While the Bulgarian “totem-drink” is rakia, wine is a
close second. Taking all of that into consideration, it is safe to say that
Atanasova’s choice was a good one and that she managed to successfully
implement what Levy calls “artistic features”.
The second example that I would like to discuss can be found here:

Original text Atanasova’s translation
“Linens—Isingham—Gentish—Stock- — IInaTHa: U3MHraMCKU U
fish—Titling—Cropling— Lub-fish. You | rantcku. — Cy1ieHa Tpecka: TUTJIMHT,
should have noted that they are all, KpOTUUHT, I50¢umL TpsoBame ga
nevertheless to be entered as titlings.— | orGenexmuirn, ye Te MOHIKOTa MUHABAT
How many inches long is a titling?” | Bcuuku kato TuTIuHry. Kosko momna
Owen, seeing me at fault, hazarded a | cpegHo € equH TUTIMHT?
whisper, of which I fortunately caught Bwxnaiiku me HatsacHo, OybH ce
the import. OCMEJIH J1a MU TOJICKaXKEe U a3 ce
“Eighteen inches, sir.”— BB3I10JI3yBax OT HOMOIIITA MY.

“And a lub-fish is twenty-four—very — OceMHazeceT 110J1a.
right (...)” — A enun np0¢um e 24 1nona.

(Scott 2012: 117) | Taxa.
(Scott 1962: 41)

This is the continuation of the notes included in Frank’s notebook. What I
would like to discuss from this section are the way different types of fish are
translated into Bulgarian and also how the word “inches” is translated.
Starting with the different fish species, what I have noticed is that Atanasova
begins by defining the category of “stock-fish” which is translated as
“cymena Tpecka’. What comes next are the different types of stockfish,

29 (1

namely “tutnuar’, “kpomnunr’ and “mp0dum”’. A stockfish is “cod or
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similar fish that is dried without salt” (Oxford Learner’s Dictionary). There
are other types of stockfish, such as pollock, haddock or ling but cod is the
most common one (cf Cargo Handbook). This makes Atanasova’s choice to
translate it as “cymiena Tpecka” appropriate but also interesting. Interesting
in the sense that the type of fish listed after that are not all a variety of cod
but an inferior kind of stockfish. I am inclined to believe that her choice is
based on her knowledge and awareness of the fact that most Bulgarians are
not familiar with them and not so knowledgeable when it comes to the
different types of stockfish unless it is their occupation or field of interest.
This could also prove helpful in understanding why she decided to translate
the different types of stockfish the way she did. In Bulgarian there is no such
fish as “TuTnuar”, “kpormmHr’ or “nvodum”. In fact, “titling”, “cropling”
and “lubfish” are all obsolete forms. Titling comes from old Scottish and it
means “small stockfish” (Dictionaries of the Scots Language). Cropling
comes from Middle Dutch and Middle Low German and it means “an
inferior kind of stockfish” (Middle English Dictionary). Same goes for
lubfish which is also “a kind of stockfish” (Dictionaries of the Scots
Language) and also obsolete. What is important to be mentioned here is that
the sea i1s of great importance for the Scottish and they are inextricably
connected to it. This could possibly be due to the fact that it provides them
with food, energy and job opportunities. It is also important from a
mythological point of view. There are numerous myths surrounding sea
monsters and the so-called Selkies who are “mermaid-esque figures,
beautiful women of the sea that wear seal skins” (Scottish Maritime
Museum). For the Bulgarians the sea is not of such great importance as it is
for the Scottish people. Most Bulgarians are not that knowledgeable about
the sea and the different types of fish. This makes me believe that Atanasova
had used this exact strategy on purpose. When translating she must have
considered the different options she had. She could have decided to replace
the unknown with the familiar which would have been a good choice. A
possible issue here is the fact that there is no exact equivalent for these
specific types of stockfish in Bulgarian. With most of them being obsolete,
it would have made it even more difficult to translate. Another option would
have been to preserve the foreignness to a certain degree and present the
reader with the opportunity to explore and learn something new. And
foreignization is the strategy I believe she decided to use. The other thing 1
would like to discuss is her choice regarding the translation of the word
“inches” into Bulgarian. It is translated as “nona”. The word “mox” comes
from the german “zoll” which has several meanings, one of them being an
“inch” (Cambridge). A “non” is a unit of measurement used to measure

236



CULTURE AND TRANSLATION IN THE BULGARIAN VERSION...

lengths and distances. It is specifically used to denote pipe diameters and is
equal to 2,6 cm or 26 mm (cf Rechnik na savremenniya balgarski knizhoven
ezik). It is in accordance with the metric system and the English unit of
measurement “inch” which is equal to 25.4 mm (cf Britannica). The inch is
also used for measuring lengths and distances. In this case, the
measurements that are described are connected to the size of the different
types of fish and more specifically to the lengths of their bodies. When a
Bulgarian person hears the word “mon”, the first thing that comes to mind is
probably the diameter of pipes rather than the length of fish. When trying to
imagine how big a fish is, the Bulgarian person, especially those who enjoy
fishing, would first think of the length and the weight of the fish. From
today’s perspective one could easily translate the word “inch” as “uny”
because in a globalised world foreign units of measurement are easy to look
up and have flooded Bulgarian discourse. Back in the 60s, the situation was
much different. Bulgarians predominantly studied Russian and French as a
foreign language. Perhaps Atanasova had decided to replace the unknown
with the familiar and thus translated “inch” as “mon” because it would be a
lot easier for the average Bulgarian reader to understand what she meant.
And yet people would hardly imagine this to be the length of the fish and
would rather imagine it as diameter.

The main purpose of this study was to explore and present to the reader
a visual comparison between the original text and the 1962 Bulgarian
translation of the novel Rob Roy. It does so by specifically emphasising
language and culture and how two different cultures can interact. Relevant
theoretical frameworks, such as Bassnett and Lefevere’s theory, which
presents translation as a study of cultural interaction, provided support for
each of the examples that were given. Also of substantial importance is Jifi
Levy’s theory, which talks about the significant role of the translator and
their contribution in the form of what he calls “artistic features.” The
Bulgarian translation of Rob Roy is an excellent example of how important
both skills and knowledge are when it comes to successfully merging
different cultures and allowing them to interact with each other. Language
and culture are inextricably connected, and by further exploring them, one
can be presented with the opportunity to expand their language horizon and
to be able to appreciate the beauty of different cultures and tongues.
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In the present paper, I will analyse Dickens’s novel Little Dorrit while
focusing on the child’s consciousness of time. The main critical paradigm to be
employed is Schutz’s phenomenology of social action, which is to be modified
into a phenomenology of the literary social action. Such an analysis, which is not
divorced from the frame within which the different social actions take place
(namely, a literary work that presupposes indirect procedures of the
consciousness, and a double removal from the authenticity of events), could bring
us a little bit closer to the purpose of the current study: the understanding of how
the child’s consciousness of time functions within Dickens’s novel.

Key words: childhood, phenomenology of social action, Dickens, Alfred
Schutz, Little Dorrit

For I experience my duration as a uni-directional, irreversible stream and
find that between a moment ago and just now I have grown older. But |
cannot become aware of this while still immersed in the stream.

(Schutz 1967: 47)

In the present research, I will peruse some selected moments from
Dickens’s novel Little Dorrit (1855-7) while focusing on the child’s
consciousness of time, which is often tinged with pastness and presented as
memory. The main critical paradigm I am going to use is that of the German
sociologist Alfred Schutz (1899-1959). His work The Phenomenology of the
Social World (1967) is particularly suitable because it applies phenomenology
to the analysis of the social world and social action. In it he tries to prove that
“the problem of meaning is a time problem — not a problem of physical time,

240



MEMORIES OF CHILDHOOD AND THE PHENOMENOLOGY ...

which is divisible and measurable, but a problem of historical time” (Schutz
1967: 12). Meaning is a key term when it comes to the interpretation of literary
works which are both being shaped and are shaping the society we live in.

We could argue that Dickens’s fictional world has many things in
common with Schutz’s platform of phenomenological analysis of the social
world. For instance, many literary critics have observed the tendency of
Dickens’s descriptions to present his characters through their outward
appearances and not through deep psychological dissections of their
emotions. Their emotions become visible to the reader through their actions,
facial expressions, visual appearances, or different possessions of theirs.
Robert Lougy tells us that in Dickens’s works “the past, however ancient,
makes its presence felt in the shapes and forms of our actions and social
practices” (Lougy 2009: 406), and Stephen Zweig notes that “His [Dickens’s]
imagination is physical, visual, and 1s, therefore only competent to deal with
the emotions and types appertaining to the earthly sphere” (Zweig 1930: 79).
Thus, Dickens describes his characters not through labyrinthine
psychological quests for their metaphysical soul lives because he can observe
“the corporeal expressions of the soul” (cf. Zweig 1930: 77) of his characters
phenomenologically through different tokens that are visible.

The keen focus on the corporal and the material sometimes causes
inexplicable and illogical situations that are not clarified by the narrator. The
reader could easily overlook these discrepancies because, as Sir Arthur Quiller-
Couch posits, Dickens is loved not because of his plots but because of his
characters (cf. Quiller-Couch 1927: 38). Dickens’s characters hardly would
have been that memorable if it were not for the phenomenological relationship
with the objects they had and which they presented to the reader’s mind. All
the lifeless, at first glance, objects presented in Dickens’s novels are complexly
interweaved with the consciousnesses of his characters. To prove his statement
that Dickens’s characters are more important than his plots, Quiller-Couch
shares his own reading experience of Little Dorrit: “...yet, and often as I have
read that tale, I should be gravelled if asked, at this moment, to tell you just
what was the secret of the old house, or just what Miss Wade and Tattycoram
have to do with the story. Somehow, in retrospect; such questions do not seem
to matter” (Quiller-Couch 1927: 39). This is an example of a discrepancy in
Dickens’s logic because the secret and the mysterious noises in the house
remain unsolved and unexplained.

Richard Dunn comments that “Dickens suggests aspects of personality
by connecting his characters to external objects or creatures” (Dunn 1965:
790). We can see that it is already noted how Dickens makes the stream of
the consciousness of time visible through different outward markers in social
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actions or interactions which take place in his novels. Georges Poulet, who
investigates human time throughout the different centuries observes that the
visibility of time was a characteristic trait of the whole period: “Never so
much as in the nineteenth century had time appeared to be perceptible to the
eyes of the spirit and assimilable by thought” (Paulet 1956: 32). I think that
with Schutz’s help we are going to deepen the understanding of Dickens’s
techniques of making the child’s consciousness of time visible.

The spectral approachability of temporality

From the beginning of the novel Little Dorrit, Dickens approaches the
matter of temporality in a ghostly, or hauntological manner, by presenting to
us a spatiotemporal construct through its absence. The author tells us that the
Marshalsea prison, which is a key literary space in the novel, is now defunct.
However, the shadows of the past lurk beneath its resounding stony stillness.
It is a literary space, but it is a real space also, a space in which Dickens’s
father was disgraced by being punished, alongside with his family, for
performing one of the greatest sins in Victorian England — lack of prudence.
This space also is a site of memory, a place which unites “life and
death...temporal and eternal...the collective and the individual, the prosaic
and the sacred, the immutable and the fleeting” (Nora, et. al. 1996: 15). The
real site of memory becomes a literary site of memory because Dickens
activates one of the main abilities that characterise sites of memory: “the
ability to resurrect old meanings and generate new ones along with new and
unforeseeable connections” (Nora, et. al. 1996: 15). Therefore, in the story
about the prison, we will see the resurrected, but also changed, and by such
means, extant “the crowding ghosts of many miserable years” (Dickens 1994:
vi). Years which are deplorable not only to Little Dorrit and her father but
also to Dickens and his father whose freshly gained and freshly lost aspiration
to gentility caused a great social wound in Dickens’ family history (cf. Snow
1978: 73-74). Here the word ““years” could be interpreted as a synecdoche of
time. These years will include events, people, relationships, conflicts, and
changes of circumstances, but all of these things will be placed within
something which is already past and, consequently, could be “haunted”. This
includes the child’s consciousness of time in this particular novel.

Little Dorrit

The title leads the reader to believe that the whole story is going to be
about a child. However, Little Dorrit’s childhood seems to be non-existent.
The only thing that relates her to childhood is her physical belittlement and
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she naturally develops a strong friendship and probably falls in love with the
only person who could both see and treat her as a child, Arthur Clennam.
Little Dorrit is not a child anymore, but she cannot escape the childhood
years because they continue to ferment within her repressed, unlived, dead
but not buried.

She, quite literally, occupies the narrowest places in the novel. First,
she 1s introduced through Arthur’s view who sees her occupied with her
needlework in a shadowy corner of his mother’s room. Then, she gets
presented to us through the words Affery uses to describe her to Arthur: “Oh!
She? Little Dorrit? She’s nothing; she’s a whim of — hers” (Dickens 1994:
40, emphasis added). Little Dorrit is set out as “nothing” and as a mere
“whim” of Arthur’s mother. With such words, she is diminished almost to
nonexistence. When Arthur can observe Little Dorrit himself, we find a
description made through his own eyes. The things that make Little Dorrit
seem like a child in Arthur’s eyes are her “diminutive figure, small features,
and slight spare dress” (Dickens 1994: 52). She is two-and-twenty and her
face is not childish as we can gather from the text: “Not that her face was
very youthful, for in truth there was more consideration and care in it than
naturally belonged to her utmost years” (Dickens 1994: 52). Carey observes
that fictional children who are not, biologically speaking, children anymore
but are represented as being small are “purely an adult amenity”: “Being
small but adult they are strictly dwarfs — antiseptic, expurgated dwarfs,
purged of all the features which make child psychology offensive to the adult
mind” (Carey 1973: 136). In other words, they are idealised, being endowed
with the imaginative consciousness of the child but deprived of its
egocentricity. Carey continues his thought in the following way: “As dwarfs,
they have close affinities with the modern garden gnome. The gnome has no
psychology at all, so can be a perfectly trouble-free recipient of an adult
love” (Carey 1973: 137). We may also say that they are trouble-free
recipients of the mistakes and the griefs of the adults. This is so, because
Little Dorrit inherits her parent’s sufferings and punishments without
inheriting his erroneous nature.

The two reasons why Arthur sees Little Dorrit as a child are her light
and fragile figure and her demeanour while she is surrounded by people who
are older than her. When she finds herself in the company of Mrs. Clennam,
Arthur and Affery, the author through Arthur’s voice describes her presence
in the following way: “...but she was so little and light, so noiseless and shy,
and appeared so conscious of being out of place among the three hard elders,
that she had all the manners and much of the appearance of a subdued”
(Dickens 1994: 52). Little Dorrit’s minute body being in tune with the way
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she behaves constitutes the thing which Schutz calls “a field of expression”
(Schutz 1967: 22). The ways one’s behaviour changes while being among
different people play the role of “indications of the other person’s inner life,
for his body is no mere physical object, like a stick or a stone, but a field of
expression for the life-experience of that psychophysical unity we call the
other self” (Schutz 1967: 22). An important clarification on the part of
Schutz is that we shall not consider only the mere body as a “field of
expression” but also “every action of the other person” (cf. Schutz 1967: 22).
Little Dorrit is both looking and acting as a subdued child, and she is actually
subdued. On the backdrop of Schutz’s idea, we could say that Dickens
constructed his character so that her narrowed prison-child time-
consciousness could be observed and manifested in the way she looked.
There 1s something like a complete overlapping of her inner subjective life
and her outward appearance. The outward appearance is channelling the
phenomenological consciousness to the visible world. Hence, consciousness
assumes visibility through the different actions performed by the characters
and their social implications and interpretations.

This is most obvious in the scene when Little Dorrit and Maggy visit
Arthur Clennam. He feels bad because he has no fire in his room and he
observes that Little Dorrit is scantily clothed: “‘And you are — He was going
to say so lightly clad, but stopped himself in what would have been a
reference to her poverty, saying instead, ‘And it is so cold’” (Dickens 1994
167). Here we could see how consciousness, or being conscious of a certain
social exchange of meaningful actions imprints its interpretations and
meanings on the actions themselves and on the bodies. Little Dorrit’s clothes
are an indicator of her poverty and social position. Arthur anticipates an
interpretation of his words which might be offensive to Little Dorrit and that
1s why he hushes himself up and changes the direction of his speech act by
shifting the focus to the cold weather. So, he first observes the “bodily
behaviour” of Little Dorrit and then he places it “within a larger context of
meaning” (Schutz 1967: 27). Thus, the “objective context of meaning”
(Schutz 1967: 27) of Little Dorrit being lightly dressed and the “subjective
context” (Schutz 1967: 27) of being dressed in this way because she cares
for the other people who do not care for her, intersect. The “Children’s poet”
James Whitcomb Riley, who was greatly influenced by Dickens, similarly,
in one of his poems, turns a piece of clothing into both a field of expression
and a site of memory. He is reflecting on and describing a child’s little coat
which becomes an emblem of the memory of childhood:
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And the pockets — homes were they

Of the little hands that play

Now no more — but, absent, thus

Beckon us. (Riley 1891: 52, III. XLIV-XLVIII)

The coat becomes a bearer of identity and an outward marker of the child’s
consciousness of time. Pockets become homes and the absence of the
diminutive body of the child enhances the presence of the lost childhood as
the little dress of Little Dorrit enhances the lack of protection she feels.
Another action that could be interpreted in the light of Schutz’s idea of
the body as a field of outward expressions of the inner world of a person is
Little Dorrit’s trying to hide her threadbare shoes when Arthur beholds that
her feet are cold. Vision, observation and refraction are the faculties of
Dickens’s writing technique that Stefan Zweig praises most. He says about
the English writer: “his memory and his keenness of perception are like a
photographic plate which, in the hundredth part of a second fixes the least
expression, the slightest gesture and yields perfectly precise negative” (Zweig
1930: 76). After the keen observation, he refracts the image of the reality
being observed and turns this image into a caricature, or into a symbol (cf.
Zweig 1930: 76). Zweig deduces that the author trained and further developed
his capacity of writing in a visionary style because of the working positions
he occupied, and mainly the positions of a parliamentary reporter for a
newspaper and a shorthand writer: “So in later days as an author he invented
a kind of shorthand to reality, consisting of little signs instead of lengthy
descriptions, an essence of observation distilled from the innumerable
happenings of life” (Zweig 1930: 76). Arthur (with the keen eye of the author
himself) perceives that Little Dorrit does so not because she is somehow
ashamed of her poverty but because people might think that her father is to
blame for that: “Little Dorrit had a misgiving that he might blame her father,
if he saw them [the shoes]; that he might think, ‘why did he dine to-day, and
leave this little creature to the mercy of the cold stones” (Dickens 1994: 167).
Her actions speak volumes of how strong her self-denial is in her attempt to
defend, even with some little gestures, the false genteel image of her father.
Arthur even could understand how without saying a word, simply by
the gesture of concealing her shoes from his view, she is fighting against the
rightful thoughts undermining Mr. Dorrit’s undeserved reputation as a
caring father: “She had not belief that it would have been a just reflection;
she simply knew, by experience, that such delusions did sometimes present
themselves to people. It was a part of her father’s misfortunes that they did”
(Dickens 1994: 167). The omniscient narrator who sees through Arthur’s
viewpoint seems to have direct access to Little Dorrit’s subjective
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experiences even when Little Dorrit is not objectifying them by means of
using words. If there is an intense objectification of the poverty and the
fragility of Little Dorrit, it comes from the author who makes the
consciousnesses of Amy and Arthur porous and unites the thoughts of his
two characters in order to objectify the immediacy of their subjective
experiences. Therefore, such a form of complete nakedness of one’s internal
experiences might be considered illusory because it is mediated by the
consciousness of the author. Schutz doubts whether we are capable of
directly perceiving subjective experiences and motives (Schutz 1967: 24)
which shows that Arthur noticing and interpreting Little Dorrit’s action in
its “real” subjective meaning could be misleading.

The subjective experiences are determined by “epistemic attitude”
which according to Schutz “cannot be determined by direct observation”
(Schutz 1967: 26). He says that objective meaning is only the basis that
indicates that there is a subjective, or motivational meaning (cf. Schutz 1967:
30-31), but this subjective meaning is accessible only to “the actor himself”,
namely, to the one who performs the act, who, in our case, is Little Dorrit.
The onlookers of the subjective meaning which is being objectified by a
certain actor could have subjective meaning only of the way they themselves
experience subjectively the objectified experiences of the actor being
observed (cf. Schutz 1967: 32). Therefore, Arthur could have only his own
subjective experiences about Little Dorrit’s objectified subjective
experiences, but he is not able to have her subjective experiences in a direct
way because he cannot be her.

When the direct observation cannot give us the phenomenological
content of a certain social act or social relationship then one’s consciousness
of time assists us with the processes of interpreting and understanding:
“Motivational understanding requires instead a certain amount of knowledge
of the actor’s past and future” (Schutz 1967: 27). Arthur is enabled to
understand Little Dorrit’s motives first, because he is related to her through
the consciousness of the author and second, because he knows her story, he
is familiar with her past and he can imagine what kind of future she might
have bearing in mind her present and past existence. These examples of
Little Dorrit’s description as having a small body, of her clothing and the
hiding of her shoes show us how the body, the actions and the objects
entangled to the actions could reflect particular states of consciousness: “It
1s permissible to refer to the body as a field of expression to the extent that
bodily changes can regularly be interpreted as the subject’s inner
consciousness “coming to expression”” (Schutz 1967: 23). And Dickens
very diligently observes this phenomenology of the, in our case, literary
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social action in his descriptions of the interaction between Little Dorrit and
Arthur Clennam. All these things manifest themselves in Arthur’s feeling
that Little Dorrit lacks the protection of her father:

So diminutive she looked, so fragile and defenceless against the bleak damp
weather (...) that he felt in his compassion, and in his habit of considering
her a child apart from the rest of the rough world, as if he would have been
glad to take her up in his arms and carry her to her journey’s end (Dickens
1994: 173).

The very look of Little Dorrit is the thing, the narratological tool,
through which we could see and interpret her interactions with the world.
Her bodily appearance seems to be an emblem of her past, her present, her
future, her inner life and how she feels about herself and also how others
feel about her and how they perceive her.

Little Dorrit’s Birth

In the sixth chapter, in a retrospection, the author leads us thirty years
back in time before the narrative at hand. When the author introduces a part
of the Dorrits’ family prehistory and how the father found himself in the
Marshalsea prison for debtors with his wife and two kids, he commences
Little Dorrit’s story with her birth. She is born on a hot summer day, with
many flies around and her birth is assisted by a surgeon who is “an old jail
bird” (Dickens 1994: 63), who wears very dirty and shabby clothes and is
half-drunk with brandy (cf. Dickens 1994: 63). Not to forget the place in
which such an unusual birth is taking place — a tiny room in the Marshalsea
prison for debtors. Eight years after the birth of Little Dorrit, her mother
dies, and she becomes an orphan. She is motherless and symbolically
fatherless because her father is more the Father of the Marshalsea than the
father of Amy Dorrit. Amy is born but she seems to be leading a womb-like
existence, her horizons being suffocated by the heavy prison walls.

Even though she is free to leave the prison gates whenever she wants,
she always goes back considering it as her only home. She becomes “the
child of the Marshalsea” (Dickens 1994: 68) and moreover, she becomes a
tradition: “The baby whose first draught of air had been tinctured with
Doctor Haggage’s brandy, was handed down among the generations of
collegians, like the tradition of their common parent” (Dickens 1994: 68).
The ritualistic and ironical overtones that accompany this description mix
the mundane with the transcendent. Traditions are meant to be preserved
over time. Therefore, the time of Little Dorrit is determined to be connected
with the time of the ritual. She has to preserve and identify with the role of
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a child until the ritual is forgotten by the community that performs it. There
is something both poetical and tragic in such ritualistic drunkenness
intermingling with the first breath of her existence. One breath, another little
gesture, appears to bear confusing signals about Little Dorrit’s life because
the figure of the doctor seems like a caricature of a doctor. However, this
caricature is assisting the birth of Dickens’s protagonist. The event is
solemn, the participants are drunk, and the description tastes both as a
caricature and as a tragedy, and, of course, as brandy.

The Unreality Beyond the Prison Walls: Little Dorrit Leaving
Her Home

The only reality for Little Dorrit is represented by poverty and the
Marshalsea prison. Now, we will examine how even when she travels, she
is not able to develop and learn new skills and experiences. Even when she
tries, some minute details bring her back to the prison, which is her dear
childhood home. While she is travelling at her carriage and new horizons
open in front of her, she shatters this reality to pieces in order to see
Marshalsea in her wakeful dreams: “All that she saw was new and
wonderful, but it was not real; it seemed to her as if those visions of
mountains and picturesque countries might melt away at any moment, and
the carriage, turning some abrupt corner, bring up with a jolt at the old
Marshalsea gate” (Dickens 1994: 463, emphasis added). All these new
stimuli from the outside world seem unreal to her because they are foreign
to her perceptions about the world and in her past, they have not even
occupied her dreams.

When Little Dorrit is in Italy and thinks about Maggy and about the
old scenes, she leans upon the balcony and imagines that the water
underneath her balcony “might run dry, and show her the prison again, and
herself, and the old room, and the old inmates, and the old visitors: all lasting
realities that had never changed” (Dickens 1994: 467). The mountains and
the water, the travelling and all things connected with freedom are like an
unreal world to Little Dorrit, because it is a world of perpetual change. When
a person travels many different views pass through their consciousness and
none of them remain in it for more than a second. Even if the passenger
closes their eyes in order to preserve the picture in their consciousness, the
picture would not stay for long and would perish at the first opening of the
eyes, because different views are still going to be moving and changing
incessantly overwhelming and flooding the vision with the impossibility
which a person faces to grasp all of them and to make them part of their
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memory. In Schutz’s terminology we could say that the prison for Little
Dorrit has turned into an ideal object, an ideal constitution, or schemata, of
her consciousness which has an “objective meaning” and could be regarded
as “meaningful in itself” (cf. Schutz 1967: 36). While the prison is her utmost
reality, the world of freedom or the world outside the prison for her appears
as a world which is not complete and not self-sufficient: “world that is being
constituted, never completed, but always in the process of formation, it
points back to the most basic fact of my conscious life, to my awareness of
the actual ongoing or passage of my life” (Schutz 1967: 36). So, Little
Dorrit’s world switches from one of being to one of becoming: “not a world
of being, but a world that is at every moment one of becoming and passing
away—or better, an emerging world” (Schutz 1967: 36). She has to grow up
in this world, she has to be educated by Mrs. General to become a lady, she
has to be reminded by her father that she has to marry just like her sister
Fanny and her prison-like consciousness of time seems to riot bitterly against
these facts of existence. That is why Little Dorrit begs Arthur to call her
“Little Dorrit” and that is why she imagines herself still as a child. The fluid
and decentralized formlessness of the water and the amorphous heaps of
confused images blending into one another in the process of travelling form
a wholly new spatiality to Little Dorrit’s consciousness of time which
spatiality is so different from the walls, the darkened rooms and the narrow
corners she was used to in her life before becoming a rich man’s daughter.
Amy’s inner consciousness is imprisoned, and she projects the inner
imprisonment onto everything around her.

Little Dorrit’s Self Perception

We might also argue that Little Dorrit’s child consciousness of time 1s
authentic, at least in her own perspective. In the second letter she writes to
Arthur, she says: “Do you know that since the change in our fortunes, though
[ appear to myself to have dreamed more than before, [ have always dreamed
of myself as very young indeed!” (Dickens 1994: 554). She thinks of herself
as if she was still a little child. And her childhood 1s always associated with
the prison: “I have often dreamed of myself as back there, seeing faces in
the yard little known, and which I should have thought I had quite forgotten;
but, as often as not, I have been abroad here — in Switzerland, or France, or
Italy — somewhere where we have been — yet always as that little child”
(Dickens 1994: 554). She also discloses to Arthur: “But I have not grown
out of the little child in the thinking of it” (Dickens 1994: 554). The reason
why she loves such an atmosphere is because it could let her fall in a state
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of helplessness and lack of change: “So dearly do I love the scene of my
poverty and your kindness. O so dearly, o so dearly (Dickens 1994: 555).
One might doubt whether after marrying Arthur at the end of the novel Little
Dorrit is going to love him as Amy Dorrit, in other words, as a woman, or
whether she is going to finish her image of a character with an Electra
complex and she is going to love Arthur as a child loves her father.

If we go back to the moment after Little Dorrit and Maggy pay a visit
to Arthur Clennam, we are going to witness an action that is even more
symbolic in terms of time’s visibility. While Little Dorrit and Maggy are
waiting for the prison gates to be opened, the sexton sees them and observes
that they are cold and tired and invites them to have some rest in the vestry
until the prison opens its gates. The sexton tells Little Dorrit that she is one
of the “curiosities” in the birth Register in the church (cf. Dickens 1994:
176). He wants to make Little Dorrit’s repose comfortable and that is why
he positions the burial volume under her pillow accompanying his act with
the comment: “But what makes these books interesting to most people is —
not who’s in ‘em, but who isn’t — who’s coming, you know, and when.
That’s the interesting question” (Dickens 1994: 177). Then the young girl
falls asleep immediately “with her head resting on that sealed book of fate,
untroubled by its mysterious blank leaves” (Dickens 1994: 177). This
moment seems to be bearing an important encoded message within it
because Dickens decided to end his novel particularly with the image of the
same sexton and a third volume — the volume of marriages: “Her birth is in
what I call the first volume; she lay asleep on this very floor, with her pretty
head on what I call the second volume; and she’s now a-writing her little
name as bride, in what I call the third volume” (Dickens 1994: 826). These
three volumes contain three main stages, or events in the life of a human
being and they are birth, marriage and death. These are also stages of
development. They could be interpreted in the realm of the temporal
structure of the phenomenology of the social action which Schutz describes:
“The meaning of my action consists not only in the experiences of
consciousness I have while the action is in progress but also in those future
experiences which are my intended action and in those past experiences
which are my completed action” (Schutz 1967: 39). These volumes
symbolically unite the past, the present, and the future of Little Dorrit’s life
while she is unaware of this and while she is in the passive condition of
sleeping. This could be understood as a moment in which Dickens shows us
how unaware of their development and their “participation” in the world of
the adults Dickens’s characters are.
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Carlisle states the following about the ending: “It is an obvious parody
of the conventional narrative pattern which opens with a birth in the first
volume and ends with a marriage in the final volume™ (Carlisle 1975: 195).
However, Dickens’s novel consists of two volumes. One explanation of this
might be his dislike of adulthood. We could take a look at a part of Zweig’s
thoughts about this case which will help us elucidate this statement: *“...he
1s reluctant to launch his darlings into life; and he never guides them onward
into adulthood where they would become commonplace, jaded elders. He
bids them farewell as soon as he has to lead them to the altar, to marriage;
when all perils have been overcome, and they have entered the quiet haven
of comfortable existence” (Zweig 1930: 88). Perhaps Dickens is scared to
see the children, the childish and the childlike disappear from the hearts of
his heroes. He dreads their development, but he acknowledges that he is
powerless to block it. The only way out of this predicament is to abandon
them. Thus, his readers and he will remember only their childhood and will
not see them corrupted.

In conclusion, we could say that the way Little Dorrit objectifies her
consciousness through social actions, her perception of the world outside the
prison walls, and her self-perception all underline that her growth has
happened almost without herself participating consciously in it. Her
consciousness of time could be considered as a child’s consciousness of time
not only because she is physically “little” but because she is perceived and
remembered as “Little Dorrit”.
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Forster’s “4A Room with a View” can be regarded as a nuanced exploration
of the human psyche. As the author places his personages within unfamiliar
environments, we bear witness not only to the imminent character growth of
some, but also to their ability to retain, render, and recall past experiences which
define their current present. The paper aims at a portrayal of images that present
a central element of the novel: to view and be viewed are privileges and
phenomena that lead to inevitable personal development for those willing to elicit
knowledge from their formative past.

Key words: time, memory, experience, growth, Henri Bergson

Initial Reflections

The following analysis offers an attempt at a phenomenological
reading in order to better understand the finespun concepts of E. M. Forster’s
“A Room with a View”. A primary focus is to examine some instances when
characters are active viewers of scenes, the viewing of which bears certain
weight of not only their associations with past experiences, but also the
formation of new, core memories. Whilst some characters may be intensely
depicted as viewers, they are also ones viewed, which in turn creates a
peculiar juxtaposition: protagonists such as Ms Lucy Honeychurch, Cecil
Vyse, Charlotte Bartlett have the roles of “active” onlookers, yet they are
also perceived by others, including the narrator themself. This, in turn,
creates a metaphysical environment in which one is left wondering “Who
viewed first?” and “How important exactly is the process of viewing?”
These questions coincide with one of the main points that will be discussed
further, namely how our ability and privilege to view serve as the initial steps
to the formation of memories. Whether the information we assimilate
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becomes encoded within our psyche is dependent upon our selective
attention and the emotional significance we ascribe to certain events. Rich
visual experiences often leave a lasting mark that becomes something
inherent to our cognitive functions. As these processes of viewing lead to
the gaining of experience and shaping of memories, their collision leads us
to a statement by Forster himself in his “Aspects of the Novel”: “It is never
possible for a novelist to deny time inside the fabric of his novel” (Forster
2002: 23). Time exists beyond us, even when we are no longer here; it is a
tangible, fluctuating and ever-so-changing unity of existences, both past,
present and future.

As the characters experience the world, as they gaze at and observe
and contemplate their surroundings, they begin to collect facts, which
comprise their knowledge gained through experience, which in turn forms
their perceptions of the reality they inhabit. These facts become fundamental
for the development of their perceptions as experiences begin to dictate their
actions and serve as a purpose for their personal growth in time. Memory,
according to French philosopher Henri Bergson, is precisely “the survival of
past images” (Bergson 1990: 65-6). These past images constitute our contact
with the surrounding world and the way we perceive time. To him, there is
a difference between measured time and duration (durée): “Every perception
fills a certain depth of duration, prolongs the past into the present, and
thereby partakes of memory” (Ibid. 244). Real time, the one we inhabit and
the one which supposes duration, is one which flows without any clear
boundaries. It is not static and spatialised, but fluid and omnipresent. This
continuous aspect of time is felt within Forster’s novel as well, which is
precisely why the current analysis relies on Bergson’s principles in order to
exemplify how time’s fluidity spreads to, and influences, these characters’
perceptions of reality. We glimpse reality through their own point of view,
and their point of view encompasses not only present endeavours, but past
ones as well, as we later see.

These moments that show the impressionable nature of humans and
their vulnerability are mainly told from the perspective of Lucy
Honeychurch. The novel is regarded originally by Forster himself as “The
Lucy Novel” (Moffat 2011: 67), which showcases that Lucy is deliberately
posited as a chief viewer and perceiver of events. The introspective account
of reality we receive would not have been as effective if the chief narrator
was someone stringent, such as Cecil for example. An important factor in
Forster’s writing is, as Jeffrey Heath mentions, that “Forster values direct
human experience — often profoundly human experience on a grand scale —
over limited and edited accounts of it” (Heath 1994: 394) — this is quite
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evident in 4 Room with a View as all characters bear the weight of their past
experiences which form the perceptions of their current reality.

The first two chapters of the novel could be regarded as foundational,
due to the fact that they introduce the feeling of multiviewedness and
reflectory behavior present within the novel, and mark the beginning of Ms
Honeychurch’s growth and development from an inexperienced individual
to a knowledgeable being upon grappling with society’s practices in a
foreign environment. Two of the main protagonists, the English cousins Ms
Lucy Honeychurch and Ms Charlotte Bartlett, open the novel by going to
Florence on a trip, which serves to enrich Lucy’s mindset as she comes of
age. The trip, planned and executed in a Grand-Tour-esque way, is the
threshold that leads our heroine from juvenility to maturity.

At the time of our characters’ introduction, we see that they have been
faced with a hindrance upon their arrival at the pension: They have received
a room which faces the courtyard, rather than the river Arno as originally
promised. They begin to argue over who would get the first vacant room with
a view, when a man called Mr Emerson suddenly exclaims “I have a view, |
have a view” (Forster 2005: 34) and offers to switch rooms with Lucy and
Charlotte, who will in turn get Mr Emerson and his son George’s oh-so-
desired room with a view. Despite their initial reluctance, Lucy and Charlotte
successfully switch their rooms with the assistance of the reverend Mr Beebe,
who is the initial mediator between the Emersons and the two cousins.

Charlotte’s Trump Card

Charlotte’s apprehension is one reason for the prolonged altercation.
She proves to be much wary of her communication with the Emersons,
compared to Lucy who is more candid and carefree. This introduces us
readers to Lucy and Charlotte’s characters as a whole and how they are
somewhat distorted mirror images of one another — seemingly common
characteristics between the two such as aloofness and uneasiness become
warped as we gain a better idea of the depth of Lucy and Charlotte’s
personas.

Once the switch between rooms has finished, Lucy and Charlotte part
ways for the night. Here, the differences between these two characters
become even more evident, despite their initial similitude. Once Lucy “...
reached her own room she opened the window and breathed the clean night
air, thinking of the kind old man who had enabled her to see the lights
dancing in the Arno and the cypresses of San Miniato, and the foot-hills of
the Apennines, black against the rising moon” (Forster 2005: 43). The image
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of Lucy looking out the window, appreciating not just the scenery but also
the kindness of Mr Emerson is in stark contrast with Charlotte’s experience:
“Miss Bartlett, in her room, fastened the window-shutters and locked the
door, and then made a tour of the apartment to see where the cupboards led,
and whether there were any oubliettes or secret entrances” (Ibid.).

Evidently, the latter heroine 1s much more closed-off as a personage,
confined to her own inner world and worries, rather than open and
appreciative of her environment and vistas. This unreceptiveness of
Charlotte’s is seen in other instances as well, most notably later in the novel
when she visits Lucy at Windy Corner: “She felt sure that she would prove a
nuisance, and begged to be given an inferior spare room—something with no
view, anything” (Forster 2005: 169). Her detachment from the outside world
is indicated by the fact that she requests a subpar, even viewless, space in
which to reside while visiting her extended family,. The distrustful nature she
possesses has isolated her from her surroundings. Polish academic Fordonski
makes the following observation: “It is, however, the undeveloped English
heart which plays the most important role in Forster’s fiction” (Fordonski
2016: 34). He stipulates a twofoldedness present within Forster’s characters
— they are often unable to showcase and communicate their feelings, while
simultaneously repressing them, and they are incapable of responding to other
people’s sensations and reactions, especially in foreign places, such as Italy
in our case (Ibid.). Therefore, it comes as no surprise that Charlotte is indeed
so apprehensive, given the fact that she is not only in a foreign setting, she is
also a person who is haunted by past regrets.

Further evidence of Charlotte’s failed romantic endeavors are hinted
in chapter 20: Lucy begins recounting her frustration over her cousin’s
actions which lead to numerous contretemps, due to the fact that she shared
the story of Lucy’s embrace with George in the meadows of Italy to no other
than Mrs Lavish, a renowned romance author. She begins her musings with
the words “How like Charlotte to undo her work by a feeble muddle at the
last moment” (Forster 2005: 235). In addition to Charlotte’s tendency to
apparently act more rashly and tardily, she is also regarded as the black sheep
of the family. Due to her tendencies to travel and act independently of others,
Mrs Honeychurch deems her own daughter a copy of Charlotte: “Oh,
goodness!” her mother flashed. “How you do remind me of Charlotte
Bartlett!” (Ibid., 220). She continues further, “I see the likeness. The same
eternal worrying, the same taking back of words. You and Charlotte trying
to divide two apples among three people last night might be sisters” (Ibid.).
To Mrs Honeychurch, bouts of rebellion and a want for autonomy are
associative of Charlotte, who from an individual becomes a mere derogative
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personal name. Unfortunately, this disparaging has grown into Charlotte’s
character who now seeks a ghostly guise, hidden from view and attention.

Charlotte is to such an extent caught up in her own past that she
vehemently avoids anything that would remind her of it, but ultimately, it
manages to seep into her life regardless of efforts due to the fact that, as
Bergson puts it, “there is for us nothing that is instantaneous. In all that goes
by that name there is already some work of our memory, and consequently,
of our consciousness, which prolongs into each other ...” (Bergson 1990:
69). It is implied in chapter 17 that Charlotte had denied herself the chance
of marriage: “Lucy entered this army when she pretended to George that she
did not love him, and pretended to Cecil that she loved no one. The night
received her, as it had received Miss Bartlett thirty years before” (Forster
2005: 201). In this scene, Lucy is left bewildered after George abruptly
kisses her while she is still engaged to Cecil. She ends up breaking off her
engagement due to these circumstances, as she not only feels guilt for
cheating on her betrothed, she also cannot return his love.. This is perhaps
an echo of Charlotte’s situation which is yet another explanation for her rigid
social stance and behavior. Her apprehension towards the Emersons is a
depiction of her reluctance to let new people in her life, especially men. The
past has turned her present into a viewless window — confined and finite,
mundane and prosaic. Her scapegoat is Lucy in whom Charlotte sees an
opportunity to not repeat the past. It is not coincidental that George, at the
end of the story, tells Lucy that perhaps Charlotte is the one who brought
them together, the hidden deus ex machina of the novel.

Lucy’s Temporal Shifts

Lucy, similarly to Charlotte, is bound by her past, yet she attempts to
somehow spare herself from becoming a cocoon filled with past regrets. Her
experiences in Italy — meeting the Emersons, getting lost in Florence and
relying on herself rather than a Baedeker, witnessing cold murder in the
middle of the Piazza Signoria, indulging in a heartfelt moment with George,
appreciating artistic Italian triumphs are the antecedents for her
characterization and further development in Part 2 of the novel. Her curiosity
proves to be one of her strongest virtues, yet it is also a sign of unfeigned
naiveté. Had she not been so lacking in experience she would have reached
a solution to her circumstantial problems more promptly and placidly.
However, it is precisely this credulity of hers that becomes a driving force
for her personal growth. As a displaced foreigner in an uncanny, unfamiliar
environment, Lucy’s only option is to adapt and evolve as a person. With its
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pictorial views and rich history, Italy enchants Lucy, a person so used to the
customs of the rigid British society.

Despite being transposed as an other in this foreign setting, she still
manages to maneuver between situations and become a self within the scope
of her new surroundings. Scholar R. Yang takes notice of this as he deems,
“Italy has given Lucy the most precious thing she possess in the world — her
own mind” (Yang 2024: 79). This shift in character is not immediate,
however — it takes time for it to form. Her varied adventures lead to a
culmination in chapter 19, when for the first time Lucy openly admits that
the thing she truly wants is independence (Forster 2005: 220). In a candid
confession, she exclaims “I’ve seen the world so little—I felt so out of things
in Italy. I have seen so little of life” (Ibid., 219) — although her Italian
escapades showcased naiveté, we finally see self-realisation within her
persona and become just as self-aware as the heroine that she indeed was not
as prepared for the world as she may have wanted to be. Yet this fact is not
something negative. Due to the progression of time, on a fundamental level,
we are never the same — we change and shift minute by minute, second by
second, mostly without even realising it. At the very minimum, our biology
shifts as we age, but our mind too shifts and ages. Similarly to Henri
Bergson, French philosopher Maurice Merleau-Ponty argues that the
essence of time is our subjective experience within its realm:

There is no related object without relation and without subject, no unity
without unification, but every synthesis is both exploded and rebuilt by time
which, with one and the same process, calls it into question and confirms it

because it produces a new present which retains the past. (Merleau-Ponty
2002: 279-280)

Time, to Merleau-Ponty, is something we inhabit with our very being. Our
senses and subjective existence are what keep the past, present and future
afloat and these relations mark temporal unity. Conversely, our being in the
world is further validated by the being of others, and our senses are what
keep us moving through temporality. Without myself as a being and without
a being to perceive, time ceases to exist: “The person who, in sensory
exploration, gives a past to the present and directs it towards a future, is not
myself as an autonomous subject, but myself in so far as I have a body and
am able to ‘look’.” (Ibid., 279) In the case of Lucy Honeychurch, her shift
in mindset and becoming a self-aware person come much after her trip
abroad, not because her experiences there were minute or inconsequential,
but because time does not follow a strict timeline or any rules whatsoever.
Bergson and Merleau-Ponty both take notice of the fact that time is an
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evershifting phenomenon and our experiences are its fundamental aspect.
We are in need of the temporal difference between present and past in order
to grasp what has happened before and proceed towards the future which
encompasses both of these entities. Lucy is proof that experiences leave a
lasting-impression and if one is more discerning and introspective, these
experiences prove to be the source of imminent shift in character.

Francesca Pierini observes that Italy i1s the catalyst for Lucy’s
temporally shifting persona as well: “In the novel, Italy plays a crucial and
symbolic role in the heroine’s transformation and in her discovery and
acceptance of honest, genuine, and unaffected values” (Pierini 2023: 218).
Lucy, being the keen observer she is, assimilates her surroundings precisely
through her perception. Merleau-Ponty argues that “when I perceive, I
belong, through my point of view, to the world as a whole” (Merleau-Ponty
2002: 384). So while Italy becomes a means through which Lucy manages
to embark on her bildungsroman-like journey, her ability to acculturate
herself to a foreign setting and her keen observations become essentially the
tools through which she survives upon her displacement abroad. The
subjectivity of her experiences stipulates her position and existence within
the world. A contemplative individual, such as Lucy, is one who is able to
view and assimilate received information in a more observant, analytical
manner. These skills assist her in facing the “new world” of Continental
Europe, a place much different, more turbulent, than the safety and
familiarity of her hometown in England. It is perceivable that Forster’s ...
early work assigns the young tourist to a central position in the narrative,
thus providing an ideal arena for studying questions concerning travel and
identity” (Peat 2003: 140). As Lucy is able to place herself in the position of
the other, as can be seen in Chapter 4 of the novel, which is later examined,
she is not only able to better understand herself through the other person’s
experiences, we as readers are able to better understand her surroundings as
we are ‘peeking into’ the story through the lenses of a very keen observer.
The distance she is able to provide as a foreigner abroad is something that
greatly enriches the narrative of the story. The Italian adventures we embark
on as readers are mainly through Lucy’s point of view.

These moments, even views, she witnesses and experiences come up
in different junctions of time through the progression of the story in the form
of memories and recollections, as, in essence, no matter how much we would
like to evade our past experiences, they manage to come through
subconsciously and affect our current perspective on extant matters
(Bergson 1990: 95). However, the image that comes to mind “...is the image
most similar to the present perception that will actually do so” (Ibid., 96) —
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our associations are not conjured up arbitrarily, our body and minds dictate
how our awareness may shape memories that link our past experiences to
our current actions. So, while Lucy may seemingly be looking out through
a window, or peering at others as is the case in chapter 14 when she perceives
Cecil in the garden reading a book, her gaze is almost always heavy with
memory.

Tranquility No More

One moment that proves to be crucial for Lucy’s development is the
homicide in Chapter 4. This is the only chapter in the first part of the book
that bears no name other than its numerical order. The reason for this is not
adventitious. Its namelessness echoes a moment that seems to be still in time,
a framed narrative that moves in slow motion, but which moves hastily
through Lucy’s memories as it becomes an innate part of her psyche. We are
introduced to this moment by being immersed in the narrative through
Lucy’s remark that nothing ever happens to her, as she enters the Piazza
which now contains marvels already familiar to her (Forster 2005: 69).
However, the Piazza is cast “in shadow” (Ibid.), the statue and fountain of
Neptune is overbearing, the Loggia dei Lanzi resembles a supernatural cave
filled with prophesized deities, the tower of the Palazzo Vecchio seems like
“unattainable treasure throbbing in the tranquil sky” (Ibid.) as it “...was the
hour of unreality—the hour, that is, when unfamiliar things are real” (Ibid.).
Precisely at this mystical hour, Lucy’s wish for something to happen comes
true. The darkness of the scene and the observant statue of one of the dividers
of the world foreshadow what is to come. Two Italian men squabble and one
is killed in cold blood.

The scene 1s depicted from Lucy’s point of view — she feels as though
she is being perceived and regarded by the fallen man: “He frowned; he bent
towards Lucy with a look of interest, as if he had an important message for
her. He opened his lips to deliver it, and a stream of red came out between
them and trickled down his unshaven chin... That was all.” (Forster 2005:
70) The gruesome scene ends as if drapes are being drawn and suddenly as
if watching a curtain call, the crowd emerges “out of the dusk” (Ibid.). While
the act is playing out, George Emerson is there, standing across, as if taking
the place of the fallen man, while looking fixedly at Lucy (Ibid.). George
becomes Lucy’s pillar of support in the succeeding moments. She faints as
she thinks to herself “““Oh, what have I done?”” (Ibid.). Guilt immediately
starts to seep in: A witness of the whole situation, she feels as though she is
the one responsible for the murder. Suddenly from a mere viewer, she

260



WINDOW VIGNETTES: VIEWERS AND VIEWED IN E. M. FORSTER'S....

becomes an accomplice. The shock she experiences does not really stem
from the fact that she is the one who caused it, but more so from the fact that
she did not prevent it from happening. George, however, appears unaffected
by the situation. Lucy again asks herself what she has done to which George
simply replies ““You fainted”” (Ibid.), disregarding the fact that Lucy is
actually experiencing survival’s guilt. While for Lucy “the whole world
seemed pale and void of its original meaning” (Ibid.), George is assumedly
undisturbed as his first concern is to go back to the pension with Lucy. She
pleads that George assist her with finding some photographs she had
dropped due to the incident to which he complies. Immediately when left
alone, Lucy attempts to flee but is stopped by George who says ““The man
1s dead—the man is probably dead; sit down till you are rested”” (Ibid., 71).

Initially, George seems placid but as it turns out he is actually also
struggling to grasp what has happened before him. Although we do not see
the scenario from his point of view, the mere fact that he corrects himself by
saying the man is probably dead enhances his disillusionment regarding the
situation. His worry may be further pinpointed by the fact that upon
retrieving Lucy’s photographs, he sees they are covered in the fallen man’s
blood and throws them in the river Arno. Lucy becomes frustrated and
questions his actions to which he responds ““I did mind them so, and one is
so foolish, it seemed better that they should go out to the sea—I don’t know;
[ may just mean that they frightened me™” (Forster 2005: 72). On the surface
level, Lucy’s reactions seem more genuine and establish her as a sensitive,
empathetic person, while George is of a more composed nature. However,
as it turns out, he is just as affected and frightened as Lucy is. A. Markley
states that “Forster relies on the reader's visualization of the action in order
to understand the import of what takes place” (Markley 2001: 271), meaning
that for the majority of the time, when we are not peering into the story
through the perspective of more observant characters such as Lucy, we are
given subtle hints as to certain characters’ dispositions. George’s grief and
shock are hidden from our view but the effect the incident has on George is
undeniably existent. The whole situation, however, turns out to be a
necessary evil as “...both Lucy and George need new directions to their
lives; in other words, they need a renewal”, according to Philip Wagner
(Wagner, Jr. 1990: 277).

The multiviewedness mentioned earlier is present even at such a
crucial moment. Lucy is gazing at the Italian, who in turn is staring at her,
whereas George 1s an onlooker of the whole scene, taking in Lucy’s
reactions and the fate of the Italian, while we, as readers, are observers
through the intrusive narrator of the whole momentum. Each of these beings
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create a representation, a mental image in order to understand the
surrounding world. This mental image, or object, according to Bergson, is
“entirely different from that which is perceived in it, that it has neither the
color ascribed to it by the eye nor the resistance found in it by the hand”
(Bergson 1990: 10). These attributes are independent of the mind and are
sole characteristics of the object itself. We have the ability to perceive things
but each object exists as “a self-existing image” (Ibid.). Our perception is
subjective and our memories and psyche are rendered precisely through
these subjective experiences. The ability of a person to view stipulates their
ability to fathom subjectivity. What Lucy saw is different than what George
saw. What the final moments of the Italian truly were is something only he
could discern and vouch for. Nonetheless, regardless of individual
perceptions, none of the two protagonists remain the same.

The scene haunts Lucy further on. So caught up is she in this new reality
that she pays no heed to familiar things such as the weekly magazine Punch:
“They were now in the newspaper-room at the English bank. Lucy stood by
the central table, heedless of Punch and the Graphic, trying to answer, or at
all events to formulate the questions rioting in her brain. The well-known
world had broken up, and there emerged Florence, a magic city where people
thought and did the most extraordinary things” (Forster 2005: 84). Had this
happened in her homeland perhaps she would not have been as affected and
shocked. But by being transposed into a different, unknown environment, she
needs to come to terms with the fact that her new, unfamiliar world is not as
magical as she makes it out to be. Whatever has happened to her is something
only she gives value to and her new reality requires recognizing the fluidity
and interconnectedness of time, memory, and perception. It is the mark of the
end of her youth: “It was not exactly that a man had died; something had
happened to the living: they had come to a situation where character tells, and
where Childhood enters upon the branching paths of Youth” (Ibid., 73).
Albeit that a living being ceased to exist, the real tragedy for the narrator is
the emotional toll and scar that is left upon those who perceived the incident.
The weight of their guilt is compared to being almost as devastating as losing
one’s life. That is not to say that one diminishes the effect and result of the
other, more so it emphasizes the fact that those who are left living need to
deal in their own way with what they have faced. Staying alive after
witnessing such an event leads to emotional turmoil to those more perceptive
and one is left in constant dubious questioning as to whether they have made
the right decision by standing still, or whether this proved to be a grave
mistake that led to something that could have been prevented. Lucy shall
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remain a changed person from here on after as she bears the cross of the inert
observer — one who neither undertakes action, nor stays nonchalant.

A viewer is a privileged person who bears responsibility for whether
they would act humanely in time of need. Lucy, however, is not able to fulfill
her duty. As time, memory and experience collide, our heroine realises that
they are an innate, preordained part of our existence. The realization she
reaches somehow calls for an idea Levinas articulated in Time and the Other:
“I touch an object, I see the other. But I am not the other. I am all alone”
(Levinas 1987: 42). While Lucy might not have physically touched the fallen
Italian, she perceived him — her ability to view in essence bears the tactile
functions of her body. She does not perceive the rest of the world through
touch, but through gaze. The inability of her gaze to encompass the view of
the other leaves her not only with feelings of guilt, but also with feelings of
solitude, as the experience she underwent through is something very partial
to her own self; she would never know what the victim felt. Her palpable
silence does not indicate her want to be silent: It is indicative of her inability
to grasp the other’s perception and assist in a time of dire need.

Concluding thoughts & reflections

A feat of Forster’s, according to Lionel Trilling, is that “he is content
with the human possibility and content with the limitations of it” (Trilling
1942: 172). The novel exemplifies this statement very well — it is an account
of displaced figures in foreign settings, who strive to survive in a new,
unfamiliar world, despite their own personal restrictions. They breach these
limitations through their experiences, which become formative for their
personas, while they also remain their authentic selves. This is supported by
the above explorations, which strive to illustrate, through the integration of
insights by philosophers such as Henri Bergson and Maurice Merleau-Ponty,
the influence that the fluidity of time has, and how it shapes one’s views and
perceptions, which permeate their past, present and current experiences.
Visual experiences, as depicted in the scenes of the murder in the Piazza
Signoria, evidently symbolise one’s emotional and existential shifts, and
create a layered reality for the characters where they have to navigate
between the interplay between memory, perception, and the flow of time.
Despite lacking physicality, Forster’s characters are so humanely relatable
that they feel like a pertinent, integral presence, which transcends the
confines of the pages.
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In this article we will focus on the specific ways of depicting female
characters in one of the most famous trilogies in French and world literature —
Alexandre Dumas' trilogy “The Three Musketeers”, “Twenty Years After” and
“The Vicomte de Bragelonne”, written in the years 1844—1850. The writer's
artistry creates several types of female characters that rest on a certain historical
foundation. We will examine the historical prototypes of the main heroines and
we will outline the main characteristics of the era depicted by Dumas.
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BbB Bcsika ernoxa v BbB BCEKU JIUTEPATYPEH JKaHP PECh3aBaHETO Ha
AKEHCKUTE UCTOPUUYECKH 00pa3u 0€3 CbMHEHHUE C€ ABSIBA €IMH OT HAl-OTJIu-
YUTETHUTE O€JIe3U 3a XyJ0KECTBEHOTO MAaliCTOPCTBO HA €JMH TBOPEL] HE3a-
BHUCHMO OT HETOBUS )KUTENCKU BT, COLMATIHATA CPEIa, B KOSITO € U3pacHal,
U COOCTBEHUSI My OTJIMYUTEIIEH XyI0KECTBEH cTHII. OOpa3bT Ha KEHata ce
OKa3Ba MPEeNOCTaBKa 3a M0-3a1bJI00YEHOTO U3yyaBaHEe Ha YOBEIIKaTa JIN4-
HOCT U 3a MO-U3THHYEHOTO MPOSIBJICHUE HA YOBEUIKUTE YYyBCTBA B U3KYCT-
BOTO. MOeM Ja mpocieIuM TOBA OLIE OT eroxaTa Ha AHTUYHOCTTA, KOTaTo
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JIPEBHUTE TeaTpaHU (JOPMH H3ITBIBAT C HEMIO3HATO JOTOTaBa ChIbPIKAHHE
MO3HATUTE HAa BCEKU YOBEK KUTEHCKH MpekuBsiBanus. J[okato oOpaszure Ha
repouTe B ApEeBHATA Tpareusi ca HAaCUTEHU C JI0CTa MPABOJMHEUHH YEPTH U
BCUYKHUTE UM TIOCTBIIKK CE€ SIBSIBAT CJIEACTBUE OT TEXHUTE O€3yMHH amMOu-
IIMU, KOUTO T TJIACKaT HEMHUHYEMO KbM Tru0eJ, TO JKEHCKUTE 00pa3u KpUsIT
€IHa M0-CJIOXHA JYIIEBHOCT, U3pa3siBallia Ce YeCTO B HEJIOTUYHU JICUCTBUSI,
KOUTO Ca B ChbCTOSIHUE JIa pa3pyliaT Isj1a e/1Ha BcesieHa. J[okaTto B CBOs CBSIT
repouTe MoryoBat caMo cede CH, APEBHUTE TEPOUHU ca CIIOCOOHU Ja Mpo-
MEHAT CHAOUTE Ha BCHUKHU OKOJIO TsX. Bceku xKeHCKkH 00pa3 HOCH 3pHHIIE
WCTHHA 32 OHE3U ABJIOMHU HA YOBEIIKOTO CHIIECTBO, B KOUTO KaTO B HEOOsI-
TEH KJIaJICHEI] Ce CIIOTalBaT y)acsBallll UCTOpUU. JJopHu U MO-KbCHUTE aB-
TOPH Ha ApamMaTyprudHu TBopOu, kato KopHeii u PacuH, yBeHUaBaT CBOETO
U3KYCTBO UMEHHO C MPECh3aBAHETO HA CIOKHUTE U MaTeTUYHU 00pa3u Ha
TePOUHUTE OT JIpEBHATa MHUTOJIOTHS. [[paMaTypruyHOTO U3KYCTBO BBILTH-
1[aBa BCUYKO HAW-CHJIHO, IPKO U U3KIIFOYUTEIHO B YOBEIIKATa MPUPOJa —
TO HE C€ 3aJI0BOJIsIBa ¢ 0JieI0 KONMMpaHe Ha 3a00uKasIaTa JIeMCTBUTEI-
HOCT. HeroBara rimaBHa 11e1 € J1a mpean3BUKa Hal-IbJI0OKUTE YyBCTBA B UO-
BeIIKaTa MPUPOJIa U Ja pa3ThbpCHU MPECUTEHUS 3pUTEN, KaTo U30Hupa TOYHO
KEHCKHUTE 00pa3u, CIOCOOHHU JIa TOKOPSIBAT ChC CBOSTA 3arabyHa MHOTOII-
JaCTOBOCT.

[TosiraTa Ha poMaHa JaBa Ha KEHCKUTE XapaKTepU HEBEPOSITHATA Bb3-
MOXHOCT Jia ObJaT U300pa3siBaHU Ype3 HOBH, OIIE MO-Pa3HOOOPA3HU JIUTE-
paTypHu noxsatu. OcoOeHO 3HaueHHUe NMPUA00UBA UCTOPUUECKUIT POMaH
npe3 ernoxara Ha PomaHTH3Ma, KONTO M3BEXIa HA MPEJICH TUTAaH HOB THII Te-
PO — UCTOPUYECKUTE JICUCTBALIM JIMI[A, KOUTO Ca Bb3KPECEHU OT MEPOTO Ha
MHOYECTBO TaJaHTIMBU MANCTOPH Ha CIOBOTO. Upe3 MUCMEHOTO OBECTBO-
BaHHME MCTOPUUECKUTE F€POU OKMBSIBAT CSKAIl MHOTO MO-ITBJIHO, Thil KaTO
aBTOPUTE BEYE pas3noJiarat ¢ Bh3MOXKHOCTTA Jia OIMUIIAT 0 Hal-MaJIKUTE
NOAPOOHOCTU TEXHUS BHTPEIICH AYXOBEH KUBOT, J1a Pa3KpUAT BCECTPAHHO
XapaKTEPUTE UM | J1a MOTUBUPAT ACUCTBUATA U TOAOyAUTE UM. 11 OTHOBO B
TO3U aHp rJIaBHATa poJIsl € OTPE/ICHA Ha dKEHATa: TS € CBOCOOPa3€eH IIEHTHP,
OKOJIO KOMTO C€ ABUKHU LsJIaTa BCEJICHA; TS € MbPBONPUYMHATA 32 IOBEYETO
OT OCHOBHHTE ChbOUTHS B IOBECTBOBAHUETO; UMEHHO TS J]JaBa UMETO CU KaTo
3arjaBre Ha MHOXECTBO MPOU3BEACHUS, KOUTO MHAY€ HE OMXa MOIJIH Aa 0b-
JaT HA30BaHM IO APYT HAYHH.

KbM Ta3zu TeHaeHus ce NpUCheMHIBA U €IMH OT ITUCATEIIUTE C Hall-
MHOT000pa3Ho U 6oraTo JuTepaTypHo TBopuecTBO mpe3 XIX Bex — AJek-
cauabp roma-6ama (1802 — 1870). B HacTosiiaTa craTus 1e pasrieaame
cnenu(pUUHATE HAUMHU Ha U300pa3siBaHe Ha KEHCKUTE 00pa3u B HEroBaTa
TpuJiorus ,, I pumara myckerapu®, ,,JIBageceT roquHu Mo-KbCHO ™ U ,,BUKOHT
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b0 bpaxenoH®, ABsABaila ce €Ha OT HAU-U3BECTHUTE TPUIIOTHU HE CaMO
BBB (hpeHCKaTa, HO U B CBETOBHATa JuTeparypa. MailcTopcTBOTO Ha muca-
TeJsl Ch3JaBa HAKOJIKO OCHOBHU THIIA EHCKH 00pa3u, KOUTO MOYUBAT
BBPXY OIpejesieHa UCTOPUYECKa OCHOBA M BBHILTBIIABAT ChIECTBYBaJIaTa
ToraBa Tpaauius Ha PomanTusma.

HacrosimaTta craTus ce siBsiBa 4acT OT €JHO MO-IOJIPOOHO U TT0-3a]TbJI-
OOUYEHO MPOYyUYBaHE HA UCTOpUYECKATa JEUCTBUTEIHOCT, OTPAa3€HA B TBOP-
YECTBOTO Ha HAKOU (PPEHCKH NUcaTenu OT HauasmoTo Ha XIX Bek, B KOETO ce
HaO0JII0/1aBa CI0KHO MPETUIMTAaHE Ha UICTOPUYECKATA PEATHOCT C XYJ0XKECT-
BeHara Quknusa. Cpe Te3u MPOU3BEACHHS CE€ OTKPOsiIBA OCOOCHO HMCTOPH-
YEeCKUAT poMaH Ha Anekcanabp Joma. Berpeku Hamu4mueTo Ha MHOKECTBO
U3CIIe/IBAHMS BHPXY HETOBOTO TBOPYECTBO, KATO HAIIPUMED €KETOIHO IMyO-
JIMKYBaHWTE CTaTHU B cOOpHUKa, o3arnased Cahiers Alexandre Dumas!, B
KOWTO BCEKM TOM € MTOCBETEH Ha OTAEIHA TeEMA U € JIOITBbJIHEH ¢ Oorara Ouo-
auorpadusi, BCe OI1I€ JIUIICBA ISIOCTHO U MTOAPOOHO U3CIIe/IBaHE BHPXY MPO-
YuTa Ha UCTOpPHUSITA B rojisiMa 4acT OoT TBopouTe mMy. C HacTodiara CTaTus
e Ce€ OMUTaMe Jla OUYepTaeM TJIABHUTE XapaKTEPUCTHKU Ha M300pa3eHara
ot J[roMa enoxa u 1ie pasriegaMme HCTOPUUECKUTE MPOTOTUITN HA TJIABHUTE
Te€pOMHU B HETOBATa TPHUJIOTHSI.

Hanucanu npe3 40-te ronnnu Ha XIX Bek, poManute Ha J[toma oTpa-
3s1BaT JyXa Ha Beue OTMHUHAaBaIlaTa ernoxa Ha PoMmantu3ma B U3KycTBOTO. Te
3ama3BaT Ta3u HEMCTOBA JKAXJa 3a MOJABU3U U MPUKIIOUECHUS, C KOATO CE
XapakTepu3upa MOCACTHUIT MOJAEM HAa POMAHTUYECKOTO JIBKEHUE TMPE3
1830 roguna. B Meceuute npenu FOsckara peBoOJIIONMA BCUUKH OCHOBHH
YEpTU HA Ta3U €moXa Ce M3OCTPST, 32 Ja NPUIOOUSIT HEU3MEPUM U HEUO-
Bemku o6nuk. B ,,Moute cnomenu® (Mes Mémoires), HalmMcaHu TOJUHU
o-KbCHO, Anlekcanabp Jroma onucBa noapoOHO Tpeckara, 3aBiajsiia Mia-
JOTO TOKOJIEHUE, Ch3/1aJI0 HEOOMKHOBEHATA KyJITypa Ha PomaHTU3Ma, KOSTO
Hajara OTIe4YaTbkK BbPXY MUCICHETO U MPEJICTaBUTE Ha MHOT'O OT XOpaTa Ha
HoBoto Bpeme. [lenara, uzpacHanu mnoj O0MHUTE 3HAMEHA, OOpBILAT IOT-
JIe]] C HOCTAJITUS KbM TMOJIBU3UTE Ha OAIUTE CU U MEUTAsT 3a CUJIHU yCella-

' Michael Hohmann, « Le sens du héros dans la trilogie des Mousquetaires », Cahiers

Alexandre Dumas, Marly-le-Roi, Editions Champflour / Société¢ des amis Alexandre
Dumas, Ne 21 « Les Trois Mousquetaires, Le Comte de Monte-Cristo : cent cinquante ans
apres. Actes du colloque [Marly-le-Roi, 3 — 4 septembre 1994], organisé¢ par Fernande
Bassan & Claude Schopp, pour la Société des amis d'Alexandre Dumas », 1995, p. 36 —43.
Maxime Prévost, « L'invention de 1'échec héroique : lectures croisées de Vingt Ans
aprés et de Lord Jim », Cahiers Alexandre Dumas, Paris, Classiques Garnier, Ne 41
« Modernités d'Alexandre Dumas », 2014, p. 119 — 129.
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HUS U MPEKUBSBAHUS, KOUTO JIUTICBAT B TIXHOTO HOBO OYpP>KOa3HO €XeaHe-
BHe. Te ch3aaBaT aHTUIO/ HA KJIACUIIM3Ma, KaTO OTpUYAT BCAKAKBA CIIbP-
KAHOCT M YMEPEHOCT Ha 4YyBCTBaTa. POMaHTH3MBT HM3TJIACKBA HAaIpen
BCHYKO NMPEYBEINYEHO, MUCTUYHO, TAWHCTBEHO U CAMOPA3PYILIUTEIHO B YO-
Bemkara npupoja (Jroma 1863). Berpeku mocTerneHHOTO OTMUPAHE Ha PO-
MaHTHYECKUTE UJCH, 10 Kpas Ha )KMBOTA CU nucatenu karo Buktop FOro u
Anekcanibp JlroMa 11e nporbinKaBar Aa mas3ar J0 rojisiMa CTeNeH pOMaHTH-
YECKUS IyX U B TO-KbCHUTE CU TBOPOMU.

[Ipe3 cBost CpaBHUTETHO ABIBI U OOTaT HA MIPEKUBSBAHUS KUTEHCKH
nbT [{toma craparenHo ch0Oupa, u3ydaBa U MPETBOPSIBA B TIPOU3BEICHUATA
CH OIPOMHO KOJIMYECTBO LIEHEH UCTOPUYECKU MaTepuall. Tol ce nHTepecyBa
YKMBO OT UCTOPUATA HA BCUYKHU €BPONEHUCKU HAPOAU U HU OCTaBsl HEBEPO-
ATHO OoraTa ¥ MHOTOOOpa3Ha rajepus OT JIMIa OT Hal-pa3InyHU €TIOXHU U C
Hal-pa3JIMyHO MOJIOKEHHUE B COLMAIHATA Mepapxusa. B cBOeTO TBOpUECTBO
nUcaTessIT HabJAra mo-CKOpo Ha JUYHOCTHO-EMOIIMOHAJIHUS, & HE Ha ICH-
XO0JIOTUYECKO-COLIMAIHUSL €JIEMEHT, 3a Jla TOCTUTHE *enaHus edekt. Eqna
OT TJIABHUTE NMPUYMHU 32 yCIieXa Ha MpousBeleHusTa Ha [[roma ce siBsiBa
MalCTOPCKOTO UHTEPIIPETUPAHE HA )KEHCKUTE 00pa3u.

B tpunorusra ,,Tpumara myckerapu‘ (1844), ,,JIBageceT roquHu mo-
kbCcHO (1845) u ,,Bukont npo bpaxenon* (1847 — 1850) ce cpemar nBa
OCHOBHHU THIA KEHCKHU XapakTepu. Te cienBaT TEHIASHIMUITA KbM aHTaro-
HUCTUYHO MPEJICTaBIHE, 3apojuiia ce Mpe3 ernoxara Ha Pomantu3ma u npe-
BbpHaJIa C€ MO-KbCHO B Tpajauiius. /[Bata OCHOBHU 00pa3a: Ha ,,)KeHaTa aH-
rena‘ ¥ Ha ,, KeHaTa JEeMOH ', ce TIPEIINTAT U CE BIIMBAT €CTECTBEHO B 00OTra-
TEHOTO U HEOOMKHOBEHO KMBO MTOBECTBOBAHUE, 3a Ja MPHUIaaT EMOIMOHA-
JIeH, TTO-ABJIOOK CMHCHII Ha UCTOpUYECKaTa IEUCTBUTEIIHOCT U Ja 3aBIaACsT
U3IUI0 BhOOPAKEHUETO HA 4YWTATENs, Pa3KpUBaKU MY IMO-HACUTEHUS U
KpPacHB XYJI0’)KECTBEH CBSIT.

EnuH oT OCHOBHUTE EHCKH 00pa3u B TPUJIOTUSITA € TO3U Ha Kpajuiia
Anna Agscrpuiicka (1601 — 1666). Ts npuchcTBa MOYTH HABCSIKBJIEC B X012
Ha TOBECTBOBAHUETO, MaKap U Jia HE Ce MOsIBSIBa HEMPEKbCHATO KATO HETOC-
pelcTBeHo aeicTpaiio auie. HelHuAT 00pa3 KaTo nNpsik ABUTaTeN Ha JAeic-
TBUETO € PA3KPUT J0 TOJisIMa CTENEH Ype3 MOCTHIIKUTE HA APYTUTE TJIaBHU
repou B OCHOBHATa MHTPUTra HA pOMaHa ,, | pumara MycKkeTapu' — UICTOpHSITa
ChC CKBIOIIEHHUTE KaMbHU. CBENIEHUs 3a HEs Cce cpemiaT B ToJIsIM Opoi Me-
MOAapHU Ha IIPUIBOPHU OT Kpayickus Asop npe3 X VII B.

Cpen ocHoBHuTe ca ,,CIIOMEHM 3a PEreHTCTBOTO Ha AHHa ABCT-
puiicka® (Mémoires sur la régence d’Anne d’Autriche) Ha ®@pancoa A0
Jlapomdyko (1613 — 1680), uznanenu npe3 1662 r. B bprokcen, KakTo u
,Cnomenu* (Mémoires) Ha kamepauHepa Ha kpanunara [luep avo na [lopr,
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KOUTO c€ MOosBSIBAT 3a mbpBHU BT B JKenena npe3 1756 r. Camusar roma
3auMCTBa UcTopusiTa OoT kHurata Ha [Iuep-JIlyu Poomepep (1754 — 1835)
,, ] [OJIUTUYECKUTE U JIFOOOBHUTE UHTPUTY HA (DPEHCKUS ABOP*.

OT 0co0€HO 3HAYEHHE € ONMCAHUETO Ha )KMBOTA HA KpaJikliaTta OT Hel-
HaTa npuaBopHa aama dOpancoas 1,0 Moteuia (1621 — 1689) B ,,CiomeHun
3a AxHa ABctpuiicka® (Mémoires d’Anne d’Autriche). Ts e eqna ot jauy-
HOCTHUTE, KOUTO OCTaBaT Hal-0JIM30 J10 KpaiuiiaTa v 3ama3BaT CBOSITa HEMO-
KoJeOrMa BIPHOCT KbM HeEsl 10 BpEME Ha BCUUKHU OypHH CHOUTHS BbB (PpEH-
ckara ucropus ot cpenara Ha X VII B.

AHHa ABcTpuiicka, UCTTaHCKa MH(paHTa oT poja Ha XabcOyprure, ce
ABsIBA €JHa OT Hal-3HAYMMUTE XEHU B UcTOpUsATa Ha Ppannusa npe3 XVII
B. Kato cwrpyra na kpan JIlyn XIII (1601 — 1643) u maiika Ha Jlyn XIV
(1638 — 1715), s craBa cBUJETEIKAa Ha OYpHUTE CHOUTHUS IO BPEMETO Ha
JIBaMa BEJIMKU MUHUCTPH — KapauHaiaute Puienso (1585 — 1642) u Masa-
punu (1602 — 1661). OT Hali-paHHa BB3pacT 3aJI0KHUIA HA TOJTUTUYECKHU UH-
Tepecu, AHHa ABCTpuIiCKa MO3HaBa MHOTO JIOOpe JBOPIIOBUS KMUBOT U O€3K-
pailHUTe UHTPUTH, KOUTO JBUXKAT KPAJICKUs BOp. Ts cTtaBa obpaser; Ha Oia-
TOYECTHUB U JJOOPOIETENEH )KUBOT, BBIIPEKH Y€ 3JTUTE €311 HABPEMETO U IpH-
MUCBAT OJIM3KU OTHOIICHHS ¢ BEKMHraMCKus XepIior, a Mo-KbCHO — JOPH TacH
Opak ¢ MazapuHu, 32 KOETO HE ChILIECTBYBAT JOCTOBEPHU MCTOPUUECKH CBE-
JCHMUSL.

B ,,Tpumara myckerapu* o0Opa3bT Ha KpajlMilaTa € OCTaBEH Ha Iue-
JecTall — Ts1 € 1o0poeTenHaTa rocnojapka, HeloceraemMa U JajeyHa 3a CBO-
UTE NOJaHUIM. B chI10TO BpeMe Ts mpuTekaBa HIKOM 00LIOYOBEIIKHA YEPTH:
OCBJICHA J1a )KUBEE B JIBOPELIA, TS HE NTO3HABA BHHILHUS CBAT, IIPEICTABEHA €
KaTo CaMOTHA U HEIACTHA ’KEHA, KOATO HE MOKE J1a C€ JOBEPU HA HUKOIO U
HEOYAKBAHO HAMHpa MOJKpPENa Cpell Xopa OT pa3iiMyHa COLMAlIHA Kiaca. B
pOMaHa OTHOIICHHsITAa M ¢ BhKUHram ca 4YncTO MJIATOHUYECKU U B JICHCTBU-
TEJTHOCT HsIMa UCTOPUYECKHU CBEACHMS 3a TOBA, Y€ JIBaMaTta ca Ce Cpellaliu, C
U3KIIIOUEHHE Ha M3BECTHATa cpelia B AMuUeH, cioMeHata ot Jlapomdyko u
ot Jla [Topt. {roma npeictaBs HogpoOHO ¥ BpaXXA€OHUTE OTHOLIEHUSI MEKITY
AnHa ABctpuiicka u kapauHan Pumenso. Criopen poMaHTHYeCKaTa Tpaau-
1S C€ HAMEKBA 32 PEBHOCTTA HA MUHUCTBPA, KOWTO HE € MOJIy4YHJI B3aUMHOCT
Ha YyBCTBATa CH KbM KpajullaTta, HO UICTOPUYECKAaTa HICTUHA € MHOTO MTO-PO-
3anyHa. Karo ncnanka, AHHa ABCTpuiicKa LsUT 5KMBOT OCTaBa BSpHA Ha CTpa-
HaTa cU U A0pH B KoHPukTa Mexay Mcnanus u @panuus Ts BOJIM 0’)KMBEHA
KOPECTIOHJEHIIUS ChC CBOA Opart, ucnanckus kpain Owuun [V (1605 — 1665).
B neiicTBUTENHOCT Bpaxkaara u ¢ Puienso € pe3yarar OT y4acTHUETO M B 3a-
TOBOPH B 110J13a HA UCIIAHLIUTE, KOETO OT CBOS CTPaHa JOBEX/IA U JO OXJIaXK-
JlaHe Ha OoTHolleHusATa 1 ¢ kpais (JIeu 2007).
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B®B BTOpara wact Ha TpuiorusTa — ,,JIBageceT roguHu Mo-KbCHO®,
Kpanuiia AHHa ABCTpHUIICKA TOEMA POJISATA HA PETEHT MPU MaJIOJIETHUS Kpajl
JIyu X1V, HO Oau3KuUTE U OTHOIICHUS ¢ Ma3apuHu NpeIn3BUKBAT HEAOBOJI-
CTBOTO Ha ()PEHCKUTE OJIArOPOJHMIIM, KOUTO BIDKJAT B Heromara ¢urypa
camo 0Oisie1o nmoAgoOve Ha MOJUTUYECKHUS reHuid Ha Puienso. O0pa3bT Ha
KpajuiaTa NoBJIUsBa JOCTa OCE3aTEIHO BbPXY ChOUTE Ha TJIABHUTE I€POU
B TpujorusTa. bnaromapenue Ha ciy>k0ata cu Mpu Hesl T€ yCIsiBaT Ja u3-
BBPIIAT €THA OT HAN-TOJIEMUTE CU MOJIBU3H U Ja IOKAXAaT BEPHOCTTA CH KbM
KpaJICKaTa UHCTUTYIUS.

JIpyrusiT OCHOBEH >K€HCKM 00pa3 B poMaHa ,,Ipumarta myckerapu‘ e
To3u Ha Mmteiiau. ToBa € u Hal-CIIOKHUAT 00pa3 B Tpuiorusata. Brripeku
4ye TS c€ MOsABSBA CaMO B MMbpPBAaTa 4acT, CAHKATAa M MPOJIbIKABA J1a TETHE
BbpPXY JKMBOTA HA T€POUTE U MOCTOSHHO JIa UM HAMOMHS 3a OTMUHAJINTE
IHU. V3BeCTHA KaTO MWICHAN YUHTBP, TS € BILTBIIIEHUETO Ha 3JI0TO B KEH-
CKHsl 00pa3.

Cnopen Tpanunusita Ha PomanTu3Ma kpacorata 0OOMKHOBEHO C€ SIBSIBA
CUMBOJI Ha JYIIIEBHA YUCTOTA U HEBUHHOCT. Tyk obaue J[roma cu cimyxu ¢
MIPOTHUBONOJIOKHUA MMOXBAT, 3a 1a Ch3/1a/I€ €AUH HAUCTUHA TPOTUBOPEUHB U
CJIO’)KEeH 00pa3. B o0pucyBaHeTO Ha )KEHCKUTE 00pa3y TOW YECTO MU3IOI3Ba
OMMCAHUETO Ha (PU3MUecKaTa KpacoTa, 3a Jla U3pa3u upe3 Hesl NyLIEBHUTE
Ka4yeCTBa HAa T€pOUHUTE.

[ToptperbT Ha Munenau € npeacTaBeH Olle B HAYajoTO HAa poMaHa
pu mbpBaTa u cpema ¢ maaaus I’ Apranss. Toil e BriedatiieH oT kpacorara
M U Ta3W Cpellla MOCTaBsl Ha4YaJI0TO HA UCTOPUATA, KOATO BIOCJEACTBUE 11IE
pa3Kpue MHOKECTBOTO PA3JIMYHHU JIMA HA TEPOUHSATA.

He e cayuaiiHo ToBa, 4e aBTOPHT M30Mpa Ja HE HA30BE UCTHUHCKOTO
uMe Ha Muneiiau. B xona Ha TOBECTBOBAHUETO TS € HAPUYAHA C PA3JIMYHU
MMEHa CIIOpe]l XopaTa, IpeJ KOUTO ce npeacTaps. [locTeneHHo yuTaTensT
pazoupa, 4ye BHHITHOCTTA ¥ € ITbJIHA MTPOTUBOIIOJIOKHOCT Ha HEWHUS HPAB.
HeBrHHAa MOHaxuWHs, MPECTHIIHUILIA, MPEIBbCTUTENKA, MHUOHKA U U3MaM-
HUILIA — TOBA Ca HAaM-4E€CTO cperiannTe 1 auua. [lucarensar ymeno Hu mokassa
KaK BCEKHM YOBEK M30Mpa caMm I'bTsA, MO KOWTO /1a OCHILIECTBU Chli0aTa CH.
Taka u Muneiau € Moxena JJa iMa CbBCEM Pa3INyu€H KUBOT KaTO ChIIPyra
Ha ATOC B MHHAJIOTO, HO € M30pasia mbTs KbM 3710TO. HeltHoTO BiusiHue
BBPXY JKMBOTA HA OKOJIHUTE € pa3pyluTesnHo. Hail-CuiHo noBinusiBa T Ha
Atoc. IMEHHO CIIOMEHUTE MY 3a Hesl IO MPEBPBIIAT B MpAa4€H POMAHTH-
YECKH I'epOM, MEUTaeIl 32 OTMbIICHUE.

Hcropuuecku npotorun Ha Muneliau ce siBsia Jlrocu Xei, rpaduns
Kapnaiin (1599 — 1660) — u3ocraBena nrodoBHUIIA Ha J[kopmkx Bumuspe,
boekunramckus xepuor (1592 — 1628), cranana taeH areHt Ha Pumenso ot
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ObBPA3DBT HA ?ZKEHATA B TPUJIOI ATA HA A. JFOMA ,, TPUMATA MYCKETAPU“...

peBHOCT. KaTo nmpuaBopHaA J1aMa Ha aHTJIMICKaTa Kpajuila, T CE JIBUKENa
BBB BUCIINTE MOJUTUYECKH KPBIrOBE U OMJIa U3BECTHA ChC CBOSITA KpacoTa
u octpoymue. Ho )kuBOTHT HAa Museiaun 1ocTa ce oTiiM4aBa OT KMBOTA Ha
HUCTOPUYECKHS MPOTOTUI. J[foMa M Ipu1aBa MoBeye 3araJlbuHocCT, KOATO CE
KpUE B HEU3BECTHOCTTA U MPOTUBOPEYMBOCTTA HA PAa3Ka3BAHUTE UCTOPUH 32
Hes. 11o paznuyHo Bpeme T4 u3noJi3zBa uMeHata Jjeau Kimapuk, [lapmora
bekcwH, nelian Yuntsp, rpaduns Jpo na @ep. [Ipu 3a1103HaHCTBOTO CH C
AToc ce Hapuua ¢ uMeTo AH 110 broel. BCsiko e1HO HEMHO MME HOCH Yac-
THUIIA OT XUBOTA M, HEMO3HATA 3a OKOJIHUTE. J[0 royisiMa CTENeH ToBa € €ANH
TUMIAYHO POMAHTUYECKHU XYI0)KECTBEH 00pa3, 3a0yJieH B MpaK U TalHCTBE-
HOCT, pa3NpbCKBall] CCHKUTE Ha TpareusiTa BbPXy BCEKU €IMH OT T€POUTE,
JOKOCHAJU ce 10 Hero. Hakazanuero Ha Muiieiin BbB (PMHAITHUTE SMTU3011
Ha ,,puMaTa MycKeTapu‘ XBbPJIsl MpaueH OTOJISICHK BbPXY HEpa3pyIIUMHUS
ChI03 HA UETUPUMATA NPUATEIIH U CAKAI IPEAONPEAEIIA TEXHUTE IBITH pa3-
Jeu U Hemactus Brocnenacteue. CssHkata Ha U3BBPIICHOTO YOUKWCTBO HE
IIpecTaBa Ja I'M IpeciiesiBa u B ,,/J[Bagecer roqnHu no-KbCHO .

Taka nBaTa OCHOBHHU >KEHCKH 00pa3a B TPWIOTHATA Pa3MpOCTUpPAT
CBOETO BJIMSIHUE BBPXY CHAOWTE Ha OcTaHaiIuTe repou. Pazbupa ce, B po-
M3BEJICHUATA CE€ CpellaT U JIPyrd MHTEPECHU T'€POMHHU, KOUTO HE ca Taka
MHororiactoBu. B ,,Tpumara Mycketapu* MHOTo mo-OJIU3bK IO YATATENS
ce oka3Ba 00pa3bT Ha Koncranc — o0pa3 Ha 0OOMKHOBEHATa KeHa OT HApo/a,
ChIIpyra Ha ThProBell, KOATO MOpajy clyxOaTa CU MpU Kpajauliatra ce 3a-
MeCBa B MOJIUTUYECKUTE U JTIOOOBHUTE MHTPUTH Ha JiBopa. KaTo ato0uma Ha
JI’AptansH TS He ycmsiBa JAa W30€THE ThKHATA y4acT, KOSATO MpecienBa
HETO, U CTaBa MopeaHa >kepTBa Ha Munenau. B ,,J[BageceTr roguHu mo-
KbCHO™ U ,,BUKOHT 160 bpaxkenon* ce mosiBsaBa u o0Opa3bT Ha Jlynsa a0 s1a
Bamnep (1644 — 1710) — HEBUHHO M YUCTOCHPAECYHO MOMHYE, KOETO HE
MOXe J1a U30€THe yJacTTa CH Jia ce MPeBbpHE B Kpayicka (aBoputka. Tesu
nBa o0pasa MoKa3BaT JIOCTOMHCTBOTO M BEPHOCTTA HA JKEHUTE ChC CKPOMEH
MPOMU3XO/l ¥ BBIIPEKU Y€ HE THPIIAT ICUXOJIOTUYECKO PA3BUTHUE, TE Ca HE T0-
MAJIKO 3alIOMHSIIIY CE.

Karo Bugen npeacrasuren Ha PomanTn3mMa — Hal-3HAYMMOTO HaIlpaB-
JIEHHE B W3KYCTBOTO Npe3 IbpBara monoBuHa Ha XIX Bek, AJlekCaHIbp
JIroma n3aura Xy0KeCcTBEHaTa HCTOPUYECKA MPO3a 0 HEBUKIAHU BUCOTH.
Toit obmaroposBa MPOU3BEICHUATA CH C U3KITIOUYNTEITHN MAaCTOPCKH OITH-
caHus Ha 00pa3u M ChOUTHS, BIUIUTAUKHU [TO3HATOTO B HEMO3HATOTO U XYJI0-
YK€CTBEHATA U3MUCIIUIIA B UCTOPUYECKATA IEUCTBUTEIHOCT. [ [pech3naBaneTo
Ha )KEHCKUTE 00pa3u B TBOPOUTE MY BbBEXJ1a MEKOTA U HEXKHOCT B CypoBaTa
HCTOpUYECKA PEATHOCT U MPaBU UCTOPUUTE MY 3aBJIAJISIBAIM U OJIM3KU HA
BCEKU 4OBeK. Enoxara Ha PomanTn3ma cbh31aBa HOBa IIpECTaBa 3a )KEeHaTa U
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HEIHOTO MSCTO B CBETA HAa U3KYCTBOTO — TS € UJeau3ipaHa 1 Bb3BUIICHA,
HO €THOBPEMEHHO C TOBA MOJIy4aBa U MPaBOTO J1a MPEKUBIBA CUITHO U €MO-
[IMOHAJTHO COOCTBEHUTE CH YyBCTBA. M3rpagaHeTo Ha MPOTUBOPEUMBHU 00-
pa3u Ha KeHaTa € TUIIMYHO 3a ecTeTukara Ha Pomantusma. Ts cp3naBa onpe-
JiefieHa MHOTOIIIACTOBA MAJIMTPa, B KOSTO MOCTAaBS BCEKH €IMH 00pa3 Ha Ch-
OTBETHOTO MYy MSCTO. AHTArOHUCTUYHOTO TPEJICTABSIHE CE MPEBPBIIA B CHM-
BOJI Ha BeyHaTa O00pOa MEXIy CUIIUTE Ha JOOpOTO W 3J0TO B MpuUpojaTta,
KaKTO U Ha BbTpeurHaTa 0op0a B AymaTa Ha camus 4oBeK. MHOrooopasueTo
Ha YOBEUIKaTa JUYHOCT CE€ U3pa3siBa Hali-Beue MpU MHTEPHPETHPAHETO HA
KEHCKUTE NEPCOHAXKU BbB BCsAKA cepa Ha U3KYCTBOTO U TOBA CTaBa Mpe/-
MIOCTABKa 32 MO-KbCHUSI MHTEPEC KbM MCUXOJIOTUYECKO N3yUYaBaHEe Ha YOBEII-
KUSI XapaKTep.
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In the following study we direct our attention to the representations of the
occult in the travel writing of Nicolas Bouvier, Le poisson-scorpion (The
scorpion-fish). We explore how they alter his perception of reality in Ceylon (Sri
Lanka). We analyze the sequences of magic events that happen in the book and
how they affect the author and his everyday life. Our study is influenced by the
works of Jean-Xavier Ridon and Gerard Gogez, both travel-writing literary critics
from the 20th century.

Key words: travel writing, travel writers, 20» century, Bouvier, occultism,
reality, perception, magic, Le poisson-scorpion, Ceylon

Dans le présent travail, nous nous proposons d'examiner les s€équences
du réel et celles de I’occulte dans le récit de voyage Le poisson-scorpion
(1982) de Nicolas Bouvier (1929-1998) qui retrace son s¢jour de sept mois
(de mars a octobre 1955) sur I'fle de Ceylan et la descente aux enfers durant
laquelle I’auteur frole la folie et la déraison. Epuisé par son périple, malade
et seul, I’écrivain-voyageur est contraint de séjourner sur ce lieu démoniaque
dont il ressent la géographie comme un enfermement. Contrairement a ses
autres récits de voyage, dont L 'Usage du monde (1963) et Chronique
japonaise (1967), Le poisson-scorpion est caractéris¢ comme sombre et
brutal. C’est « un livre hanté dans lequel démons, esprits maléfiques et
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ombres multiples se liguent afin de rendre le sé¢jour de Bouvier a Ceylan
impossible » (Ridon 2004 : 85). En se basant sur la typologie des voyageurs
de Tzvétan Todorov, Maya Timénova-Koen définit Nicolas Bouvier comme
un “voyageur philosophe” (Timénova-Koen 2019 : 148), dans ce récit,
I’auteur livre ses impressions et ses pensees sur les forces diaboliques qui
habitent cet endroit maudit et qui I’ont marqué d’une fagon inoubliable.

En consultant le dictionnaire Le Grand Robert de la langue francaise,
nous retrouvons la notion du « réel » définie comme « ce qui existe en fait,
indépendamment des idées et des signes ; les choses ; les faits réels, la vie
réelle » et celle de « I’occulte » — « ce qui est caché et inconnu par nature ;
ce qui se cache, garde le secret ou l'incognito »'. Liftré nous propose une
autre définition de 1’occulte : « ce qui est caché sous une sorte de mystere »
et du « réel » : « ce qui est effectivement » 2. Selon Jean-Xavier Ridon, la
magie « se base sur la croyance en des forces occultes de la nature et sur la
certitude de pouvoir les utiliser a des fins humaines » (Ridon 2017 : 3).

Une des caractéristiques du genre viatique, c’est la description de la
réalité. Mais il y a une certaine difficulté a propos de cette description,
difficulté qui est « liée d’abord au fait que 1’on peut étre confronté a des
réalités tres différentes de celle qu’on a I’habitude de nommer, et difficulté
aussi a trouver des formulations neuves pour ne pas répéter ce qu’ont déja
dit sur le méme sujet les précédents voyageurs » (Gogez 2004 : 17). Au cours
de notre étude, nous voudrions découvrir I’expérience de la réalité matérielle
et occulte de I’écrivain voyageur et leur impact sur ses perceptions durant
son séjour sur 1’fle de Ceylan, cet « espace de souffrance » (Laurel 2014 :
114). Nicolas Bouvier est fasciné et parallelement effrayé par la réalité
étrange de I’ile. Pour lui, c’est une nouvelle expérience qui cache des
surprises et des dangers auxquels il n’est pas préparé.

Dés le debut de I'ceuvre, I’occulte et le réel coexistent. Au chapitre II,
intitulé Le douanier, qui est plutot dans le spectre du réel, nous apercevons la
présence d’un paon, animal au symbolisme pluriel. Et comme Anne Marie
Jaton remarque dans son article Des Poissons au scorpion : « Dans toute son
ceuvre, Bouvier est sensible aux signes » (Jaton 2018 : 3). Selon Jean-Xavier
Ridon, le voyage de I’écrivain peut étre envisagé en tant que « pratique qui
lui permet d’exercer sa faculté d’interprétation des signes » (Ridon 2014 : 27).
Le paon est per¢u comme un animal de la réincarnation tout comme le phénix
et Bouvier remarque que « malgré sa roue et son cri intolérable, le paon n’a

! Le Grand Robert de La Langue Frangaise. N.p., 2021. Print.
2 Classiques Garnier - Littré, Dictionnaire de la langue francaise (BACON). N.p. Print.
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aucune réalité » (Bouvier 1996 : 22). L’argument pour en €tre c’est que cet
animal apparait au début du livre, marquant la résurrection éventuelle de
I’écrivain voyageur. A la fin du chapitre ce dernier formule que « ce qu’on
apporte dans une ile est sujet a métamorphoser » (Bouvier 1996 : 24) y
compris lui-méme et sa propre réalit€¢. Ridon lie cette métamorphose aux
insectes dont I’écrivain voyageur est entouré¢ dans sa chambre d’auberge et
qui lui deviennent une sorte de compagnie amicale pendant son s¢jour
macabre : « c’est de cette métamorphose intérieure en insecte que le
narrateur nous dit se débarrasser a la fin de son récit. Les larmes finales qu’il
laisse couler sur son visage représentent son retour dans le monde des
humains [...] » (Ridon 2014 : 45). Comme nous 1’avons déja mentionné,
¢puis¢ par la maladie et la fatigue, Bouvier met en question sa propre raison :
« La fievre — vaccins de la veille ou retour de malaria — et la danse des
lucioles au-dessus de ma téte me donnaient le tournois. Un de ces instants
ou la fatigue retire au voyageur toutes ses raisons » (Bouvier 1996 : 22). La
solitude le rend plutot heureux en ce moment : « J’étais heureux d’étre seul,
j’avais besoin de me reprendre » (Bouvier 1996 : 23). Comme il le déclare
le dépaysement 1’absorbe et il se sent perdu dans son voyage : « J’étais plus
dépaysé que je ne I’avais été de longtemps. Pendant deux ans la « continuité
continentale » m’avais servi de fil rouge » (Bouvier 1996 : 23), qui s’avere
une rupture « non seulement culturelle mais aussi géographique » (Ridon
2014 : 29). D’ailleurs ces sentiments s’averent ses compagnons pertinents.
L’absence de « fil rouge » changera I’expérience du voyageur et il ne sera
jamais le méme — le souvenir pénible de ce s¢jour le hantera longtemps.

N. Bouvier a Ceylan. Photo T. Vernet, 1955
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Nicolas Bouvier découvre trés rapidement la réalité magique de
Ceylan, aprés quelques jours consacrés a la découverte de la réalité
matérielle autour de lui. Au chapitre X, intitulé Quatre grains d’ellébore,
le lecteur est submergé par une autre réalité, celle de ’occulte :

On peut affirmer sans grand risque que cette ile s’abandonne a la
magie depuis le jour ou elle est sortie de la mer. A croire les anciennes
chroniques, I’air y €tait a ce point bourdonnant de présences scélérates que
le Bouddha lui-méme y fit plusieurs voyages pour convertir ces ombres a
la Bonne Loi et rendre le pays habitable. Pour un temps : on est démon
comme le scorpion pique, comme 1’épouse est fidele ; le Plan du Monde
veut pourtant que tout s’use et que chacun retombe dans son karma.

(Bouvier 1996 : 79)

Comment Bouvier percoit-il cet endroit ? Il le décrit comme celui
« des mages, des enchanteurs, des démons» (Bouvier 1996 : 19). La
bourgade ou il séjourne, le village de Galle, est loin d’y étre I’endroit le plus
magique. Il y a une autre zone qui attire I’attention du voyageur : c’est la
localité qu’il désigne par la lettre M.} : « M... est comme ’ombre de ma
ville, le prix qu’elle paie pour sa veulerie, le dernier moyen dont elle dispose
pour troubler ce sommeil qui ressemble a la mort ; ses mages nous sont aussi
nécessaires que le sable I’est a I’oubli » (Bouvier 1996 : 83). L’¢€crivain est
intrigué par toutes les fables qu’il entend. Il aspire a découvrir cette « ombre
» et ses mages. Les enchanteurs provoquent vivement son intérét :

Aujourd’hui, les enchanteurs sont encore légion mais vous n’en
trouverez pas — au moins dans ma province — de plus redoutés que ceux du
bourg de M... On ne vous dira pas pourquoi ; ¢’est comme une sup€riorité
trés ancienne qu’on leur reconnait — a regret d’ailleurs — dans la
malfaisance, et ce voisinage est pour ma petite ville un sujet de constante
préoccupation.

(Bouvier 1996 : 80)

Poussé par sa curiosité et son esprit d’aventurier, Bouvier se décide
finalement a visiter cet endroit qui préoccupe son esprit. Au début du chapitre
X, Graines du curieux, 1l fait une description géographique de la localité en
nous dévoilant la réalité matérielle de Matara. Le premier qu’il y apercoit,
c’est un banian seigneurial. * Le signe initial du surnaturel que le lecteur

311 s’agit d’une localité appelée « Matara » depuis un récit de Nicolas Bouvier : Matara,
(Euvres, pp. 819-820.

4 C’est un arbre sacré qui a une place unique dans la culture bouddhiste et que chacun
doit respecter et honorer. C’est sous ses feuilles (qui sont souvent un motif classique
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remarque, ce sont les vampires sur ’arbre qui sont le symbole de la magie
noire, du mystere et de la transgression. Le village repose dans « une lumiere
filtrée » (Bouvier 1996 : 102), indice de la présence occulte, et en plus il est
presque désert. Les seules gens que Bouvier rencontre, ce sont « une demi-
douzaine de gaillards grisonnants » (Bouvier 1996 : 103) qui fument en
silence, et un bonze, représentant la religion dominante sur I'lle — le
bouddhisme. Il les salue sans recevoir de réponse. Sont-ils vraiment réels ?
Fatigué par la route, Bouvier s’endort pour un instant. En se réveillant, il sent
«une main de la taille d’un battoir » (Bouvier 1996 : 103) le pousser dans le
dos et il tombe, malgré qu’il atteste n’avoir vu personne. Voila comment il
témoigne de cette expérience : « Faire chuter a distance un géneur ou un intrus
est un tour des plus communs que les illusionnistes pratiquent depuis toujours
dans le subcontinent » (Bouvier 1996 : 104). Bouvier fait la conclusion que :
« Lorsque votre présence n’est pas souhaitée, il existe ici plus d’une facon de
vous le faire savoir. Celle-ci, et d’autres plus radicales dont je n’avais aucune
envie de faire les frais » (Bouvier 1996 : 104). Cela lui laisse une sensation
d’horreur et il quitte la bourgade au plus vite possible. En revenant a Galle, il
raconte dans 1’auberge 1’histoire de son passage a Matara et ¢’est un des rares
moments dans le livre entier ou il se sent intégré : « Le récit de mon passage
a M... et de accueil qu’on m’y avait réservé m’a valu, a mon auberge, un
regain de considération dont j’avais bien besoin » (Bouvier 1996 : 104). Il
trouve un sujet pour qu’il puisse se rapprocher de ces gens qu’il appelle pour
la premiere fois ses amis : « Les manigances occultes, c’¢tait leur marotte, a
mes amis » (Bouvier 1996 : 104). Apres son récit intrigant, « ses amis »
montrent leur intérét pour la culture de son pays en relation avec la sorcellerie
en le questionnant a propos des évidences de la magie en Suisse : « C’est ce
soir-la qu’ils me demanderent ce que nous avions dans mon pays en fait de
jadoo (magie noire et blanche) » (Bouvier 1996 : 105). Une question dont la
réponse ne sera pas satisfaisante pour eux :

Chez nous, les souliers qu’on n’a pas payés craquent... Les sorcicres
volent en enfourchant des balais ; ce qui leur a évidemment paru mince et,
de plus, peu judicieux. Pourquoi s’encombrer d’un balai alors qu’il suffit
ici de murmurer un mantra pour fendre la nuit comme une étincelle. [...] Ici,
les pieds du voleur auraient pourri dans ses sandales avant méme qu’il ait
tourné le coin.

(Bouvier 1996 : 105)

dans les temples) que Bouddha connait Le Bodhi. (terme essentiel au bouddhisme,
traduit assez souvent et a tort par « illumination », bodhi signifie « éveil ») in
Encyclopadia Universalis.
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Un autre épisode emblématique qui retrace le lien entre le magique et
le réel dans le récit, ¢’est I’histoire qui se déroule dans 1’épicerie au chapitre
XV, intitulé Circe. Bouvier nous y raconte 1’histoire d’une épiciere — une
Tamoule « elle, colossale, noire de peau dans un sari blanc qui irradie, siege
au ceeur de ses possessions, le front bas perlé de sueur, assise sur un sac de
lentilles derriere une balance romaine » (Bouvier 1996 : 122) — et sa boutique
riche d’aromes et de mystérieux ¢événements et qui possede une autre
importante caractéristique pour Bouvier : « A D’intérieur, d’autres odeurs :
cannelle, girofle, café frais moulu font oublier la premiére et c’est, de toute
I’1le, I’endroit ou je me sens le mieux. » (Bouvier 1996 : 122). Il est évident
que le voyageur avait soif d’un contact humain, n'ayant pour compagnie que
les insectes qui habitaient sa chambre d’auberge, et qu’il trouvait chez cette
épiciere une étrange combinaison de sympathie qui se mélait avec
I’étourdissement provoqué par les événements surnaturels qui se produisent
chez elle. Contrairement au chapitre que nous venons de présenter, celui-ci
nous donne une analyse plus approfondie de la part de Bouvier en nous
indiquant plus de détails de ce qu’il découvre dans cet endroit magique. 1l
est absorbé par les arOmes et par tous les produits qu’on peut y trouver.
L’¢épiciere est une femme particuliere, forte, immobile pour laquelle on
raconte des anecdotes qui pourraient s’aveérer vraies et dont Bouvier préfeére
la compagnie a « celle de tous les zombies de ma rue tellement consumeés en
arcanes et mites d’irréalités qu’ils en ont oubli€es jusqu’au bruit d’un pet »
(Bouvier 1996 : 122). L’écrivain ne voit que les avantages de I’épiciere et il
les présente ouvertement en nous livrant un discours religieux et ethnique :

A Tl’avantage d’étre tamoule, 1’épiciere ajoute celui d’étre
musulmane. Avant qu’Albuquerque n’envoie par le fond leurs boutres
pleines de fantomes vengeurs, les Arabes ont longtemps razzi¢ le c6té ouest
de mon ile, tuant, violant, convertissant parfois ces civaistes noires comme
I’enfer. Si 1’épicicre pése juste et sait donner libéralement quand les
circonstances le recommandent, c’est aussi a Mahomet qu’elle le doit.

(Bouvier 1996 : 126)

L’€crivain voyageur est fortement intéresse par elle : « Je ne cache pas
non plus mes sympathies. Cette femelle colossale me plait, sans illusion »
(Bouvier 1996 : 129). Il ne manque pas de mettre a la lumicre ses forces
magiques : « Car comme chacun ici, elle est un peu magicienne, mais sans
cet emportement et cette feébrilité déraisonnable qui est une des faiblesses de
la ville » (Bouvier 1996 : 127). Bouvier est déja habitué¢ a cette dimension
d’outre-monde, il ne met pas en question la réalité des évenements qu’il
trouve chez cette femme « grosse, saine, riche, encore ardente » (Bouvier
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1996 : 128). Le mari enfermé dans un bocal, le djinn sortant de la terre, ce
sont des choses devenues normales pour I’écrivain voyageur. Cependant il
est épuisé et mis au bout de ses forces : « vous n’imaginez comme ma vie
ici peut étre fatigante. Cette observation toujours a cheval entre le réel et
I’occulte me tue... » (Bouvier 1996 : 130).

Pour que Nicolas Bouvier puisse survivre sur I'ille de Ceylan, il écrit
des articles pour une revue de la capitale, mais il éprouve de grandes
difficultés avec cette démarche. Les idées dans sa téte sont fragiles, il
n’arrive pas a accomplir cette tache et soudain tout autour de lui semble se
moquer de lui : le Bouddha se met a « rigoler franchement » (Bouvier 1996 :
134) de ses entreprises pendant que le soleil se couchait : « 1’heure ou
quelque chose se rompait dans ma téte pendant que les peuples nichés dans
mes poutres vermoulues préparaient a grande remue-ménage leurs
compagnies nocturnes » (Bouvier 1996 : 134). Sa chambre d’auberge,
devenue une prison pour lui, il ne peut plus y rester enfermé et il s’exile dans
la nuit, faisant des longues promenades et espérant que la fatigue va le sauver
du « fouillis qui poussait sans propos » (Bouvier 1996 : 135) dans son esprit.
Le vide et la solitude trouvent une place permanente en lui. Il se réconforte
dans les lieux, les instants et les visages qui occupent ses pensées.
Cependant, une nuit tout bascule : « Cette nuit-la je m’apercus avec une
panique indicible que mon cinéma ne fonctionnait plus. Presque personne
au rendez-vous, ou alors des ombres floues, écornées, plaintives » (Bouvier
1996 : 136). Ayant perdu leur compagnie, de durs sentiments 1’absorbent : «
Ma seule fortune décampait et, derricre cette débandade, je voyais venir le
moment ou il ne resterait rien que des peurs, plus méme de vrai chagrin »
(Bouvier 1996 : 136). L’¢crivain lie cette absence de chagrin avec la fin de
sa jeunesse et il disparait lentement dans la magie immense de 1’endroit. Le
voyage n’est plus une aventure pour lui mais un délire cruel : « On ne voyage
pas sans connaitre ces instants ou ce dont on c¢’était fait fort se défile et vous
trahit comme dans un cauchemar » (Bouvier 1996 : 137). Etant arrivé a « un
point zéro de I’existence (Bouvier 1996 : 137), il cherche encore du sens, il
ne veut pas accepter que la fin de la route soit 1a. Doucement, il commence
a perdre méme la notion du remps, de I’espace et du soi : « Ces odeurs
véhémentes, cette Ile ! depuis quand étais-je venu ici ? L’effritement
continuait, avant d’atteindre ma chambre j’aurais oublié jusqu’a mon nom »
(Bouvier 1996 : 137). Dans ce brouillard d’esprit, la frontiére entre le réel et
I’occulte commence a disparaitre et 1’écrivain voyageur se dépouille de ses
reperes logiques : « j’apercu une forme noire, en chapeau rond a larges bords »
(Bouvier 1996 : 137), il ne sait plus ce qui existe dans le monde réel et ce
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qui 1’est dans celui de la réverie. Il décrit cette « forme » comme une «
apparition » (Bouvier 1996 : 137), avec laquelle il crée une relation presque
amicale, un « petit étre » (Bouvier 1996 : 137) dont la « soutane crasseuse
largement étranglé donnait a penser que le corps n’existait pas, ou qu’il avait
brisé en plusieurs morceaux depuis longtemps » (Bouvier 1996 : 138). Cette
« apparition », qui s’avere un prétre mort depuis six ans, I’aide a écrire les
articles de la revue qui lui permettent de quitter I'ille de Ceylan.

La réalité occulte est partout dans le récit et coexiste avec celle du réel
qui est tres souvent questionnée par Bouvier : « Il semble que en tout cas
que le travail fait dans cette étuve avait assez de réalit€ pour €tre imprime et
primé » (Bouvier 1994 : 156). Il parle des bonzes qui « se déplacent par
magie », des perruches récitantes « spontanément des mantras », etc. Les
exemples sont multiples et nous devons continuer a les analyser pour arriver
a un point de compréhension plus approfondie de l'expérience de 1’auteur.
Ainsi il semble que Le poisson-scorpion est un récit de voyage hors du
commun, qui relate le sé¢jour dans 1’atmosphere surnaturelle de cette ile
chimérique d’un homme fatigué, désespéré et plongé dans les ombres de sa
subconscience. Comme 1’écrit Ridon dans son ouvrage Le Poisson-Scorpion
de Nicolas Bouvier :« Alors que le voyageur se confronte a la possibilité de
sa propre mort le texte se fait de plus en plus subjectif jusqu’a un point ou il
devient difficile de distinguer les ¢léments de la réalité de ceux de la fiction
ou de I’hallucination » (Ridon 2014 : 25). Ce qui amene a définir le récit,
qualifié viatique, aussi comme un conte fantastique. Pour ce faire il nous
sera nécessaire d’examiner les caractéristiques qui placent Le poisson-
scorpion dans le paradigme des récits de voyage et celles qui le rapprochent
des contes fantastiques, ce qui pourrait constituer 1’objet de nos prochaines
recherches.
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ITpe3 80-te ronnam Ha XX BEK 3a NPBB I'bT B UCTOPUATA HA KUTAMC-
KaTa JuTepaTypa 3amo4Ba J1a ce€ TOBOPH 3a ,,aBaHrapA ', IbPBO B MOE3HUATA,
a HAKOJIKO TOJAWHY IO-KBbCHO — U B IIpO3aTa, Apamara, a CbII0 U B KPUTUKATA.
SIBnenneTo B KMTaicKaTa OENETPUCTUKA BOAM HAYAIOTO CH OT 1984 1. m
I'bPBOHAYAIHO € OOCHKAAHO OT KPUTHULIUTE B CTATUU, KOUTO TOBOPAT 3a
,,HOBa BbJHA B JINTEpaATypara™ u ,,eKCIEPUMEHTAIHA NIPO3a‘“, TOKATO MpPE3
1989 r. rpyna kputuiy Hauesno ¢ Y JIssH He yTBBPIK/1aBaT MOHITUETO ,,aBaH-
rapaHa mpo3a‘ (Y 1989), no6uso BnociencTBue mupoka rpak JaHCTBEHOCT.
,»ABAaHTapIHUAT OyX * CE OMPEAEIISI OT KUTAWCKUTE U3CIEIOBATENIH KAaTO TO-
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TOBHOCT 34 ,,[IPOYYBAHE HA Bb3MOXHOCTUTE Ha CHIIIECTBYBAHETO U ChOTBET-
HUTE BH3MOXKHOCTH Ha U3KYCTBOTO, 0€3 J1a ce n30srBaT kpaitHoctute (UbH
Cpb-xb 2009: 291), kaTO HOBATOPCTBOTO CE€ OCHIIIECTBIBA HAa TPX HUBA: ,,HA-
paTUBHA PEBOJIIOIMS, €3MKOB EKCIEPUMEHT, OMTHHHO CbhCTOSHHE™ (IMaK
TaM). BehlIHOCT 0OMKHOBEHO ce HalJsira Hali-Beye Ha IbPBUTE JIBE U KATO
OCHOBHU MO-KOHKPETHU OCOOEHOCTH Ha TEKCTOBETE CE€ U3THKBAT HAPATUBHU
XapaKTEPUCTUKH, KATO OCh3HABAHETO HA U3MUCIIEHOCTTA Ha JIUTepaTypara,
HyJIeBaTa CTENEH Ha pa3ka3BaHe, aHTupoMaHoBocTTa (XyH 2007: 293). Lo
CE€ OTHACs JI0 ChIbPKAHUETO HA TE€3U Pa3Kasu, MPABST BIEUATICHUE 3acsra-
HUTE TEMH 3a OTUYXKJICHHETO, HACUIINETO, KECTOKOCTTa, yKaca, abcypaa,
Hepa30upaHeTo, 0€3CMUCINETO, 3aTHUBAHETO, ChHOBH/IHATA PEAITHOCT, He-
JIOCThIIHATA UCTUHA, HEpa3ka3zaHata uctopus u ap. C ornen Ha aOCOIIOT-
HOTO HOBAaTOPCTBO Ha TE€3U XYJI0KECTBCHU aKTOBE B PAMKUTE Ha KUTalcKaTa
JUTEPATypa PEIICHUETO 3a MAKETUPAHETO UM C €THKETA ,,aBaHTrap/’ mpuTe-
’KaBa cTabuiHa BbTpelHa joruka. Korato obaue ce HampaBu ONUT 32 Ch-
MOCTaBsIHE HA KUTAWCKOTO SIBJICHUE C HETOBUS €BPOIEUCKU POJICTBEHUK, yII-
PaXKHEHUETO CE OKa3Ba MPEAU3BUKATEIHO HA MHOXKECTBO PABHUINA, HE CAMO
MPOCTPAHCTBEHO-BPEMEBOTO. CHBIIAICHUSITA MEXAY JIBETE ChbBCEM HE WJ-
BaT HAroTOBO, TaKa 4ye 3ajaydara TyK € Ja ce M3MpoOBa BH3MOXKHOCTTA 32
pas3roBop MEXKIy €BpornenckaTa U KUTaiickata aBaHrapAHOCT, Ja ce orjeaaT
e/liHa B JIpyra, Ja C€ BUJIU KOM TEXHH aCHEKTH I1I€ CE OTPa3sT B OIJIeaI0TO
Ha Jpyrata, Jja c€ MOThPCIT HEOUAaKBAaHU CXOJCTBA WUJIU J]a C€ OTKPOST 3Ha-
YellM pa3iIukd. A TOBa MOXE J1a HAJOXKHU €IHO LSUIOCTHO MpepasriiexiaHe
Ha MOJIeJIa Ha MOHSATUETO ,,aBaHTap]I".

3aj03uTe HA NnpeMoaecJimpatneTo

[Tornexxnaneto Ha M3TOK HEPSIAKO C€ € OKa3BajlO MPEIN3BUKATEIIHO
32 YCTaHOBEHM Ha 3amaj] XyMaHUTAPUCTUYHU TEOPUHU, OMIIO MOJUTOJIOTH-
YECKH, KYJITYPOJIOTHYECKH, TPAHCIATOJOTUYECKH, U APYTU. BB3MOXKHO
MOCJIEACTBUE OT TAKOBA pa3lIMPsBaHE HA MTO3HATHUS XOPU30HT € YroJieMsiBa-
HETO, MPeoOpa3yBaHETO WJIM HANpPaBO PYXBAaHETO HA TEOPETUYHU MOCTa-
HOBKH, BB3MPUEMaHH JIOTOTaBa KaTO YHUBEPCAIHU, KOUTO OBP30 C€ MpEeB-
phIIaT B 4acTHH (He 0€3 eIMH MbPBOHAYAJIEH CMYT), 3a Jla CE HAYeHE Thp-
CeHe Ha HOB, MO-00XBaTeH TeopeTndeH mMojei. He e uzkioueHo u ga 6bu1e
OTKPHT MO-CEPUO3EH TEPMUHOJIOTHYECH MPoOIIeM, 1a Ob/Ie YCTAHOBEHO Tpe-
KOMEPHO HECHOTBETCTBUE MEXKY UACHTUYHO UMEHYBAaHU SIBJICHUS, 3aCTpa-
IIUTEHO 33 YCTOMYMBOCTTA HA MOJIeJIa, KOETO MOYKE J1a 3a/IeCTBA 3alUTHU
MexaHnu3mu. [Ipen TakuBa mpenau3BUKATEICTBA OM OWUJT U3MpPABEH U 3amaj-
HUAT W3CIIeIOBATeN, KOMYTO € XpyMHaJla uesTa Ja pasriie/ia Kuraiickara
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aBaHrap/iHa XyJI0’KeCTBEHa npo3a npe3 80-Te ¢ orien Ha HEWHATa ,,aBaHrap-
THOCT®. BBIIPOCHT 1alu TEPMUHBT ,,aBaHTap/* € aJjeKBaTeH, MOXKe O U3T-
Jexaa ApeOHaB, TOKOJIKOTO U CAMUST U3CJIeIoBaTeN OU ce ChIilacuil, 4e mpu
POYYBAHETO HA JAJEHO HEIO € Jajied MO-BaXHO Ja C€ OCMHUCIH KaKBO
MpeJICTaBIIsIBA TO, @ HE JTAJIU € aJIeKBaTHO Ha30BaHO. HazoBaBaHeTo obaue
HEU3MEHHO BJIMSIE Ha BB3MPUEMAHETO, Thil KaTO B CiIy4asi TO IPOEKTHUpa OIl-
peneneHu 1eUHUIIMY U HI0AHCU BBPXY €JIHO SIBJICHUE, KOETO ChC CUTYP-
HOCT HE C€ MPENOoKpUBa CTOMPOLIEHTOBO ChC CBOSI eBporeiicku anam. Hamn-
POTHUB, pa3MHHABAHUSTA Ca TOJIKOBA CHILIECTBEHU, Y€ CJIE]] TbPBOHAYAIIHOTO
cMylieHre (3amo ca MMEHYBaHHU €HAKBO, a CE AbpPKAT TOJIKOBA HEEIHO-
poano? Koe Bce mak um e o011oTo? 3aIo ciej ABe ThPCEHUS U MET KIIUKa
BCE Taka HsMA sICHOTA?) U3CJIEA0BATENAT OU ce BUISI IPUHY/ICH J1a MHBEC-
THpa 3HAUYUTEJICH PECypC, 3a Jia CHU MOU3SICHU CUTYyallHMATa, a TOBA CaMo 10
cebe CH 03HauaBa, Y€ BBIIPOCHT CH CTPYBa Pa3UCNKBAHETO U PE3YJITATUTE
CHU CTpyBaT BepOanu3upaHeTo (OCBEH akO HE 03HAYaBa, 4e U3CJIEA0BATEIAT
MMa TEXKKU KOMIIETEHTHOCTHU Je(DUITUTH).

[Topaau renepupanaTa NOJUBAIEHTHOCT (/12 HE KaXKa Pa3XBbPJISTHOCT)
Ha TMOHSTHETO ,,aBaHTapa° 1 MHOTOOOpa3neTo Ha BCUYKU CBHP3aHU C TOBA
JUTEPATYPHO TEUCHUE apTUKYyJIAlluu, OUJIO MPAaKTUYECKU, WU TEOPETH-
YECKH, PUCKBT €HO TAKOBA HAUMHAHUE J]a CTUTHE JI0 KpUBaTa Kpylla, € He-
ManbK. Taka Wiy WHAaYe ChIBPKAHUETO HA MOHSITHETO € aMOUBAJIICHTHO U
GbayuaHO TOpHU B TPAHUIIMTE HA €BPOIEUCKOTO MoJie, OU Ka3all CKENTUKBT B
yMa Ha U3CJie/IoBaTelsl, KakBa TOJIKOBA € JApamaTa ¢ KUTaCKUs aBaHrap?
CKencuchT ce 3acuiiBa OT HEOOXOIUMOTO MIPU3HAHKE, Y€ SICHA NePUHUIUS
3a 3arajiHaTa aBaHrap/iHa JUTepaTypa JUICBA, JOKOJIKOTO BCSIKA BIUSTEIHA
Teopusi, Hampumep Ha Xoce Optera-u-I'acer (1925) (Optera-u-I'acet
1984), Penato ITomxonu (1962) (ITomxonu 1968) nim deopa Jlykau (1920)
(JIykau 1989), Moxe /1a ce ChIIOJI0KH C MAJIKO WJIX MHOTO JICKOHCTPYKTHUBEH
pe3yJITar 10 IpyTrH pa3pabOTKU BHPXY ChlllaTa TeMa, HarpuMep Ha Teomop
Anopuo (1970) (Anopuo 2002) wnu FOmus KpbereBa (1974) (KpwereBa
1984)... IIpakTukaTa ChIIO € XETEPOTCHHA, KaTO 3a WIIFOCTPAIUsI MOXKEM J1a
CJIOKHUM €IIHU J0 ApYTH GyTYPUCTUYECKOTO 3aIJICHEHNE TT0 HETOCPEICTBE-
HUS (U3UYCH CBSAT, CIOPPEATUCTUUECKHS CTPEMEK KbM CEJICHUATA Ha BHOO-
PaXKEHHETO U €KCIPECUOHUCTKOTO BIICUEHUE KbM MPAYHUTE TYIIEBHH IbJI-
OuHuU, 63 TOpH J1a ce CIIOMEHABAT KUTACKUTE siBieHus. O0o01aBamm Mo-
JIeJU ChIIECTBYBAT, HO U T€ Ca HASICHO C MHOT0OOpa3Hus Oaraxk Ha TO3HU
TEpMUH, HapUMep BiusTeIHaTa pa3padoTka Ha [letep broprep ,,Teopus na
aBanrapaa‘ (1974) (broprep 1984), kakTo u nopeauiiata ot Jekiuu Ha [luet
CtpusioM ¢ MokaszaTeHO IUTypaju3upaHOTO 3ariaBue ,,Teopun Ha aBaH-
rapaa‘ (1984), oueBuaHO CHh3HABAIIO CUMOTOMATHYHATA MOIU(POHUYHOCT
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Ha TepMuHa. KBM TOBa ce 100aBs 1 HeroBara ABOMCTBEHA yIIoTpeda 3a 0003-
HAYyaBaHETO, OT €/HA CTPaHa, HA KOHKPETHO UCTOPUYECKO TEUEHHUE (TaKa Ha-
pedeHus ,,ACTOPUUECKH aBaHTap.1"‘, KOUTO € (PUKCHUpaH BbB BPEMETO, MaKap
Y C MEHJIMBU rpaHuliy, Bapupamu ot 1830 go 1939 r.), u ot npyra, Ha ecre-
TUYECKa HACTPOMKa, MPOSIBEHA BbB BCAKAKBH KYJITYPHU IPOU3BEICHUS, Ch3-
JajIeHn OT Ha4anoTo Ha XX BEK HATAThK (,,aMCTOPUYECKH aBaHrap)’.

Torasa e1HO KUTAWCKO JOMBJIHEHUE CUTYPHO HE OU HABPEIUIIO, OCO-
OEHO aKo ro NPUYKCIUM KbM aucTopuyeckus aanrapz? He ou, Ho e xy0aBo
Jla c€ yTOYHU JIajii TO JOIBJIBA, WU TpaHchopMupa HamndHus moaen. Ot-
HOCHMM KbM TOBa IPOYYBAHE BBIPOC € Jajyd CE MbUUM Ja JIOCTUTHEM JO
rJ100aJIHO, OOIIIOYOBEIIKO ONpeIe/IeHHe Ha aBaHTapAnu3Ma, UIIA IPOCTO pe-
UM HSIKaKBa JIEro KOH(Urypaiusi OT HHaY€ CaMOCTOSATEIHN YaCTH MPOCTO
3a J1a JOMBJIHUM KaTajiora Ha HallMOHAJIHUTE aBaHTap/Iu3MU CbC CbOTBETHO
HA30BAHOTO KUTAMCKO SIBJICHUE.

B nepBus ciydaii, npeaBul TOBa, Y€ B CbBPEMEHHOTO KUTANCKO JIK-
TE€paTypO3HAHUE MOHSATHUETO ,,aBAHTAP/I " € 3a€TO OT 3arajaa, a EBpONECUCKUAT
aBaHrapJIM3bM € MpeJITeua Ha KUTANCKHS, Ce HaJlara Jia ce MOJJI0KH Ha Ipo-
BEpKa UMEHHO aBaHTapJHOCTTAa HA KUTANCKUsS aBaHrapi. Taka HapeueHHUTe
,,ABAHTAPJTHA * KUTAWCKU TPO3aNYECKU SIBIICHUSI HECbMHEHO Ca HOBaTOPCKH,
HO MOXEM JIM C YUCTO, B3UCKATEIHO, HAYKOIIOOMBO ChpIIE Ja I'M HapeueM
,,ABaHTapIHU‘? BBOPOChT € BaXKeH, 3all0TO OE3KpaHOTO pa3jayBaHE Ha
€/IHO MOHATHE B KpailHa cMeTKa ro usmnpaspa u odescmucis. Ho nopu u ako
IPU TOBA CHIIOCTABUTEIHO H3CJIEABAHE MOHSITUETO ,,aBAHTapi’‘ C€ OKaxKe
npo0JIeMaTUYHO, UHTEPECEH 3a M3CIEAOBATENsI OCTaBa JIMTEPATYypPHOUCTO-
pruyecKuAT (aKT Ha UMEHYBaHETO. AKO C€ YCTAaHOBH, Y€ HA KUTANUCKUS aBaH-
rapj He My JOCTHUIa aBAHTapJHOCTTA WJIU ITbK Y€ TS HAKAK TBHPAE ChIIECT-
BEHO C€ pPa3MHUHABA ChC 3aIaIHAaTa, Ch3HATEIHOTO U3MOJI3BAHE HA TO3U TEP-
MUH OT CTpaHa Ha KUTAUCKUTE KPUTHIIM U UCTOPUIIH I1I€ HU Ka)Ke HEIo 3a
camaTa KyJTypHa U JIMTepaTypHa cpefia, 3a CTAOUITHOCTTa HA OCHOBUTE M U
TOTOBHOCTTA U CIIOCOOHOCTTA Ha oOUTaTeNuTe U Aa ru paskiamiat. (Hanpu-
Mep: aKO KUTACKUAT aBaHrap He € TOJIKOBA PaJiMKajeH, TOBA MOXE Ja 03-
HayaBa, ye MUCATEJINTE HE ca JOCTAThYHO CUIIHU, CMEJIA U CPBYHH, HO CHIIO0
MO>K€ J1a 03Ha4aBa, 4e KyJITYPHUTE U €3UKOBUTE OCHOBH B TOBA IMPOCTPAHC-
TBO ca 0COOEHO 37paBOCIOBHU UJIU TIOHE CaMO 3/1paBH.)

IMeHHO TOBA € 1eNTa IPU BTOPUS CIIy4yai: HE J]a C€ CTUTHE A0 YJIOB-
JICTBOPHUTEITHOTO 3aKIFOYCHUE, Y¢ aBaHTapIbT MU € MHOTO TI0 aBaHTrap]| OT
aBaHrapJia TH, Clie]l KOETO Ja CEé CHEME KOpPOHaTa Ha LISJIOTO JIUTEPATYPHO

! 3a 10-1oAPOOHO M3II0KEHHE OTHOCHO HCTOPUUYCCKHUS U aUCTOPHUYECKHSI aBaHTap/I BXK.
Hanp. bopucosa 2019: 127 — 128.
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TE€UEHHE (MakKap U OCHOBAaHMS 3a TOBA Jla HE JIMIICBAT), a Ja C€ OCMHUCIIST
NPUYMHUTE 32 TOBA KOpoHOBaHe. [I[poyyBaHeTo Ha KUTalicKaTa aBaHTapaHa
po3a, U30JMpPaHa B CBOETO KYJITYPHO MNPOCTPAHCTBO HA FEHE3UC U peLen-
1M1, HO ChC 3ajavyara T4 Aa ObJe MOoCTaBeHa HAKBJAE B I0o0aTHaTa KOHCT-
PYKIIMS, IpeInoara Jia ce B3eMe NpeIBU/I, Y€ aBaHTapIbT MPOSBSIBa CBOSITA
aBaHTapJIHOCT BUHATU B HSIKAKHB KOHKPETEH KYJITYPEH KOHTEKCT, CIPSIMO
KOMTO TOM Ce fABSIBA MPEIAN3BUKATEIIHO HOBATOPCKU. B 3aBUCUMOCT OT pas-
OMpaHEeTo 3a ,,aBaHrap]’‘ €JHO KUTANCKO JIUTEPATypPHO NPOU3BEACHUE MOKE
Jla c€ BB3IIPUEME KaTO aBaHTap/IHO HA pOJHA MTOYBA, HO Ja HE U3TJIEkK/a Ta-
KOBa Mpe3 0YmiIaTa Ha HAKON (PPEHCKU YUTATEN; IO CHITUSI HAYHH €IHO MO-
JIEPHUCTKO (PPEHCKO JIUTEPATyPHO MPOU3BEIECHNE MOXKE JIa MPUI001e aBaH-
rapana ¢pynkuus B Kurail. Cb3HaHHETO 32 pa3HOBUAHOCTTA HA T€3U TEKCTY-
JIHO-KOHTEKCTYaJIHU OTHOUIEHUS € HY>KHO, 3al[0TO TO O 000pyaBajo 3a-
naJHusl U3CJIEeA0BaTell C MOAXOASIIATa ONTHKA 32 MTO-HEOOPEMEHEH MOTJIe]
BBPXY SBJICHUATA U MEPUOJIA, @ OTTaM — U C HEOOXOMMAaTa OCBEIOMEHOCT
Jla C€ YChbMHU B HSIKOU MOJIOXKEHUS U Ja 3a/7a/ic HOBU MPOJYKTUBHU BbHII-
pOCH, BMECTO HHEPTHO J]a U3I10JI3Ba HAIMYHMS 3aM1aJICH anapaT WA TOTOBUS
kuTancku pazkas. (Hanpumep: 3amo ['ao Cuna3ueH He pUChCTBA B MOBE-
YETO KUTANCKH U 3alaJHU CIUCHIM C aBaHTapIHU nucarenu? Enud Bb3mo-
YKE€H OTI'OBOD €, Y€ B KMUTAHCKUTE HABSIPHO HE MPUCHCTBA, 3aII0TO 3a TO3HU
aBTOp € HeY100HO J1a ce roBopu B Kutaii, otkakto npe3 2000 r. Toi cieuenu
HobGenoBarta Harpaja 3a nureparypa kato (pEeHCKU rpa)<JaHuH; a B 3anaj-
HUTE HABSPHO HE MPUCHCTBA, 3aI0TO. .. HE MPUCHCTBA B KUTANCKHUTE. )

Ha0ens13aHu pasMuUHABaHUSA

be3 mperennys 3a M34EpNaTEIHOCT U MBJIHO MTOKPUBAHE HA U3BEJE-
HUTE KaTErOpUH, IO-J0JIY CJIeBa €IHO MbPBOHAYAJIIHO HAXBbPJISIHE HA HS-
KOJIKO CBHIIECTBEHH (DOPMATHU U ChIBPIKATEIIHA PA3MUHABAHUS MEXKIY pa3-
IJICKJAHUTE €BPOICHCKU U KUTAMCKU SIBJICHUSI, KOUTO 3a U3CJIEA0BATENS Ha
KHUTalcKaTa aBaHrap/iHa mpo3a HaBsipHO OM OMJIO0 TIOJIE3HO Aa CU U3SACHH, OC-
BEH aKO HE € PEUIEH Ja 5 U3CJEABA B IbJIHA IPOCTPAHCTBEHA U30JIAIU.

1. KyntypHO-TOMTUTHYECKO pa3sMUHABAHE

O4eBHIHO €, TOHE OT KYJTYpOJIOTHYHUSA 3aBoil ipe3 70-Te HacaMm, ue
B Pa3IUYHUTE KYJTYPHU MPOCTPAHCTBA OUTYBAT PA3TUYHH MOJIUTHYECKU
peaoBe, pa3IuyHU aKCUOJIOTUUECKHU MPUHIIMIIN U Pa3IUNYHU PEIIENTUBHU XO-
PHU30HTH, a OIlI€ MO-BaAXKHO — PA3IMUYE€H UCTOPUUYECKH OMUT U Pa3IUYHO OT-
HOIIIEHHE KbM camaTta UcTopus (0COOEHO pesIeBaHTEH BBIIPOC, KaTO CE UMa
TIPEABHU], Y€ aBAaHTAPIBT MO JSHUHHUINSA € HCTOPUYECKH aHTaXHUpPaH, TOECT

286



HAKOJIKO TOYKHU HA PASMUHABAHE 1IPH OBL]OTO CHIIOCTABAHE...

TOM C€ OTTJIACKBA OT HAKAKBO HACTOSIIE, 3a J1a CU MPEICTaBU HAKAKBO I10-
n00po obaernie). ChOTBETHO U TPAAMIIMATA — TOJIEMUAT OOII Bpar Ha BCEKH
aBaHrapj, € pa3jn4Ha, a OTTaM — U CPEJICTBATa, C KOUTO Ts OMBa rpOMEHA.
He e u3kimroueHo HanmpuMep HIKaKBa TpaauIKs J1a Obje aTaKkyBaHa rpe3 XX
BEK C JuTepaTypHuTe opbxus Ha [llexcrnup.

Jopu J1Be nuTepaTypHU SBJICHHS Jla CE MOPOJAT CUMYJITAHHO B JBE
pa3IMYHU CTPAHU U Ja ObJAT UMEHYBAHU (CBOEBPEMEHHO WJIU PETPOCIICK-
TUBHO) €IHAKBO, KAKTO Ch3/IaBAHETO UM, TaKa U PEIENIUITa UM 1€ HOCU
omnpesereHu crenuUIHN HIOAHCH. 3a WIIFOCTPAIs € JOCTaThYHO Ja MOB-
JTUTHEM HeJIoIIaTa ujes 3a ChIIoCTaBKa MEXIy (GPEHCKUTE, OBJITAPCKUTE U
KUTANCKUTE CUMBOJIMCTH OT ITbpBaTa MoJjJoBMHA Ha XX BEK.

Ha To3u OCHOBEH KOMITApAaTUBHUCTUYEH BBIIPOC HSIMA Jla C€ CIpa B
TO3M TEKCT MPEJX BCUYKO MOPAJU TOBA, Y€ HETOBUAT OOXBAT Mpejrosiara
oTHeJIHO 00CTOMHO TpoyuBaHe. Ho 3a j1a HE ocTaHe ChBCEM TOJ pa3jieibT,
MOYE€ CaMo Jla C€ BMETHE, Y€ MPUUMHUTE, TOPagu KOUTO 3a aBaHrapi B Ku-
Tail 3aMo4Ba J1a C€ TOBOPH €1Ba KOraTo TO3W Pa3roBOp Ha 3araj Beye 1mo3a-
MUpa, ca JI0 ToJsIMa CTENEH MOJIMTUYECKH, ThiA KATO PA3BUTUETO HA KUTAIC-
KaTa JuTeparypa € OJOKHpaHO M0 BpeMe Ha TPUTE MAOUCTKHU JIECETUIICTUS
oT 1949 1o 1979 r. KoeTo HU BOM KbM CJIEABAIIOTO pa3MHUHABAHE.

2. TemnopaiHO pa3MHUHaBaHE

B T03u cny4aiil He e HanuIle uCTOpUUYECKH napanei. J[Be cxonuu (wiu
MOHE CXOJIHO UMEHYBAHU) SIBJICHUS CE Pa3BUBAT B PA3JIUYHU UCTOPUYECKU
NEepUOAU B pa3nuyHu cTpaHu. [IoHe B cbBpeMeHHATa KUTalicKa TuTepaTypHa
UCTOPUS HE ChbM MOMNaJan Ha MOHATHETO ,,aBaHrapA , OTHECEHO KbM JIUTE-
paTypHHu siBIIeHUS oTHpean kpas Ha 70-te rogunu Ha XX BEK, IOKATO €BPO-
MEeVCKUTE aBaHTApJHU TEUCHUS CE€ pa3BUBAT HA-WHTEH3UBHO MPE3 MbpBaTa
MOJIOBMHA HAa BEKa, a yIOoTpeOU Ha TOBA BOGHHO MOHATHE B cepaTa Ha KyJI-
Typara U U3KyCTBaTa ce cpemar oule B cpenara Ha XIX Bek, karo Mareun
Kanunecky mpocnieisiBa mbpBUTE TaKWBa cliy4dau Jopu A0 no-pano (Kamu-
Hecky 1987: 97 — 100). Twit kaTo ropHaTa BpeMeBa I'paHUIA Ha €BPOIICIiC-
KU aBaHTap/l € HAKBJIE OKOJIO cpeaaTa Ha XX BEK, HaJIaraT ce€ peauiia yro-
BapsIHUS, 32 1a MOXKE€ KUTANCKHUAT J]a C€ BMECTH B €1Ha 001I1a cxema.

(Ha toBa MsicTO € BaxHO Ja ce oToenexu, ue npe3 20-te u 30-te ro-
nvHu B KuTail CBOEBpEMEHHO HABJIM3AT MPEBOJAM HA HEMAJIKO CHMBOJIHC-
TUYHU, CIOPPEATUCTUYHHU, EKCIIPECUOHUCTUYHU U JIPYTH €BPONEHCKU aBaH-
rapJHu TBOpOU, a KUTAUCKUTE TTOETH U MUCATEH, FOJIsIMA YacT OT TSIX I'b-
TyBasii B EBpona u B SlnoHus, cb371aBaT HOBATOPCKHU MPOU3BEICHUS, KOUTO,
MaKap 1 Jla HE ca HApEUYEHH ABAHTAP/IHU, CTOSIT IO €BPOIENUCKUTE CH ChBpE-
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MEHHHUIIM Jajied Mo-y100HO 3a eIJMH KOMIIapaTUBUCT, OTKOJIKOTO OCeMIece-
TapckuTe aBaHTapau3Mu. Hanpumep pazoupanero Ha Xepman bap 3a ekcn-
peCHOHM3Ma KaTo BUK 3a cnacenue Ha aymara (1916) (bap 2013: 74) moxe
JOCTa MPOJAYKTUBHO JIa C€ HAJI0KU BHPXY MPOU3BEICHHUATA HA TBOPUIIUS 10
cbioto Bpeme JIy Cron (kato coopuuuure ,,Bux* u ,,Jlusu Tpeu‘). B To3u
CMHCBJI ChIIOCTABSIHETO HA HOBUTE JIUTEpATypHU siBIIeHUs 0T 20-Te u 30-Te
B Kutait u EBpomna n3riex1a npoayKTUBHA 3a7a4a, KOSITO OCTaBa B CIIUCHKA
c 100pH ujeu 3a ObJCIIETO. )

Haii-oueBuIHOTO TEMIIOPAIIHO pa3MHUHABAHE €, 4e npe3 20-Te TOAUHA
EBpona TekMo ce oThpcBa ot [IppBaTa cBeTOBHA BOMHA, a npe3 80-te Ku-
tan — oT KynrypHara peBosrouusi. EquH Hapo4deH norien KbM JBETE CUTY-
aluy €IHOBPEMEHHO MOKa3Ba JIOOOMUTHU pa3MUHABAHUS MEXK]y TE€3H JIBE
noJieTa Ha aBaHrapJHa aKTUBHOCT, Taka HaIpuUMep HSAKOU OT (DPEHCKUTE
CIOPPEATMCTUA TBOPST C UJEATA 3@ COLMATMCTUYECKA PEBOJIOIMS, JTOKATO
KUTalCKUTE aBaHTApJIUCTHU ca U3PACHAIIA B HESl U KUBEST B HEUHUTE CIIE/IC-
TBUS — €JHO HHTEPECHO Pa3MUHABAHE, KOETO € MPUYMHA 32 MHOT'O Pa3INYus,
HO ¥ 32 MHOTO CXOJICTBA B ChOTBETHUTE aBAHTAPHU MTPAKTUKH.

EnuH chuiecTBeH BBIPOC TYK € Jlalid KUTalcKaTa aBaHrap/iHa Mpo3a
Ha 80-Te Bb3HMKBA HAITBJIHO HE3ABUCHMO OT €BpOIIECKAaTa aBaHTapHa JIu-
Teparypa OT mbpBara nojoBMHA Ha XX BeK. OT €IrH BI'bJ MOXKE J1a U3T-
nexna, ue npe3 80-te B Kuraii ce pa3BuBaT caMOOUTHHM JINTEPATYPHU SIBJIC-
HUS, 00YCJIIOBEHU OT BbTPEIIHA HEOOXOAUMOCT, U B TSIX KPUTHUIIUTE U UCTO-
pUIIUTE BIKJAT MOAOOUE C MO-paHHM 3amajHu TeueHus. Hsma kak na ce
npeHeOperne obade, ye BCHUKN KUTAMCKN aBaHTApUCTH Ca 3aXPaHEHH ChC
CBETOBHAaTa juteparypa Ha XX BEK, KOITO npe3 80-Te roJuHU HaBJIM3a B
Kurain Ha tanasu. Moxe na ce Kaxe, 4e KUTAUCKUAT aBaHrapj] 4epnu OT
BCHUYKO CIYYHJIO c€ J0TOoraBa npe3 XX BeK HaBEIHBK, KOETO I'0 IpaBU Ja-
JIed Mo-KoMIUIeKCeH u MHorodyHKInoHaneH. [1o Ta3u nunus xan [{unxya
B KHHUTaTa CH ,,[eopusi Ha aBaHTapAHOTO MUCJIOBHO TE€UEHHE B KUTAMCKaTa
muteparypa® (Ixan 2014) o6oco0siBa ejHa roysimMa rpyna aBaHrapAaHu mpo-
M3BEJICHUS W TU ONpPEAEss KaTO MPOCBETUTENICKH, 3aIIOTO T€ HABAKCBAT
KAaKTO MOCTHXKEHUATA HA CBETOBHATa JUTEpaTypa Mpe3 JEeCeTUIECTUsITa Ha
W30JIallMsl, Taka U aJ€KBAaTHOTO U3pPa3sBaHE HA MPOMEHUTE B YOBEIIKOTO
CBhCTOSIHUE BCJIEJCTBUE HA TEKKUA XX BEK, HHAYE HE3aCSATaHU O] MOHO-
1oJia Ha COI[MAJIMCTUYECKUA pealin3bM. BiinsiHuATa HA aMEpUKAHCKU, €BPO-
MEWCKY M a3UaTCKU MUcaTeu (Makap 1 OCHOBHO MOJICPHUCTH M TTIOCTMO/IEP-
HUCTH, 32 KOETO III€ CTaHe AyMa M0-JI0JIy) ca IparoBOJHO MPHU3HATU OT KH-
TANCKUTE aBaHTapJMCTH, HO CHIIO SICHO 3aBE€HO € U Ch3HAHUETO, Y€ TE3U
UJICH CJIEABA J1a MOKBIHAT HA POJHA IMOYBa.
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3. XKanpoBo U ChIABpKATEIHO pa3MUHABAHE

ABaHTapbT HE € OrpaHUYEH B eIMH *aHp HUTO B EBpona, Huto B Ku-
Tail, HO I'bK BUHATU UMa €JUH TIOMUHaHTeH. [lopanu HaKkakBa cTpaHHa MpH-
yrHa B KuTall ToBa € KpaTkara rmpo3a (He opaiu JUIca Ha Oe3usl ), J0KaTo
B EBpomna, BkiItounTesiHo B bhirapusi, mpeAcTaBUTEIHA € IT0e3UsATa Opaau
€CTECTBEHATa M CIOCOOHOCT J1a pearupa CBOEBPEMEHHO Ha COLMATHUTE U3-
MEHEHUSI U BB3JIEUCTBUETO UM BBHPXY UOBEIIKATA JIYIIEBHOCT, KAKTO U J1a
Ob1e madoparopusi 3a Obp3u ¥ €PEKTHU EKCTIEPUMEHTH C €3UKa U U3PA3HUTE
cpeacTtBa. ENHO ThpceHe (Ha KUTAWCKU WJIM HA aHTJIMIICKH) 3a ,,KUTalcKa
aBaHrap/AHa nurepatypa’ B ['yI'bll MOHE B MbPBUTE CTPAHUIIM BPbILA €IUH-
CTBEHO CIHCHIM C OENETPUCTH, TOKATO ThPCEHE 3a ,,eBpOoIelicka aBaHTap-
JIHA JIUTepaTypa‘ AaBa... CIOXKHU M HEETHO3HAUHU PE3yJITaTH, HO BCE MaK
pear BCUYKO MOETHUYECKH siBJIeHUA. Croppeaiu3MbT € MPEICTABUTEIIECH C
MaHU(ECTUTE U MOE3UATA CH, MAKAP Y€ HEMAJIKO OT CIOPPEATUCTUTE MUILAT
u nipo3a (Anape bperon, Jlyn Aparon, I'mitom AnonuHep); B €KCOpPECHO-
HU3Ma UMa OTHOCUTEIHO OTAECIHU MOETUYECKH U MPO3aUUECKHU JIBUKEHUS,
KaTo KbM MPO3anueCKOTO MOHAKOTa Ca MPUIUCIISIBAHU TPOU3BEICHUS Ha aB-
TOpHU, KOUTO C€ BB3MpHEMAT U KATO MOJEPHUCTKH, Hampumep DpaHil
Kadxa... U3pexaam BCUUKO TOBA, 3a J1a c€ MpUI00Me TIpeicTaBa 3a yCIOB-
HOCTTa Ha KJacuUKaluuTe, Hy>KHa CIIOpe]] MEH Mpu 00CIeIBAHETO HA JIH-
TepaTypHUs aBaHTap/, OUJIo oOI10, UM B YACTHUTE MY MPOSIBICHUS.

KbM %aHpoBOTO pazHOOOpa3ue ce 100aBs U ClloMeHaTaTa Mo-rope Cb-
IbpKaTeaHa MHoromnocoyHocT. Ha mepBo BpemMe B EBpomna MOHSTHETO
,,ABaHrapa‘ He Ha30BaBa KOHKPETHO JIMTEPATYpHO TEUEHHUE C ONpeeieHa
XYyJI0’KECTBEHA HACOYEHOCT, a € ChC CTATYT Ha I'0JIsIMa, MHOTOL[BETHA IIAIKA,
noJ KOSITO HaMUPaT MSICTO MHOXECTBO (ITPEIU BCUYKO MOETUYECKHU) TeUe-
HUsA, 00eIMHEeHH, TPy0O Ka3aHO, OT KaTETOPUYEH CTPEMEK KbM HOBATOPC-
TBO, OMJIO B XYJI0’KECTBEHO, COLIUAITHO, WJIM TIOJIMTUYECKO OTHOIIEeHHE: (Y-
TYPU3bM, UMAXXUHU3bM, KOHCTPYKTUBU3bM, CIOPPEATU3bM, 1aau3bM, C€KC-
MIPECUOHU3BM, KyOu3bM U Ap. HTEpecHO €, ue UMEHATa Ha aBaHTapHUTE
JNBHXKCHUS B PA3JIMYHU €BPOMNEHCKU CTPaHU MAJIKO WJIM MHOTO CE€ MPENOK-
puBar (KpAe Mopaau peasHo B3auMOJACHCTBUE, KbJE MOPAJAH UCTUHCKO ec-
TETUYECKO POJICTBO, KbJIE MOPAJIA HACWIJIEHA HY/1a OT YCEIIAHE 3a y4aCTHE
B OOIIIOEBPOIEHCKHS MPOLIEC), TPU KOETO M3IIBKBAT CIEUU(PUUYHUTE JIO-
KaJlHM MOATEYEHHs (HanpuMep MUTO(OIKIOPU3MBT B Brhirapus?®, cruen-
TU3MBT B YKpaiiHa® u mp.).

2 Bx. Henemues, TpaiikoBa, iBanosa-I'uprunosa 2018.
3 Bk. Konapes, CiuBuncku, Craxuscka 2018.
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Ocempaecerte ronguau B Kutail BCHITHOCT U300MIICTBAT OT MOAOOHU
MTOCTUYECKU SIBJICHUS, HEMAJIKA YaCT OT KOUTO HA BCUYKOTO OTTOPE OCh3HA-
BaT U 3asBsBAT ce0e Cu KaTo aBaHrapaHu. Ho croppeanusbm, eKCIIpecCuOHU-
3bM U M. CE€ CPEIIAT CaMO KaTO XyJ0KECTBEHU XaAPAKTEPUCTUKHU, HE U KATO
MMEHA Ha TCUCHUS — BCUYKWA KUTAHUCKU aBAHTAPJIHU MOECTHUYECKU SBJICHUS
MoJtyyaBaT COOCTBEHU UMEHA, TTOYTH BUHATY Ja/ICHU OT CAMUTE YYaCTHUIIH,
Harpumep ,,TPETOTO TOKOJEHUE MOeTu", ,,rpyoustHute’, ,,CTyJeHTUTE",
Kpbrosere ,,Te®, ,,@eiidein* u ap. CaMoTO MBPBO CIIOMEHABaHE HA JAyMaTa
,,ABAHTapa"“ B muTeparypeH KoHTeKCT € oT Cro [[3uH-4 B cratusita my ,,Ha-
uraiara ce rpymna moetu’ ot 1983 r., B KOSATO MUIIe 3a MOETUTE Ha 3a0y-
JeHaTa nyHa: ,,OCHOBHUTE MOTHMBH B MOe3usiTa Ha 3a0ysieHaTa JyHa, o010
B3€TO, ChBMNAAAT C Hail-aBaHTapJHUTE NMPOSIBU HAa JHEIIHATA JUTEpPATypHA
cuena*. Bwlpeku TOBa Mmopaay HAKAaKBa NPUYUHA TPHU JIECETHIIETHS II0-
KbCHO MOHSITUETO ,,KUTANCKU JINTEPATYPEH aBaHTap/A’‘ C€ acolMupa ako He
€IUHCTBEHO, TO MPEJUMHO C OEIEeTPUCTUKATA HA OCEMJIECETTE, OCBEH TOBA
B Ta3u cH (YHKIUSA, 3a pa3jiuka OT €BPOIEUCKOTO MOHATHE, TO HE 0OXBalla
Pa3sHOPOAHU MOJATECUCHUS, & IUPEKTHO U KOHKPETHO HA30BaBa rpyna aBTOPH
(B pa3iuy4eH ChCTaB NPU PA3IUYHUTE UCTOPHUILIN), CIIOACIISIIIMN HSIKOU TBOP-
YECKU XapaKTEPUCTUKHU U UCTOPUYECKA (PYHKIIMS, TOECT TOBA BEeUe HE € XU-
NEPOHUM, a Ha3BaHHWE HA XOMOI'EHHO (B €/1Ha WM Jpyra CTEreH) JUTepa-
TypHO TeueHue. Bce mak B HeOTJaBHAIIIHA MOHOTpa( sl KUTAUCKUSIT U3CIIe-
nosaren Jxan [{luHxya ce onuTBa ChbBCEM YMECTHO Jla U3JIUTHE B HEpAPXHU-
sITa ¥ KATAMCKOTO MOHSITHE 32 aBAHTapP/1, PA3rIekKIalKN 3a€THO MOE3UATA U
po3aTa, a ChIIO TaKa U THAXPOHUATA HA aBAaHTapJHUTE SIBIICHUSA Tipe3 70-
te, 80-Te u 90-te ([Ixan 2014).

4. Teneonorn4ecKo pa3MUHABAHE

['onsiMa yacT OT eBpOMNENCKUsl U KUTAMCKUS MMOETUYECKU aBaHTap]l €
aHTKHpPaHa C KOHKPETHU XY/I0KECTBEHH WJIM COLMATIHU LIE€TU, KOUTO O0U-
YaifHO ca rPbMKO 3asBE€HH MOCPEACTBOM MAaHU(ECTH, MyOJINKYBaHU B CIie-
LMaJIHU OpraHu Ha JBM>KeHUEeTo. CaMo HAKOM OT T€3U TEKCTOBE ca: ,,MaHu-
dect Ha pyTypm3ma“ Ha Oununo Tomazo Mapunern (1909), ,,Manudect
HNana“ na Tpucran Lapa (1918), ,,Manudect Ha croppeanuzma* Ha AHape
Bbperon (mbpBu — 1924, Bropu — 1929, tpetu — 1942); cxoauure mno ayx Ha
HEMPUMHUPUMOCT U HOBATOPCTBO ,,MaHudecT Ha CTyIEHTCKAaTa Moe3us™ Ha

SIRWOW. Kbk Reie ) , CHARSCEEED ,19834F, Llur. no: Kapacroitues 2019:
149. Momnorpapusta Ha KapacroifueB u3ciensa oOCTOHHO KHTaHCKHs MOETHYECKH
aBaHTapj, Makap 1 0e3 BOJIEI ChIIOCTABUTENCH eeMEHT.
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[an Jxyamun (1986), ,,Manudect na Oerideir na Jlan Ma (1986), ,,Ma-
audect Ha rpyousHckara noesus‘ Ha Jlu S-yeit (1988)°; He TONKOBA TUpEK-
THO 03arjlaBeHUTE U HE TOJIKOBA PaJUKAIHO U COLUAITHO HacoueHure ,,Heo-
narogapHoct' (Bce mak ¢ nojzariasue ,,Manudect*) (1922) u ,,Manudecr
Ha JPYKEeCTBOTO 3a 0opbOa nmpotuB nmoetute* (1926) na Kupun KpbcreB u
,,Bb3Banue kbM Obirapckus mucaren‘ Ha I'eo Munes (1921)°. HezaBucumo
OT 1IeJITa UM, OUJIO XyJI0’KECTBEHA OOHOBA, UJIU COLIMAIHA PEBOJIIOIMS, TE CE
XapakTepu3upar C €IHa WIM Jpyra CTEIEeH Ha PaJIUKATHOCT, 3a HSIKOU OT TAX
MaHHA(DECTUPAHETO UBTIICHK A MTO-BAKHO OT TBOPEHETO, KOETO MOXKE OU TIpe-
JoTpeieNisi CPaBHUTETHO OBP30TO UM U3TOIaBaHe. EAuH OT rojgemMuTe CuH-
JPOMHU Ha aBaHTapHUTE HANPABJICHUS € HEYCIEIIHOTO XyA0KECTBEHO pea-
au3upaHe Ha MaHudectupanute uaeu. [loBedeTo oT T€3u IBUKECHUS KUBEST
OBbp30 W yMHUpAT MJIaJIU, OKa3BalKU MUMOJIETHO BB3JICHCTBHE, O€3 J1a MpHu-
JOOUST MAaCOBOCT M 0€3 Jla YCTOST KaTo JIUTepaTypHa IMpaKkTUKa, HO He 0e3
Jla OCTaBSIT JIETEHIapHA CJIe/Ia.

OT cBOs CTpaHa IOBEUETO aBAHTApJIHU MPO3aulld HE HU3TIIEKIAT
CKJIOHHHM J1a aHTaXUPaT U3KYCTBOTO CH C TOJIEMH BBHHIITHU II€JIM, HUTO /A C€
BB3MpUEMAT KaTO MPUHAIIEKAIN KbM HAKAKBO TeueHue. JlokaTo 3a moe-
TUTE € XapaKTepHO CAMOETUKETUPAHETO, U3TPAXKIAHETO HA OOIIHOCT, (Hop-
MHUPAHETO Ha OOMHU OTPSIIM, KAaKTO MOoA00aBa Ha TEPMHUHA ,,aBaHTap]I", TO
MPO3aUIIUTE Ca MPEIN BCUIKO €AUHALIN, TPYIIHUPAHU BIIOCIEACTBUE OT JINTE-
paTypHaTa KpUTHUKa ¥ UCTOpHs. JloKaTo ropen3peieHuTe MOSTUICCKU TeUe-
HUS OCTaBaT B UCTOPHSTA MPEIA BCHUKO ChC CBOSITA PAJAMKATHOCT U MTPOBO-
KaTUBHOCT, HEMaJIKa 4acT OT MPO3andeCKUTE MPOU3BEIACHUS C HE TOJIKOBA
TJIACOBUTH M OOWKHM aBTOPH 3ala3BaT HAKAKBA XYI0KECTBEHA CTOMHOCT M
OTBBJI UICTOPUUECKHUSI MOMEHT, B KOHTO ca Ch3/1aJIcHH — TOBA € TaKka Hapeye-
HuAtT ot Jxepwan Caiike ,,tpaen aBanrapz (Caiikc 1971), To3u, KOWTO oc-
TaBa MHTEPECEH U CJIe]l KaTO € U3BBPIINII CBOsATA MpoBokalus. Kakto oroe-
Js13Ba €IMH u3cienoBares Ha aBcTpuiickus aBanraph (Ilpenka 1989: 94),
Ch3HATEIHUSAT aBAHTAPJMCT YECTO HsIMa HUIIO 3a MPOKJIAMUPAHE OCBEH
KpPECIUBOCTTA CH, JIOKATO CHIIMHCKUSAT OTJAJICH aBaHTapJuCT ,,MOXE Ja
IPOMEHH OBJCIINS KypC Ha JTUTEPATYyPHOTO U3pa3siBaHe , CTUTA CaMo Ja He
BB3MpHUEMa HOBATOPCKUTE CPEICTBA KaTo Ienl cama 1o cebe cu. C mpyru
IyMH, HaOIr0JjaBa ce 0OpaTHa MPOMOPIUOHATHOCT MEXAY MPETCHIUS Ha
nycaTess U XyJ0KeCTBEHA CTOMHOCT Ha MPOU3BEICHHUETO.

> 3a kuTaiickure Manudectu BxK. Kapacroitues 2019: 205 — 206, 212 u 258.
6 3a Gparapckute Manudect BK. Pycea 1995, cpiio riaBata ,,MaHnudecTHaTa MpoK-
Jamarus Ha Obiarapckus nmoetudecku apanrapa’ B bopucosa 2019.
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5. Pa3aMnHaBaHe B OTHOLIEHUETO KbM MOJIEPHUA3MA

To3u BBIIPOC € 0COOEHO CIIOKEH MPEJIBU TOBA, Y€ CE € CIIy4YBajo U
€BPONENCKHU, U KUTAWCKN U3CIEN0BATEINN J1a U3I0I3BaT JyMUTE ,,MOJIEPHH-
3bM“ U ,,aBaHrapa’ kato cunoaumMu’. OT Ipyra crpaHa, pasrpaHiyaBalysT
NoTJie]] Bh3IpUEMa pa3IuyHUTE MPOSBICHUS Ha aBaHTap/1a WU KaTo Mo-pa-
JUKAJIEH MOJIEPHU3BM, WIIM KaTO aHTUMOJepHU3bM. [lo oTHOIIEHUE Ha aH-
tuMozepHu3Ma U B EBpona, u B Kuraii ce nopakaT noeTU4ecKu TEUCHHUS,
KOUTO CE€ OMBJIYBAT CpElly MOJaTa Ha MOACPHHCTHUYHATA JIUTEpaTypa, B
bbirapus Hanpumep ce roBopH 3a ,,ecrernuecku npeaom™ (JIukosa 1978) u
MO-KOHKPETHO — 3 ,,aHTUCUMBOJIUCTUYEH OyHT® 1ipe3 20-Te TOIMHH, KOHUTO
CE OCBIIECTBSABA 10 HAKOJKO JUHUHU, BKIIFOYUTEIHO OT ,,0HE3U, KOUTO Ca ChC
Ch3HAHUETO, Y€ Ka3BaT a0COJIOTHO HOBA AyMa U MOCOYBAT PAIUKATHO HOBU
I'bTUIA IPE]l HALIMOHAJHATA JIUTEPATypa: aBaHTapAHO YCTPOCHHUTE TBOPLHU
ot miuajata reaepanus’ (Aues 2002: 125). 3HakoBU ca AyMUTE HA MJIaaus
kuTaricku moet Y an Cs0i1yH, KOUTO 100pe UII0CTPUPAT pa3pruBa MEXKTY MO-
JICPHU3BM U aBaHTApJ KaTo pa3puB MEXAY Bb3BUILIEHOTO OOUTaBaHE HA MO-
JNEPHUA KUBOT M HACTOSIBAHETO 34 3aBPBIIAHE HA M3KYCTBOTO KbM HEIMOC-
peacteenara peanHoct: , Iy Tun, beu Jlao, muciisi, ue € Bpeme 1a Cu B3e-
MEM JIOBMIKJIaHE C Bac. baxTe 3araabuHu Kato 3a0yjeHa JiyHa U HUE CIel-
BaxMe Ballusi IpUMep, HO B €IMH MOMEHT BHE3AITHO C€ 3alUTaxXMe: 3aIll0 HU
e npuTpsiOBana Ta3u 3araabyHoCcT? HamupaxTte TalHCTBEHOCT B 3a0Jyau-
JOTO ce riiyxapue, 3a0yIBaxTe CMHUCHJIa Ha OJM3KOTO U JAJIEYHOTO, HO IIOM
caMUTE HHE HABIISI30XME B pEajHUs KMBOT, OTKPUXME, Y€ CTE TBBPAE Kpa-
CUBH, TBBPJI€ U3TPHYEHHU U BALIKUAT POMAHTU3BM HU J0iie B noBeye. Hue
UCKaMe Ja MpeKkpayuM OT 3a0yseHaTa JyHa B pealHOCTTa. Bcuuku Tesu
Ballli 00pa3u, U300pa3UTEIHOCT, CUMBOJIMKA U POMAaHTU3bM — KaK HE BH
BTPBCHA J1a nuiere Taka? He npekanuxre 1u ¢ pa3HUTE My TaM NpU3PAvYHU
JIyHH, JTaJiH, Pyden, cbisu?... S,

Ha T03u oH € MHOr0o Ba)KHO J1a c€ OTOENEKH, Y€ HUKOW OT KHUTaiic-
KHUTE MUCATENIN HA aBaHTap/iHa Mpo3a, IOBEYETO OT KOUTO C 0XOTa FOBOPAT
U MHLIAT 33 CBOWUTE BABXHOBEHMs, HE CIIOMEHaBa €BPONEHCKH aBaHrap-
mucty. [loutn 0e3 M3KIIOYEHUE TIXHOTO JUTEPATYpHO MHUCIEHE € 3axpa-
HEHO C NPOU3BEIECHUS HAa MOJEPHUCTH M mocTMojepHUcTH (Bupmxunus
VYad, xeitme Jxoiic, ®pann Kadka, I'abpuen 'apcus Mapkec, Yuisim
®oxkubp, Xopxe Jlyuc bopxec, Anbep Kamrio, XKan-ITon Caprsp, Haranu

" Enun npuMep 3a TakbB moaxoJ B Kuraii ce cpema B kaurara ,,KynrypHo o0bpkBaHe
Y JINTEPATYypPHO MUCAHE B EPUO/I HA TPEXO/1 — TCUCHUS B XYI0KECTBEHATA MTPO3a B Kpast
Ha XX Bek* Ha Yan Moymmn (Yan 2011).

® Iur. mo Kapacroiues 2019: 149.
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Capor, Anen Po6-I'puite, Camioen Bexer, Hoxen HMonecko, Jxon bapr,
Jlxoy3ed Xemwbp, Acynapu KaBabata u MHOTO ApyrH). 3a CMETKa Ha TOBA
HEU3MEHHMUSAT 3a BCAKO aBAHTApJIHO TEYEHNE aHTUTPAAUIMOHATIU3BM € OCce-
3aeMO HaJMIIEe, apTUKYJIUPAH U JUPEKTHO B caMOpPe(ICKCUBHUTE €ceTa U
UMHTEpBIOTA Ha nucarenute, HanpuMep Lan Croe ka3Ba, ye cKa J1a U3110JI13Ba
3amajiHaTa TPAAULIMS KaTo OPBKHUE, C KOETO Ja C€ OIbIYM CpElly HallecT-
BUETO Ha TpaauiusaTa B coOcTBeHata n unauBuayainoct (Ilan 2007: 19).
Bbnpeku ToBa aHTUTPAIUIIMOHATUCTKUST CAHTUMEHT HE € PaJuKajieH, KaTo
MOBEYE CE TOBOPHU HE 32 OKOHYATEIIHO CKhCBAHE, a 32 Pa3BUTHUE, HAIPUMED
O Xya cwmsirta, ye ,,iuTepaTypHUSIT MOJEPHU3BM € HACIETHUK Ha JIUTEpa-
typHara Tpanuuus‘ (FO 2008: 129), a nopu Haii-Oe31iepeMOHHaTa OT aBaH-
rapauctute llan Croe, KosTO roBopH 3a ,,0matoto Ha Tpaauimsara“ (Llan
2007: 16), ka3Ba, uye TpsAOBA J1a ce U3TPBIHAT CaMO HAKOM OT OTPOBHUTE
kopenu Ha TpaguuusTa (Ilan 2007: 6). Bcuuko ToBa mOBIUra YMECTHUS
BBIIPOC JAJIM KUTANCKAaTa aBaHrap/Ha Mpo3a € MOBeYe MOJECPHUCTKA, WU
NOBEYE aBaHTapJIMCTKa. 3a J1a ce Aa/e OTTOBOP, OTHOBO CIIE€JBa Ja CE€ MMa
MPEIBUJ PA3BUTHETO HA KUTAKCKaTa Jureparypa npe3 80-te roguan Ha XX
BEK B HETOBHSI KOHTEKCT.

JInbGepanu3upaHeTo Ha KyATypHaTa cpena B Kurait BciaecTBHE Ha T10-
netute npe3 1979 r. nonutuku Ha pedpopmu u orBapsine Ha [bH Csonun
OBP30 IOBEKIAT JI0 MOBTOPHATA MOsIBA HA MOJEPHU3MA (WJIM TIOHE Ha pas3-
rOBOpa 3a HEro), clie]] KaTo TOW HaBJIM3a CTPEMUTEIIHO OKOJIO JABUKEHUETO
,deTBbpTH Mai™ ripe3 1919 r. u okonvarenHo e cupsH npe3 1949 r. ¢ uasa-
HETO Ha BJIACT HA KOMyHUCTHUYECKaTa nmaptus. [IbpBara nojoBruHa Ha OCEM-
JECETTE PAXK/la Pa3HOJIMKHU JIUTEPATYPHU SIBICHUS (KaTO pEernopTa)KHaTa Jv-
TepaTypa, JuTeparypata Ha Oerne3uTe, KOpEHOTbhpcaueckaTa JHUTeparypa,
noe3usaTa Ha 3a0yJieHaTa JiyHa U JIp.), KOUTO ChC caMaTa CH Pa3HOJIUKOCT C€
yceliaT KaTo rojisiMa CThIIKAa HaIpe] COpsiMO MOHOTOHHUSI MAOUCTKHU Tie-
pHOJ, a JKEJIAHUETO 3a KUTAWCKUW MOJEPHU3BM € HAmUpallo Beue HSIKOJIKO
JECETUIICTHS, TaKa Y€ KPUTULIUTE Obp3aT Ja OOSABST Bb3PAXKJAHETO MYy U Ja
OTHPHUIIST Pa3roBopa 3a Hero. ABaHrapJUCTUTE, KOUTO CE€ MOSABSBAT MAJIKO
M0-KbCHO, BbB BTOpPATa MOJIOBUHA HA OCEMECETTE, IEUCTBUTEIIHO U3IJIEK-
JaT KaTO KauyeCTBEHO HOBO SIBJICHUE, HYXJACUI0 CE OT OTJIUYUTEIIHO UME,
Makap 4€ peTpOCIEKTUBHO MOTJIEIHATO, T€ U3IJICK AT KaTo OaIl MOJEpHHC-
TUTE, KOUTO BHACSAT MHOTO OT 3alaJHUTE MOJECPHUCTKU TEXHUKH Ha pa3Kas3-
BaHE U €CTETHKU Ha CBEeTOBB3Npuemane. Ha TexHus ¢oH HAKOM OT mpe-
IIECTBAIIUTE T ,,MOAEPHUCTH IPUIOOUBAT MICEBIOMOIEPHUCTHYEH BULL .

? Bk, HanpuMep aHanu3a Ha JI3uH YaH 3a pa3kasuTe Ha YaH MbH B Kuurara i ,,Tpecka
1o BUucoka kynrypa“ (J3un 1996: 162 — 177).
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ToBa e 3abemnszaHo oT peauna uscienopatenu, Hampumep Cio J3bAyH,
KOWTO B CTAaTUATA CH ,,MOIECPHU3MBT U KUTAKWCKATA JINTEPATYPa OT HOBHUS
nepuoA’ muIle, Y€ ,,aBaHTapJUCTUTE Cpel ,,KUTAUCKUTE MOJEPHUCTH
BCBIIHOCT YECTO OMUPAT 0 €CTETUYECKUTE OPBKUSI Ha JBaiiceTu Bek (ab-
CYpJIHOCT, CaMOTa, YepeH XyMOp M T.H.), 3a Jia TIOCTUTHAT KyJITypHaTa Iel
Ha JieBeTHaliceTH BeK (cB0001a 1 0CBOOOKIeHNE HA MHAUBHAA). ToBa e Hell-
peaBUAMMAa CUTyalUs, KOSITO T€ HE Ca CIO0XHU JAa npusHasT. Ho Touno B
TOBA c€ U3pa3siBa cCToiHOCTTa HAa TexHuTe TBopou* (Cro I3b-1yH 1989: 30).
Moxe O0u 3a ga ce m30ersaT oObpKBaHMATA, HEN30EC)KHO BH3HUKBAIIHU TIPH
ChIIOCTABSIHETO HA KUTANCKUTE W E€BPONEHCKUTE aBAHTapAUCTH, BBIIPOC-
HUTE KUTAUCKU JIUTEPATYPHU SIBJIICHUS €A HAPEYEHM OILIE ,,HOBA BBJIHA' U
,,CKCIIEpUMEHTAJIHA TTpo3a‘.

B T03u pen Ha MUCIIM HE U3TJIEKIa CIy4yaHO, Y€ Ha 3araj 3a aBaH-
rap/ia mo-CKOpo ce rOBOPH KaTo 3a €JHO OT JIIaTa Ha MOJIepHU3Ma (UTHO-
pupaMe ropecrnomMeHarara (mo-cKkopo MOBbPXHOCTHA) TEHACHIUS 32 CUHO-
HUMM3UPAHE Ha MOHATHATA), 3aTOBA € YECTO CPEUIAHO CIOBOCHUYETAHUETO
,,ABaHTAPJICH MOJICPHU3BM , ToKaTo B Kutait moMmuHUpa 0OBPHATOTO ,,MO-
JEPHUCTUYCH aBaHrapA'‘, TOECT aBaHrapJ, KOMTo BHacs B Kurail nurcsa-
JaTa JOTOraBa MOAEPHUCTUYHOCT.

6. Merajdusuka

MHoOTr0 4ecTo aBaHTapAbT MPEACTaBIsABa pedeKc cpenry e3UKOBUTE
IIPAKTUKU B ChOTBETHATA cpefia. OOMKHOBEHO €3MKOBOTO U3pa3siBaHE € MPH-
T0OUITO TBBP/IE CITYKEOCH XapaKkTep U C€ € OTAAICUNIIO MPEKOMEPHO OT aK-
TyaJlHaTa PEATHOCT, MPEAN3BUKBANKN (pyCTpanusiTa HA HEBb3MOXKHOTO Ce-
OenspassiBaHe U KOMyHHKHPaHE. 3aTOBA M IPU BCEKH aBaHTap/CH aKT € Ha-
JIMIIE CUITHO OCh3HATa YyBCTBUTEITHOCT KbM OOPAaBEHETO C €3HMKa, ChIbpiKa-
HUETO Ha aymwuTe, (hopmMaTa Ha TEKCTa M pa3Ka3BaTEIHUTE TCXHUKH, KaTO
YCUJIMETO € B MIOCOKA KbM pa3pylliaBaHe, OOHOBSIBAHE WM Pa3IIMPsSBAHE HA
JOTOTaBAIIIHUTE MTPAKTUKH.

Tasu ¢ppycTparus n30mBa B pa3IMIHA ITOCOKH, KaTO Hai-00II0 MOTaT
1a ce 000co0T ABe GrIocoPCKr HACTPOMKHM HA aBaHTap/1a, KOUTO YCIOBHO
OuX HapeKbJ Mpu3eMsBalia 1 3aabioasaiia. [Ipu mepBaTa HacTpoOKa, BbHII-
JTbTEHA Hal-BUIUMO OT (YTYPUCTUTE M JagaucTute B EBpona u ot deiide-
uctute B Kutaii, iMa aHra)xuMeHT KbM OCBOOO’K/IaBaHETO HA TyMHTE, BPh-
[IAaHETO Ha €3MKa OOPaTHO B HAKAKBO MO-YUCTO (MPEIKYITYPHO) ChbCTOSIHUE
U Ha30BaBaHETO Ha HEMOCpEJCTBEHaTa peasiHOCT. OT TOBa MpU3EMsIBAIIO0
IMCaHe UJBa W 3a0iIy1aTa, Y€ aBaHrapabT U MeTadr3uKaTa ca KaTo Marape
U IyXOBa My3HKa — 3a0J1yia, KOATO 00ade JJECHO MOXeE Jla Ce€ pa3cee, ako ce
XBBPIU OKO KBbM JIPYTUTE, 3abJIOABAIINTE aBaHTAPJHH MPAKTUKH, TE3H C
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HSKaKbB TpaHCLEHAEHTEH xapaktep. Croppeanu3smbT Ha AHnpe bpeton
HaIlpUMEP € CUITHO 3aUHTEPECYBAH OT YOBELIKUS YM U MICUXUKA, EKCIIPECH-
OHM3MBT Ha XepMaH bap muTa KakBo ce CilyuBa ¢ YOBEIIKaTa Jayllia B MO-
NEpHUTE BpeEMEHa, a ¢ paskasute cu llan Croe uenu na paskpue T.Hap.
,,JPYTO paBHMUIIE HA CHIIECTBYBAaHE®, OHOBA, KOETO BCEKU YOBEK MMa, HO
oko10 90% ot xopara He nogo3upat 3a Hero (Lan 2007: 40).

Hsama na e nmpeyBennyeHue 1a ce Kaxe, 4ye eJHa OT OCHOBHUTE oco0e-
HOCTHM Ha KUTalCKaTa aBaHrapjiHa rnpo3a, Makap 1 Heps,AKO MpeHeOpersana
3apajii YUCTO HAPATUBHUTE M TIOCTIKECHHUS, € HeifHaTa MeTapu3ndecKa opu-
€HTUPAHOCT, JIOKOJKOTO YCUJIMSTA Ha rojisiMa 4yacT OT TBOPILIUTE Ca HACO-
YeHU KbM OINKMCBAaHE HAa BHTPEIIHUS CBAT, IOCTUTAHE IO ABbJIOMHUTE HA WH-
JTUBUJTyalHaTa TyIIEBHOCT W apTUKYJMpPaHE Ha MOTYJBAaHU OT JOTOTaBall-
HUS €3UK eK3UCTEHIIMAIHY 1U1acToBe. 3aroBa u [{an Croe Hanpumep Hapuda
CTOMHOCTHATA 3a Hes JJuTepaTypa ,,Jureparypa Ha aymata® (ILlan 2008: 26).

IIsT HATATBK

To3u NOBBPXHOCTEH MpeErjie] Ha HIKOU OT pa3MUHABAHUSITA MEXKIY
€BPONEHUCKUTE U KUTANCKUTE aBAHTapU3MHU MOXKE J1a U3TJIEK]1a HEOTHOCUM
KBbM 3a/1a4arta 3a 3apJI0049€HO MPOyYBaHe Ha METaA)U3UIHHUTE MMOCTHKESHUS
Ha KHTalicKaTa aBaHrapAHa npo3a OT BTopaTa nmosioBuHa Ha 80-Te ToJIuHH,
HO OT Apyra CTpaHa, CTpyBa MU C€ BaXKHO MPEIU U3CIEABAHETO HA KalKaTa
Jla Ce MOM3SICHU KaKBO TOYHO € MOpeTO. EcTecTBeHO, TpH pasriie:k1aHeTo Ha
aBaHrapjla Morar Jia c€ OTKPHST OIlle MHOXKECTBO MEKIYKOHTUHEHTAIHU U
BbTPEITHOKOHTUHEHTAJIHM aHTUHOMUU, HAKOU OT KOUTO Ca POMAHTUYECKU
WJIU TIOJIMTUYECKW; aHTUUHTY CTPUAJICH UJIU AaHTUTIOJIMTUYECKU; CYOSKTUBEH
UM OOCKTUBEH; €BOJIIOIIMOHEH WJIM PEBOJIIOIIMOHEH; WHIWBUAYAICH WIH
COILIMAJICH; B UCTOPHUATA WU U3BBbH MCTOPUSATA; MpUopUTH3Mpal Gpopmara
WU ChABPKAHUETO; 32 CAMOTO M3KYCTBO WJIM MPOTUB CaMOTO U3KYCTBO;
OYHTOBEH HaBbH WJIM HABBTpE...

Makap ye oille B Ha4ajI0TO ME TJI0XK Iele ChMHEHUETO AU U3001110
MMa OCHOBAHHE JIa CE CPABHSIBA CaAMO MOPaJA HOMUHATUBHO ChOTBETCTBUE —
MIPOCTO 3aIll0TO Ha HAKOro B Kutail My € 1ykHaso ja Hapede Te3U pa3Kasu
aBaHrap/IHU (@ HE J1a UM JIETHE HSIKAKBO TUIUYHO KUTAUCKO MME, KAKTO C€
CIyuBa C TOJiIMa 4acT OT MOETUYECKUTE JABMXKEHHS MO OHOBAa BpEME), a
BIIOCJIEICTBHME CbMHEHHUETO MpepacHa v B 03aJJa4€HOCT, KOraTo Obp3UsT Ha-
YaJeH Mperyie/l Ha HEMO3HATUSI MU JJOTOTaBa €BPOIEUCKU aBaHTap] HE MU
OTKpHU JINTEPATYPHU SIBIECHUS, ChABPKAIIN CHIIMTE BBIHYBAIIH TEMH U
MIOXBaTH, KOUTO OSX HAMEPWJ B KUTAUCKUS, TOBA MPEIBAPUTEITHO OOIIO Or-
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JIeXKIaHE TI0KA3a, Y€ ChIIOCTABUTEIIHATA UJICSI IPUTE)KABA HEMAIIBK ITOTEH-
AL, ThM KAaTO CIIOMEHATOTO BEYE B3aMMHOOTJICKIAHE HA ABAHTAPAUTE
MO>Ke Ja 000raT KakTo o0liaTa npeAcTaBa 3a JUTepaTypHus aBaHTrap/l KaTo
I5J10, TaKa M MOTJieaa, ¢ KOUTO ce pa3oupaT eBpONEHCKUAT U KUTAUCKUST
aBaHrapJl NoOTHAEJIHO. B mponeca Ha W3sICHSIBaHE HA TOYKUTE HA pa3MUHA-
BaHE 0sXa OTKPUTHU M JIOCTaThYHO MHTEPECHU TOUKHU Ha ChBMHAJaHE, MPEau
BCUYKO HaJMYHATa U B JIBATa KOHTUHEHTA MeTapu3nuHa ujes 3a XyJd0XKec-
TBEHO M3pa3siBaHe Ha 00JIE3HEHO NpeHeOpersanara QylieBHa peaiHOCT, KO-
ATO M3MTbKBA Ha ()OHA HA OCTAHAJIMTE aBaHTAPAHU THPCEHUS, & B KUTANCKUS
ciy4ai — 1 Ha (DoHa Ha I[sTaTa KUTalcKa TUTepaTrypa, KakTo U Ch3HABAHUAT
WIM HECh3HABAHUST CTPEMEXK KbM OYHT C BHTPEIIHA HACOYEHOCT, KbM Je-
3UHTETpalus Ha CyOeKTHOCTTA.
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MNOBOMBCKN YHUBEPCUTET ,MTANCUM XUNEHOAPCKN“ — BbIITAPUSA
HAYYHW TPYIOBE, TOM 62, KH. 1, CB. B, 2024 — ®AJI0NOI' A,
PAISII HILENDARSKI UNIVERSITY OF PLOVDIV — BULGARIA
RESEARCH PAPERS, VOL. 62, BOOK 1, PART C, 2024 - LANGUAGES AND LITERATURE

Obasnuemo E. T. A. Xopman / Faszination E. T. A. Hoffmann / Fascination: E. T. A.
Hoffmann. [COopHuUK ¢ noknaan ot MexayHapoJeH UHTEePAUCHUILTUHAPEH (o-
pym ,E. T. A. Xobman B bowirapus®, 23 — 26.10.2019 r., [InoBaus], cbcTas.:
C. Yepnokosa, Codusi: HUOH ,,A3-06yku®, 2024, 423 c., ISBN 978-619-7667-69-1.

ITpe3 2019 r. 6e orbensizana 200-roAuIIHUHATA OT Ch3/aBAHETO Ha
€HO OT Hal-3HauMMHTE npousBeaeHus: B TBopuecTBoTO HAa E. T. A. Xo@-
MaH — ,,Mankuat [{axec, HapedueH [{unoObp*. To3u moBoa MpoBOKUpa U Op-
TaHU3UPAHETO Ha MeXAyHapojaeH Gopym moxa Hacnos ,,E. T. A. Xodwman B
bbarapus‘, KOWTO cTaBa 4aCT OT MHOTOOPOWHHUTE CHOUTHS B KyJITYPHHUS Ka-
nengap Ha [lmoBnuB — EBponeiicka cTtonuia Ha Kyatypara 2019.

CbBceMm B ayxa Ha XodMaH B JieHs Ha cBeTH SIKoB, TOUHO B 12.30 .
Ha 00s11, cpe Bb3poXkaeHCKUs nyx Ha CtapuHeH [110BIUB € ClI0)KEeHO Ha-
4aJ0TO Ha MEXAYHApOIHATA MHTEepAUCIIUIUIMHApHA KOoHpepeHus ,,E. T. A.
Xo¢pman B bearapus®. B Hest cbC CBOMTE MPOYYBAaHUS U HAOJIOACHUS IO
TeMaTra B3UMAaT Y4acTUE KaKTO OBIATapCKH, Taka U UyXKJIECTPaHHU YUCHU U
u3cienoBaTenu. MHTepnperanuure, aHAIU3UTE W HW3CJIECABAHUITA BBPXY
XohmMaH 1 HETOBOTO TBOPUECTBO Ca pa3npeeieH TEeMaTUYHO B celieM Oie-
HUs, B YHUCOH ¢ 12-Te 61eHus Ha XodmaHoBaTa HOBENA ,,371aTHATA JeNBa‘.
B pamkute Ha gopyma, ot 23 10 25 okromBpu 2019 r., ca BKIIIOUEHH TeaT-
pajHu U PUIMOBY MHTEPIPETAIIUU 10 TPUKAZHUTE HOBEIU HA HEMCKHUS PO-
MaHTHK — JIBYE3UUYHUST CIIEKTaKbJI ,,X0pMaH HA TeaTpajiHaTa rpymna ,,Me-
Teop* ¢ pexxucbop A Bacesa, ,,dantacmaropun‘ — puaMupaHa mnocra-
HoBKa Ha Tenu Mockos, u punmbT Ha Aupu Kynes ,,I{axec*. Coiio Taka B
Hapoanara ombnmoreka ,,/iBan Ba3oB* ¢ mpencraBeHa n3nox0a, mocBeTeHa
Ha WHHIMATUBATA.

Mexny aBe 3HAKOBU TOAUIIHUHM (250 TOIWHU OT POXKICHHETO Ha
E. T. A. Xopman nipe3 2022 1. u 200 rogunu ot cMbpTTa My nipe3 2026 r.)
npe3 2024 r. e ny6aukyBan c6opHUKBT ,,00asuuero E. T. A. Xopman“!. ITo
noaoOue Ha camust GopyM Toit € oPopMeH B celieM TeMaTUUHU OJICHHUs, Ha-
30BaHU: ,,Marusara Xohman*, ,,aHTACTUIHN BUACHUS U UHTCPIIPETAIINH
,,COIMOKYNTYpHU  (1e/pe)KoHCTpyKImu®, ,Jluteparypuu mapanenn’,
,,EJUKCUpUTE Ha ABOMHMKA®, ,,ONTUKM HA BpeMmeHata“ u ,,/I3BbHIMTEpa-
TypHH yrioTpeOu*.

! Uznanmero e peanusupano ¢ GpuHAHCOBATA IMOJKPENA Ha MUHHUCTEPCTBOTO HA KYJITY-
pata u cbc cbaeiictueTo Ha PouHp ,,Hayunu uscnensanusa, moroop Ne KII-06-
MH®/29 ot 5.08.2019 1.
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IIvpeo 00enue. ,Marusita Xopman*

B ITvpso 60enue ca Bkaodenu aBa Tekcta. [IspBusT e Ha nmpod. bep-
uxapya Illemen, ozarnaBeH ,,Marudeckata mnueca ,,Mankusat [laxec” 1o
E. T. A. Xopman*. TekcThT HaCOUBa BHUMAHHETO KbM €{HAa HEMOMYJISIpHA
uHTeprnperanus Ha ,,Mankust [laxec, Hapeden [{luHoOBp*, a UMEHHO AETC-
kata nueca ,,Mankuar [laxec* ot K. TanOypr. lllemen npeacrass mocieo-
BATEJIHO YETUPUTE KAPTUHU HA MUEcaTa U apajeHo ¢ TOBa OTOEIIsI3Ba pas-
JMYUSITA C OPUTHHANA, 32 Ja JOCTUTHE 0 3aKJIFOUYCHUETO, Y€ OCHOBHATA LIEJ
Ha TO3H ,,HOB* TEKCT € Ja ObJe mueca 3a Aelia.

H-p Kpuctuna IlImuth, npeacraBuren Ha bepinHCKaTa Ibp:KaBHA
oubnmoreka, cbc cBos TekcT ,,ApxuBbT E. T. A. Xobmadn u mopraipT
E. T. A. Xodpman B bepiuHckara nppxaBHa oubnuoreka. Llsm equn BT,
MIOCBETEH Ha M3KJIFOYUTEITHUS TBOPEI] HA pOMAaHTU3Ma*“ JJaBa BH3MOXKHOCT
Ha YWTATEJIUTE JIa CE 3alo3HaAT C TpyJa Ha bepiauHckaTa OubIMOTEKA MO
ChOMPAHETO, KATAIOTU3UPAHETO U ChXpaHEHUETO Ha X0(MaHOBOTO TBOP-
yecTBO. ChIlO Taka aBTOpKATa MPEJCTaBs U Ch3AaJCHUS €IEKTPOHEH MOp-
tan (https://etahoffmann.staatsbibliothek-berlin.de), kpaeTo B oTaenHN Ka-
TErOpUU MOXE Jia c€ OTKpue MH(popManus 3a KUBOTA, TBOPUYECKUS MBT U
peueniusaTa Ha XopMaH.

Bmopo 60enue. ,,0aHTACTHYHN BUJACHUS U UHTEPIpeTALUN

[Ipod. Kamenus Hukomnosa B ,,TeaTpanuure uureprperauuu Ha Teau
MockoB Ha ,,Mankust Ilaxec, napeuen [{unoosp Ha E. T. A. Xopman*
mpociesiBa KakTo TBopueckara ouorpadus Ha Teaqu MockoB, Taka U Bpe-
MeBaTa peann3ainus Ha HeroBute ,,Pantacmaropun’ o E. T. A. Xodman.
@OKyCHT € HACOUEH KbM MOCIECIHUS BApUAHT HA MPEACTaBICHUETO, MOCTa-
BeH Ha cieHa mpe3 2004 r., koero Kamenus HukomoBa ompenesns kaTo
,,CTIEKTaKbJI 32 IMHU3Ma HA BCUYKUA CUMYJIATUBHU MOJIUTHYECKUA MPOCKTH U
3a 3aThBAHETO HA XOpaTa B EBTUHOTO KOHCYMAaTOPCTBO U OJIaronoyryuue, Ko-
€TO M3KJIF0UBA KPEaTUBHUA JTyXOBEH 4OBEK (C. S51).

Bropust Ttekct ot Bmopo 60enue € ,,DaHTaCTUYHUTE BUJACHUS Ha
XohmaH — mpeM3BUKATEIICTBO KbM ChBPEMEHHATA ApaMaTyprusi ¥ TeaTbp
ot nipod. AnHa TonmanmkukoBa. BHMMaHMEeTO Ha aBTOpPKaTa € HACOUYEHO KbM
JIBOMCTBEHHUTE O0pa3u U Pa3gBOCHUETO, Taka XapaKTepHH 3a T€POUTE Ha
Xodman. KbM aHanuza e mpuBiiedYeHA U €IHA ,,HeauIIrpaHa Bpb3Ka* ¢
€1H CbBPEMEHEH TEKCT — ,,ApaOCKH HOILIK * OT HEMCKUS ApaMaTypr Posana
[Iumenndenur.
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Tpemo 60enue. ,,ColuMOKYJITYPHH (1€/pe)KOHCTPYKIMNH

Tpemo 60eHue BKIIIOUBA TPU TEKCTa ¢ aBTOpH Aoil. Jumutrsp KamOy-
poB, nou. Mnanen Bnamku u non. Jlapun Tenes. B ,,E. T. Amaneyc Xod-
MmaH Mexay [laxec u L{uHOOBp: mocTpomMaHTHYECKa MyOIUYHOCT, KYJITypa
Ha KyJITa ¥ nmoctucTuHa* noi. KamOypoB 3a7aBa BbIIpoca KakBO MPUBJIMYA
BHUMAHUETO HA YUTATEIIUTE U U3CIE0BATEIUTE KbM ypoIuBUs [ITuHOOBD.
OTroBOpbT CIIOpE ] HETO TPsAOBA Jja C€ ThPCU B UCTOPUUYECKUTE MPOTOTHUIIU
OT emnoxara, a UMeHHO Hanosieon bonamapt, betoBeH U He HaA mocCIEaHO
MSICTO — B camusi Xo¢MaH.

B ,,Ctpannu cpemn... B [Ipara u B8 Codusa‘ gou. Bramku HE 3amo3-
HaBa ¢ HoBenara ,,Cpemy Ha mbT oT AHa 3erepc, KOsATO 3a I'bPBU ITBT €
nyonukyBaHa B bwarapus mpes 1975 r. [lopaau momutuyeckure ocobde-
HOCTH Ha BPEMETO Ha IMyOJIMKyBaHE 3a 3HAYUTEIHA 4YacT OT ayJUTOpHUATA
uMeHara Ha Kagka u Xopman, kouro AHa 3erepc BbBEX/a, ca MO-CKOPO
Herno3HaTu. B cBos TekeT goil. Biamku npunara u npuMepu 3a HECbOTBET-
CTBUE MEXK]1y OPUTHMHAII U MIPEBOJI, C KOETO JI0Ka3Ba, ue ,,peIliCITUBHUTE Bb3-
MOXHOCTH B bbarapus (Jurica Ha KOPEKTHU MPEBOJIN, JIUTICA HA KPUTHYECKA
U u3cienoBarenicka pedieKkcusi, HEeMO3HaBAaHETO Ha KOHTEKCTHUTE) Tpe3
1975 r. He no3BonsABaT pa3ka3zbT HA AHa 3erepc ,,Cpella Ha bT™ 1a POBO-
KHpa MPOYUT, KOMTO J]a C€ MPEBbPHE B OCHOBA 3a JUCKYCHUSI OTHOCHO TOX-
BaTUTE Ha ,,COIUATTUCTHYECKUS peatn3bM ™ (¢. 116).

Crarusdra Ha gou. lapun Tenes ,,XoMaH U KOTKATE HA IEKOHCTPYK-
nusATa’ € HacoueHa KbM (PpeHCcKaTa pelenius 1 no-KOHKPETHO — KbM ,,Hail-
BHHUMaTeIHaTa ynTatenka Ha Xopman* — Capa Kodpman, kaTo upe3 HEUHHUTE
U3CJIEIBAHUSI C€ PA3IIIeKAAT OTHOIIEHUATA Mexly PomaHnTH3Ma U IEeKOHC-
TPYKLHSTA.

Yemevpmo 00enue. ,,Jlureparypuu napaJienan’

B ,,be3n0K0oMCTBO HA TOTUYECKOTO POJICTBO: KAHPOBA U €CTETUUYECKA
pPa3HOPOJHOCT B poMaHa ,,Enukcupute Ha assona® ot E. T. A. Xopman*
nou. OrusaH KoBaues npe/iara ChIOCTABUTENEH aHATIA3 MEXY ,,MOHaxXbT
ot Martio I'. JIyuc u Xopmanosust pomas ,,Enukcupure Ha assona“. B oc-
HOBAaTa Ha M3CJICABAHETO HA JBaTa TEKCTA Ca CIOBECHUAT, (PaHTACTUYHUAT
Y BUBYQIHUSAT KOJ U ,,CHHT€3UMHOTO UM chueTaBaHe™ (c. 158).

KakTo noackasBa u 3ariaBueTo — ,,BiInsiHAsITa HA TPUBUAIHATA JIUTE-
parypa ot XVIII u Hauanoro Ha XIX Bek B TBopuecTBOTO Ha XodpmaH —
LIEHTpaJlHa TeMa B MU3CieABaHETO Ha 1. ac. A-p Mean Ilomos e T.Hap.
,,HUCKa* nureparypa u nokoiko E. T. A. XopmaHn 3auMcTBa UJEU U TIPUH-
UK OT Hesl, & ChIIO U OE3MPUUYMHHOTO YCJIOKHSIBAHE Ha U3CJICIBAHUATA
BbPXY TPUBUAIHUTE POMAHU B OIUT JIa C€ OTKPUSAT MO-ABJIOOKH uaeu. Kpm
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aHaJin3a € BKJIOYEH U poMansT Ha Marto I'. JIyuc ,,Monaxs1*, npeacraBu-
TEJ Ha ,,HUCKaTa* JUuTepaTypa, KOMTO € chllocTaBeH ¢ poMana Ha E. T. A.
Xopwman ,,Enukcupure Ha 1aBoya‘.

B ,,JIureparypuu mapanenu: E. T. A. XodmaH 1 aHrIuiCKUTE pOMaH-
tanu‘ nou. Butana Koctagunosa npesara norjies KbM HoBenaTa Ha Xog-
MaH ,, I [SIChYHUST YOBEK™ B mapajes ¢ MPOU3BEICHUS Ha aHTJIUICKU pOMaH-
tuuy. CTaTuara ChIOCTaBsS HAa pa3iMyHU HHBAa Xo(maHOBaTa HOBENA C
,DPpankenmaia“ or Mepu Illenu, ,,Maudpen“ ot baiipon, ,Jlamus® ot
Kuiitc u ap., Kato omie B HAYaJI0TO CE W3pas3siBa XUIIOTE3aTa, Y€ ,,KaToO U3-
MoJI3Ba Crenu(UUHA TEXHUKUA Ha pa3Ka3BaHe, B KOUTO TJIEIHUTE TOYKHU CE€
MeHAT, XopMaH HEe u30upa OTTOBOPH, & OCTaBs HA UUTATENS Ja U3THIKYBa
XyJoKecTBeHaTa amOuBasieHTHOCT (c. 210).

Ilemo 00enue. ,Enuxcupure Ha JBOMHUKA

B mepBus teker — ,,Penennusara Ha ,,Enukcupure Ha AgBoaa‘ B mpe-
Boa Ha [lanailoT YnHKOB®, (POKYCHT € BbPXY BIUSHUETO HA TOTUYECKUTE
pOMaHU U YepHUS POMAHTU3BM BbpXy TBOpuecTBoTO Ha E. T. A. Xodwman.
JlomyckaHeTo, KOETO € OTIpaBHA TOYKA 3a U3CJIEIBAHETO, €, 4e ,,X0hMaHO-
BuAaT poman (1815/1816) e no TakaBa cTeneH MpeHANperHaT OT UKOHOTpa-
dusiTa Ha Taka HapeUYEHUsI YEPEH POMAHTU3IBM, Y€ MOXKE Jla C€ MUCIIH KaTo
THPCEHE HA IIpara Ha UPOHUYHOTO MPEUYNBAHE, HA UTPA C €IHA TPAHHO yC-
TaHOBEHa KOHBEHIUA“ (c. 232). TekcThT mpenjiara U KpaTbK Iperien Ha
npeBojaveckara 1emHocT Ha [Tanaiior UMHKOB, KaKTO ¥ aHaJIM3 Ha MPEBOIA
B CBHIIOCTaBKa C €3MKa Ha OpUTHHAJA.

B ,.DAS UNCHEIMLICHE, MuUMeTHYHNTE MAIlIMHU U TPEITHOTO Pa3-
no3Hasane“ qon. Kamenus CriacoBa HU BBBEXKIA B 3HAUEHHUETO U €ETUMOJIO-
rusita Ha das Uncheimliche. 3a nienra ca npuBEeACHU HUJCUTE HA 3UTMYH]T
Oporig u EpHeT Meny o Temara 3a 3J10Be0TO U cTpanHoTO. [Jou. Cnacosa
BKJIIOUBA W XUIOTE3aTa Ha SIMOHCKHS y4ueH mo podoTruka Macaxupo Mopwu,
CIIOPE/I KOTOTO YXKAChT OT aHTPONOMOP(PHUTE MAIIUHU € TIOPOJICH OT TSIX-
HaTa MPUJIMKa C YOBEKA.

B ,HaOmtonenuss BBbpXy pa3ABOCHUETO MU JABOMHUYECTBOTO MPHU
E. T. A. Xodpman u Kayt Xamcyn* gokropant Unus ToueB Thpcu qonmupHH
TOYKH MexAy XodmaH u XaMCyH, U3XOXKIAUKH OT OTKPUTUTE MPUITUKH
MEXIy HOBenara , I [sschuHuAT 4oBeK™ U pomaHa ,,Mucrtepun®. B ocHoBara
Ha CTaTUsATa, OT €1HA CTPaHa, € MOTUBBHT 3a Pa3IBOCHUETO, TaAKa XapaKTEPEH
3a moeTukara Ha PomanTtu3ma, HO U ,,BOJEIIA XapaKTepHa yepTa Ha XaMcCy-
HOBHS T€pOil BbB BCUUKM HETOBH NMPEBBILIbIIECHUS (C. 277), OT apyra —
JBOMHUYECTBOTO, KOETO CBHIIIO MPUCHCTBA B TBOPOUTE HA PA3IIICKIAHUTE
aBTOpU MO/ €Ha WK Apyra ¢opma.
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Illecmo 00enue. ,,OnTHKUA HA BpeMeHaTa*

Nzcnensanero Ha npod. Kieo IIporoxpucrosa ,,O3HaueHust Ha Bpe-
MeTo B TBopuecTtBoTO Ha E. T. A. XodmaH — UIMOCUHKPA3UU U TIOJAPUB-
HOCT* HACOYBa KbM €JIHO ,,HeH3cle/IBaHO mojie’ oT XopMaHOBOTO TBOpYEC-
TBO — ,,03HAYCHMATA Ha BpeMeTo. CreluaneH akleHT € MOCTAaBEH BBbPXY
KOHKPETHU3UPAHUTE YacOBE M JIaTU, KAKTO U BbPXY CHEHU(DUUHU PETUTH-
O3HU MPA3HUIIM, HA KOUTO Xo(pMaH oOpbIIla Taka MEJaHTUYHO CBOETO BHHU-
MaHHUE.

B cratusra ,,3naTHuTe BpeMeHa B ,,3/1aTHATa JenBa®. I'pamaTudecku
oenexku‘ ri1. ac. A-p Jlacka JlackoBa onucBa MOPGHOCUHTAKTUYHUTE ThPCe-
HUS B TIpou3BefeHusTa Ha XodmaH upe3 miatdhopmara 3a aHOTAIMHU
INCEpTION. Ilenta Ha u3CIEABAHETO € Ja C€ OTKpPHE Jajyd aBTOPHT Ha
,3JlaTHaTa JefiBa‘ M3MOJI3Ba ,,pa3]IMUYHA I'PaMAaTUYECKU TEXHUKH, KOTaTo
OMKMCBA B3aUMOJICHCTBUETO MEXy JBaTa cBsta™ (c. 309), mpeacTaBeHU B
HOBEJIaTa.

TexkcrsT Ha gou. Mapus Enppesa ,,Perporonusta Kkato MI€0JIOTH-
YeCKH MHCTpyMEHT Ha Pomantu3ma B ,,Mankus Ilaxec, Hapeduen L{luroOBp*
Ha E. T. A. Xodman* crmocTtaBs 0OpbIIAaHETO KbM HACATMIUPAHOTO MH-
HaJIO IIPY POMAHTHUIIMTE U CbBPEMEHHHUS CBAT C YyTOBOpPKATa, 4e ,,JBETE SIB-
JIeHUsI 0OCTYKBaT pa3audyHu ujeonoruu’ (c. 324). 3a menra ce nposepsna
Te3aTa Ha NPEeACTaBUTEIIs HA MapKcuueckara mkoia J{popa JIykad oTHOCHO
OTHOIIEHHETO HA POMAHTULHWTE KbM OTMHHAJIMUTE BPEMEHA, B YACTHOCT —
KbM CpeTHOBEKOBHETO.

B ,,Texauku Ha nporiaexaaneTo . HaObmroaeHns: BbpXy HApaTUBUTE H
TEOPETHYHUTE U3MEPEHUS Ha ,,onTukara“ nmpu Xohmad u Mysun (,, brio-
BUAT mpo3open’ u ,, Tpuenep*) non. Enuma J{ybapoBa chrocTass 1Ba TeKCTa
OT JIBE Pa3jIuYHH €TOXH, OOSUHSABAIIM c€ B 00IIaTa ,,Kopenamus 00JecT —
3npaBe’. bomnusaT XodmaHOB repoii, rienail TeaTbpa Ha )KHUBOTA ChC CBOS
JIOpHET, U reposT Ha My3us, HaOJrogaBalll CBeTa ¢ TpUEAEp, ca B IIEHTHPa
Ha U3CJIC/IBAHETO, LEJIAIIO 1a 00CHhAN OMHOKYJIIpHATa TEXHUKA KAaTO CBOE-
oOpazeH ,,MenuyMm‘‘ Ha BboOpaxkeHueto™ (c. 351).

Ceomo 00enue. ,, I3BbHINTEPATYPHH YIIOTPEOU*

TekcTsT Ha nou. Ceetia Yepnokosa ,,Mankuar [{axec, Hapeuen L{u-
HOOBP* — U3BBHIUTEpaTypHU ynotpeOu B boarapus (1989 — 2010)* naBa
BB3MOKHOCT Ha YUTATENIS JIa CE 3all03HAE C TeaTPATHU U (PUIIMOBH UHTEPII-
peranuu o XohMaHOBU TekcToBe. 3a mepuoaa ot 1989 mo 2010 r. Te ca
IIIECT, KaTO BCUYKM CTHIBAT BHPXY HOBenara ,,Mankusar [laxec, HapeueH
[MuroOwp*. ,,3a1o Touno [{axec?* e BbIIPOCHT, KOUTO HAMUPA CBOSI OTTOBOP
B [IPOYYBaHETO Ha 101 Yeprokosa.
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»MEXIYHApOAHUAT HaydeH WHTepAUCIUIUIMHApeH ¢opym ,,EpHCT
Teonop Amaneyc Xodman B bbiarapus® B KOHTEKCTa Ha KyJITypHaTa MOJIH-
Tuka u ,IlmoBnuB — EBponelicka cronuia Ha kyatypara 2019 ot mokrto-
pant Unuana EngspoBa € GUHAIHUAT TEKCT B cOopHuKa. Toil mpensara
0000111eH ToTJIe]l BHPXY CBBPILICHOTO MO BpeMe Ha ¢opyma, a ChIIO U KO-
MEHTHpA 3HAYEHUETO W MSCTOTO MYy Ha JIMTepaTypHOHU3CIIEI0BaTeICcKaTa
kapta Ha bwarapus B ,,ch3ByuHe C HUjiesITa 328 MHOTOBEKOBHOTO KYJITYPHO
oO1yBane Mexay Hapoaute (c. 401).

COoopuuksT ,,O0asaueT0 E. T. A. X0obMaH" npeacTaBst euH IbCTHP
KaJICWIOCKOM OT ThJIKyBaHUs Ha npukazuute HoBenu Ha E. T. A. Xodmas.
Tol nokassa, ye nopu 200 roguHu ciieq TAXHOTO Ch3JaBaHE T€ HaMHUpaT
CBOsITa MyOJIMKa Cpejl YuTaTeIuTe U uscienoBarenute. B pasHooOpasHute
W3CJIeIBAHUSI, BKJIIOUEHHU B COOpHUKA, XO0(MaH € ChIIOCTaBSIH C aBTOPU, KH-
BEJIU JCCETKH FOJMHU CJIe]] HEro, TEKCTOBETE MYy CTaBaT YacT OT HEOOsITHATa
MHTEPHET MpeXka, TyMHUTE MY, TMCAHU MPEY NTOBEUYE OT JBa BEKa, ca MoJ-
JI0’KEHU Ha aHAJIU3 Ype3 KOMITIOTHPHU aliTOPUTMU, & pOOOTUTE, KOUTO TaKa
3aHMMAaBaT (paHTa3MsATa My, C€ OKa3BaT peajHu B HaIlaTa JCHCTBUTEITHOCT.
Bcenuko ToBa mokasBa koako akryaieH € E. T. A. Xodwman u nuec. U makap
Jla CTaBa SCHO KOJIKO OCKBbJHA € PELENIUATa Ha TBOPELA U POU3BEICHUATA
My B bbirapusi, To HECbMHEHO M37aBaHETO Ha cOopHuka ,,Ob6asuuero E. T.
A. XodmaH" € eHa ChIIECTBEHA Kpayka B 3abJIBAHETO HA TO3H MPOITYCK.

Tansa beoaeaoicues
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Natio
Az-buki Natio
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101
e’ collection, with ifs intercultural and
semiotic charge. adds the Bulgarian point
to the world circulation of Hoffmann
studies and 1s a key contrnibution fo the
convertibility of Bulgarian humanities™.
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