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Focus and Scope

Colloquia Comparativa Litterarum ny6avkysa npoyysaHua no CpaBHUTENHO AUTepPaTypPO3HAHME.
AKLEHTUTE ca BbpXy €BPOMENCKUTEe nuTepaTypu, B YACTHOCT BbpXy OasKaHUCTMYHA
npobaemaTtuKa, MaBHoO 3a nepuoga ot XVIII BeK ao aHec.

Colloquia Comparativa Litterarum publie des études en Littérature comparée avec un accent sur
les Littératures européennes, en particulier sur les questions concernant les Balkans et
surtout pour la période allant du XVIII¢ siécle jusqu'a nos jours.

Colloquia Comparativa Litterarum publishes studies in Comparative Literature with an emphasis
on European literatures, in particular on Balkan issues, and mainly regarding the period
from the 18" century onward.

The Peer Review Process

NonyyeHuTte 3a nyb/aMKyBaHe TEKCTOBe ce M3npawaT oT Peaxkonernata 3a aHOHMMHO
OLleHABAaHe OT fgBama HEe3aBUCMMWM ChleuMannucTm B CbOTBeTHaTa 06nacT. 3a ga ce rapaHTmpa
AHOHMMHOCTTA, NpeasioXKeHUTe cTaTuKM TPsAbBa Aa ce M3npawaTt Ha PegKonernsTta B 4Ba BapuaHTa
Ha cneanHua agpec: ColloquiaCL@gmail.com.

1. MbneH TeKCT C MMETO Ha aBTOpa, MPUHAANEKHOCT KbM HayyHa opraHusauua u 6buo-
6mbnunorpadusa 8 5 go 10 peaa.

2. HenoanuvcaH BapuaHT, B KOMTO NO HUKAKbB HaYMH He ce YNoOMeHaBa CaMOo/IMYHOCTTa Ha aBTopa.
B cnyyalt Ha pasmMHaBaHe MeXKay OLEHKUTE Ha MbPBUTE ABaMa PELLEH3EHTH, Ce TbPCU MHEHUETO
Ha TpeTu. MNepnoabT Ha OLeHABaHe Tpae NpubansntTenHo 3 meceua. OueHKaTa ce U3BbPLUBA Bb3
OCHOBa Ha c/fedHUTE KpUTepMM: 3HaYeHMe/OPUTUMHANHOCT, KOHLENTyanHa pamMKa, CTPYKTypa,
METOA0/N0MMs, KaYecTBO Ha AOKYMeHTMpaHe, ctun. Cnea U3TMYaHE Ha TO3M MNepuog aBTopuTte
nosny4asaTt UMeln c ogobpeHune 3a Nyb6aAMKaLMA, C 0TKa3 AN C NPENOPbKU 3a peflakTUpaHe.

Afin de garantir la double expertise en aveugle des articles, les propositions d’article
seront soumises au Comité de rédaction en deux versions a ladresse
suivante : ColloquiaCL@gmail.com.

1. Une version compléte: comportant le nom de lauteur, l'affiliation et la notice bio-
bibliographique de 5 a 10 lignes.

2. Une version anonyme : ne comportant aucune mention explicite a I'identité de I'auteur.

En cas de désaccord entre les deux évaluateurs, le Comité de rédaction fera recours a une
troisieme expertise. Lexpertise est effectuée, dans un terme jusqu’a trois mois, sur la base de la
pertinence intrinseéque de chaque proposition, du cadre conceptuel, de la structure d’ensemble, de
la méthodologie, de la qualité de la documentation, de la qualité du style. Les propositions
peuvent étre acceptées, refusées ou peuvent donner lieu a des recommandations pour l'auteur.

The editors will forward all texts submitted for publication for blind peer reviewing by two
independent experts in the field. To guarantee their non-biased opinion, two versions of each text
ought to be submitted to: ColloquiaCL@gmail.com, as follows:

1. A full version with the author’s name, affiliation and short CV within 5 =10 lines.

2. An anonymous version bearing no explicit reference to the author’s identity.

In case of disagreement between the two reviewers, the Editorial Committee will seek opinion
from a third expert. The approximate duration of the evaluation process is three months, and it is
based on the intrinsic relevance of each submitted paper, its conceptual framework, overall
structure, methodology, quality of documentation, and quality of writing style. The submitted
papers may be accepted, rejected, or sent back for rewrites with recommendations to the author.
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Publication Frequency

Colloquia Comparativa Litterarum e Hay4YHO cnMcaHue, Cb3AaAeHo npes
2015 r. KaToO roAULLHUK.

Colloquia Comparativa Litterarum est une revue scientifique, créée en 2015,
a la périodicité annuelle.

Colloquia Comparativa Litterarum is a scholarly review, established in 2015
as a Yearbook.

Open Access Policy

Ny6nukaumaTta e ¢ nbaeH cBobogeH A0CTbN, CbINACHO NPUMHUMNG, Ye
Mo TO3WM Ha4MH Ce OKasBa NOoAKpena 3a LWMPOKUA nnaHeTapeH obmeH Ha
3HaHueTo. Mpn noabopa maTtepuannuTe NpeMmMHaBaT Npe3 aHOHMMHA OLEHKa
OT iBaMa peLeH3eHTH.

Politique d'édition électronique : Publication intégrale en libre acces

pour faciliter I'échange scientifique planétaire. Sélection et révision des
manuscrits en double-aveugle.

This journal provides immediate open access to its content based on
the principle that making research freely available to the public supports a
greater global exchange of knowledge. Double blind peer-reviewed selection.




About the 2019 issue:

[NaBHa Tema Ha bpos 3a 2019:

CvTBOpeHMueTo Ha ceeTta: borot, leHUAT, XeHarta
CraTuuTe 3a cnepBawma 6poit Ha cNMcaHMETOo ce NpuMemar 4o
31 aHyapu 2019 r. TekctoBeTe 3a nNybaMKyBaHe Ha 6barapckm,
$PpPEeHCKN Nnn aHIMKUIACKKN e3UK ce n3npawaTt No UMein Ha cneaHua
agpec: colloquiacl@gmail.com

Theme principal du prochain numéro 2019:

La Création du Monde: Dieu, le Génie, la Femme
Les articles pour le prochain numéro de la revue seront acceptés
jusqu’au 31 janvier 2019. Les textes a publier seront envoyés a la
rédaction en frangais, anglais ou bulgare par courrier électronique
a : colloquiacl@gmail.com

Main theme of the 2019 issue:

The Creation of the World: God, Genius, Woman
Papers for the journal’s upcoming issue will be accepted until
31 January 2019. Please send your submissions in English, French
or Bulgarian by e-mail to: colloquiacl@gmail.com

Throughout the preparation of the current
2018 issue of
Colloquia Comparativa Litterarum

Gabriela Momchilova/Fabpuena Momuunosa,

a student from the Balkan Studies Master’s Degree Programme at Sofia
University St. Kliment Ohridski,

participated successfully in the traineeship
programme of the editorial board
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Kalin MIKHAILOV !

Roman et journal

Abstract
Novel and Diary

Taking as a starting point the ideas of such renowned researchers of autobiographical writing as Jean
Rousset and Philippe Lejeune, this article examines the relations between the novel and the (personal) diary. Is
their interaction mutually beneficial, or is it just the novel that takes advantage of it by borrowing certain
elements from its less prestigious literary counterpart? To answer this question, the article first turns to Anne
Frank’s diary, which is not a literary one in the strict sense of the word, and then goes on to analyse the use of
diary writing in Daniel Defoe’s fiction (Robinson Crusoe and A Journal of the Plague Year), to finally consider
two novels written entirely in the form of diaries, namely The Last Day of a Condemned Man by Victor Hugo
and The Diary of a Country Priest by Georges Bernanos. One of the author’s conclusions is that the truly
meaningful symbiosis between the novel and the diary can only take place once they have both acquired the
status of autonomous genres and become partners engaged in a fruitful dialogue.
Keywords: novel and diary; living and writing; Anne Frank; Daniel Defoe; Georges Bernanos

Pe3ome
PoMaHBT U JTHEBHUKLT

CrhnBaliku BbpXYy HJCUTE Ha NMPHU3HATU W3CJICNOBATEeNd B 00JacTTa Ha aBTOOMOrpa)UIHOTO MUCAHE
kato JXXan Pyce u ®unmun JIb0Kb0H, CTATUATA PA3TIICkK/Ia OTHOIICHUATAa MEXIy pPOMaHa M T. HAp. ,,AHTUMEH
(myen) maeBHUK™. Te3n OTHOIIEHHS OT B3aMMHA T10J13a JIM Ca, WJIH CAMO POMAaHbBT IEYENH OT TIX, 3aeMalKH
OTJISITHN €NIEMEHTH OT CBOSI ITO-MaJIKO MPECTHKEH JINTEpaTypeH chOpaT? 3a j1a HaMepu OTTOBOP Ha MOJ00HU
BBIIPOCH, CTaTUATA TPHI'BA OT JHEBHUK, KOWTO HE MHHABA 3a JIMTEPATypeH stricto sensu, To3u Ha AHe DpaHk,
ClIe[] TOBa pasriexk/Ja HM3MOJ3BaHETO Ha JHEBHUKOBOTO mucaHe mpu Manmen Jledo (,,Pobunzon Kpyszo®,
»J|HEBHUK Ha YyMaBaTa TOAWHA™), 3a Jla CTHTHE JIO0 pOMaHa, HANMCaH W3IS0 BBB (popmara Ha MHTUMEH
JTHEBHUK, ¢ KOWUTO cu ciyx)aT Bukrop Oro (,,[locneqausT nen Ha enuH ochlieH Ha cMbpT) u XKopxk bepranoc
(,,/lHEBHUKBT Ha €TUH CEJICKM CBEIICHUK ). EMHO OT 3aKIIIOUeHuUsATa, 1O KOUTO CE€ CTUTA, €, Y€ IIBJIHOIIECHHOTO
B3aMMOJICHICTBHE Ha POMaHa W JHEBHHKA CTaBa B3MOXKHO, KOTaTO M POMaHbT, U THEBHUKBT C€ Pa3TIekKIaT
ITEPBO KATO CAMOCTOWHHM KAaHPOBE U €[Ba CJIE]l TOBA KATO MAPTHLOPH, BHBICUCHH B ILTOJOTBOPEH THUAJIOT.
KarouoBu qymu: poMaH ¥ JHEBHHK; NUcaHe W xkuBeeHe; AHe ®pank; [Januen Jledo; Bukrop FHOro; XKopx
bepnanoc

On a longtemps envisagé le journal personnel, et en particulier ce qu’on appelle « journal

littéraire », comme un genre subsidiaire, dont le role n’est que d’éclairer 1’ceuvre principal d’un auteur?.

! Kalin Mikhailov (né en 1966) enseigne la littérature comparée a la Faculté des philologies slaves de 1’Université de Sofia
« St. Clément d'Okhride », Bulgarie. Docteur ¢s lettres (2000) et maitre de conférences (depuis 2009), pocte et essayiste,
il est I’auteur notamment de Mauriac et Bernanos - deux mondes romanesques entre la violence et ’amour (paru chez
Minard en 2011) et de deux ouvrages sur les rapports entre christianisme et littérature (Christianisme et identité. Un voyage
dans le monde de la littérature et de la culture, Sofia, 2007 ; La Littérature chrétienne : entre 1’inscrire et la délimitation,
Sofia, 2013). Courriel : Kalin_Mikhaylov@yahoo.fr

2 Ce type de journaux, réunis sous I’appellation de « journal d’écrivain », sont étudiés, dans le contexte de la situation
culturelle en France dans la premiére moitié du XX siécle, par le littéraire polonais Jerzy Lis (cf. Lis, J. Le Journal
d’écrivain en France dans la I°¢ moitié du XX¢ siécle. Poznan, Uniw. im. Adama Mickiewicza, 1996).
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La disposition a avoir un tel point de vue vis-a-vis de 1’écriture de journal personnel n’a pas pu étre
profondément bouleversée par 1’apparition d’exceptions éminentes, telles que le journal des freres
Edmond et Jules de Goncourt® ou celui de Julien Green?, qui se voient en fin de compte dotés d’une
importance beaucoup plus considérable que I’ceuvre fictionnel de ces mémes auteurs. Ces derniéres
décennies apparait toutefois un certain changement dans les dispositions des chercheurs. On voit de
plus en plus s’imposer la tendance a envisager les journaux comme des ceuvres autonomes, dont la
portée ne se mesure pas a une conception de I’art relevant de la fiction et du fictionnel. On commence
a considérer le journal comme un genre a part entiere, soumis a des lois spécifiques qui lui sont propres,
différant de celles des belles lettres®.

Comment peut-on donc, dans un contexte pareil, disposer et analyser les relations complexes
entre le journal et le roman, ce dernier étant habituellement per¢gu comme le fictionnel par excellence ?
Nous nous attacherons a les voir ici comme des rapports entre pairs, soit entre des genres s’influengant
mutuellement plutot qu’entretenant des relations entre parent pauvre et parent riche (on devine aussitot
lequel des deux est celui-ci et lequel celui-1a). Ne pourrait-il pas s’avérer alors que dans un processus
d’interaction fructueuse chacun des deux cotés bénéficie de la coopération avec 1’autre, et qu’aucun
de ceux-ci ne court le péril de voir son identité menacée a un tel point que la coopération soit mise en
question pour de bon ? C’est précisément ce que nous nous appliquerons a vérifier dans ce qui suit.

Nous suivrons un sens contraire a celui annoncé dans le titre : commengant par le journal, en
le distinguant dans la mesure du possible de deux autres genres voisins, ou sous-genres, de 1’écriture
du « je », notamment 1’autobiographie et les mémoires. Nous nous attacherons a répondre a la
question : le journal comment peut-il servir au roman ?, pour terminer 1’étude en apportant des
¢léments de réponse a la question inverse : le roman comment peut-il étre utile au journal dans les
efforts de ce dernier de surmonter le risque de voir la mise par écrit dotée d’une importance plus grande

que ce qui se trouve, a priori, a sa base, a savoir la vie ?

% Un recueil de morceaux choisis du Journal, rédigé en plusieurs volumes, des fréres Goncourt a paru en bulgare en 1982 :
I'oukyp, Eamon u XKron gpo. Jresnux. Coet. u nipeB. Anbena [Tormosa. Codust: Haponna xynrtypa, 1982.

4 Publié, sous forme de recueil de morceaux choisis, dans sa traduction bulgare par Tony Nikolov : T'puiin, XX. Kou
Heguoumomo. Juesnux (1943-1997). Ipenr., npes. ot ¢p., 6exn. u npuiok. Toun Hukonos. Codust: Komynurac, 2011.

5 Révélateur de cette approche est I’un des textes tardifs du commentateur éminent de 1’écriture autobiographique Philippe
Lejeune (cf. Lejeune, Ph. « Le journal comme “antifiction” », Poétique, Ne. 1, 2007, pp. 3-14).
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1. Journal, autobiographie, mémoires®

Distinguons d’abord le journal de 1’autobiographie. Nous appuyant sur les positions de Jean
Rousset dans Le lecteur intime. De Balzac au journal (19867), nous soutiendrons que I’autobiographie
suppose un regard en arri¢re par rapport au point de vue d’une étape déja atteinte de 1’histoire de celui
qui I’écrit. L autobiographie vise a restaurer de manicre rétrospective tout ce qui s’est déja passé dans
la vie de la personne en question. L’exemple le plus saillant serait, dans ce cas, celui du CV : on le
rédige rétrospectivement (ce qui est bien visible en particulier dans le cas ou le document suit une
chronologie inverse) afin de montrer d’abord le parcours que son auteur a effectué pour atteindre son
statut actuel, que celui-ci soit professionnel, social, etc., ensuite, les étapes par lesquelles il est passé,
et, enfin, la facon dont celles-ci peuvent étre « distribuées » dans le passé. Ce n’est pas le cas du
journal, bien qu’on y pergoive aussi 1’idée d’une « restauration » rétrospective de ce qui a déja eu lieu.
La différence tient a 1’éloignement, a la distance entre le fait d’avoir lieu et sa mise par écrit : dans le
cas du journal, cette distance devrait étre minimale. Comme son nom 1’indique, et ce dans bien des
langues européennes®, le journal implique I’idée de mise par écrit quotidienne, qui suit immédiatement
ce qui a eu lieu, le surprenant sur le vif, avant qu’il perde sa fraicheur, son parfum, son entrain. Rousset
cite a plusieurs reprises la constatation, qui, sous forme d’aphorisme, a ét¢ émise par un des auteurs de
journaux les plus connus dans I’histoire de I’écriture, le Suisse Amiel® : « Un journal arriéré n’est plus
un journal [...] »'%. C’est également Amiel qui a formulé la nécessité qu’il n’y ait plus de trois jours
d’interruption dans la rédaction du journal : si ’interruption se prolonge, le diariste se voit d’habitude
obligé de « se justifier » de ce qu’il I’a rendue possible. L’« idéal », pratiquement irréalisable, serait
de ne pas y avoir de distance : la mise par écrit doit « coincider » avec I’acte de vivre méme...

En ce qui concerne les mémoires, je dirais, sans étre trop catégorique, que la caractéristique
principale qui les distingue du journal a trait aussi a la distance entre mise par écrit et acte de vivre :
on ne se met généralement a rédiger des mémoires qu’apres avoir récolté des expériences personnelles
dans la vie, ce qui suppose une prise de distance (dans le temps) assez importante, du moins en partie,

au regard de ce qui est relaté. L’auteur des mémoires « retourne » d’habitude dans le passé pour essayer

® Ou encore souvenirs. Il faut ajouter a ce groupe le genre « bizarre » — du point de vue de sa valeur artistique — des
« carnets », précédant les grands romans de F. M. Dostoievski dans son ceuvre, qu’il apparaisse dans le titre (comme dans
Les Carnets du sous-sol) ou dans le sous-titre d’un roman (Le Joueur, par exemple, a comme sous-titre Carnets d’un jeune
homme). S’agissant de la littérature bulgare, on pense aux Carnets de Zahari Stoyanov, qui suivent a dessein une direction
s’¢loignant du domaine du fictionnel mais dont I’auteur est sans aucun doute un homme doté d’un talent littéraire manifeste.
" Rousset, J. Le Lecteur intime. De Balzac au journal. Paris : José Corti, 1986, pp. 141-218.

8 A part « THeBHHK » en bulgare et en russe, on a aussi le frangais « journal », I’allemand « Tagebuch », I’anglais « journal » ;
on trouve ce dernier dans le titre du roman célébre de Daniel Defoe Journal de I’Année de la Peste (A Journal of the Plague
Year, 1722), dont il s’agira plus loin.

® Amiel (1821-1881). Son journal, I’ceuvre principal de sa vie, s’étend sur 17 000 pages.

10 Rousset, J. Ibidem, p. 160.

11



Colloquia Comparativa Litterarum, 2018

d’en restaurer certains moments qu’il juge, pour une raison ou pour une autre, importants et qui
méritent, selon lui, d’étre conservés pour les générations futures'!. Dans ce sens, les mémoires
rappellent des « coupes » dans le temps, qui ne prétendent pas a étre exhaustives, a embrasser toute la
durée d’une existence, ou la présence de « lacunes » pourrait s’avérer problématique.

Il conviendrait maintenant de dresser le bilan de certains « traits génériques » du journal,
d’aprés le mot de Jean Rousset. Le premier de ces traits, dérivant directement de ce qui précede,
pourrait étre qualifié¢ de régulariteé : par définition, le journal exige que sa rédaction soit régulicre, car
il dépend du calendrier et de son caractére successif. J’y ajouterai deux traits encore, qui, sans étre
forcément liés au premier, se manifestent assez souvent justement en relation avec celui-ci. Il s’agit,
en premier lieu, du caractére autoréflexif du journal, c’est-a-dire que le journal a tendance a se poser,
d’habitude fréquemment, des questions sur ses raisons d’étre : pourquoi le diariste s’est-il mis a une
pareille occupation, qui a 1’air tantdt de quelque chose de magnifique, tantot d’une corvée qu’il s’est
imposée lui-méme et qui se rapproche de la peine des galéres (ce qui semble avoir été le cas d’ Amiel) ?
Le deuxiéme trait y est étroitement lié, car le pourquoi améne souvent le diariste a se demander sur le
pour qui. Les réponses a ces deux questions peuvent faire 1’objet de variations considérables, mais le
fait méme que 1’on les pose est un témoignage de norme de portée générale dans I’écriture du journal.

Je donnerai en exemple un extrait du journal célebre d’ Anne Frank, dont la premicre édition
bulgare date de 19852, Situé au début, dans la troisiéme mise par écrit dans le cahier de la fille de
treize ans, cet extrait pose avec instance la question du sens que cette entreprise aurait également aux
yeux du lecteur futur éventuel du journal®® : « Il y a plusieurs jours que je n’ai plus écrit ; il me fallait
réfléchir une fois pour toutes a ce que signifie un Journal. » (p. 15). Un peu plus loin elle arrivera au
« mobile principal » du journal, a savoir le fait qu’elle n’a pas d’amie. Il est bien connu que cette Amie,
avec majuscule, va étre représentée plus loin en tant que « Kitty », a qui les notes-« lettres » du journal
vont étre adressées (p. 16 sqqg.). Il conviendrait peut-étre d’ajouter ici que la recherche de 1’ Ami(e)
comme confident(e) se transforme petit a petit en une sorte de trame intérieure du livre, ne dépendant

des événements extérieurs que dans la mesure ou ces derniers renforcent la sensation de solitude,

1 Dans le contexte bulgare, d’une popularité relativement grande jouissent les mémoires de Kiril Hristov, Siméon Radev,
Stoyan Zaimov, Todor Vlaykov.

12 ®pank, A. 3aonama xvwa. JJnesnuxosu nucma. 14 ronu 1942 — 1 aseyem 1944. [L arriére-maison. Lettres de journal.
14 juin 1942 — [ aoiit 1944.] llpes. ot xonauacku Emunus ManonoBa u Xpa0sp byaunos. Codus: OreuectBo, 1985. En
2011, on a vu paraitre une nouvelle édition bulgare du journal d’Anne Frank, réalisée par la maison d’édition Skyprint.
Dans notre texte, nous citons d’aprés 1’édition frangaise suivante : Journal de Anne Frank. Trad. du hollandais par T. Caren
et Suzanne Lombard. Pref. de Daniel-Rops. Paris : Calmann-Lévy, 1991 (Coll. « Livre du poche ») ; les citations et les
numéros de pages entre parentheses renvoient a cette édition.

13 Ce lecteur pourrait bien étre le diariste lui-méme, la relecture constituant un élément important du processus d’institution
de toute écriture de journal, dont le journal d’Anne Frank ne fait pas exception. Cf. par exemple la « lettre de journal »
d’Anne du 2 janvier 1944 ou celle du 7 mars 1944, qui ressemble a une « récapitulation » établie a la base d’une relecture
attentive de son propre journal.
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d’angoisse, d’isolation, ce qui rend d’autant plus nécessaire la présence du consolateur tellement
désiré. En fin de compte, aprés les déceptions vécues par la jeune fille a cause de I’impossibilité de
trouver une figure pareille dans son entourage qui réponde pleinement a ses réves, la témoin la plus
fidele des transformations survenues dans I’ame et dans le corps de la jeune fille n’est-elle pas Kitty —
fictionnelle mais en méme temps tout a fait « réelle » avec sa présence infaillible et sa compassion
silencieuse ? N’est-ce pas justement Kitty qui transmettra le message d’Anne a ses lecteurs futurs, que
cette dernic¢re prend bien en considération et a 1’idée de la lecture desquels elle est envahie tantot de
réjouissance, tantot d’angoisse'* ?

Avant de répondre a la question : comment le journal peut-il servir au roman ?, il convient de
nous demander : qu’est-ce qui attire les romanciers au journal ? Il s’agit notamment de ce qui les attire

a la lettre : le journal est une forme accomplie, qui n’a pas besoin d’étre inventée mais peut étre prise

« telle quelle » de la vie, de la pratique existante®®.

2. Comment le journal peut-il servir au roman ?

Afin de pouvoir y apporter des ¢éléments de réponse, nous étudierons les ceuvres de trois
romanciers de trois siécles différents, du XVII®, du XIX® et du XX®, en prétant une attention particuli¢re
a la maniere dont ces auteurs usent de la forme accomplie du journal.

L’ceuvre de Daniel Defoe Robinson Crusoé (1719) n’est certainement pas un roman-journal
mais tient a doter le journal d’un réle important, quoique épisodique, au cours de la narration. Apres
avoir débuté comme un récit autobiographique (« Je suis né le..., a..., dans une famille..., etc. »),
I’ceuvre s’appuie sur le journal dans sa partie essentielle, celle dédiée au séjour de vingt-huit ans du
personnage-narrateur sur « 1’1le déserte ». Que le fait de rendre le Journal partie intégrante du récit de
Robinson ait un réle important, on peut en juger également a partir des deux événements décisifs
s’écoulant de maniére imperceptible « entre les pages » de la « copie » du journal, qui nous est
aimablement fournie par le narrateur : il s’agit d’abord de 1’orge, germé de maniére miraculeuse, Si

indispensable a la ferme de Robinson ; il est question ensuite de la maladie grave et de la repentance

14 Cf. ’opinion de A. Pabel, qui évoque la possibilité « d’une double lecture de la fonction de Kitty — d’abord, Kitty pourrait
étre lue du dedans du journal d’Anne, c.-a-d. dans une discussion sur sa fonction immédiate et qui maintient la diariste en
vie », et, ensuite, « dans une perspective post-textuelle de dehors du journal ». Dans ce cas, Kitty serait lue « comme
methaphore comportant d’éléments substantiels d’amitié — la confiance, le support et la compréhension — et fonctionnerait
en tant que médiateur sollicitant le lecteur d’adopter ce vrai réle d’un ami » (Pabel, A. « “l want the diary to be my friend” :
The Imagined Friend in Anne Frank’s Diary. » — Journal of Comparative Poetics, 01/2016, Issue 36, p. 142).

15 Je m’appuie ici de nouveau sur I’intuition critique de Jean Rousset, puisée cette fois dans un autre de ses ouvrages, Forme
et signification, et plus particuliérement dans le chapitre consacré au roman épistolaire : voir Rousset, J. Forme et
signification. Paris : José Corti, 1992, p. 65 sqQ.
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du personnage, non moins indispensables a la transformation dans son for intérieur et a la croissance
de sa personne que 1’orge.

Le journal, que fournit-il au roman de Defoe ?

Le fait d’introduire un document, tel que la « copie du journal » de Robinson, présentant
scrupuleusement toutes les activités par jours et par mois et accompagnée d’une note qui explique —
de manicre véridique sans doute — pourquoi ceci n’a pas été fait auparavant (le trouble régnant dans
I’ame de Robinson, ce qu’il aurait écrit durant cette période « n’elit été rempli que de choses
attristantes'® »), ainsi que la raison pour laquelle il a fallu que le journal soit abandonné (I’encre ayant
fait défaut), ne peut ne pas contribuer a la sensation que 1’on a affaire a un livre relatant des événements
réellement vécus. On peut donc en conclure que I’écriture journaliére chez Defoe ne fait que favoriser
le récit autobiographique, ou le « pacte autobiographique », d’aprés le mot de Philippe Lejeune : en
tant qu’engagement de la part de celui qui « produit » le discours autobiographique que ce qu’il y dit
sur lui-méme est véridique, sans que cela le soit nécessairement — ce qu’il importe, c’est que
I’autobiographe affirme que ce qu’il écrit ’est'’. Le journal « assure » encore au roman de Defoe ce
que le lecteur de 1’époque s’attendait a recevoir : de la véracité. Or il ne s’agit pas d’une simple véracité
mais d’une véracité qui vient raffermir, comme il en a été¢ déja question, certaines étapes-clés de
I’« autobiographie » du personnage, sans lesquelles on aurait de la peine a voir s’y réaliser les quelques
« avancements » en direction de la maturité. Nous ne ferons que les esquisser ici, sans prétendre a
I’exhaustivité : 1) de I’égocentrisme frolant le solipsisme a la capacité de diriger le regard au-dela des
galeres et échecs personnels ; 2) de la nécessité de se placer au méme niveau que le régne animal a la
communication humaine moyennant la parole (communication impossible avant 1’apparition de
Vendredi ; or Robinson doit y étre prét psychologiquement) ; 3) de la disposition a éviter, en les
« fuyant », les malchances de la vie a la tendance a assumer impassiblement la situation pour procéder
a la résolution des problémes survenus ; 4) enfin, de la simple « survie » et de 1’obsession qu’elle
entraine a la capacité de remercier véritablement de ce qu’on a recu ou atteint. Il ne serait pas illégitime
d’affirmer que la grande victoire de Robinson consiste en son triomphe sur I’autosuffisance. Autrefois,
quand I’idée de cette derniere s’emparait de lui, il se croyait libre, prouvant sa liberté par le truchement
des voyages entrepris. Mais aprés le naufrage, du fait que les remords continuent de le tourmenter'®,

le personnage se rend compte de ce qu’il n’est pas libre. Pour s’émanciper en tant que personnalité, il

16 De Foé&, D. Robinson Crusoé. Traduction de Pétrus Borel. Paris : Fr. Borel et Al. Varenne Editeurs, 1836, p. 103
(disponible en ligne a l'adresse : https:/fr.wikisource.org/wiki/Robinson_Cruso%C3%A9/Texte_entier ; consulté le 28
janvier 2018).

17 Lejeune, Ph. Les Brouillons de soi. Paris : Seuil, 1998 (Coll. Poétique), p. 125.

18 On voit ici s’introduire aussi le motif récurrent présentant Robinson comme « le fils prodigue », qui n’a prété aucune
attention aux sages conseils de son pere, motif que I’on n’oublie pas généralement d’omettre dans les éditions adaptées
pour enfants.
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doit surmonter la culpabilité. Dans 1’esprit des réflexions de Marthe Robert sur le sujet, nous dirions
encore que Robinson doit d’abord « se libérer » de I’ombre de son pére, qui ne cesse de le condamner,
afin de pouvoir par la suite réaliser, a son tour, le rdle du « pére » qu’il a & jouer vis-a-vis de Vendredi®®.

On vient donc de voir que, en dépit de ses apparitions sporadiques sur les pages de Robinson
Crusoé, I’écriture journaliére a une fonction trés importante par rapport au lecteur, 1’assurant que la
lecon regue par le personnage de Defoe peut étre transmise a quiconque se trouvant dans la méme
situation d’isolation, de solitude, d’insularité. Pourvu que celui-ci soit prét a bénéficier de I’expérience
d’autrui. On voit d’ailleurs le méme pathos caractériser 1’ceuvre postérieure de Defoe, que I’on a déja
mentionnée et que 1’on définit toujours comme un roman, Journal de [’Année de la Peste (A Journal
of the Plague Year, 1722). La encore, 1’utilité¢ de 1’acte de « communication » du sinistre s’articule
principalement autour de la possibilité de profiter a I’avenir de I’expérience vécue pour prévenir des
erreurs déja commises. Voici la maniére dont le « chroniqueur » du sinistre justifie la nécessité
d’introduire dans le récit I’histoire de trois personnes obligées par la peste de quitter Londres : « [...]
leur histoire est une legon de morale, du commencement a la fin, et leur conduite, ainsi que celle de
ceux a qui ils se joignirent, serait un modele & suivre pour tous les pauvres gens, si de pareils temps
revenaient. Et quand je n’aurais pas d’autre but en racontant cette histoire, je crois que mon récit y
trouverait sa justification, méme si les faits n’en étaient pas rigoureusement exacts.? »

Or, dans cette ceuvre postérieure de Defoe, ce qui tient du « journal », en dépit de sa présence
dans le titre, se trouve en effet étre assez éloigné de sa « définition », forgée empiriquement par Ph.
Lejeune : notamment une « série de traces datées! ». Le récit de I’épidémie de peste de 1665 est truffé
de toutes sortes de données statistiques (comme celles concernant le nombre des morts par paroisses
et par mois), mais la régularité de la mise par écrit, jour par jour, ainsi que sa datation y font défaut ;
or, ¢’est ce qui, en fin de compte, rend le texte journal...

Plus d’un siecle aprées la publication de Robinson Crusoé, une autre ceuvre parait, dans laquelle
le journal « remplit » tout I’espace du roman pour le transformer en roman-journal : a savoir Le Dernier

Jour d’un condamné (1829) de Victor Hugo?2. 1l est évident que dans ce chef-d’ceuvre de jeunesse de

19 V/oir Robert, M. Roman des origines et origines du roman. Paris : Grasset, 19812, pp. 145-153. L’auteur montre non
seulement I’ascension de Robinson de I’infantilisme et de I’autosuffisance (ou du solipsisme) de I’adolescence a la capacité
d’existence solidaire ou 1’on assume sa responsabilité communautaire, existence caractéristique de I’age miir de I’homme,
mais encore la disposition du personnage a faire des régressions psychologiques, étant pris de nouveau au « piege » dont
il s’était déja sauvé.

2 Defoe, D. Journal de I’Année de la Peste. Paris : Les Editions G. Crés et C'¢, 1923, p. 166.

21 Lejeune, Ph. « Aux origines du journal personnel ». Communication au colloque Mémoires des Amériques, Université
de  Versailles-St-Quentin-en-Yvelines,  21-22  juin  2007. Disponible en ligne a I’adresse
http://www.autopacte.org/Origines.html (consulté le 28 janvier 2018).

22 Certains auraient compté ce roman trés court parmi les nouvelles. La premiére édition est anonyme, celle de 1832 parait
déja sous la plume de Victor Hugo et est accompagnée d’une préface dont il est I’auteur.
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Victor Hugo le journal « joue » en faveur de la plaidoirie de 1’auteur contre la peine de mort : la
capacité de I’écriture de journal a représenter avec une distance temporelle minimale la « parabole »
des états d’ame du diariste intensifie au maximum la suggestion littéraire des peines de 1’attente, qui
sont psychiques plutot que corporelles?®. Intensification qui ne serait pas interrompue jusqu’au dernier
moment, c’est-a-dire jusqu’a son point final et « idéal » : le point ou se rejoignent le vécu et sa
représentation. Le narrateur affirme que, s’il avait de 1’énergie, il tiendrait le journal « jusqu’au
moment ou il [lui] sera physiquement impossible de continuer » (p. 279), ¢’est-a-dire jusqu’au « point »
final mis par la montée a 1’échafaud et la détente de la guillotine®®... Voild comment chez Hugo le
journal des souffrances du personnage non seulement « assure » un degré plus haut de véracité
moyennant sa présence dans le texte en tant que document contribuant a I’authenticité du reste du récit,
mais il EST également la narration méme, quoique celle-ci puisse €tre abrégée jusqu’au seuil
caractéristique du journal. En réduisant la longueur du journal, supposée étre pluri-journalicre et
imprévisible, a I’unité minimale possible de sa manifestation (« une journée », ou plutot vingt-quatre
heures), le romancier permet a chaque moment passé et évoqué de cette courte durée de se transformer
en quelque chose de bien plus ou bien moins d’une journée...

La derniére ceuvre sur laquelle je m’arréterai ici est le Journal d’'un curé de campagne (1936)
de Georges Bernanos. On voit 13, a la différence du roman de Victor Hugo, que 1’écriture journaliere
est affichée directement dans le titre méme. Or, I’approche du journal est-elle sensiblement différente
quand le diariste n’est pas un criminel condamné a mort ni un marin naufragé, mais un membre du
clergé ? Dans un contexte sérieux, non parodique, la différence apparaitra si le personnage-narrateur
n’est pas un fonctionnaire mais un prétre de vocation, ce qui semble bien étre le cas. En I’occurrence,
les arguments pour tenir le journal seront doublement problématisés par celui qui I’écrit : d’un coté,
on s’attendra a ce qu’apparaisse le doute habituel pour tous les diaristes sur le sens d’une pareille
entreprise (et ce doute apparaitra pour de bon !), mais, de I’autre, on verra émerger des questions que
se pose en particulier I’homme de la priere.

Les réflexions, par exemple, qui font partie du journal du curé, ne servent-elles pas simplement
de prétexte a la dissimulation de ce qu’il aurait voulu en réalité receler®® ? Ne le font-elles pas
s’attendrir et s’apitoyer sur lui-méme (p. 1036), ce qui le rend faible d’esprit ? La « douceur » extréme

qui émane de ses « confidences » de journal (p. 1049) ne devrait-elle pas le rendre soupgonneux a leur

23\/oir Hugo, V. Le Dernier jour d'un condamné ; Précédé de Bug-Jargal. Ed. Roger Borderie. Paris : Gallimard, 1984, p.
280. Dans cet article, les citations et les numéros de pages entre parenthéses renvoient a cette édition ; disponible en ligne
a l'adresse : http://www.ebooksgratuits.com/pdf/hugo_dernier_jour_condamne.pdf.

24 Je dois de nouveau a J. Rousset le fait d’avoir remarqué cet épisode.

% Voir Bernanos, G. Euvres romanesque suivies de Dialogues des carmélites. Paris : NRF, Gallimard, « Bibliothéque de
la Pléiade », 1997, pp. 1035-1036 (dans cet article, les citations et les numéros de pages entre parenthéses renvoient a cette
édition). Disponible en ligne a 1'adresse : http://www.ebooksgratuits.com/html/bernanos_journal_cure_campagne.html.
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égard : non pas a cause d’un certain impératif puritain?, mais tout simplement parce qu’elle le détourne
de I’essentiel, a savoir aimer Dieu et son proche ? Comme je viens de mentionner la priere, je citerai
un court passage du « compte rendu » rédigé sur les écrits du personnage par son confrére, un peu
grossier mais franc, qui a une riche expérience de vie, le curé de Torcy : « Je ne voudrais pas citer en
exemple un gros bonhomme comme moi. Cependant, lorsqu’il m’arrive d’avoir une idée — une de ces
idées qui pourraient étre utiles aux ames [...] —j’essaie de la porter devant le bon Dieu, je la fais tout
de suite passer dans ma pricre. C’est étonnant comme elle change d’aspect. On ne la reconnait plus,
des fois... » (p. 1067). En effet, le curé de Torcy envisage ici la « mise par écrit » dans un autre journal
— celui de la priere, dont le premier (et peut-étre le dernier ?) « lecteur » n’est autre que Dieu méme.
Le journal du curé d’ Ambricourt ne se transforme pas en un tel journal, non seulement parce que, dans
ce cas, il aurait eu un aspect différent mais encore parce que le diariste a également besoin d’un autre
« lecteur », excepté Dieu, d’un autre ami, & part le Trés-Haut (pp. 1050-1051). A un moment donné,
un peu avant de vivre pour la premiére et la derniere fois la révélation de 1’amitié partagée, née lors de
sa rencontre momentanée mais inoubliable avec le neveu de la comtesse, le narrateur-personnage se
rend bien compte qu’il n’a pas réussi a la trouver jusque-la parce qu’il n’avait pas été enclin a ouvrir
complétement son cceur a une amitié pareille : « [...] les meilleurs de mes amis devaient redouter, a
leur insu, le signe dont m’avait marqué ma premiere enfance, mon expérience enfantine de la misere,
de son opprobre. 11 et fallu que je leur ouvrisse mon cceur, et ce que j’aurais souhaité dire était cela
justement que je voulais a tout prix tenir caché... Mon Dieu, cela me parait si simple maintenant ! Je
n’ai jamais été jeune parce que personne n’a voulu 1’étre avec moi. » (p. 1211). Dans la personne du
jeune homme aventureux, qui le prédispose a une communication véritable et ouverte, le curé
d’ Ambricourt découvre la jeunesse préte a I’accepter tel qu’il est — sans préjudices et hypocrisie, sans
la condescendance humiliante qu’il a tant crainte. C’est cette appréhension qui I’a marqué du signe de
la solitude et de I’aliénation, de la « vieillesse » prématurée?’.

Nous voila donc arrivés au motif reliant foutes les histoires envisagées jusqu’ici, y COmpris
I’histoire authentique d’ Anne Frank : il s’y agit d’étres humains solitaires et isolés, qui, pour une raison
ou pour une autre, se sont trouvés sur une ile : que ce soit I’ile de « I’arriére-maison », « 1’1le déserte »

de Robinson?3, « I’ile » de la prison et celle de la cellule de condamné a mort, ou enfin « 1I’ile » du

% Ce que I’on pourrait supposer, avec un degré de probabilité plus élevé, chez le personnage de Defoe de La Vie et les
Aventures de Robinson Crusoé.

2711 est inconcevable pour le prisonnier de Victor Hugo qu’il trouve un pareil ami — en la personne de son « SUCCesseur »
dans la cellule de condamné a mort, par exemple, a I’égard de qui il n’éprouve que de la répulsion.

28 C’est dans I’isolation que vivent également une grande partie des personnages habitant la ville fantomatique de Londres,
accablée de la peste, dans Le Journal de I’ Année de la Peste de Daniel Defoe : soumis a des quarantaines forcées dans leurs
maisons, s’il y a un pestiféré chez eux, ou bien forcées a veiller eux-mémes sur les maisons des pauvres malades, ou bien
encore s’isolant de tous guidés par la peur rationnelle d’attraper la peste.
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ministre de Dieu — dont on se méfie et que 1’on ne comprend pas —, qui se voit aussi étre « condamné
a mort », puisqu’il souffre d’un cancer de I’estomac. Tous ces €tres humains, condamnés a la solitude
et souffrant de I’isolation, ces « naufragés » dans la vie cherchent — y compris par I’intermédiaire du
journal —I’évasion de cette « insularité », et aspirent a la solidarité et a I’amitié¢. Nous atteignons ainsi

par conséquent la question finale :

3. Comment le roman peut-il servir au journal ?

Le roman raconte une histoire que le journal n’est toujours pas 8 méme de proposer, n’ayant
pas la vocation de raconter des histoires?®. C’est pourquoi, pour finir, je rappellerai une histoire connue
qui, je I’espére, éclairera la maniére dont le fictionnel par excellence, ou le roman, peut servir au non-
fictionnel par excellence, ou le journal, en 1’aidant a ne pas rester une entreprise introvertie,
introspective et monologique en lui-méme, mais a se transformer en un acte créateur construisant des
ponts vers les autres, a se transformer en acte-dialogue.

1l s’agit dans cette histoire d’Elisa et de ses onze fréres, métamorphosés et chassés loin de chez
eux par la méchante reine, leur maratre : c’est ce qu’on lit dans le conte célébre d’Andersen « Les
cygnes sauvages ». Afin que ses fréres puissent récupérer leur image humaine, la jeune fille doit tresser
d’ortie onze cottes de mailles, en gardant un silence absolu pendant tout le temps qu’il lui faut pour
terminer son ouvrage. Remarquée et aimée par un jeune et beau roi, qui est prét a négliger son
«mutisme » et la prendre pour épouse, elle tombe petit a petit en disgrace auprés de lui pour se voir a
la fin condamner a mort pour « sorcellerie ». Or, méme sur le chemin qui méne a 1’échafaud, bafouée
par la foule rassemblée, avide de spectacle, elle n’abandonne pas sa besogne « insensée ». On voit
alors les onze cygnes arriver et se poser autour d’elle de fagon a la protéger de la foule et du bourreau.
Elle jette les cottes de mailles sur les cygnes, qui reprennent leur image humaine. Tout le monde est
amené alors a reconnaitre I’innocence d’Elisa : « Toutes les cloches des églises se mirent & sonner
d’elles-mémes et les oiseaux arrivérent volant en grandes troupes. Le retour au chateau fut un nouveau

cortége nuptial comme aucun roi au monde n’en avait jamais vu.>* »

2 Pour Ph. Lejeune, le journal se distingue de la fiction en ce qu’il a toujours une fin ouverte, alors que la plupart des
histoires que raconte la littérature fictionnelle (en particulier la littérature classique) penchent tout de méme pour un certain
dénouement, pour une fin quelconque ou une « finalité » (Lejeune, Ph. « Le Journal comme “antifiction” » — Poétique, Ne
1, 2007, pp. 9-10). On pourrait objecter que la plupart du temps on a affaire a des journaux tout a fait réels de personnes
décédées : la mort ayant déja mis fin (ou le « tampon ») a I’ceuvre, le lecteur pourrait bien se situer dans la compréhension
du journal du point de vue de cette fin, en trouvant un sujet interne, de 1’existence duquel le diariste a bien pu ne pas s’en
douter ou n’en avoir eu qu’une certaine idée, mais, suivant les régles du genre, I’ayant abandonné dans la zone incertaine
de la fidélité maximale au vécu, dans lequel baigne ’écriture de journal. Je me permets de renvoyer, dans ce contexte, a
mon article traitant du Journal de Julien Green, paru en bulgare : Mikhailov, K. « Le journal comme roman. Vers [’invisible
de Julien Green » — Koultoura, 30 mars 2012, Ne 12 (2674), p. 9 [http://www.kultura.bg/bg/article/view/19533].

30 Andersen, H. C. Les Cygnes sauvages. L’édition numérique frangaise que nous avons utilisée n’est pas paginée :
http://feeclochette.chez.com/Andersen/cygnes.htm (consulté le 28 janvier 2018).
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L’exploit d’Elisa n’est pas un acte dii uniquement a la persévérance et a la négligence de tout
ce qui ne constitue pas son ceuvre, ce qui parait bien avoir été ’entreprise d’Amiel, « ayant tricoté »
ses dix-sept mille pages de journal. L’acte de la jeune fille est avant tout un acte d’amour, etil n’y a
que I’exploit inspiré par I’amour qui ait un sens : a savoir I’amour qui fait celui qui rédige le journal
« se négliger » lui-méme, non parce qu’il ne compte pas mais parce qu’il s’est entieérement consacré
aux soins d’autrui. Si les cottes de mailles d’Elisa n’avaient pas atteint leurs destinataires et n’avaient
pas concouru a leur transformation, a leur retour a I’humain, toute son ceuvre de sacrifice d’elle-méme,
prolongée autant que possible, aurait-elle eu un sens ? Ne serait-elle alors pareille a une lettre en
bouteille, demeurée fermée a jamais, n’ayant jamais atteint aucun bord ? La confession du condamné
a mort hugolien ne serait-elle pas de méme privée de sens si personne ne lisait le « journal » de ses
souffrances, si personne n’en €tait touché et poussé a la réflexion, de fagon a étre porté changer quoi
que ce soit en lui-méme... Que dire au sujet du curé solitaire de Bernanos, qui s’est éteint si jeune,
loin de ses paroissiens, dont il a probablement été oublié dés son départ méme d’ Ambricourt, et qui
cite @ I’heure de sa mort les paroles de sainte Thérése de Lisieux : « Tout est grace. » (p. 1259) ?
Approchant de la fin de son récit des échecs qu’il a vécus, mais aussi de la joie que I’on a dans le
service de Dieu et de son proche, il arrive a formuler sa révélation la plus importante peut-étre, la plus
intime, qu’il « transmet » également aux lecteurs de son journal. Nous ne devrions pas nous étonner
que celle-ci ait de nouveau trait a la réalité mystérieuse appelée « grace », qui ’a aidé a accepter avec
humilité sa vie et son destin : « Il est plus facile que I’on croit de se hair. La grace est de s’oublier. »
(p. 1258).

On pourrait en conclure que lorsqu’elle est liée a une histoire de transfiguration, rappelant de
par son sens celle d’Elisa et de ses onze fréres, I’écriture de journal acquiert un objectif en dehors
d’elle-méme, ou de son « tricotage », elle se transforme en un élément d’un roman relatant le salut de
la mort survenant dans un « mutisme » stérile, mort a laquelle elle serait autrement vouée. Or, si le
roman a aidé le journal a « oublier » ses souffrances habituelles, il I’a donc fait s’approcher un peu
plus, et paradoxalement, de la vie, qu’il pourrait ne pas croiser, dans ses efforts d’attraper, de conserver

et de « naturaliser » sur ses pages les moments de son interminable écoulement®.

31 Je remercie vivement ma collégue de 1’Université de Sofia, Malinka Velinova, docteur és lettres, d’avoir donné cette
belle version frangaise d’un texte pensé et écrit initialement en bulgare.
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Mujaena KHPOBA'!

Tpakusi u 00pa3bT Ha TpaKuena
B HAPOJOBEACKUTE ChUMHEeHHs HA AHTOH CTpalimMHupoOB

Pesrome

AnTOH CTpammMHpOB € eJMH OT IbPBUTE MHCATENN, KOUTO Ch3AaBaT HAPOAOBEACKA CHUYMHEHHS B
ObarapckaTa Jureparypa ot Hadanoto Ha XX Bek. [Ipe3 1918 r. uznm3a nHerosara ,,KuHura 3a Obnarapute’,
paslliupeHa U IpeHauMeHyBaHa ,,Hamuar Hapoa™ net roquHu no-ksCHo. C Hesl ce OCTaBsl Ha4allOTO Ha €UH
HONYJISIPEH TUCKYPC, KOMTO 11 NMPOABIDKM J1a ChIIECTBYBA JOKBM Kpas Ha XX BEK — HApOJIOIICUXOJIOrUsATA.
OcHoBHaTa YacT B churHEHHETO Ha CTpalllMMUPOB ce 3aHMMAaBa C TIETTE PETHOHAITHO M JUAJIEKTHO 000c00eHH
Ipynu Ha OBArapcKus HapoJ: IIONM, MU3MWLM, TPaKUHLHM, pynuy (pomomyaHu) U MakedoHu. Hacrosmusar
JOKJIaJ, CE€ 3aHMMaBa ¢ o0pa3a Ha TpaKUHIMTE: TUIMMYHU YEPTU HA TEXHUS OUT, ICHXOJOTHYCCKH
XapaKTepUCTUKH, MOJIENHU Ha TOBEJeHHEe — Taka KakTo ru omucBa CrpammMupoB. be3crnopHo vMMa MHOTO
JUTEpaTypa B HAPOAOICUXOJIOTHIECKUTE n3cneaBanns Ha AHTOH CTpalluMUpOB, HO HETOBUTE 0000IICHNUS ca
WHTEPECHH U B TO3M CMHUCHI: KAaTO IPUMEP U [OKA3aTEJICTBO 3a MOIMYJSIPHUTE CTEPEOTHUIH, C KOHUTO
OBJIrapcKUTE MUCATENN OT HA4aIo0To Ha XX BeK OCMUCIAT U KOHCTPYHPAT HAIIMOHATHOTO CaMOCh3HAHUE.
KarouoBn gymu: AnToH CTpalmMHpOB; HApOJOTICUXOJIOTHS; TpaKus; peruoHaIHU TPYIH

The Thracian region and the image of its people
in the works of Anton Strashimirov examining Bulgarianness
Abstract

Anton Strashimirov is one of the first Bulgarian authors who wrote in the field of national psychology
as early as the beginning of the 20th century. He published “A Book on Bulgarians” in 1918, and five years
later, it reappeared in an expanded new edition as “Our People”. This book set the beginning of a popular
discourse known as national psychology, which in Bulgaria subsisted until the late 20th century. The main body
of Strashimirov's work dealt with the five principal groups of Bulgarians characterised by their different
geographical location and dialects: Shops, Moesian people, Thracian people, Rhodopeans, and Macedonian
people.

This paper deals with the image of Thracian people (typical features of their life, psychological
characteristics, and patterns of behaviour) the way Strashimirov depicted them. Anton Strashimirov's ethno-
psychological research possesses beyond doubt great literary merits, but his generalisations are also interesting
for exemplifying and proving the popular stereotypes which early 20th century Bulgarian writers resorted to
when conceiving and constructing the national consciousness.

Keywords: Anton Strashimirov; national psychology; the Thracian region; regional groups

! Tipod. npu Muurena Kuposa npenonasa Brirapcka nureparypa ot OcBo6oxaeHueto 10 [IbpBaTta cBeTOBHA BOWHA U
AmnTtpomnonorus Ha 6ubnerickus ceat B CY ,,Cs. Knmument Oxpuickn”. ABTOp € Ha METHAZECeT KHUTH, cpel KOUTO ca
MoHorpaduure ,,ChHAT Ha Menysa. KbM ncuxoananusa Ha Gbirapckata muteparypa” (1995), , Mopnaun Moskos. MuTose
u mutosorus™ (2001), , JIpoGnematnanusar peanussm™ (2002), ,,bubneiickara xena® (2005), ,,bearapcka muteparypa oT
OcBoboxaenuero no IIspBara ceeroBHa BoitHa™, YacT I (2016) u Yact II (2017). CecTaBuTeN M peAaKToOp HA IBa TOMA
,,HecIy4eHusIT KaHOH", ThbpBaTa KOJIEKTUBHA MCTOPHsI Ha OBJTapckara JuTepaTypa, cb3ganeHa ot xenu (2009, 2013).
[Tpe3 nmocienHuTE eCETUHA FOJMHY CE 3aHMMaBa C U3cJie/[BaHe HA MbKecTBeHOCTTa B CTapust 3aBeT, B pe3yJITaT Ha KOETO
npe3 2011 r. u3ne3e kuurara u ,,J{aBua, Benukust. Mctopus m MmexectBeHocT B EBpeiickara bubnus”, a npe3 2017 -
BTOpAaTa 4acT, Hape4eHa ,,[ epouyHOTO TS0,
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IIpe3 1916 1., B pasrapa Ha [IbpBaTa cB€TOBHA BOMHA, M37M3a OT IeYaT KHUTraTa ,,BolHU U
ocBoOoxkaeHne oT AHTOH CrpammmupoB. Kakro momgobaBa B OH3M MOMEHT, TS € C HAI[MOHAIHO-
MaTPUOTHYCH JyX W pa3ka3Ba 3a BOCHHHUTE IMOJABH3M Ha ObJrapckust Hapona. HeliHusar yBon obaue,
HapeueH ,,Hue, Obarapute’, mpeIn3BUKBa HAll-TOJISIM UHTEPEC U TOBA Kapa aBTOPHT Jia I'0 pa3lIupy B
CaMOCTOSITeNTHA CTYJUs, KOSTO € MyOJuKyBaHa ABE TOAMHH MO-KbCHO B CAMOCTOSITENTHO H3JaHUE
»KHHTra 3a Oparapure. 3a TpeTH MBT HAPOAOBEICKOTO H3cieaBaHe Ha AHTOH CTpallMMHpOB ce
nosiBsiBa npe3 1923 r., B OCHOBHO peJakTUpaH M NPEKOMIIO3UpaH BapUaHT, TO3M IbT 03arjlaBeH
,Hammsat Hapoa. CrnenBar JABe HECHOKOMHU JIECETHJIETHS, CaMHUSAT aBTOp ymupa mpe3 1927 r. u
KHHUTaTa ocTaBa 0e3 BTOpO U3JjaHue B IpoabbkeHne Ha 70 roaunu — yak 10 1993, koraro ce mnosBsBa,
MOYTH IO CJIYY4alHOCT, B HEB3payHa KHHUIXKKA, MPEACTaBEHA OT MHUMOJIETHO ChIIECTBYBAIOTO
mnarenctBo SAtpyc’. Tyk BeqHara BB3HHKBA BBIPOCHT 3aI0 OBIArapckata McTopHorpadus or
BPEMETO Ha IbPKaBHUS KOMYHU3bM, B IPOJBIKEHUE HA MOJOBUH BEK, OTKa3a KUBOT HA Ta3W KHUTA
BBIIPEKU TOTUYEpPTaHHsl cu uHTepec, ocobeHo mpe3 70-te — 80-Te roawHM, KbM MEMOApHaTa,
eTHOrpadckaTa W HAPOJMOICHXOJIOTHUECKAaTa KHIDKHWHA, HACIEJCHAa OT Hamero MuHano? Haii-
KpaTKHUSAT OTroBop €: 3amoTo bearapus Ha AHTOH CTpammmMupoB He ce moOupa B paMKHUTE Ha
HAI[MOHATMCTHYHO-POMAHTUYECKHUS TUCKYPC, 3pabOTeH MO OHOBA BpeMe 1o o3yHra 1300 zoounu
bwvacapus. U ve camo He ce nodupa, a NPOTUBOPEUN HA HETOBUTE MUTOJIOTMYHU BHYILICHUS U 3BYYH
B JIMCOHAHC C O(UIIMO3HUS MTATOC M YMUJIUTETHATA PETOPHKA.

Ouie mppBUTE CTPAHUIIM CE€ PAa3MHUHABAT PAJUKAIHO C HAIIMOHAIMCTUYHATA MpeJCcTaBa 3a
bearapckoto Bp3paxaane. AHTOH CTpallliMHUpPOB CH 3ajjaBa BhIIpOCca 3alllo Mpe3 IIbpBaTa MoJ0BUHA
Ha XIX Bek peHecaHChT, IOPU B MOJUTHYECKO OTHOIICHHE (BKIIOYUTETHO KaTO Pa3MHUPHUIM CPEILY
Typckara BiacT) ce ciyuBa B CeBepHa brirapusi, ocodeHo B rpagoBe karo Buaun, CBurios u Bpaiia,
JTIOKATO B I0’KHATA YaCT, BKIIFOYUTEIIHO B 3eMUTE Ha Tpakusi, MOYTH U3IUIO JUIICBAT JOKYMEHTHPAHU
MPOSIBM HAa HAIMOHATHO Ch3HaHUEe. OTroOBOPHT My € U3TPaJCH BbPXY JNOKYMEHTHU U BbPXY MaTepHal
OT HapOJHH TECHU, OCOOCHO OT MECHH, KOUTO PSAKO ce MOJI3BaT — chOpaHu cpen OecapaOckute
OBITapH, KOUTO Ca Ce U3CENUIM C OTTETIITHEeTO Ha pyckaTa apmus cieq Kpumckara BoitHa ThKMO OT
Buauncko.

[To cemoTo Bpeme IOxHua bearapus e momagHana moj HaOe3uTe Ha KbPHKATUMCKU TIANKH,
TOJIKOBA CTpAILHHU, Y€ ,,yTapUTE CE€ MBJIHAT C KbPBU' CHOpE] €IHAa OT MnecHUuTe. EIuHCTBEHOTO
CIaceHHWE 3a MECTHOTO HAcelIeHHEe € HMIIepCcKaTa BOWCKAa M ILEHTPATU3UPAHOTO IbP>KABHO

ynpasneHue. HiMa HUKaKBO MSICTO U Oll€ T0-MaJIKO JKeJIaHUEe 3a ChIIPOTHBA CPEILLy pelia, IPeACTaBeH

2 Crpamumupos, Autos. Hawuam napoo. Codus, Stpyc, 1993.
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OT JAbp)KaBHATa BIJACT; TOBa MpaBu Oe3NpeIMETeH ,peHecaHca® Taka, KakTO IO OIpeaess
ucropuorpadusTa — TOraBa, a U cera — KaTo MOAEM Ha OBJIrapCcKOTO HAIMOHAIHO CH3HAHUE U
npoOyxJaHe Ha KOITHEXK 110 MUHAJIa cjaBa. ,,HapoaHara myma e Beue oTOuTa OT CTapoTO XalyTCTBO,
nume A. CrpammmupoB, OopbaTta ¢ AbpkaBHAaTa BIACT, KAaTO YYXAOIJIEMEHHO TOCIOJACTBO, €
Oe3npeaMeTHa 32 BpeMeTO; 0YBa CMBbTHO OCh3HABAHE, Y€ HE BJIACTUTE Ca BUHOBHU, aMU € CTpallHa
nurcara Ha BiacTH [ ...] Cnopen necHure Ha GecapaOckute OBJIrapy, HapoAHATA TyIIa TBBP/E MAIKO
ce Kosiebae Mexay OOpeIuTe ce 1B CTpaHu — [IEHTpaTHAaTa BIACT C TPaIOBETE CPEILY PEAKIIMOHHUTE
CHJIA 32 BPEMETO CH: HapOAbT PEHIMTETHO KJIOHU KbM ABPKABHOTO CTaOWIM3UpaHe. 3alloTo TOH,
HapoJbT, € BeYe CHBCEM OTUYKIEH OT KaKkBUTO W Ja OWJI0 IUIEMEHHH YyBCTBAa, Ta TbPCU
CaMOCBHXpaHEHHE U T'O HaMHpa B [IEHTPAIHATA BJIACT, 3aI[0TO BCHYKO JPYTO T'O MoJy1ara Ha ceq u ooup*
(13)3.

B necuurte Ha Gecapabckute ObJITapu — U B OYEBUAHO NMPOTUBOPEUUE C HAIIMOHAIMCTUYHATA
UJICOJIOTUSl HA BCUUKH PEXUMU OT XX BEK — ,,& 3aCTBHIICHO — U TOJKOBAa KPACHOPEYUBO, Y€ MPOCTO
nopassiBal — OTBpAIlEHUETO HAa HApOJa OT BCSIKAKBO OYHTapCTBO, OT BCAKO CBOEIJIABHE, OT BCSKO
wieMeHHo BpaxkayBanue™ (13). Ksm ToBa MOXeM J1a mpubaBUM M HIKOW CIIOMEHU OT cpeaara Ha XIX
BEK, OCTaBEHHU OT YUYW IbTeuiecTBeHUIM B bbarapus. To3u BuI CHOMEHU MO NPUHLHUII HE CE
nyOauKyBaT Ha OBIATapCKUM M HUKOTA HE Ce LUTUpAT OoT Obiarapckara ucropuorpadus. Takusa ca
HampuMep IbTenucsHT ,lIpeduBaBane B buarapus®, Hanucan ot ABama Oputanuu: Ctanucnac CedHT
Knep u Yapinc bpodu, uznanen npe3 1869 r. B JlonaoH, kakto u ,,Habmonenus: Bbpxy ObIrapcKuTe
pabotu‘‘ ot Mapku3za Ha bat, uzganen cwio B Jlongon mpes 1880.

W3cenBaHusiTa HA OTPOMHH, ,,CTOXIISAIHU MacH OT OBJITapu Ipe3 MbpBaTa mojoBuHa Ha XIX
BeK, criopenl CTpalimMHUpOB, € HAIlHOHATHA Tpareaus, ,,CTPAIIHUAT ObITapCKU MTOrpoM* s Hapuya TOH.
To#t oOxBamia Ha TpPAKTUKA BCUYKH OBJTapCKu OOJACTH, BKIIOUUTENHO ,lisma JomHa Tpakus
(Onpuncko) u 'opua Tpakus, kato ce 3anoune ot KapioBcko u ce BKIOYH 1s10TO Toie 1 CpenHa
ropa (Yupnancko, Crapo3zaropcko, HoBozaropcko, SIm6oscko, CnuBencko)“. Ho ToBa e camo enHata
CTpaHa Ha CTpalIHUs morpoM. BropaTta u He mo-Majiko KaTtacTpodaiHa Mmocieauia € 3acelBaHeTo Ha
CBIIHUTE TIOJOPOIHU 3€MH C OTPOMHHU Macu TaTapH U YEPKe3H, ,,A3TOHEHU HACHUJICTBEHO OT CBOSITA
poauHa®, T.e. oT 3eMute Ha Pycus. [Ipeau na ce 3acensr, Te ce 3aMorBart, Karo ,,ce XBbPIAT BbPXY
HapoJa HU C BCUYKAaTa CBUPEIOCT Ha OTYASTHUETO: 00Upat, 0€34eCTsT, TOPAT U TUICHSIT OCTAHKUTE OT
HaIIETO HACEJIEHUE BPEJOM IO 3alyCTEIUTE 3€MH, KbJIETO T'M 3aCeyBaT JE30pPTaHU3UPAHUTE HA CBOU

pel TYPCKHU BJIAcTH .

3 Crpammnmupos, A. Hawusm napoo. 1ut. usj., c. 13. OTTyK HATaThK BCMYKH LUTATH OT TOBA M3JaHUE IIE CE
0TOENISI3BaT CaMo ChC CTPAHHIATA BHTPE B TEKCTA.
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W nonexxe pyckuTe TaTapu HE CTUTAT, 3a Ja Ce 3acCeJsT ,,00€3/II0IeHUTe OBITapcKu moJieTa,
[APUTPAICKOTO TMPABUTEJICTBO MPHUEMa HOBA CTPATETHUS: IBJITO BPEME, ,,dpe3 TOJIeMH OOSBICHUS B
TYpPCKHSI TbP’KaBEH BECTHHUK, KAHU BCUYKH OC3UMOTHHIIU OT Ipeaenute Ha OcMaHCKaTa UMIEpUs J1a
3acesAT TYYHHMTE 3eMH I10 3amycTenuTe Obirapcku nonera®. Taka ce mosBABaT KOJOHUU OT ajbaHIy,
apHayTH ¥ aHAJIO0JICKU TYPI; UABAT JOPH IPBIKU 00LIHOCTU: OT Enup, OT ATOHCKHS OTYyOCTPOB U
np. C nBe nymu: mpe3 mbpBara nosoBuHa Ha XIX Bek mpoTuyaT AbJIOOKH MPOMEHH B €THUYECKUS
CbCTaB Ha OBJATApPCKOTO HACEJIEHHUE U ,,caMO C OTJIe]l Ha Ta3W HEeM3MepuMa Tpareaus 3a Obiarapu3ma
... Tp0Ba Ja ce MpeLeHsBaT MOJIOXKUTETHUTE U OTPUIIATETHUTE KauecTBa Ha IieMeTo Hu aHec™ (23).

OcHoBHara 4yacT OT cbuMHeHHeTo Ha A. CTpalluMUpOB € OT[eleHa 3a JepUHUpaHE U
TUTIOJIOTH3MpaHe Ha OmJrapckara ,,HapoJgHa TICHXOJOTHA . MSCTOTO, KBIETO TS MOXE Ja Objae
OTKpHTa, € CaMo €IHO: ,,B €3MKa, B MEJIOJUUTE U B YMOTBOPEHUSTA: 32 BCUYKO JIPYrO UMaMe MaJIKO
cpencta“. Mima obade M JOMBIHUTEIHU TEPUTOPHUH, HAIPUMED B ,,[IPOSIBJICHHUATA HA KOJECKTUBHATA
aylia mpe3 CbA00HOCHU UCTOpUdeckr MOMeHTU . U Tyk CTpammMupoB MpaBu MOAPOOEH aHAINU3 Ha
eIHa Cllydka, KoaTo ce e pasurpana npe3 XII Bek, mo Bpeme Ha BTopoTo OBIATapcko 1apcTBo, Npu
ycrueto Ha CTpyMa 10 THEIIHOTO TPBUKO ceno Amdumonu. Tam ca ce cOTbCKanu BU3AHTUICKHUTE
JISTUOHU U BOMCKaTa Ha 1ap AcCeH; B HaBeuepHeTo Ha OMTKaTa ACeH IMPOU3HECHN ped, 3ama3eHa oT
BU3aHTHICKH UCTOPUK HuknTa, kosaTo CTpalimMupoB Mojsiara Ha moApoOeH aHaIu3, Thil KaTO CMsITa,
4ye ¢ Hesd IapAT yMeJo BB3JAEHCTBAa THKMO BBPXY KOJEKTUBHUTE XapaKTEPUCTHKU Ha ObITrapckara
JTyTIIEBHOCT.

Korato ce ctura g0 tunonorusainus, CTpaliiMUpOB O4epTaBa IeT ,, TPATUIIMOHHO 000c00eHH
ObATapcKu TPYMU™: MHU3UUIM, TPAKUUIM, IIOMU, MaKeIOHIM W pyNuu. BbOpekun dve oTuuTa
HEBBH3MOKHOCTTA J]a CHILIECTBYBAT CTPOTO 000COOEHU TPaHUIIA MEXKIY TSIX, aBTOPBT — 3aAbIKCH Ha
CBOSI TIOJIXO/I, BCE MaK Ae(UHUpPA ICHO TUITMYHUTE XapaKTEPUCTUKU Ha BCSIKA TpyIa.

Tpakuiinure MHPBOHAYAIHO OWJIM CMEC OT MHU3UWIIM U PYIIH, 3alI0TO MBPBUTE TYPCKHU
OeiioBe, 3arpaOuiM Te3W TIIOJAOPOIAHH 3eMU Tpe3 XV Bek, JoKapaiu TyK paTau ,,u3 IJIaHHHHUTE OT
ceBep M or. HsikoramHuTe MJIAHWHIM JUYAT B Mpa3HUYHATA NpeMsiHa HAa TPAKUMCKUTE MBKE:
KOXKyX4e, B KOETO T€ ,,C€ M3MHYAT 3apaayd TOPEIIMHUTE B TOIUIOTO Mmoje®“. OCBEH C KOXKyXdye,
TPAKUICKATE MBXKE CE OTINYABAT C M30YXJIMBOCT U OTMBCTHTEIHOCT, HECTy4YalHO MU3ZHMIINTE TH
Hapuyalid ,,fiedeHeru’’. ThKMO Cpell TAX MOJICKUAT NUIIXTUY YallkoBCKH, n3BecTeH Kato Cabk naiia,
BepOyBan B cpenara Ha XIX B. CBOETO ,,3aMOpOXKUE™: IPYKUHU OT KOHHUIIU, C KOUTO BOIOBaJI KaKTO
CpeIly MECTHUTE IIalKu pa300WHMIIN, TaKa U CPEIly pycKara apMus MO BpeMme Ha BoWHa. M300110,
Xopa C ,,BbJIYM HPaBU M UYYBCTBUTEIHA OTCEUCHOCT™. ,,3aMOXXKHHUAT 3araper (KakTo T€ caMH Ce

Hapu4daly, 3al10TO onm JOIIIN OT 3a;[ropﬂe) X0Ju C 60Ty1_HI/I, B KOMTO OOMKHOBEHO HOCH HOX: C HETO
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TOM MyIIKa ChCceJla CH MJIM BOJIAa M KpPaBaTa My; aKo ITbK TOBa HE I'0 3aI0BOJIY, MIOJIIAJIBA My CHOIIUTE,
KOPEHM MY JIO3€TO, Iaxe My TopH Kbinara. B Tpakust 1p1r0 He craBaxa n3dopu 6e3 YOBEIIKH KePTBH '
(101).

W3rnexna, 4e Ta3u NpeAcTaBa 3a TPAKUHLUTE KaTO XOpa TEMIIEPAMEHTHH, € JIECHO 3allaJInMa
qyBCTBUTEIHOCT € O1iia BceoOw1o nomyssipHa B bbirapus ot Hauasoto Ha XX Bek. Cpelame 51 B e1Ha
HeoOHnuaiiHa npenopbka, koato [lenyo CaaBelKoB OTIIpaBsi HAITBJIHO TOOpOXKETATEeTHO KbM SIBOpOB,
BeY€ IPU3HAT 3a IoJIsIM NoeT: ,,Cityiail, MoMue. 3Hasl, 4e KaTo YMpIaHel] TH CH YOBEK TEMIIEPAMEHTEH.
BrieyatiieHneTo My e, uye NMUILEeN! IOYTH BUHArU B KpailHO Bb30YyAEHO ChCTOsIHUE. YecTo MaTochT TH
€ BHCOKOIIapEH U TyK-TaM IpeKkomepeH. He ¢bM jekap, HO KaTro MOET TH MpernopbyBaM J1a B3eMall
MajIko 6pom, peIH 1a XBamar nepoTo.*

He camo ye e 6uxme Morim aa cu npencraBuMm Kak [leito Kpadonos 00y3gaBa matoca, KOHTO
ro mnpasu SIBopoB, ¢ OpoM, HO U LIOTO My HPUCBCTBHE B ObJIrapckara JuTeparypa CsKall
IIPOTUBOPEYH Ha JIPYro TBBpJEHHE, KoeTo hopmyiupa A. CTpamiuMupoB. ,,3arapuure, IpOU3Ie3an
OT paTtau u poOwu, ca ocyll HemoeTHyHH. [lecHuTe UM ca peYNTaTUBHU MPHUIIEBH, KOUTO CE CBHPIIBAT
C THXHHU W3BUBKH, KaTO Hapexkaane Ha orutakBauku“ (77). Bce mak ThkMO SIBOpPOB CBhC CBOA
¢bu3nyecky TUM (aKo He MPUEMEM JIeTeH1aTa 32 TAWHCTBEH ,,apalcKu’ IPOU3X0/1) IOTBBPXK/IaBa JPYro
HabroeHue OT chuuHeHneTo Ha CtpammmMupos. ,, Toil, 3arapeusT, U caMm € YepeH [Karo ,,4epHOTO
TpakHiicko mose]: He e TPYAHO Ja ce MpocieIu IpUMeca B KpbBTa My OT I'bPBUTE TYPCKH UM (Iurapu
— IUTaHUTE, OT KOUTO W JIHEC UMaMe IIeJIM MaxaJiu 1o TrpagoBe u cena B Tpakusi. ToBa ocobeHo ce
yyBcTBa B yeprata Yupnan-TspHoBo-Ceiimen* (78).

Moske na HU HamnpaBH BIIEYATJIEHUE, Y€ NOTYK CTpallMMUpPOB Ha30BaBa Pa3INYHU MECTA OT
Tpakusi, BKIIOUMTETHO TakuBa, KOoUTO ciie OCBOOOXAEHUETO MomajaaT B 3eMuTe Ha Typuus H
I'bprus, HO TOBa MIBa OT YOEXKAEHUETO MY, Y€ TOJEMHTE €THHYECKH TPYyNu ca OWUIIM BBTPEIIHO
000CcO0EHM KaTo HOCHUTENM Ha cnenuuueH OMT U ocobeH xapaktep. Hapomomcuxomorusira mo
NPUHIMI, KaTo MapaHayuyeH AHUCKYpC, BSApBa, 4e MOraT jAa ObJaT M3BJICYEHU U apTUKYJIUPAHU
OOIIOBAJIMAHN XapaKTEPUCTUKU ChC CBHIIHOCTEH XapakTep, B HIKaKBa CTENEH 3ab/DKUTENIEH 3a
BCUYKHU YJIEHOBE Ha JajzeHa rpyma. Ot3aa ctou HatypduiiocodcekaTa ues 3a yCrnopereHOCT MexXIy
YOBELIKUTE OOIMIHOCTH M mpupoaHuTe ¢opMu. ,llnemeHHuTe neneHus” Hampumep, TBBPIU
CrpamnmMupos, ca ,,TakaBa MUCTUYHA HAJIMYHOCT B )KMBOTA HA YOBEUECTBOTO, KAKBATO €A U BUIOBETE

ropu B ruiaHuHuTe (146).

4 [enuo Cnageiixos, I1. K. Asopos, Ilemxo FO. Todopoe 6 cnomenume na cvepemennuyume cu. Codus, BIT, 1963, c. 137.
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EnBa xbM Kpast Ha 9acTTa, KOATO OINKCBA BCSIKA TpyMa uype3 HEHHUS AUAIICKT, TOW neduHupa
IIPOCTPAaHCTBOTO Ha bwirapcka Tpakus, nuinu ToBa, KOeTo octasa B bearapus cien [IspBara cBeToBHA
BOIfHa. 3arapiuTe HacesBaT TJIaBHO ,,JOJIMHATa HAa Mapuiia 1 U3TOYHOTO NPOAbDKeHHE Ha Tpakus,
KaTo MpeKocsBa B TsicHa uBuia TyHmka (mpu SAAMOoi) u ctura OperoBere Ha byprackure Onara (He u
Operosere Ha YepHo mope obaue)“. Ilo ocra ceBep-tor ,,3arapiuTe JOCTUTAT CEBEPHUTE MOJIH Ha
Pononute u 1oxuute Ha CpesiHa ropa, a B CaMOTO HIMPOKO TPAKUMCKO MOJIE 01 XaCKOBO C€ BTypBaT
Y 10 I0JHOTO TeueHue Ha Mapumna“. Texuute nazapHu 1ieHTpoBe ca riasHo [1nosaus u Crapa 3aropa.

KonekTuBHaTa TMCHXOJIOTHMS Ha 3arapluTe HMa HIKakBa Bpb3Ka C €CTECTBEHUTE
XapaKTepUCTHKU Ha 3eMHTE, KOUTO Te oOMTaBar. ['0JsIMOTO M IMJIOJOPOAHO IMOJ€ HAlpUMep THU €
HAIPaBUIIO ,,CTPAIITHO JJAKOMH 32 3eMsl, CTUXUATA UM € OpaH M KbTBa". YBJICUCHH B MOJICKaTa paboTa,
T€ Hali-MaJIKO OT BCHYKM €THUYECKHU IPYIH OTACAT BHUMAHHE HA JIOMAITHATA APXUTEKTYypa: ,, )KUBEST
B IIOUTH XUXKH, TOKPUTHU C PHKEHA CllaMa U B IBOPUIIIATA UM ,,MOMHUHATa IPaJuHKa" WU JIUIICBA, WX
naned He e cBuAHa“. HpaBuTe MM ca mo-cKOpo cypoBW H cTporu. Haii-mMHOro ce pasnuuaBaT OT
pYIIHUTE, KOUTO ca ,,)KeHCTBEHHU *, a ITbK PYIKHTE, ,,Kpail ciaBata cv Ha XyOaBUIH, HE Ca OTa3eHU U OT
npyra ciaBa‘“. 3a pa3iauka oT TSX TPaKUHKUTE ca ,,MbKECTBEHO CTPOTU™ U HE C€ K0JIeOasT J1a CTUTHAT
710 KpaltHOCTH, aKO UM Ce HaJlara Jia ma3sT 4ecTTa CH.

U tyxk CrpammMupoB pa3ka3Ba €IHAa HCTOpHUA, KOSATO OWsia Bb3MOXKHA €IMHCTBEHO Cpell
3arapiy U 100pe WIOCTpUpPa CYpOBUTE UM ,,TICUCHEKKU HPABU .

B eono 6ypeacko ceno om 3acapyu edun cemeunux, bawa Ha oeyd, 408eK ¢ NPOSUMHAZUATHO
obpazosanue u KMem 6 celomo cu, XJ10najl npe3 Howma Ha 8008uwKa epama. Boosuyama 2o npuuakea
€ KpUMKa npeo 8pamHuKa cu u 2o npocmpensa 6 kopema. Ouje npe3 HOWMa 008e00Xa 3710N0NYYHUKA
6 bypeac u nexapume ceuxa pamene: motil beue b6e3nadexcoeH. 3azapeyvm — Mypeas, CbC CMONAHO
YyepHu MycCmayu u ¢ 201eMu ycma — beuie 6ce ouje HAKAK HACMBbPEeH U He us2nexcoauie oa ce kae. Totl
Hacmos 0a My ce omkpue ,,camama ucmuna . ¥ kamo s vy, cakaw ce ycnoxou. ,, Taxa! 3awo srca
naayeme Ha uyxico epod? “ — kaza mou mvmuo. U nocne nopvua 0a namogapam 6omo6a pom Ha 80ACKU
KOJA U 51 nogede KbM Celomo CU, Cled8ana om mas, 8 Kosamo Jexceuie cam mot, eeve Mbpmeooneo,
HO 6ce ouje 3bil... A 8 cenomo 310NONYUHUKBM CAPAIL KOJIAMA cped Cmveoamad, Ka3al 0a NO8UKam
BPBLCMHUYUMeE MY U 2U HaKapaa 0a nusm, 0okamo uzovxuan (102).

Crnen OcBoboxaeHunero 3a Obirapcka Tpakusi HaCTBIIBaT ThbMHM BpeMeHa. ,,biarogatHute
TPaKUICKM paBHUHU ca paslpoAaJeHH OT TypcKuTe OeiloBe, KOMTO Obp3arT na ce M3TerasrT. ,,U
JTAKOMHTE 3a 3eMsl 3arapiii ce HaXBbpJIMXa Jia KyIyBaT 3eMs. A mapu Te HsAMaxa, HUTO ITbK nMarle
olle KPEeIUTHU YUPEKACHUS B cTpaHaTa. Taka TPaKHIICKHTE TPAJIOBE CE MPEBbpHAXa B JIMXBAPCKH

BEPTEIH U CBETJIOTO IPAXKAAHCKO HUBO B Tpakus ce MpUHU3H 0 Hey3HaBaemocT (103).
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3ary0aTa Ha OTPOMHMTE MMIIEPCKH Ma3apy ChIIO MMa KaTacTpodaaHU MOCIEeIUIU: Iponaaa
saTa pbyHa MHIyCTpUsi mo gonmHara Ha Ctpyma, [LmoBauB ryOu THProBCKOTO CH 3HAYCHHE,
obe3mosBar ce rpaayerara ot Kmucypa no Kanodep (TpxkHaTa kapTrHa Ha TO3H MPOIIEC € MTOKa3aHa
nobpe B pomaHa , XapuTHHHHHAT Tpsix™ or Ana KamenoBa). Hopara crommma OTMBKBa
uHTeNnUreHmusaTa Ha Tpakus. ,,[ opent e TeMepaMeHThT Ha 3arapuute — 06061masa A. CTpammMupos,
Te 0siXa MbPBU B HAl-CBETJINTE OOLIECCTBEHH MPOSBU Ha BBh3pakIaHETO U BHCTAHUSATA; TE CE OKa3axa
Y Hal-KpallHU B mafeHueTo [...] M obuecTBeHUAT XUBOT B Tpakusi ce OMbpPCH J0TaM, Y€ KOraTo B
HAYyaJioTO Ha CEramiHoTO JeceTuiieTue (TOKy mpen BoiHHTE) B bbarapus ce MHOro u30CTpu
MOIPAXKATETHUAT Nepuo (MIaAUTe TeHepaluu Osixa B HEMOHSATEH JIEIHUPUYM OT BCHUYKO UYXKIO U
OTpHYaxa BCUYKO JOMallHo), ToraBa KOxHa bwarapust naae mnopasuTeNHU €KCLECH: B KPOTKUSA U
kyntypeH Kazannbk 1o0pu 6amm kpbliaBaxa nemnara cu ¢ uMeto CaHuH (repoif Ha eJMH BCEOTpHYAILl
pycku poMan); B Ctapa 3aropa umaiiie TalHO yUeHUYECKO APYKECTBO 3a caMoyouiicTsa; a B [lnoBnus
... YUEHUIIUTE MOYHaxa ja yousat yuutenute cu!* (104).

TpakuiickuTe yuunauiia, 3a IacTie, MMaT He caMo eKcliecHa cTpaHa. 1o cbioTo Bpeme B TIX
ce 3apakaa MpOCIolKa OT XOpa, KOUTO CEe 3aHMMaBaT C HayKa, Makap M MO CHenu(UYeH HAYMH:
,» [HIIMYHUSAT TPAKHUEI] CE 3apaBsi CTPACTHO B KaOMHETHA paboTa, HO He TyOU TeMIepaMeHTa CH U YecTo,
Beue oOpMEH 3a HaydyHa JEWHOCT, Ille IO BUAWTE H3JS3BJ HA YIHMIATa U MOBET THIIMHU... AKO
MHU3HENBT KJIOHM KBbM IIpycaka B €BPOINEUCKHS THII, TPAaKHEIbT € NOo-01u30 10 (QpeHCKUs
temrepament.* (114).

OkazBa ce, ue TbKMO Tpakusi naBa ,Iiesga OT HaW-KpymHU (QUTYPH B MAaKEIOHCKUTE
peBomoniMoHHU OopOu: ns10 Mapko Jlepuncku, Kpsctho AceHoB, Muxaun ['epmxuxos, Kocta
Hynxkos (ot Yupnan, npusiten Ha SIBOpOB, KOETO MU HAIIOMHS, Y€ B Ta3u Ipyna TpsOBa Ja BKIOYUM
camus 1oeT) U T.H.

,HamusaTa TembpBa MMa Ja O4YaKBa ILIEHEH BIJIOr OT 3arapuure 3a O(OpPMSHETO Ha
oOIIoHapoHUST TBOpYecku TreHuil.”“ M CrpammMupoB MOCOYBa €IHO Ba)KHO YCIOBHE TOBa Ja Ce
ciy4d: ,,AKO MOXeEIIIe Jla ce TpoKapa xene3nuia ot [noBaus Hampaso 3a Eresi, Ou ce yCKOPHII ICHST,
B koito KOxna beirapus nak mie 3aeMe CBOeTO MbPBO MOJIOKEHUE B )KUBOTA Ha cTpaHara.” (104).

Huec, 90 ronnHu 1o-KbCHO, bbirapus Ma He camo KeJe3HHIa, HO U OIlle HENlo, 38 KOETO
CrpammMupoB €1Ba JIM € MOXKEN J]Ja MeuTae ToraBa: 3aBbpllieHa Marucrpana. A ganu Tpakus 3aema

,»II'BPBO ITOJIOKCHUC B JKUBOTA HA CTpaHaTa“, OCTaBa HU A4 IIOMHCIINM CaMMU.
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JIronvmuiaa MUHJOBA!

JloMBbT Ha JIUTEpaTypara:
IOrociaBckH M OCTIONOCIABCKH MPEACTABH 32 JUTEPATYPHATA CIIOAEJTUMOCT

Pesrome

JombT Ha nurepaTypara € meradopa 3a JuTepaTypaTa M JuTeparypHara oOmHoct. Tasm meradopa,
pas3bupa ce, e cBbp3aHa ¢ o0cecusaTa 1o I0Ma B ChbBPEMEHHUTE ITOCTIOIOCJIABCKY JinTepaTypu. Cries pa3nafaHeTo
Ha OuBma KOrocnasus u BoiiHaTta B bocHa JOMBT € enHa OT MOCTOSHHUTE TEMU B ChbBPEMEHHATa JInTeparypa oT
uenus peruoH. MoxeM Ja BHIMM TOBA B MOE3MATAa HA GOCHEHCKO-CIOBEHCKMs moeT Mocum OcTH, KakTo B
€CeHCTHKAaTa M POMAaHMUTE HAa W3BECTHATa eMUIpaHTCKa mnucartenka JlyOpaBka Yrpemund, a CbLIIO Taka M B
nponsseneuns Ha Iletrep Cemommu, Munenko Meprosuu, Buma Ormenosuu, ScHa Korecka u ap. JIoMbT
IIPUCHCTBA YECTO JIOPU B 3ariaBusATa Ha TexHuTe KHUTH (Kvwa om esux ma WMocun Ocrtu, Kvwa om dymu Ha
[erep Cemonmu, Kvwama Ha mvpmeume mupucu Ha Buga OraeHoBuy). [lo-BaxkHO € 06ade, ue B TEXHUTE KHUTH
JOMBT € TBOWHUK Ha JIUTepaTypara Karo MsCTO Ha CMHCHJIA B CBAT, KOWTO BCEKU JICH I'yOH 4acT OT CBOSI CMHCHIJI
u 100pwust cu BKyC. JJOMBT Ha muTepaTypaTa He € YTOIMYHO MSCTO, Thi KaTo € ChOMpaTesieH 00pa3 U KaTo TaKbB
MoOKe J1a ObJIe U aHTUYTONNYHO MACTO. TOBa MOXe Jja c€ BUIYU B IPOU3BEIEHHS, IOCBETCHN Ha TEMUTE 3a 3aTBOPA
Y KOHIICHTPAIIMOHHUTE Jarepu — [lpoxvanamusm o0sop Ha VIBo AHapud, poMaHuTe H pa3kasurte Ha Jlannno Kur,
HparocnaB Muxaiinosu4, bpanko Xodman, Mupocnas [lormoBud u ap. YTonus Wi aHTHYTONHS, IPU BCUYKH
cllyyad JOMBT Ha JJUTEpaTypara € BUHArk MsCTO Ha NPEOTKPUBAHE HA CMUCHIIA.
KirouoBn aymu: CeBpeMeHHHM OalKaHCKM M CIABSIHCKA JIMTEPAaTypH; CPaBHUTEIHO JIUTEPATypO3HAHHE;
KyJITypHa CEMHOTHKA; KyJITYpOJIOTHs;, aHTPOIIOIOTHsI; TICUXOJIOTUS Ha JTMYHOCTTA

Abstract
The Home of Literature:
Yugoslavian and Post-Yugoslavian ideas of literary community
The Home of Literature is a metaphor of the literature and literary community. However, this metaphor is
connected with the home obsession in contemporary post-Yugoslavian literatures. After the collapse of the
Former Yugoslavia and Bosnian war, the home is one of the constant themes in contemporary literature in all
area. We can see that in the poetry of the Bosnian-Slovenian poet Josip Osti, but also in the novels and essays of
the famous emigrant writer Dubravka Ugresi¢, as well as in the works of Peter Semoli¢, Miljenko Jergovi¢, Vida
Ognjenovi¢, Jasna Koteska etc. The home is often present even in the titles of their works (House of Language by
Osti, House of Words by Semoli¢, The House of Dead Scents by Ognjenovié¢), and what is more important — the
home is a counterpart of the literature as a place of the sense in the world that every day loses a part of its sense
and good taste. The literary home is not a utopian place, because it is a collective image and it could be the
dystopian place as well. We mark that through the works about the prison and concentration camps — The Damned

Trogmuna Mungosa [Liudmila Mindova] e 3apbpuuna cnenuansoct ,,Cnassancka duionorus® B Copuiickus yHUBEPCUTET
(1998), xpOETO MO-KBCHO 3alIUTaBa IHCEPTAllUsl BBPXY XBPBAaTCKUSA nuTepaTypeH Oapok (2006). OcBeH HAKOJIKO
CTUXOCOMPKH ¥ eIMH POMaH, J0cera e MyOJInKyBaia U JBE JINTEPATYPOBEACKH KHUTH: [ 1acvm Ha bapoka. Mean I'ynoynuy u
xvpeamckama 6apokosa nopma (2011) u Jpyeama Hmaxa. 3a doma na numepamypama (2016). B Heun mpeson ca
MyOJIMKYBaHU peIuila KHUTH Ha aBTOPU OT OMBINETO FOTOCIABCKO MPOCTPaHCTBO. Jlrommuina MunnoBa e foneHT B MHcTHTYTA
3a Gankanuctuka ¢ LlenTsp mo Tpakosorus ,,Anekcanmpp ®on“ (BAH) u xoHopyBaH mpernomaBaten KbM (Dakynarera 1Mo
crnaBsHCKH Qunonorun Ha Coduiickus yHuBepcuTeT. HaydHuTe 1t MHTEpecH ca B 00JacTTa Ha €CTETUKATa, JIUTepaTypHaTa
TEOpHsl, KOMIIAPATUBUCTUKATA, CIIABSHCKUTE M OATKaHCKHUTE JIUTEPATYPH, KYJITypHATA CEMUOTHKA.
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Yard by Ivo Andri¢, the novels and stories by Danilo Ki§, Dragoslav Mihailovi¢, Branko Hofman, Miroslav
Popovi¢ etc. At all events, the literary home is always a place of the reinventing of the sense.

Keywords: Contemporary Balkan and Slavic literatures; comparative literatures; cultural semiotics; culturology;
anthropology; personality psychology

Ipenuma yaiixa, cieo Hes Opyea u opyaa,
Kvluama He ce Conpomuesysiea U Ha ceoll ped ms iemu.
Eyxenny ne Aunpane
(ITIpeox I'eopru MuIIKoB)

JIOMBT € eqHa OT BEYHUTE TEMHU Ha JUTEepaTypaTa. 3a€HO C BBIIPOCUTE 3a )KMBOTAa U CMbBPTTAa,
YOBEKBT I10]] 3BE3AUTE BUHATU CE € ITUTAJ U 3a CBOS IIOJCIIOH, 3a TOBA IlI€ MMa JIU YTPE ,,KbJI€ TJ1aBa 1a
HOJICIIOHU .

3a 3HaKoBHTE (PYHKLUHU Ha JIOMa B YOBEIIKOTO Ch3HAHUE MU NOJCH3HAHUE, 3a OMTHETO My Ha
BaXCH apxeTur, 0e3 KOWTO JMYHOCTTa HsSMa CBOMTE ONOPH, JHEC 3HAeM OlarojgapeHue Ha
NICUXOAaHAIM3aTa U 0COOEHO Ha IOHTMAaHCTBOTO. JloMBT, pa3Oupa ce, BUHATH TPAHO € CHIIECTBYBAT B
YOBEIIKOTO BhOOpaKEHUE — MPOCTPAHCTBATA HA MUTA U PEIMTHUATA KAaTO Y€ JIM ca €Ha OT 3ala3eHHuTe
MY TEPUTOPHH HA OCMUCIISTHE, HAa BCEBB3MOXKHU TpaHC(OopMaluy, a MIMEHHO 4Ype3 TSX U Ha CbXpaHEHHE.

be3criopHO cUIIHO CBBp3aH B )KMBOTA U MPO(eCHOHAIHATA CU MTPAKTUKA ChC CBETa HA KHUraTa, B
€QHO OT CBOWTE IMCUXOAHAIUTHUYHM H3CIEABAaHUSA IOCTIOHrMaHensbT JlxelMmc XoJMC LUTHpA IOETa
PoObpT Dpoct, KOWTO B CTUXOTBOpeHUeTo cu Cmwvpmma Ha HaemMHuuxa THILIE CIETHOTO: ,,JIoOMBT €
MSCTOTO, KBAETO aKo TpsAOBa 1a OTHEI, Iie TpsAOBa U Aa Te Tpuemar.”? JIxeiimc Xomuc He IUTHpA
CIIy4allHO TOYHO Te3u crtuxoBe Ha ®poctr. B cBodra knura Illpuspayume om munanomo XOIJIHC
aHaJM3Mpa THKMO BAaXKHOCTTa Ha JoMa W (QuUryputre Ha Mailkata W Oamiata mpu Cbh3/1aBaHETO Ha
CTpyKTypaTa Ha JuyHocTTa. Cuiac, reposiT, Ha KOroTo € MOCBETEHO CTUXOTBOpeHHeTo Ha dpocrt, ce
3aBpBIIA B JJOMa CH JIOCYI KAaToO MPU3PAK OT MUHAJIOTO, HO CE 3aBpbILla TaM, 3a J1a yMpe. 3HAeHKHU ICHO
KOJIKO JpaMaTU4yeH B YOBELIKUS XUBOT € COTbCBHKBT C ,,JeMOHUTE Ha jaercTBoro®, JDxeiimc Xommc
HecaydalHo 1ie monura ,,Ho kakBo ako HsMa Kou ga Te npubepe? AKO Bede HsMa JIOM U POJIUTETH B
Hero?*® 3aBpbIIaHeTo B Pas, OCHIIECTBABAHETO HA KOMHEXA 110 0E3BB3BPATHO M3TYOEHOTO, TI0 10Ma Ha
JETCTBOTO — TOBA € CMBPT, KAKTO HAIIOMHAT C pa3inuuHu cpeactsa @poct u Xomuc.

JIOMBT Ha JETCTBOTO O€3CMOpPHO € Hal-MHTHMHATa OuorpaduyuHa onopa Ha MpeiCTaBUTe HU 3a

pas. Toil ThKMO € HamMAT JU4YeH pail. Bceku or Hac uma ObI00KO B cebe CH 3aJl0KEH KOIHEeXa Io

2 Frost, Robert. The Death of the Hired Man. In: Frost, Robert. North of Boston. New York, 1915.
3 Xonuc, Txeime. Tpuspayume om munaromo. Codus, 2015, c. 90.
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3aBpBIIAHETO, HO HE BCEKH, pa3dupa ce, € B ChCTOSHUE Ja OChb3Hae U na Kaxe kato Emmac Kaneru
CIENHOTO: ,,BAPHO €, ue U a3, KaKTO U IIEPBUAT YOBEK, CTAHAX YOBEK C M3TOHBAHETO OT pas.”

Kaneru nuire ToBa u3peyeHrne B KHUTraTa CbC CIIOMEHHM 3a JIETCKUS CH JOM, 3a BPEMETO HA Haii-
paHHOTO cu JeTcTBO B Pycuyk. Cnacenusm e3ux € 3arjaBUeTO, KOETO pa3Ka3Ba 3a YYyJIECHUTE U
€IHOBPEMEHHO C TOBAa UyJIOBUIIHHU U3MepeHHs Ha poaHus oM. OT OuorpaMuHuTe UCTOPUU U HA TO3H
nucaTesl — 0coOEHO OT UCTOPUSATA 34 ,,CIIACABAHETO HA €3MKa“ — YUTATENSIT MOXKE 3a MOPeJeH BT Ja CH
MIPUTIOMHU, Y€ TTUCAHETO MOYTH BUHATU € IIPOroBapsiHE 32 U3ryOE€HOTO, 3a paHUTE, MOTYYEHU HE KbJE, a
TBKMO B JIOMa Ha JETCTBOTO. Hermio, KoeTo € He camMO HeW30eKHO, HO MU OMPENeNsiio MbTS Ha
JIMYHOCTTA.

B xpas na XX u Hauanoto Ha XXI Bek Temara 3a JoMa Npug00MBa OTHOBO OCTPa aKTYATHOCT B
muTepatypute Ha OomBiia FOrocnasusi. MHOTOOpOWHM ca MPUMEPHUTE Ha MPOU3BEACHHS, KOUTO HE CaMo
MHTEPIPETHPAT Ta3u T€Ma, HO CHBCEM IPSKO i M3BEXKAAT KaTO Bojella B cBouTe 3arjaBus. CamoTo
pasnajaHe Ha Jbp)KaBaTa Cce OKa3Ba OYKBAaHUST IMOBOJ 3a TOBa — pas3lajaHe, KOETO OT CaMUTe
MOCTIOTOCIIABCKH TPAXK/IaHU € OCHh3HATO KATO paspyllaBaHe IMpeJl OYUTEe UM Ha COOCTBEHHS UM POICH
JIOM, a CJIEJIOBATEIIHO U KaTO CMa3BaHe Ha JIMYHOTO UM MUHAJIO, HA COOCTBEHUTE UM Ouorpaduu.

Heka mMbpBOHAYATHO CIIOMEHEM CaMO HAKOM OT Te3H 3ariaBus. Kviya om Oymu® Ha CIIOBEHCKHS
noet I[lerep Cemonuu e ctuxocOupka, KoATO ce mosiBaBa mnpe3 1996 r., a Ha crieaBamiara roguHa e
OTJIMYEHA C NpecTHXHaTa MeHkoBa Harpama. Jla UTHpame CTUXOTBOPEHMETO, JAl0 3ariiaBHETO Ha

KHHUTara.

BE3JIOMEH ITIOET ITMIIE HA CBOSTA JIIOBUMA

IIle mocTpos 3a Hac KbIA OT JYMH.
ChIIECTBUTEITHUTE IIIE Ca TYXJIH,
TJIarOJINTE — Kamlaly 3a IPO30PIIH.

IIle ykpacum nepBa3ute cu
C IpuJlaraTesiHu
KaTo C IBETS.

HanbaHO THXU 1IE JeXUM o 0ajigaxuHa
Ha Hararta JIro00B.
HanbnHo tuxu.

4 Kaneru, Ennac. Cnacenuam eszux. Codus, 1981, c. 15.
® Semoli¢, Peter. HiSa iz besed. Ljubljana, 1996.
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Taka nmpekpacHa 1 IyIUIMBA III€ € Ta3H KbIIa,
3a J1a 51 IBJIHU U TPO3U
uH(IANKS HA TyMHTE.

AKO BBOOIIIE TOBOPHM,
1Ie Ha30BaBaMe €AMHCTBEHO MIPEIMETHUTE,
KOHMTO BIDKJIAT CAMO HAITUTE OYH.

IToHexe KOMTO U Ja € TJaroJ
OCHOBHTE M JIECHO OM pa3KIaThI,
a IocJIe pa3pyLuul.

3ar OBa, T, MOon amour,
pst, pour le beau demain
a notre maison.

1996 T.

C mHoro 65m3Kko 3ariaBue 10 ToBa Ha CeMOauY JeceT roAMHHU MO-KhCHO B MakenoHus 1e ce
NOSIBM KHHTa C IPEACTABUTEICH IOETHUYEH M300p Ha GOCHEHCKO-cloBeHCKHs mnoer Mocun Oct.
Kuwurarta ce ka3Ba Kvwa om e3uxk u € ¢ JHOOOMUTHA ChA0A, Th KaTO MPEACTaBIsBA BIEYATISABAI
nmoAOOp OT MeT MOSTUYHH KHUTH Ha aBTopa. M3maren e makenonckusat noet Urop McakoBcku, KOHUTO B
CH3IaICHOTO OT HETO M3JATEJICTBO ,,biecok™ myOIMKyBa OrpoMeH Opoi KHHUTH OT TMOCTIOTOCIaBCKOTO
MPOCTPAHCTBO W TaKa Ce NPEBpbhINAa B €AWH OT HaW-BAXHUTE MEAMATOPU HA HJIEM U CMUCHI Ha
bankanuTe B Kpas Ha MpeAHHS ¥ HAYAJIIOTO HA HOBHS BEK. THKMO MaKeIOHCKOTO M3JIaHHE Ha KHHUTaTa
MIPOBOKMpA MU3JIM3aHETO U Ha Obarapckoto mnpe3 2009 r., B koeTto obaye € mpeacTaBeH U300p HE OT IMeT
kaurd Ha OCTH, a B €IHO KHIKHO TSJIO TPH ISJIOCTHU CTUXOCOMPKHU Ha moeta: bapbapa u eapsapurnvm,
Conomonos newam u Rosa mystica (Camo B ckoOM Heka CIIOMEHEM, 4Ye Temara 3a JoMa He € CaMo
o0cecrBHA TMOCTIOTOCIIaBCKa TeMa Mpe3 MOCIEeTHUTE TOAMHN U TOBa MOXKE /1a c€ BHAM HAlpUMep U B
MMETO Ha €IHO OT IOJIEMUTE ChbBPEMEHHHU MTAJIMAHCKH M3/aTesicTBa ,,Cassa della poesia”, myoaukyBaiio
nocera et Kauru Ha Mocun Oct).

[Topaau ronsmara GIM30CT Ha 3arjaBUsATa HEKa OTACIMM MAJKO MOBeYe BHUMaHWE Ha KHUTaTa
na Mocun Octu. Ilono6Ho Ha cTuxocoupkara Ha Ilerep CeMONHY M B TO3H CIyHail 3ariaBHETO €
TIOJIy4EeHO OT CHIIHOCTHH 3a ISUIOCTHUS CMHCHI Ha KHurata dpasu. Ctuxorsopennero na Mocun Ocrn,
OT KO€TO € 3aeTa (ppasara, € che 3arnaBueto Omroso cmpos 0om M € OT yOJIuKyBaHaTa My mipe3 1995 r.
kaura Conomonos newam. Tazu KHHUTA CJIENOBATEITHO WM3JIM3a €IHA TOJMHA Tpeau KHurara Ha [letep
CeMonu U Makap JBETE CTUXOTBOPEHHUS Ja HAMOMHAT €IHO Ha JIPYro MO MPEIJIeTeHOCTTa B TAX Ha

TEMHUTE 3a JII000BTA U 6CSI[OMHOCTT8., TC CBIICCTBCHO CC pa3jindaBar. He 6e3 3naucHue e (I)aKT’bT, 4c 3a

30



Colloquia Comparativa Litterarum, 2018

Octu 1oMBT U 0€3IOMHOCTTa Ca IOCTOSIHHA MOeTHYecKa TeMa, BUHAaru CBbp3aHa C JIIOOOBTa, HO U C
BoifHara, cMbppTTa U oOcanata Ha CapaeBo. Ilpu Cemonuu He € Taka — O€34OMHOCTTa NpPHU HErO €
OCMHCJIEHA OT [10-pa3JInyHa U HE TaKa JpaMaTHyYHa JINPUUECKA [IEPCIIEKTHBA.

Conomonos newam e emua ot kaurute Ha Mocun Octu, kouto Hapen che Capaescka Kuuea Ha
mwvpmeume (1993) u Cvc cmapomo 3namo na cnomernume (1997) cb3aaBaT cMUCIOBaTa OC Ha HETOBATa
noeruyecka Busus 3a goma. OCTH € cpell aBTOpUTE Ha OMBIIETO IOTOCIABCKO MPOCTPAHCTBO, KOUTO
M3rOBapsIT Hal-ICHO M TOCJIE0BATENIHO o0cecusTa 1o Aoma. B uucro 6uorpaduuen cmucsa npu Octu
TOBa € HAITBJIIHO pa3dupaeMo — BoWHaTa B bocHa ro octaBs chBceM OYKBaJTHO 0€3 POJHHS MY JOM,
3apaJii KOeTo TOW € MpHuHyzAeH jaa HarmycHe CapaeBo M Aa norbpcu noaciod B Ciosenus. Octu obaye
HalycKa He caMo JI0Ma, I'paja U poJUHATa CH, a U €3UKa CH. 3aTOBa M B HEromara JMpHUKa UaesATa 3a
noMa (M HAWM-MHTUMHUTE OYEpTaHUs Ha JAETCTBOTO) € TOJKOBAa CBbp3aHa M C BB3NPUATUATA Ha
o0IIHOCTTAa U Ha e3uKa. ,,Kbmara ot e3uk” npu OcTi He € OUBIIMAT ChbPOO-XBPBATCKU €3HK, MaKap e
TOM MOXe J1a ce Bh3IIpUeMe KaTo 00pa3 Ha pa3pylleHus poAeH oM. ,,KbIara ot e3uk* npu Hero e no-
CKOpO €3UKBT Ha JIUPUKaTa U Ha IbPBO MACTO Ha JH000BTA.

[Ipumepure Ha mHpou3BENEHHUS, 32 KOUTO JAOMBT IPEACTaBIsiBAa OCHOBHAa TEMa, CHbBCEM HE
CBBPIIBAT, HUTO I'bK 3arouBar oT TyK. Heka criomeHem cblo pomaHa Ha capaeBckus nucates Henan
Benmnukosuu Keapmupanmu (Konacari, 1995), KakTo ¥ KHUTHTE Ha €IHH IPYr — CBHIIO MPUIO0OMIT
3acimy)eHo 100pa m3BecTHOCT mucaten oT CapaeBo — MuneHko Meprosuu, B UMMTO TIPOM3BEICHHUS
TeMaTa 3a JioMa 3aeMa HauCTUHA CIeUanHo MAcTo. Cpell TAX 0COOEHO SPKU MPUMEPHU Ca POMAHUTE MY
Opexosu osopu (2003), koiito mpe3 2015 1. u3nu3a u B bearapus B npeBoaa Ha Paga [lapiaanmkuesa,
KakTo 1 obeMHara poMaHoBa xpoHuka Poo (2013). durypute Ha MaiikaTa ¥ OaliaTa MbK MPUCHCTBAT
eKCIUTMIMTHO B pomaHa My bawa (2010), kakto u B cOopHuKa ¢ paskasu Mama Jleone (1999),
nyOiauKyBaH B peBoja Ha Pycanka JIsnoBa u Ha 6barapcku npes 2014 .

Jla ce crpem Ha poMaHa, KOWTO MpPEIXOXJa U B U3BECTEH CMUCHJ MPEAONpeaess mosBara Ha
rojeMusi ceMeeH enoc Poo, na HanHukHeM B Opexosu Odsopu. Cnex npeBoaute Ha Pycanka Jlsmosa
n3600pbT Ha Pana IllapnanmkueBa e onpaBaaH, Thil KaTo MpeaCcTaBs OOCHEHCKO-XbPBATCKUS MUCATEN U
KaTo MaiCTOp Ha rojemus enoc. JlotoraBa ObIrapCcKUsT YUTATEIN [TO3HABA TO3U aBTOP KAaTO MAHCTOp Ha
paskaza. Opexosu 0sopu € 0COOEHO MHTEPECEH MMEHHO 3apajy HauWHa, 0 KONTO MpeBpblla JoMa B
CBOSI OCHOBHA TeMa. POMaHBT pa3ka3Ba chAOWTE HAa HAKOJKO MOKOJICHUS KUTENH Ha OuBima FOrocnaBus
(c xopenu ot JyOpoBHuk, a cturamu a0 CapaeBo), HO I'M pa3Ka3Ba B oOpaTHa XpPOHOJIOTHYECKa

IOCICI0BATCIHOCT, 3ano4YBaliku OT Kpad Ha XX BCK, 3a Ja HNPUKIIOYHU B CAMOTO MY Ha4aJlIO CbC
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CH3JaBaHETO HA OMA. 3a Tpo3aTa Ha Meprosuy e XapakTepeH HHTEPECHT KbM IIOITUTHIECKATA HCTOPHS
U 0COOEHO KbM HEWHUS HATHCK BbpPXY YOBEILKHS KUBOT, TaKa Ye U BbB BCsKa I1aBa Ha Opexosu 0sopu
¥Ma BIIEYATIISIBAILY IIPUMEPH 32 TO3U COTBCHK MEXKITY JTMYHOTO U MOTUTUIECKOTO.

JIOMBT B TO3M POMaH HE C€ IMOSBABA caMO B OYKBAJHO HM3MEpEHHE KaTO MSCTO, ChOMpaIlo
HSIKOJIKO TIOKOJIEHUS cBoM obuTarenu. ChBCeM OUEBUIHO KbILlAaTa I0OKa3Ba CBOSI MeTaOPUUEH CMUCHII B
Kpasi Ha pOMaHa, KOraro pa3Ka3BaubT IOJHACS HCTOpUATA 3a Ch3JaBaHETO Ha ,,0PEXOBUTE JBOPH‘.
,,OpexoBu IBOPH‘ BCHITHOCT € MOJMAPHK, ,,AIPadyka 3a HEPOACHOTO BHyYE Ha €JUH JyOpOBUAHHH'.
[TomapbKbT € HampaBeH OT MPOUYYT MAKCTOP IbpBOpe3dap, KOWTO M3IMOJI3BA 32 KbIIWYKATA-UTpayuKa
,,[IOBEYE JIbPBO, OTKOJIKOTO 3a MaJIbK LIPKOBEH OJTap, M 5 IPaBM Takapa, 4ye Jla € eJHaKBO 100pa U 3a
yTpe, U 3a ciej neraecer roguHu. Ch3aaBaHeTo Ha TO3M HEOOMUYAeH MoAapbK OyKBaJHO ciie/lBa X04a Ha
OpeMeHHOCTTa Ha MaikaTa, HOCEIla JETETO, 3a KOeTO € IpeAHa3HaueH MoJapbkbT. Hukoil ocBeH
MaiicTopa o0aue HE 3Hae KAaKBO II€ INPEJICTaBIsBa TO3M MOAapbK. [410TO, HApaBWJI MOPBHYKATA,
€IMHCTBEHO 3Hae, Ye € OTULIBJ IPU Hal-IPouyTHs MaiicTop, KOMTO MpaBu yyaeca OT OPEXOBOTO AbPBO.
Kpmuukata B KpaifHa cMeTKa € 3aBbpllIeHa B MMra, B KOMTO MOMHYEHIIETO c€ paxnia: ,,ABryCT B3e
LIWJIOTO U ChC CUTEH KPACHONUC U3/bJI0A HA IOpTaTa Ha ACTIMBOTO oruuie Opexosu 0éopu. Croyau
I'EPBEHOTO MOMMYEHIIE M TO MOCTABH TIpe] mopTara. Ts ocTaBa macTinBa HaBeku. ® ToBa HOBOPOIEHO
MOMUYEHLIE € J)KE€HATa, KOSTO NPEeXUBsIBA LM IbIbI BEK UCTOPUS Ha poMmaHa. JKeHara, ¢ YMsITO CMBPT
3anouBa Opexosu 060pu, 3a Jia MPUKIIIOYN ¢ HEMHOTO pakJaHe.

HayuaBaiiku cMuchbiIa Ha 3arjiaBHETO €/1Ba BbB ()MHANAa HA pOMaHa, YUTATENSAT NPEKUBSABA U
OCMUCIISI Beue MO0 CHhBCEM pas3iIMueH HAYMH MCTOPHUATA M Ha TJIaBHATa TepouHs PerwHa, m Ha BCUYKH
OCTaHaJIM repou OT Ta3M OankaHcka cara. C MHOro HaxoquuBocT Opexogu 0gopu Tipenpaiia KbM €IUH
pOMaH, KOTO € Ha oco0eHa MOYHUT Cpes MOCIETHUTE MOKOJIEHUS MOCTIOrOCIaBCKU nucarenn — Cmo
2oounu camoma Ha Mapkec. Kbe CKpuTo, KbJie SBHO, MHOTO MOSIBUJIN CE TIP3 MOCIEIHUTE ABaliCeTHHA
TOAMHU XYJOKECTBEHHU MPOU3BEICHHS IIUTUPAT TO3W POMaH, OYEBUIHO PA3UUTANKH TO KaTO ONM3BK HA
Mmarudecko-peannute bankanu. Kakto rpbOHaKbT Ha HCTOpUATa Ha IOKHOAMEPUKAHCKOTO CEJO
Maxonno u pona byennus e cpa0arta Ha Ypceyna — Te3H 4yAeCHO-CTPAIIHH ,,CTO TOAMHU caMoTa’ — Taka
U B IeHTbpa Ha Opexosu 0eopu e chrdara Ha Peruna Jlenasaie.

MMa Hewo 0cobeHo MoGONMUTHO B HAYMHA, 1O KOHTO MeproBuy oronsa moxpara cH B Kpas Ha

pomana. Toii, pazbupa ce, ro npaBu MHOTOKPATHO B X0Jla Ha pa3Ka3BaHETO, HO KaTo 4e JIM C Ta3u KHUTa

8 feprosuu, Munenko. Opexosu déopu. Codus, 2015, c. 567.
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CH IIOCTaBs 3a LCJI CBIICBPEMCHHO Jia ITPUIIOMHHU 4Yapa Ha KIAaCHUYCCKOTO pa3dKa3BaHC UM 3aTOBa YECTO 110
CllHa WJIM Jpyra (bopMa H3I0J13Ba C JICKHM Bapualy Pa3jiIM4HH KIACHYCCKHU ITOXBAaTH. OLIGBI/I,I[HO €, 4uc
KbIIUMYKAaTa-urpadyka € €aAuH OT TC3U IIOXBATHU — BBJIICOCH npeamMeT, OTCTpaHsABall YUTATCIIA OT CIOXKETA,
3a Ja ro Hakapa aa norjieaHc BCUC C APYyru O4Yd BCHUYKO BHUASAHO OOTYK. M ThKMO KatTo CBOGO6pa3Ha
MCTOHUMMA Ha poMaHa, HO U YMaJICH MOJCII Ha AbpKaBaTa, MHTEPECHO € TyK Aa HUTUpaME €IUH OTKBC
OT IIPBUTE I''TaBU HA pOMaHa, KOWUTO BHACS IMOJIMTHKATA MECXKAY CTCHUTC Ha JoOMa:

»Ako Capaeso e ,Mankata FOrocnaBus“, ako o HE0OXOAWMOCT Taka Hapuyaxa W Lsuia bocHa, 3amio
toraBa lOrocnaBus HuKora, JOpHU B Hail-cmMenute Mertadopu Ha I[leHTpanHUST KOMHTET HE CTaHa
Ll omimoro CapaeBo® wmm ,lomamara bocHa“? (...) 3amoro wuaeosormueckuTe MeTadopu HE cCe
ChOOpa3siBaT ¢ MPUHIUIKNTE Ha (popMasiHATa JIOTHKA MJIU 3alll0TO Taka M3KOBaHaTa Metadopa HsiMa Ja €
JIOCTAThYHO ATPAKTHBHA KaTO ChAbpiKaHHE?

BeniiHoCT HiIMa 3HAYEHUE KOE OT JBeTe. AKO MPHUKA3KaTa 3a FOSIMOTO B MATKOTO MOJMKEIIE 1a ce 00bpHE
B IIpHMKa3Ka 3a MAaJIKOTO B I'OJIsIMOTO, HalllaTa UCTOPpHA HICHIC Ja HU3TJICKAA IO APYr HAYMH U B OYUTC HaA
OHE3H, KOUTO IIE 5 U3y4aBaT HAKOM JIeH, HUE MIIXME J1a UMaMe BH]I Ha TIO-HOPMAaJTHH. 7

Kato ue 1 poMaHbT ce ONMUTBA MMOHE B CBETa HA CBOSI MarudeCKU peaqu3bM Jia MOIMpPaBU Ta3u
HECIPaBeUIMBOCT B UCTOpHsATa. JJ0OBp ydeHHK Ha AHIPUYEBOTO MalCTOPCTBO, MeproBuu cskami u ¢
TO3U CBOM pOMaH MPHUIIOMHS HEIO, U3pa3eHo OT AHApUY B pazkaza My /Ipoxkvinama ucmopus.

,»3aI[0 CHIIECTBYBAT Bb3BUIIEHUTE XOPa, aKO HE 3a Ja MPEcKoYaT Ta3u Taka HapeueHa PeaHOCT, WK aKo
HE MOTaT — Ja s 3200MKOJIAAT. AKO pealHOCTTa € caMO (DUKIHSA — a TS € QUKIUS, — ToraBa MOXe J1a Ob/ie
no6ezieHa oT apyra (pUKLKS ¢ HO-100p0 KaueCTBO M MO-BHCILI IIPOU3X0.* 8

VMeHHO 106K 1aBaliKy ¢ eHa QUKIHMs Apyra, Meprosud BHPBH CH3HATEIHO B PAa3Ka3a CH 0T34
Hanpell, oT XV kbM | rmaBa, oT choOlIeHHETO 3a cMBpTTa Ha PervHa xbM HEHHOTO paxkaaHe, OT
TOJISIMOTO KBM MAJIKOTO M CBBCEM YCIOBHO Ka3aHo, pa3bupa ce, oT ,,lomsamara IOrocnmaBus“ kbMm
,2Mainkoro CapaeBo®. To3u oOpaT, KOITO ce N3BBpPIIBA MOCTENEHHO B X0/1a HAa ISI0OTO TOBECTBOBAHMUE,
HO ce 3a0ens3Ba SICHO €Ba B HEroBUs (MHAJ, OCBEH BCHYKO JAPYro HMMa M OpraHu3upalia
KOMITO3UIIMOHHA (DYHKIUS, KOSITO IO MaHUEpa Ha J00puTe MailcTopu Ha MHEMOTEXHHKAaTa OCTaBs B
Ch3HAHHUETO SAPHK 00pa3-ClioMEeH MOoJI00HO Ha MUHHATIOpa OT cTapoleyaTHa KHUra. PomaHbT ce cBUBa
10 o0pa3a Ha KyKJIEHCKaTa KbIIMYKa, JO MailcTopcko OMXKy, KaKBOTO BCBHUIHOCT OM TpsOBajo 1a
MIPEJICTaBIsABA BCEKH JOOBP POMaH.

JlokaTo cMe€ B TEpPUTOPUUTE HA MOETHUYECKUTE TEXHHUKH, J1a MPUIIOMHUM KOJKO BaXKHO MSCTO
3aeMa 0Opa3bT Ha JIOMa B OENETPUCTHKATAa M €CEUCTHKAaTa Ha €Ha OT Hal-IPOYyTUTE MUCATEIKU OT

MOCTIOTOCJIABCKOTO IMPOCTPAHCTBO — I[y6paBI<a ereumq. Ta e cpea Haﬁ-l’[peBe)KI[aHHTe CbBPCMCHHU

7 Meprosuu, Munenko. Opexosu déopu. Codus, 2015, c. 106.
8 Aunpuu, Uso. 3nayu no nomsa. Ipadose u npedenu. Codus, 2012, c. 131.
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aBTOpH B bbarapwus, Taka 4e yuTATEIST U cCaM MOXe OBp30 J]a CH MPUIIOMHU pEenIa SIPKU MPUMEPH 32
J0Ma — TO3W MUKPOMOJIENI Ha YOBEIIKATa JINYHOCT, KOWUTO ThKMO €MUTPAHTHT MOJKE J1a OI[CHH M OITUIIIC
HA-ITBJIHO B IPUHYIUTEIHOTO CH OTKBCBAHE OT HETO.

be3 3HayeHMe nany MPOU3BEIACHUETO NPSKO Mpenpaiia KbM Ta3d TeMa, JOMbT — OyKBaJieH HJIH
MeTaopudeH — ce TOsBsSBa BBHB BICYATIISIBAIO HM300MJIME OT Bapuallik B TNPOM3BEICHHITA Ha
Yrpemnd. OcoOeHO BaXKHO € MPUCHCTBUETO My B CTPYKTypaTa Ha poMaHa Myszesm Ha Oe3yciosHama
kanumynayus (1998), HO chIIEBpeMEHHO U B poManute Munucmepcmeo na doaxama (2004) u baba
Hea cuecna suiye (2008), KakTo U B eceucTuuHUTE COOpHUIU Amepurancku peunuk (1993), Kyamypa na
nworcama (1995), Yemenemo 3abpaneno (2001). ChiieBpeMEHHO JOMBT € TeMa B Ipo3ara Ha YTpemy
OTIPEIN EMUTPAHTCKUS UM MEPUOJ, TOCCT MPEAU IOTOpas3laJaHeTo, M Ce cpella KaKTO B POMaHHTE
UJeppuya lsex 6 nanume na scueoma (1981) u @opcupane na pomana pexa (1998), raka u B KHUraTa 3a
neua Jomawnu dyxose (1988).

HimeHHO B KHUTaTa 3a Jiela € U3pa3eHa ejiHa OT TpaiiHuTe MeTadopy B ipo3aTa Ha Yrpenmy — 3a
OCTaBEHHTE OOYBKM Kpail HamyCcHATOTO OorHuiie: ,,KoraTo ce mpeceiBam — a J0cCera ChbM IO IMpaBHIIa
HSKOJIKO ITbTH — B KHJIUINETO, KOETO HAIyCKaM, BUHATW OCTaBsIM CTapu OOYBKH, 3a Jla MOTaT JOOpHTe
JIOMAIIIHU JTyXOBE, aKO IMOXKENasAT, 1a TPhrHAT cjel MEeH.” B Ta3u KHHWra ChIIEBPEMEHHO CE€ OTKpPHBA U
CHMBOJIMKATa Ha SIMIIETO, KOSTO € B OCHOBaTa Ha poMaHa baba flea cnecina siiye. IMEHHO upe3 CUMBOJIA
Ha SUIETO JOMBT B MpoO3aTa Ha YTPEInd MpUao0uBa CBOUTE MeTa)OPUYHU M3MEPCHUS Ha apXEeTHII,
KONTO — TMOJIOKEH B CTPYKTypaTa Ha BCSKa JIMYHOCT — ChueTaBa B ceOe CH KaKTO HOCTAITHATA 10
M3ryOeHUs pail, Taka U Ch3HAHUETO 32 MIFO30PHOCTTA Ha BCSKO 3aBPBIIAHE.

JIOMBT B TBOPYECTBOTO HAa YTPEIINY € BUHATU MPOCTPAHCTBO, PA3IBHATO MEKIY TYK-HU-Cera W
HSIKOTa-TaM, TOH € 00EKT Ha peIeKCUs U MUCIIOBHH PEKOHCTPYKIIMU U MMEHHO KaTO TaKbB CE€ SIBSBA B
pazHooOpa3Hu Bapuaiuu. [Ipu 1571010 cM pazHooOpaszue obade, BIEYATIISIBAIIO €, Y€ TPH YTpermnd
HSKOM OT Hal-3allOMHSIIUTE CE ONMMCAHWs Ha JIOMa TMPEJACTaBISIBAT yMalleHH MOJCIH, MUHHATIOPH,
110/100HO Ha ,,0peXOBHTE JBOPH™ Ha Munenko Mepropud. TOUHO OT TO3M THI € 0Opa3bT Ha SHIETO,
KOMTO TOKY-IIIO CIIOMEHAXMe, WIN KbIIWYKaTa 3a MTUIHU, WIH Ky)apbT, WIK KYKJICHCKATa KbIIUYKA —
BCE MHUHHJIOMOBE, UMETO Hail-XapaKTEPHO CBOWCTBO €, Y¢ YOBEKHT — U3THAHUK MOPAIH caMaTa MpUpoJia
Ha HellaTta — MOKe Jia TIOHece ChC ce0e CH B ITBTSA CH MPe3 )KUBOTA. [la, M TYK MOKEM J1a TO IIOBTOPUM —
JIOMBT € MPEIN BCHIKO MHEMOTEXHHKA. EJMH OT Ba)KHUTE YPOIIM HAa EMHUTPaHTa € J1a C€ HAy4H Ja [eH!

1 IIOMHH Haﬁ-CBKpOBCHHTC 3a YOBCIIKOTO CHUICCTBYBAHC HECIIIA.
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BripoueM MMEHHO 3apaju Ch3HAHHETO 33 HECUT'YPHOCTTA Ha J0MAa, KOETO TaKa M HE Halycka
W3THAHUKA, YTPeUMy BbBEXKAA 10 0COOCHO OpUTMHAJIEH HAauuH M 00pa3a Ha BJIaka KaTO €eMUIPAHTCKU
noM. He e m3HeHasia, ye B MOeTHMKaTa M BIAKBT-JIOM € CBBbp3aH C Kydapa-IoMm, Tbi KaTo U B JBara
ciyyas uMaMme pabota ¢ o0pas3u, KOUTO MmoeMaT B cebe cu uaedra 3a HEMOCTOSHCTBOTO M ITBTS, 3a J1a
3aTBBPIAT 32 TOPEAEH BT MHUCHIITA, Y€ JUIICHUT OT JJOM HOCH MHOI'O IOBEYE OT OCTAaHAJIMUTE JI0Ma B
camus cebe cu. HambnHO MHOMBHIyanaHA 4yepTa B IOETHMKaTa Ha Yrpewmuy € (akTwbT, 4e KypapbT U
BIIAKBT B HEWHATa OENeTpucTUKa omie oT pomaHa Myzesm Ha 6e3zycioenama xkanumynayus (1998) ca
TpailHO CBBbp3aHM C OoOpa3a Ha MaiikaTta. 3all0TO MBPBUAT E€MUIPAHT B Ipo3aTa Ha YTpelud B
JEWCTBUTENTHOCT € HE pa3Ka3BaukaTa, a HeiHata maiika. Ts e cBoeoOpa3eH apXeTHUIl Ha eMUIPaHTa,
I'BPBUSAT repoii-0exaHel B ceMeiHaTa HCTOPHSL.

B Myszeam na 6esycnoenama xkanumynayus, xoro JlybpaBka Yrpemud mocseniaBa TbKMO Ha
Maiika cu Bera Yrpemmu, BnakbpT KaTto Meradopa ce MmosiBsiBa JBa IMTH. B Havaioro Ha pomaHa
pa3ska3pT 3a Bllaka € BMBbKHAaT B ucrtopusara ,Kydap, mbiaen c s6pmuunm. CamMoTO NBTYBaHe,
npeMuHaBaHeTo Ha rpaHuuute (Bapna-Codus-[paromas...), rieakuTe Ha paspylieHata oT Bropara
CBETOBHA BOWHA CTpaHa — BCUYKO TOBA € OTCTPAHEHO OT OOMYaWHUTE MPEACTaBH 3a I'bTH, 3a Ja Obie
CUMBOJIMYHO ,,[TAKETHPaHO" B Ky(apa Ha MOMHUYE, TbTYBAILIO KbM CBOETO OBbJEIIE, KbM IPEICTABUTE CH
3a CeMENCTBO U 001 I0M.

Bropo mosiBsBaHe Ha Biaka-loM B pOMaHa € cjeJl Ioropa3najaHeTo W TOBa M3IbJBa o0pasa C
Jajed TMo-TeXKbK €MOLMOHAJTeH ToBap. /loMbT ce mpeBpblla OTHOBO BbB BJIaK B MOMEHTAa, B KOWTO
MalikaTa OCh3HaBa CBOETO OE3JOMHHMYECTBO B JIbp’KaBa, KOSITO Beue HE € AbprkaBaTa, oOMTaBajia 10
CbBCEM CKOPO, B I'paJl, B KOWTO JIOBUEPALIHUTE I'epoH (a Cpel TSIX U MOUYMHAIUAT M CBIPYT) ca 00SBEHU
3a BparoBe W mpejaaresnu. JJoMbT ce MpeBpblla BbB BIAK ClieJ MOCEUIeHHE Ha rpoba Ha MOYMHAIHA

CBIPYT:

,,Karo ce BbpHa BKBIIH, TS CEJHA B TOPELIOTO CH HOBO3arpeOCKO JKUJIMIIE — KaTO BbB BJIAK — CEJICIIC Thil,
0e3 oropa u 0e3 3Hame, 0e3 poArMHA, IOYTH Oe3UMEeHHa, 0€3 c6ou MACIOPT U JIMYHA KapTa, OT BpeMe Ha
BpeMe ce M3IpaBsllie W HaJHUYaIle Mpe3 Mpo3opelia B OYaKBaHE J1a BUIM TJEIKHTE Ha paszpylieHara oT
BOWHATa CTpaHa, 3aIl0TO BEAHBXK Beue Oermre BIKaana chbimuTe Tiieakn. Cenernie Thil B CBOETO JKHIIUIIE
KaTo BBB BJaK, 03 J1a 3aMHHAaBa HUKBJIC, 3aII0TO HAMAIIE Kb U IbPXKEIIEC B CKyTa CH IUHCTBEHOTO CH
MMYLIECTBO — CBOMTE all0yMH, €IMHCTBEHOTO JOCHE Ha CBOS KUBOT.

BJ'IaK’bT-}IOM B IIbPBUA cnyqaﬁ € HaydYaJl0 Ha IObTA — KbM HCIIO3HATOTO, KBbM HOBHA OOM, KBM

mo00BTa U Makap M300pPBT My Jla € MPEIOCTaBeH Ha SIOBIYUIIUTE, BCE MAK TOM € Ju4eH. BbB BTOpHA

® Vrpewmmnu, JlyGpaska. Mysesm na besycrosnama xanumynayus. Codus, 2004, c. 48.
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cllydail BIIaKbT-JOM Beue € He J0OpOBOJIEH, a HalokeH u30op. PasnamaneTo Ha oOuIus TOM € 4yKI0
JeiicTBHE, Ha KOETO TePOUHATA € €JHa OT MHOroOpoitHuTe >kepTBH. M ThI KaTto Tyk cTaBa BBIPOC 3a
npeoOphIaHe Ha MMbPBOHAYAIHUSA 00pa3, Be4e HE BIAKBHT € JOM, a JIOMBT C€ MPEBPHIIA BHB BIAK, a
I'bTYBAHETO, MaKap Ja € ChIIO MbTYBaHE KbM HEH3BECTHOTO, € MTbTYBaHE BEYEC HE KBbM JIFOOOBTA, a KbM
CMBPTTA.

B nposara Ha Yrpemmuu JOMBT ce MOSBSBA B OlIe pa3HOOOPAa3HU BapuUalliu — M KaTo My3eil, u
KaTo TBOPYECKHM JOM HAIpUMEpP, HO TOM, BEPOATHO 3allOTO Taka BHUMATEIHO € pasriexJaH U
AHAJIM3UPaH OT Pa3/IMYHU CTPaHU, CE MOSABSABA HE TOJIKOBA B HOCTAITMYHA CBETIIMHA, KOJKOTO I10-CKOPO
Ipe3 UPOHHUATA, Ta JOpU U yxkaca. IIpe3 upoHusAra, na xaxem, ce oriaexaa JOMbT-NOJI3EMHUE, JOKATO
[pe3 y)Kaca € aHaIM3UpaH aHTUAOMBT — TOECT JIOMBT KaTO JIOMAIIeH apecT WM HalpaBo KaTo 3aTBOD,
Karo ,,lIPOKBJIHAT ABOP‘‘, aKO CHU TOCITYXKHUM ¢ U3BeCTHaTa MeTadopa Ha MIBO AHAPHUY OT HETOBUS POMaH.

Bebmboct Heka KakeM, ye OM OWJI HauCTWHA JIUIIEH OT LSTIOCT 00pa3bT HA A0Ma, aKo JIUIICBA
HErOBOTO OTPULATETHO HU3MEPEHHE, AaKO OCTAaHAT HE3aCeUYCHU JEMOHUYHHUTE MY Bb3MOXKHOCTH.
AHTHIOMBT € TéMa, KOATO IPEIU3BUKBA CBOETO CBHIIMHCKO M3CIEABAHE, a aKO PEIIMM J1a MOTbPCUM
SpBK 00pa3el] B IOrOCIABCKUTE JINTEPATYPH Ha Ta3u TeMa, TOBA HAUCTUHA € TO3W MUHUATIOPCH POMaH Ha
NBo Anppuy, KOWTO TOM 3aroyBa Ja MUIIE MO BPEMETO MEXKIY JIBET€ CBETOBHU BOWHHU, a MyOJIUKYyBa
eBa JIeceT TOAUHU clieq Kpas Ha Bropara, pe3 1954 r. MoxkeM na kaxem, 4ye IIpokvanamusm 08op €
Hali-pa3rbpHATOTO NMPOMU3BENCHHE HA AHJPUY 3a HA/I30pa M HAKa3aHUETO Ha JIMYHOCTTA, MPU TOBA B
HETOBUS Ha-€K3UCTEHIIMAIMCTKU CMUCHJ, HO Ta3u TeMa HsMa Kak Jia He 00ceOBa MUCaHeTO MY U Jla He
Ce TOsIBSIBA M B JAPYT'H HETOBH MPOU3BEACHUS, KaTO CE MMa MPEABU OTKBJE TPHI'BA MUCATEICKUAT MY
nbeT — OoT EX ponto u beznoxoiicmea — KHUTUTE, KOUTO CIEA JUPUUYECKUS My JeOIOT B aHTOJOTHUATA
Hrvatska mlada lirika (1914), 6enexar nmpexonia My bpBO KbM JIMPU3UpAHATa 1PO3a, a CIIe]I TOBA U KbM
paskaza. O1iie B T€3U MbPBU KHUTH HAa AHJIPUY 3aTBOPHT U3HUKBA KaTO JIMTEpaTypHa TeMa, KOSITO OCBEH
TOBa UMa M CBOUTE JBJIOOKO JUYHHM OCHOBaHUs. [l0-HaceTHE MOKHPTUTEIHUTE OMHCAHUS HA YKUBOTA,
JUIIEH OT cB00O/Aa, HA YUCTO (DPM3MOJIOTHUYHUTE U3MEPEHHs, aKO MOXKE Taka Jia ce Kake, Ha poOCTBOTO
1€ Ce MOBTAPAT U B IPYTU HETOBH pa3Ka3v U pOMaHHU.

EnBa nu e usHeHanBamio, ye 3a equH nucaren karo Januno Kuii, koWTo cbe cBOsSi COOPHUK C
paskasu [ pobnuya 3a bopuc /lasudosuu (1976) m3Baxkma Ha CBETIO Ta3W Taka CMyIlaBalla TeMa 3a
3aTBOpa, AHApPUY € TOJIKOBA BaykeH W J0OuM mucaren. Hemo nosede — moxe aa ce kaxe, ye 3a Kumn
AHZIpUY € eIlUH OT Hal-TOJEMUTE My YYUTENIH. A TU CBHP3Ba U JTUYHOTO OTHOIIEHUE KbM Ta3u TeMa, U

OTHOIICHHUECTO HM KbM (I)peHCKI/IH CK3UCTCHIHUAIIN3bBM, U I/I306IJ_[0 Ha4yuWHa, I10 KOWTO JBamara
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BB3NpUEMAT UCTOPUSTA U IuTepaTypaTta. HeciydaiiHO ThKMO B KPATKOTO CH ece 3a AHJIpHUY, IPOYETEHO
MIpH TIOJTY9aBaHETO Ha MpecTkHaTa AHApuUYeBa Harpaaa npe3 1984 r. 3a kaurara My Exyukioneous Ha
muvpmeume, Jlannno Kum e cpaBHU JBaMaTa CH yYUTENIU B JuTeparypata — bopxec u Anzapud, u 1ie
ro HampaBU TOYHO CHPSMO HAYMHA, 110 KOHTO OMHCBAT MCTOpHsTAa HAa Oe34ecTHETO W cTpaxa. B Tesm
HEroBU JyMH C€ BUXKJ1a COOCTBEHOTO My OTHOLIEHHE KbM ,,Xa0ca Ha UCTOPHATA", KbM HAUMHA, IO KOWUTO
TS HaxJyBa B )kMBOTa Ha xoparta. 1 3a Kumi, ako Tps0Ba na ce moaueprae crienuaiHo, JIUTEpaTypara €
CPEeACTBO HA MOJUTUYECKHS KOMIMap 1a Ob/ie HAMEPEHO MPOTUBOICHCTBHE.

B mpearoBopa 3a aMepUKaHCKOTO M3naHue Ha I pobruya 3a Bopuc Jasudosuy Mocud Bponckn
MUIIe, Y€ eHO OT Hal-TOJIeMUTE AOCTOMHCTBA HA TaKWBAa KHHUTHU €, Y€ M300I1I0 ca ce MOSBUIM Ha 05
cBaT. Jla ce roBopu 3a 3J710TO € OrpOMHO M3IMUTAaHHME HE CaMO 3apaju 3a0paHUTE B €JHO TOTAIUTAPHO
00IIeCTBO, 3aCTpallaBamlo eIHAKBO KUBOTA M HA KHUTATa, U Ha HEHHMUS aBTOP, U HA HEHHHS YHTATEI.
TpynHoCTTa CbC 37I0TO €, Y€ TO € €KCTPEMHOCT, M3MUTaHHE Ipe]l €3uka. EKCTpeMHOCT, KOSITO ThpCH
CBOSI HOB €3HK. 3JIOTO € IpaHulla, KOATO TpsiOBa Ja ce MOTJeAHE OTBBJ. 3aTOBa M HAN-MBUUTEIHOTO
HEIIO 32 3aBbPHAIUTE C€ OT KOHIUJIArepPUTE U 3aTBOPUTE € KaK 300110 J1a pa3Ka)xaT MPeKUBSIHOTO TaM.
B wuskmrounTenHu ciiyyau NoJOOHM KOLIMAapu pakaaT OrpOMHM TajnaHTH. Kakro e Hampumep mnpu
Anpgpuu. Kakro e cpmo u npu JlparocnaB MuxailloBU4 — €IUH OT HAWCTUHA PEAKHTE CPBOCKH
nucaTelld, KOUTO HE caMO Clie[] M3JU3aHeTo ch OT ['onmM OTOK ycmsBarT Ja MOMOTHAT Ha peaula
MOJIMTUYECKH 3aTBOPHULIM U CEMENCTBATA UM J1a OLIEJIEST BBIIPEKU TEPOpa HaJ TAX, HO U MaliCTOPCKH Ja
IpeBbpHAT Ta3uW TeMa B JuTeparypHa. B ToBa ycmsBaT u cpbOckuar nucaten Mupocnas [lonosuy,
cnoBerckute Urop Topkap m bpanko Xodman, XbpBarcKusST AHTE 3eMIsip, MAaKEIOHCKHUSAT Mosan
Korecku...

AHTUIOMBT € MBUHMTEITHA TeMa HAUCTHUHA, HO TeMa, KOSITO UMa 3allo Ja Obae uzcneaana. Kato
ye JIM MHOTO HEJBYCMHCIEHO IO NMOKa3Ba JbIIEPSTa HA MONMTHUYECKHs 3aTBOpHHK Mopan Korecku —
SAcua Kotecka, kosito B kHurara cu Komynucmuueckama unmumnocm (2008) pasriexma mpoiieca Ha
KOHCTpyHpaHe Ha KOMYHHUCTUUYECKATa UHTUMHA U CeKCyalHa HopMa. EquH OT Hail-BaKHUTE MOMEHTH B
TOBa KOHCTpPYHMpaHE € HJiedATa 3a MPEeMaxBaHETO Ha CTasiTa OT MHTEpPUOpAa HA KOMYHUCTHYECKOTO
KUITUIIIE:

,,CTaSITa € KOITOp, HEC € SICHO KaKBU MpPA4YHU CHCTOSAHUA MOTaT Oa o003emMar KOMYHHUCTa B CaMOTaTa Ha
CTadTra — CTasATa € XpaHWIMIIC 3a ACBUAUU OT Haﬁ-pa3J’[H‘l€H THII. Fpaz[I/IHaTa Ha YyJAOBOJICTBHATA —
HY6J'II/I‘1HOTO HOpHOFpa(i)CKO MIpoOCTPpaHCTBO — BCUC € 3a6paHeHa (1)0pMa Ha XHUBCCHC, CCKCHT CTaBa
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KOJICKTUBCH, CaMO Y€ HC B CMHCBHJIA Ha 0c3060>1<z[aBama oprus, a KaTo II€PBEP3HO HABJIIM3aHE B

MHTMMHOTO IPOCTPAHCTBO Ha Apyrus‘. 1

Hexka Hakpasg cu moeMem AbX U OTCKOYMM OT TEPUTOPHUHUTE HA 3J0TO UpPE3 €IUH POMaH, KOWTO
u3nu3a npe3 1995 r. — cpiiarta roanHa, B KOSITO C€ MOSBSIBAT CIOMEHATUTE B HAYAJIOTO KHUTH 32 IoMa Ha
Wocun Octu n Henan Benmukosuu. ABTOp Ha TO3M POMaH € €JHA OT HAl-M3BECTHHTE M OCOGEHO
TaJaHTIMBUA CpbOCKkM mmcaTenku Ha XX Bek — Buaa OrHeHoBuu, a 3armaBueto ¢ Kwvwama Ha
mvpmeume mupucu. Ha npbB morien moHe TO3M POMaH HE C€ OTHACA /10 BOMHUTE, CHITBTCTBAIU
pasmananero Ha lOrocnmaBusi, HO B Jaje4yHa NEPCIEKTHBA HM3BHKBA acOlMAIlMM ChC ChBpPEMEHHATa
peaTHOCT, ThU KaTO HMHTEPHpeTHpa CHOUTHS OT Kpas Ha Bropara cBeToBHa BOIfHA, HAYajIoOTO Ha
KOMYHUCTHYECKHUTE peXUMHU 1 BpemeHara Ha WHpopmOopo n YIBA. Bp3npuemaiiku joMa Kato eaHa
oT MetadopuTe Ha 4YoBEmIKOTO, Buga OrHeHOBUY Ch3JlaBa POMAHOBA KOHCTPYKIUS, B KOSTO
CMHOHUMHUSATA MEX/ly pOMaHa U KbIlaTa HE € IbpKaHa BbH OT MOJIE3PEHUETo Ha unurtarens. I poMaHsbT,
KaKTO M KbIaTa — HAIOMHS aBTOPKaTa — ca TBOPEHHUS HA YOBEKa M CJIEAOBATEIIHO MPECTaBIsBAT
CBHJIETEJICTBA 3a HETOBOTO €CTETHYECKO YYBCTBO. ,,KbIllaTa Ha MBPTBUTE MUPHUCU B TO3U POMAH CE€
OMKCBAa KaToO MSCTO Ha Beye 3a0paBeHa eCTeTHuYecKa Mspa, B Hes SICHO C€ ycella HOCTalNrusTa o
M3ryOeHUTE 3J1aTHU BpeMeHa Ha Mo-100pHsl BKYC U (PUHUTE OOHOCKH.

Jla HaAHMKHEM B TO3H JIOM IIPE3 OUMTE Ha pa3Ka3Baya:

,,He, ToBa e chBceM OOMKHOBEHA KbIIa, MOCIOH. MUPHO, CUTYPHO, YIOTHO yOexuiie. JJo0bp nasuTen Ha
POJIOBH JIaTH, >KeJlaHus, NperpelleHus U nokasuus. (...) Tasu Kblia ch3aBa ycellaHe 3a CUI'ypHOCT U
YHCTOTA KATO HAKAKbB OIPOMEH KOIIIEep Ha HEYMOPHH IT4esd. BApHO, 1 T e rolsMa U IPOCTOPHA, CaMo Ye
110 HMIIO He HAMOMHS 3a OHE3U IPAHIOMAHCKH MOCTPOMKH, KAKBUTO CE M3IMIaT BbB BCHUKH BpeMeHa
KaTo IUTaJeNH Ha BuacTHuueckus TpuyMd. (...) THKMO HelHUTE YOBELIKU pa3sMepH Haii-MHOIO TOBOPSAT
3a OHE3HU JalleuHH, HABSAPHO MealM3UPaHy BpeMeHa Ha HeiiHaTa 10sBa, KOraTo 3a Xopara Mspara i BKyca
ca GUIIH BCe OlIe €TUYHU HOpMH.* 1

He e necno na ce mpeHebperne ToBa MaicTOpcku 0aBHO, MPOTSHKHO OABHO ONMHMCAHHWE HA €IUH
JIOM, KOWTO OTBapsi BBIPOCUTE 3a €CTETHUKAaTa THKMO Tpe3 Hail-ecTeCTBeHaTa WM OCHOBA — IIpe3
NpupojaTa Ha ceTuBaTa. BaxkHO €, 4e HIKAaK HEHATpPAIUIMBO, HO HU HAal-MallkO HEYBEPEHO Ta3H
MucaTeaka HaloOMHS 3a ,,4oBelKkaTa Msipa‘. M1 JOMbT, MOCTPOEH OT YOBEKA, U JIUTepaTypara, nucaHa oT
Hero — TpsibBa Ja MoraT Jia ma3sT MspaTa Ha CBOS ch3naren. Jla massar ChIIeBpeMEHHO U MUpPHCA, TO3U

00>KeCTBEH J1ap, KOWTO HEYCETHO Y4 YOBEKA Ha Mspa.

10 Korecka, Jacma. Komymucmuuxa ummuma. Cxomje, Temmaym, 2008. (LlutupaHo Mo eleKTpoHHATa MyOIMKanus Ha
kuurara: http://jasnakoteska.blogspot.bg/2008/10/2008.html (6.04.2018)
11 Ognjenovi¢, Vida. Kué¢a mrtvih mirisa. Beograd,1996, s. 32-33.
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W nexka cera, 3apaau Mmspara, IpUKIIOUMM Te3U HAIllM Pa3ChbXKICHUS TYK, Oe3 1a 3abpaBsame, ue
JOpU Hail-u3KycHaTa MaliCTOpKa B HCTOpHsTa Ha pa3ka3BaHeTo — lllexepasama — He e BApBana BbB

BB3MOXKHOCTTA UyJicCaTa Ha TO3U CBAT 1a 6’bI[aT C’b6paHI/I caMoO B €/IJHa HOIII.
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Dina MANTCHEVA!

Petko Todorov’s Plays and the Poetics of European Symbolism

Abstract

The paper examines Petko Todorov’s five symbolist plays (Masons, Strahil the Redoubtable Haidout,
The Fairy, Bride Boryana, and Dragon’s Wedding) from the perspective of European symbolist drama to
emphasize their common aesthetic principles and their specific originality. The comparative analysis thus
defined leads to the conclusion that Petko Todorov’s works follows the structural principles of Symbolist drama
yet they have their own specifics. The unconventional structure of the dramatic action and dialogue; the wide
use of music and painting in the staging of the plays as well as their new genre form make Todorov’s works
akin to the francophone Symbolist model. On the other hand, the moral dimension and the pervading national
atmosphere in the Bulgarian dramas betray their indebtedness to the Russian Symbolist drama. Finally, the de-
valorisation of the fantastic characters and the playing down of Romantic and realistic elements in Petko
Todorov’s dramas are totally unknown to the European Symbolist theatre. In this way, Petko Todorov’s dramas
are a peculiar combination of Symbolist poetics and influences of the Bulgarian national context. They follow
their own development and contribute hereby to the specific evolution of the Bulgarian modernist theatre.
Keywords: European and Slavic symbolist drama; Bulgarian modernist theatre; rewriting; fairy tales; legends

Pe3ome
IInecure Ha ITetko Tog0poB M MOETHKATA HA EBPONECHCKUA CUMBOJIU3IBM

Mopnepauctuaante apamu Ha Iletko 0. Tomopor (3umapu, Ctpaxuin ctparien xaiinytasa, CaMoanBa,
Hesecra bopsina u 3meiioBa cBat6a), ce pa3riex1aT B KOHTEKCTa Ha €BPONEHCKISI CHMBOIIMCTHYEH TeaThp, 3a
Jla C& OTKPOST €CTETHUSCKUTE UM MPUIIMKH U CBOeoOpa3Hu pazinuus. ChIIOCTABUTEIIHUAT aHAIN3 TIOKa3Ba 4e
HETPAJAUIIMOHHOTO CTPYKTypHpaHe Ha IpaMaTHYHOTO ACHCTBHE M JHAJIOTa B U3TPAKIAHETO HA ITHECHUTE,
IIMPOKOTO M3MOJI3BAaHE HA MYy3HMKaTa W M300pa3sHUTETHOTO M3KYCTBO, KAKTO W HOBaTa MM >XKaHpoBa (hopMa, TH
cpoasiBaT ¢ (paHKO(DOHCKUS CHUMBOJUCTHUEH MOJEI. A MOPaJHO-STUYHUTE HIOAHCH U IOJYepTaHaTa
HaI[MOHAJIHAa aTMocdepa B OBJITapCKUTE MPOU3BEACHUS Pa3KpUBAT BPh3KaTa UM C pycKaTa CUMBOJHUCTHYHA
npamatyprus. Ho moguepraHoTo npuHU3sBaHE Ha (AHTACTHUYHHUTE MEPCOHAKH, KAKTO M POMAHTUYHHUTE U
peaTuCTUYHHU eJaeMeHTH B ApaMute Ha [letko TomopoB 0TBEXAAT KbM HALIMOHATHUTE JIUTEPATYPHU TPATULUU
Y ca MOYTH HEMO3HATH B EBPOIICHCKUS CUMBOJIMCTUYCH TeaThp. Taka, MOJACPHUCTUIHUTE TBOPOU CBOCOOPA3HO
ChuUeTaBaT peIWIla acleKTH OT CHMBOIMCTHUYHATA IMOETHKA C BIMSHUETO HA COOCTBEHHS CH HAaI[MOHAJICH
KoHTeKCT. CaMOOHUTHATa UM CTHJIMCTHKA JaBa HAYaJOTO W OYepTaBa HACOKUTE B Pa3BUTHETO Ha OBITapCKUS
CHMBOJIUCTUYEH TE€ATHP.
KarouoBu nymu: EBponeiicka 1 cliaBSsHCKa CHMBOJIMCTHYHA JIpaMaTyprusi; ObJIrapcku MOJISPHUCTHYCH

T€aThbp; NPCHAIIMCBAHE,; TPUKA3KH, JICTCHAN

Petko Y. Todorov is considered the undisputed reformer of the Bulgarian theatre. He created
his innovative drama in the first decade of the 20th century. This was a time when the professional

stage was in upswing, and modernism was rapidly developing under the strong influence of European

! Dina MANTCHEVA est Docteur d’Ftat et Professeur des Universités en littérature frangaise au sein du département
d’Etudes romanes de I’Université de Sofia « Saint Clément d’Ohrid ». Elle a été chargée de cours en Etudes théatrales a
I’Université de Paris 8 au titre de Professeur associé, et a 1’Université de Paris 3 Sorbonne Nouvelle au titre de Professeur
invité. Ses recherches portent sur la poétique de la dramaturgie moderniste et avant-gardiste francophone et slave (bulgare,
russe, polonaise) depuis le symbolisme jusqu’au théatre de dérision et la scéne postmoderniste.
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fin de siecle trends. The Bulgarian National Theatre opened in Sofia in 1904 creating a demand for
plays on Bulgarian subjects written by Bulgarian authors. The members of the influential Modernist
circle Misal (Thought), Dr. Kristev, Pencho Slaveikov, Peyo Yavorov and Petko Todorov, were no
less concerned with the development of the Bulgarian theatre. Their aesthetic goals, however, were far
broader than the issue of a domestic repertoire and sought to open up the new Bulgarian literature to
the modern tendencies in the West.

After Pencho Slaveikov became director of the National Theatre in 1908, he advocated the idea
that art was autonomous and should be free from political propaganda. Peyo Yavorov, then artistic
secretary of the National Theatre, expressed the spirit of innovation both as playwright and stage
director.

The writers of the Misal circle saw Todorov’s dramas as an expression of the new poetics; they
admired “the dreams of the modern poet seeking to further the cultural and ethical rebirth of the
common people by way of novel ideas and new stylistics.””?

The supporters of traditional realist drama, which prevailed in the immediate post-liberation
period, opposed the unconventionality of Todorov’s dramas because they destroyed the generally
accepted theatrical form, close to European Symbolist stylistics: absence of clear-cut conflict and full-
fledged characters, excessive focus on detail at the expense of the whole. The criticism of the realists
only highlighted Todorov’s innovative aesthetics.

Petko Todorov’s contribution to the growth of Bulgarian modernist drama is widely
acknowledged by critics. A number of studies focused on the Modernist elements in the dramatic
structure and the use of Bulgarian folklore. The parallels with Symbolist poetics draw attention
exclusively to certain aspects of Maeterlinck’s stylistics®, such as the death motif and the static action.
However, the works of the Belgian playwright by far do not cover the whole gamut of symbolist trends
in Francophone drama. Todorov has not been studied from the perspective of Slavic Symbolism, which
emerged at the turn of the 20" century and had an almost instantaneous effect on the domestic stage.
Therefore, a broader comparison between his plays and Francophone and Slavic Symbolism would
emphasize their common aesthetic principles and the originality of the Bulgarian dramatist. My
analysis will focus on Todorov’s five symbolist plays: Masons (1899), Strahil the Redoubtable
Haidout (1903), The Fairy (1903), Bride Boryana (1907), and Dragon’s Wedding (1910). (3uoapu,

2 I-p Kpncres, Kp. ,,Ilesen Ha Bons u Muagoct”. IN: Mraou u cmapu. Kpumuuecku ouepku 6bpxy OHewHama 6v12apcka
numepamypa, Tyrpakan, 1907. http://slovo.bg/showwork.php3?AulD=308&WorkiD=11391&Level=2 (11.05.2018)
3 Jlykosa, Kanuna. Excmasume na épememo. Mopuc Memepnunk u 6vreapckama ymonus 3a CUMEOAUCTMUYHA OpaMd.

Byprac, 1999.
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Cmpaxun cmpawen xauoymun, Camoousa, Hesecma bopsina, 3metiosa ceamba). Special emphasis

will be placed on plot, typology of dramatic personae, dramatic action and genre characteristics.

Petko Todorov’s Aesthetic Views and Symbolist Poetics

Similarly, to the bulk of Bulgarian writers after the liberation from Ottoman domination in
1878, Todorov acquainted himself with European literature (including the Symbolist movement)
during his studies in France, Switzerland (1896-1897) and Germany (1898-1904). In addition, he
developed a strong interest in Slavic literatures while working on his doctoral thesis (on the contacts
between Slavic literatures and Bulgarian literature) which he failed to defend for administrative
reasons. Belonging to that period are his articles on Ibsen, Shakespeare, Herzen and Tolstoy
demonstrating a thorough knowledge of European and Slavic writers.

Todorov’s aesthetic views crystallized in association with the theoreticians of the Misal circle
Pencho Slaveikov and Dr. Kristev. He shared their idea that Bulgarian literature needed modernization
without thereby sacrificing its authentic originality. In a letter to the Ukrainian writer Kobilyanska,
Todorov points out that in the beginning Bulgarian literature came under the influence of the Russian
narodniks, French novelists and Italian and German poets. Being a Bulgarian, he had to fight foreign
influences so as to restore the spirit and originality of the national culture®.

The individualism of the Bulgarian dramatist based on his readings of Nietzsche and
Schopenhauer ran counter to the strong social elements and moralizing tone of the post-liberation
Bulgarian literature. The young writer criticized the trend on the ground that its short-term political
objectives were closer to journalism. Also, he rejected Naturalism, then dominant in France, since, in
his words, “the documentation and imitation of reality’s ugliest aspects tells little about the truth and
meaning of human existence’.

In line with the European Symbolists, the Bulgarian author argued against vaudeville and
melodrama, which, in his opinion, avoided major philosophical and ethical issues. Designed for “the
mere entertainment of the crowds”, they offered simple dramatic action instead of “inner poetic
depths™®. Todorov shared the Symbolist tenet that genuine art has to be directed inwards, towards the
soul. This, according to him, is best exemplified by Russian and Scandinavian literatures. The

Bulgarian modernist was captivated by the “gentle touch of humaneness™ and “natural simplicity” ’ in

4 Tomopos, Iletko 0. Cvbpanu cvuunenus 6 4 moma. Hucma. T. 4. Pen. J1. Teoprues.Codus: brarapcku nucaren, 1981,
C. 445.

® Tonopos, Metko 0. Crassanume u 6vazapckama aumepamypa. Codus, Xemyc, 1944, c. 125,

& 1dem, c. 193.

" 1dem, c. 125.
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Tolstoy’s work. He was also strongly impressed by Ibsen’s dramas and their characters. In his words,
they represent the most intimate recesses of the mind searching for truth, freedom and beauty.

The Bulgarian playwright repeatedly acknowledged his indebtedness to the innovative
techniques of the Symbolists whose aim was to suggest ideas to the empathetic reader rather than
impose them didactically. He valued highly Maeterlinck’s stylistics and the poetic atmosphere of his
symbolic dramas but disagreed with their tragic subjects. In his opinion, the tragic lot of Maeterlinck’s
protagonists haunted by death was not a subject of lasting interest for literature. This recalls the ideas
of the Russian symbolist Alexander Blok.

Todorov did not share the Francophone belief in elitist art created for the initiation of the chosen
few into mystic secrets. Similarly, to most Slavic Symbolists, the Bulgarian Modernist addressed his
works to larger audiences to encourage their cultural and spiritual transformation. He thought that
eternal beauty, love and the religious feeling in art could engender faith in a nation that had lost its
morale and spiritual power during the five centuries of Ottoman bondage. In an attempt to turn his art
into a “national religion™® capable of creating a new culture of its own, Todorov turned to Bulgarian
folklore. According to him, “folklore is the secret repository of the Bulgarian soul” that “never failed
to strike a chord in the heart of every Bulgarian.”®

The use of folklore motifs is common to European Symbolist drama as well. Both West
European and Slavic writers associate the naive simplicity of folklore with the lost pristine sensibility
of primitive man and his ability to decipher the mysterious messages of the invisible world. Therefore,
the fantastic folklore stories about miracles, fairies and supernatural heroes were conceived by the
Symbolists as a key to the cryptic knowledge of antiquity.

Whereas European playwrights, who sought universal truth in folklore, turned to samples from
remote lands, most Slavic writers turned to oral literature in relation to their own context using their
national folk tales, myths and legends. Thus, Petko Todorov's interest in Bulgarian folklore associates
him more closely with the Russian and Polish symbolism than with the West European representatives
of the trend.

His special contribution in this regard was however his conviction that Bulgarian literature
originated in folk traditions. His search for the genesis of individual writing in folklore aimed to
develop some of the hidden aspects of it and recalls the Symbolist approach to the world, which sought

to go beneath the visible rind of phenomena and penetrate into their secret essence.

8 |dem, 323.
® Tomopos, Iletko 0. Cvbpanu cvuunenus 6 4 moma. Hucma. Op.cit., ¢. 309-397.
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Folklore plots in Todorov’s Dramas and the European Symbolist Theatre

Todorov claimed that true art is concerned with the “re-working and nuancing of ~folklore™°.
He himself drew freely from the then popular collection “Bulgarian Folk Songs” compiled by the
Miladinov Brothers®!.

The plots of his five symbolic dramas are indebted to the same source. The play Dragon
Wedding recalls the folk song Rada and the Dragon which tells about the abduction of a girl by the
dragon who is in love with her. The motif of love between a fairy and a shepherd, which figures in a
number of folk songs, is at the core of the intrigue in the drama Fairy. The legend of Strahil the
redoubtable voivoda who is captured by the Turks underlies the plot of the eponymous play. The folk
epic about the immuring of a young bride or her shadow into a building to make its foundations
stronger is reinvented in the play Masons. The plot of Bride Boryana is not borrowed from a folk tale,
yet the idea of the big cask, “even God could not imagine” 2, which was able to transform the entire
world bringing joy and happiness to people, recalls the magic objects in the fairy tales.

Originating in Bulgarian folklore, the above elements also resemble the fairy tales and legends
used in European Symbolist drama. For example, the fairy tale Sleeping Beauty by the Brothers Grimm
is similar to the plot of four francophone plays: Maeterlinck’s Les Sept Princesses, Trarieux’s Le Songe
de la Belle au bois, Bataille and d’Humiere’s La Belle au bois dormant and Lorrain’s Yanthis. The
plot of The Sacred Blood by the Russian Symbolist Guippius recalls Andersen’s fairy tale The Little
Mermaid. The legend of Merlin the Wizard underlies Schure’s Merlin [’Enchanteur and Lorrain’s
Brocellande.

The mode in which Petko Todorov rewrote the folk tales carries overtones from the
Francophone and Slavic Symbolists. He retains the general outline of the plots, dispensing with details,
and sticks to the straightforward action, the stereotyped protagonists and the stylized language. At the
same time, he introduces modifications, which allow for a new interpretation and add a symbolic
dimension to the folkloric action.

The departures from the folk tale become most prominent in the changed denouement of the
familiar stories. Similar to the European Symbolists, Todorov offers a new finale to the fairy tale thus
infusing it with new life. In this way, he sought at once to uncover the secrets of life buried in the fairy

tales and to bring them in rapport with the specific historical moment, thus linking them to the present

10 Tonopos, Ietko 0. Cvbpanu cvuunenus 6 4 moma. Cmamuu, T. 3. Pen. H. Togopos. Codus, Beirapcku nucaren,
1980, c. 323.

11 In 1861, Dimiter and Konstantin Miladinov published their famous collection of 665 folk songs, proverbs, riddles etc.
The collection marks the peak of Bulgarian folklore studies during the National Revival period.

12 Tonopos, Tetko 0. Cvbpanu cvuunenus ¢ 4 moma. Jpamu, T. 2. Pen. H. Tonopos. Codus, Brirapcku nucaren, 1980,
c. 176.
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day problems and the future development of their country. For example, whereas the girl from the song
Rada and the Dragon outwits the enamoured dragon and returns home, Tsena in Dragon’s Wedding
is attracted by the carefree life with the strange beast and follows him against her family’s ban. In
many folk tales, the dragon’s love for the maiden leads to her illness and eventual death; in Dragon’s
Wedding Tsena is killed by her own brothers. She dies in an attempt to protect her dragon lover from
her brothers. Her death becomes a symbol of the backward social conventions in the patriarchal
society.

Unlike the fairy in oral lore, who escapes into to the forest after finding the dress hidden by her
husband, Fairy Gyurga in the eponymous play is quite happy in the village and has no desire to go
back to the mountain. What she finds suffocating is the outdated patriarchal way of living, which has
thoroughly changed even her own husband, the shepherd Stiliyan. In most folk tales, the fairy destroys
the person she is in love with; in The Fairy the evil force that ruins the lover and destroys his spiritual
yearning for beauty, turns out to be the very environment he lives in. As the protagonist admits at the
end,” You have won the bet, after all, you did not kill me, I was undone by the people around, now I
am looking and do not see, | am listening and do not hear*3. This new ending of the fairy tale reveals
Todorov’s individualistic views. In contrast to most post-liberation writers who associated society’s
moral values with the collective interests, Todorov stresses the individual’s striving for self-fulfilment
and freedom and his rebellion against the age-old conventions, customs and traditions. That is a new
motif in Bulgarian literature reflecting the specific national context of the late nineteenth century - a
time marked by the break-down of old moral norms and mores.

The flight of the free spirit that has rebelled against the constricting environment carries strong
romantic overtones. But the portrait of the man yearning for the new and the unknown in the face of
inexorable fate contains however certain Symbolist motifs. They are characteristic of the Slavic variety
of the movement and are absent from francophone Symbolism which foregrounds the mystical and the
occult. For example, Russian Symbolists borrow heavily from folk legends in order to express the
strong desire to break old-fashioned moral norms and emancipate themselves from the shackles of
social conventions. In a similar fashion, Todorov rewrites the folk legends in an attempt to explain the
specific historical destiny of his country.

The drama Masons tells the legend of master Manol who finally succeeds in completing the
collapsing bridge by immuring the shadow of his wife into it. The folk legend ends with the completion
of the bridge and the woman’s sacrifice. However, Todorov’s play continues with the detrimental

consequences for the masons who break their vow to immure the first woman who comes to bring

13 1dem, p. 129.
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lunch to her husband. Instead, they immure the bride of their bravest friend who is away fighting the
looting gangs of kurjaliis. Besides, he never took the vow with them. In this way, the completed church
meant to strengthen the faith of the community, becomes instead the locus of contention and discord.
Fearing the shadow of the immured Rada who haunts the church, the peasants would not set foot inside.
The bridegroom Christo, who returns home after defeating the plunderers, leaves the village in despair
because of his friends’ betrayal.

The theme of trespassing conventional moral norms emerges as a leitmotif in the modernist
drama. It is treated as a dilemma both within the family and in the community. Doncho, the main
culprit for Rada’s death, breaks loyalty to family traditions'4. The peasants’ decision to nominate
Christo for the leader of the band fighting the brigands triggers Doncho’s envy and jealousy because
Christo is his rival in love. Doncho refuses to join the band and even surrenders his weapon, which he
has inherited from his grandfather, the founder of the village community. The act of surrender is read
as a gesture of renunciation of the community itself and he is excluded from the village.

The departure from moral values characterizes the behaviour of quite a few young people. As
some of the masons bitterly emphasize, their children betrayed their Christian faith by even adopting
Islam. Some of them fight on the side of the Turks and the kurdjali invaders and are described in the
play as “our children that dared set fire to their own homes™°.

In Todorov’s Modernist reading of the folk legends, the theme of apostasy ruining the ideas of
one’s youth is part and parcel of the leitmotif of betrayal of moral values. Unlike the folk legends about
Strahil the Redoubtable voivoda, which celebrate his bravery and defiance of the oppressors, in
Todorov’s eponymous drama Strahil takes to arms after an unhappy love affair. Milkana, whom he
loves and who loves him, elopes with another man to secure herself a safe existence. Thus, she betrays
her own youthful ideal for freedom and independence. With Todorov, the idea of betraying love and
self-betrayal is matched with the motif of beauty that will rejuvenate the world. While the folk legend
ends with the capture of the brave haidout, the drama‘s finale leads to Strahil’s dream to die a beautiful
death behoving a haidout’s honour - wearing a white shirt and the wind blowing into his hair. Todorov
commented that the hero’s beautiful death is one of the most fascinating motifs in Bulgarian oral lore®®.

The device of mixing legends and Biblical stories, fiction and historical facts is another way in
which modernistic plays modified the folk story, giving it more general symbolic meaning. The theme

of love, which transforms the fearful dragon into a noble man, carries romantic overtones in Dragon’s

14 Ypanosa-T'uprunosa, Mapuera. Bianose no modepna opama. (Apamamuueckusm npoexm na Ilemxo Todopos). U3n.
uentbp bosu [enes, Codus, 2010, c. 147.

15 Idem,p. 39.

18 Tonmopos, Metko 0. Coopanu couunenus 6 4 moma. Cmamuu. Op.cit., p. 193.
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Wedding. The Christian motif of predestination underlying the drama Strahil the Redoubtable Haidout
is modified into the theme of the morally weak person who wrecks his life.

The syncretism of Todorov’s dramas aligns him with the Symbolist poetics. While the
francophone authors use syncretism to step up the a-temporal and metaphysical elements in their
works, Todorov, similar to other Slavic Symbolists, introduces customs, rites and rituals to add
national colour. The working-bee round the bonfire, the festive horo dance on the village square or the
lad snatching his lass’s bouquet are set in fictional rather than geographical spaces borrowed from
folklore. Yet the decor in his plays places their action in the 19" century Bulgarian village and not in
an indefinite past, as it happens in symbolist dramas. This strategy of bringing folklore stories closer
to contemporary audiences is unknown neither to the Francophone symbolic drama nor, in a large

measure, to the Slavic modernist works.

Typology of Dramatis Personae in Petko Todorov and in Symbolist Drama

Todorov’s dramas are inhabited by two types of personae: life-like characters and supernatural
creatures. They recall the Symbolist drama distancing the works of the Bulgarian author from the local
environment and lending them a deeper philosophical meaning. Nonetheless, similarly to Russian and
Polish Modernists, Petko Todorov preserves some of the authentic Bulgarian atmosphere. The
characters wear national costumes; the fantastic dragons and fairies borrowed from oral lore, live in
the Pirin and Balkan Mountains or appear in local villages. The national characteristics of the
protagonists is further underscored by their speech, punctuated by archaic, old Bulgarian or dialect
words creating the atmosphere of the bygone world of legend.

The tendency to use fantastic beasts from folklore is characteristic of other Slavic writers, but
in Todorov’s dramas the supernatural creatures resemble real-life humans which detracts from their
mystical halo. Thus, the dragon from Dragon’s Wedding, who rides a miraculously fast green horse,
which takes him to his cave in no time, wears an ordinary peasant garb. His human clothes hide the
fish scales covering his body and enable him to engage in typically human activities, for example
making a bonfire, preparing breakfast or milking the goat. The life of Fairy Gyurga is not very different
from that of peasant women either. She tidies up her house, minds her baby and cooks dinner for her
husband. The common daily routine humble down the supernatural element, which can be explained
with the strong realistic tradition and the underdeveloped Romantic aesthetics in Bulgarian post-
Liberation literature. Yet, in the stage directions in the first version of Masons, Rada sings a folk song;

in the second version, the silhouette of the immured girl is totally silent and vanishes in the darkness.
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This change manifests Todorov’s intent to enhance the mystical effect quite in line with the poetics of
Symbolism.

As far as the human characters, they too fall into two groups in the plays. In the first group are
the parochial old-fashioned people with no imagination and dreams who lead a grey and monotonous
life. The other group are men of free spirit yearning for the new and the unknown. Christo from Masons
is one such character who dreams of building a tall church, which will reach the skies instead of the
dug-in temple the masons are building, which symbolizes the slave mentality of the people. Rada has
had enough of the sheltered life and is fascinated by the call of the wild. Nikola from Bride Boryana
is haunted by the idea to change the world order by building an enormous cask holding the happiness
of all people. Tsena from Dragon’s Wedding is strongly attracted by the wilderness where no one has
set foot; she wants to touch the sunrise and sunset and learn the language of flowers. Strahil wants to
hear “the wordless tales of the Balkan Mountains”*” overwhelming him with their intensity and making
him forget reality. It is at such a moment of contemplation that he is caught by the Turks. In the legend,
he is killed in a battle, fighting alone against the enemy troops.

The contemplative stance of the dramatis personae and their striving after the unknown recalls
the protagonists of the francophone and Slavic Symbolist theatre. Elkana from Elkana’s Parables by
the French Symbolist Gabriel Trarieux leaves her rich home in search of the unknown. German from
The Song of Fate by the Russian poet and dramatist Alexander Blok is drawn by the invisible force of
a mysterious song and takes to the road to find the unknown singer.

Todorov underscores the polarization of his protagonists by the symbolism of their names and
by their specific speech. The proud and courageous Christo from Masons who was the first to take up
arms against the plunderers bears the name of the Saviour, sacrificed his life to redeem the sins of men.
The name of the heroine Rada evokes joy.

The speech of the characters is rich in metaphors and reflects their complex inner life. It carries
references to the golden light of sunrise, the joyful laughter of spring and the cool fragrance of the
deep forest. It is not by accident that they manage to establish an invisible spiritual contact with both
mysterious supernatural creatures and with one another.

Even before meeting the Dragon, Tsena could feel the spell of his invisible presence. The
moment she lays eyes on him, she voluntarily follows him. The mysterious attraction of souls,
characteristic of Symbolist poetics, is emphasized by the Forest Dragon himself, “We only exchanged

glances... no words were needed.”'8, Such an invisible glamour sparks instantaneously between

1 Tonopos, Metko 0. Cvopanu couunenus 6 4 moma. Jpamu. Op. cit., p. 148.
18 |dem, p. 229.
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Stilyan and Guyrga in the play The Fairy. The shepherd enchants the wood nymph with his magic pipe
and succeeds in outplaying her and even marrying her. She, for her part, spellbinds him with her fairy
eyes so that he completely forgets the world around him.

Unlike them, however, the representatives of the conservative patriarchal world often use
traditional folk wisdom, handed down from generation to generation. Their borrowed discourse
deprives them of individuality and implies that they do not have an idiom of their own. Sometimes,

9 ¢

these characters lack proper names and are generally referred to as “mason one” “mason two”, “boy

one”, “girl one”. In this manner, their belonging to the collective is emphasized.

The francophone Symbolist drama also makes use of folk proverbs and sayings but their
function is to bring the characters closer to the lost sensibility of the past rather than to convey a moral
message, as is the case with Bulgarian drama.

The repetitive, rigid and unchanging patriarchal norms have also a moral dimension, which is
quite different from the Symbolists’ philosophical view of life as a series of recurring cycles. The
peasants who safeguard the patriarchal mores repeats the life pattern of their ancestors whereas for the
spiritually elevated characters repetition involves some evolution as well. By being ready to shelve his
family in order to help others, Nikola from Bride Boryana takes after his proud father. However, he
also dreams of making a huge cask and thereby change the world; something that his father never
thought of.

The growth of the creative personalities is mirrored in several pairs of secondary characters.
For example, the love between Mad Cap and Kalina in Strahil the Redoubtable Haidout recalls the
relations between Strahil and Milkana in their youth. Whereas Milkana, who is in love with Strahil, is
unable to rise above the patriarchal traditions and continues to live with the memory of her unrealized
love, young and bold Kalina stands by Mad Cap’s yearning for a free and unrestrained life. Not only
is she determined to follow him, if he goes to the mountain to become a haidout, but is also ready to
serve as a standard-bearer of his band. Thus, the spiral-like movement upward marking the actions of
the creative individual expresses Petko Todorov’s idea that only the strong and worthy individuals can
contribute to human evolution.

The polarization of spiritually developed characters and those representing conservative
traditions is absent in francophone Symbolist dramas, but it can be found in Ibsen’s and Blok’s works.
However, in Russian drama, the juxtaposition of the two types of characters is on a social rather than
on a moral basis, as is in Petko Todorov.

Blok’s characters probe into the unknown and preserve their spiritual purity because they

remain close to the ordinary people. Contrariwise, the Bulgarian characters are typically the wealthiest
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and most prominent young men and women in the village. They come from respected families and
despise the rigidity and stagnancy of patriarchal traditions. Their behaviour expresses Petko Todorov’s
view about the individual as a bearer of a new morality.

The freethinking Russian characters do not give up their yearning for the unknown
notwithstanding the grey monotony of the surrounding world. In contrast, some of the Bulgarian
characters do change under the pressure of the daily routine, which reproduces centuries-old patterns.
Thus, Stilyan from The Fairy completely loses his taste for beauty and forgets all about his yearning
for the unknown after he comes back to the village accompanied by his wife. Always frowning and
grumpy, he neither feels joy at his young child, nor even talks to his pretty wife, because, as he himself
says, “all that we had to say to each other, we already did.”*® His life seems to exemplify his thought
reminiscent of a folk proverb, “once you take root in the ground, you may reach the sun up there but
sooner or later you will fall over your roots.”?°

The picture of the community is more complex in Petko Todorov’s works. Even though its
members have adopted patriarchal conventions and customs totally rejecting the individualistic
dreams, they are not estranged from moral virtues either. For example, having spared their wives and
sacrificed innocent Rada in the church, the masons from the eponymous play are tortured by remorse.
Doncho who brought Rada to the church in order to avenge Christo realizes that he has sinned and
hangs himself.

The opposition between the strong and independent individual and the patriarchal environment,
characteristic of Todorov’s individualistic views resembles the Romantic conflict between the hero
and the faceless crowd. For its part, the influence of the environment on the character betrays the
aesthetics of Realism. This peculiar mixture of diverse aesthetic doctrines in Bulgarian Modernist
drama is absent in the francophone Symbolist drama and almost imperceptible in the Slavic symbolist

theatre. It is this particular distinction that sets apart Todorov’s characters.

Dramatic Action

The dramatic action in Petko Todorov’s works follows the structural principles of Symbolist
drama yet it has its own specifics.

Unlike the traditional play, which abounds in logically related events, the action in Todorov’s

Modernist dramas does not develop in a clearly defined pattern. There are no strong dramatic clashes

19 |dem, p. 113.
20 |dem, p. 109.
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and conflicts between the characters either. The external dynamics so characteristic of the conventional
stage are superseded by the inner tension, anxiety and undefined aspirations of the dramatis personae.

Thus, the action in Strahil the Redoubtable Haidout and Bride Boryana is reduced to a long
conversation in which the beginning and ending almost coincide. The only event in the first play, the
meeting between the haidout captured by the Turks and his once beloved Milkana, happens at the very
outset of the play. The dialogue between the two constitutes the centre of the play but does not result
in any additional action. No new characters appear that may generate further change. All five dramatis
personae, priest Nikola, his daughter-in-law Milkana, his daughter Kalina, her lover Mad Cap, and
Strahil voivoda stay on the stage until the very end of the scene. The lack of external events is
substituted by the nostalgic story about youth that has passed and hopes that have been frustrated. This
story causes rising anxiety in Strahil and Milkana’s souls.

There is no external dramatic tension in Bride Boryana as well. The play opens with Nikola’s
absence from his native home and closes with his decision to leave it again. Thus, the only event,
Nikola’s return to his young wife Boryana and their young child, his mother and his foster father,
ending with his departure, harks back to the initial situation. The conflict between the cask maker,
who wants to make the whole world happy, and his family clinging to the routine of patriarchal
conventions, does not change either. Yet, this conflict determines Boryana’s growing anxiety and
torments later in the play. She is unable to understand the aspiring soul of her husband. The young
wife does not realize that the reason for his alienation derives from the monotonous routine of the
patriarchal traditions rather than from lack of love for her. The psychological gap between Nikola and
his family is deepening and this is what steps up the inner tension in the play. The rest of Todorov’s
dramas also centre on the emotional tension between the characters thus lending a static quality to
them. The main events happen outside the stage.

In Masons, all important elements of the intrigue - the atrocities of the kurdjalis, the invasion
of the village, the heroic resistance of the Bulgarian band led by Christo, which makes possible the
completion of the church, even the immuring of Rada into its foundations - they all are told by the
characters rather than shown on the stage. In Dragon Wedding, the audience cannot see the fantastic
dragon riding a winged horse and leading Tsena away from the village. The peasants’ approach to the
Dragon cave that the enamoured couple is watching with growing alarm is not shown either.

The preponderance of narrative over action is clearly visible in the way the dramatist reworked
his own dramas. As critics?! point out, Todorov reduces events in favour of the dramatic tension in his

characters.

21 Uganosa-I'uprunosa, Mapuera. Op.cit., p. 102.
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The new dramatic structure mentioned by the first students?? of Todorov’s plays suggests the
influence of Symbolist poetics. It foregrounds the subtle trepidations of the human souls, their
mysterious attractions, their relationships with unknown forces and worlds rather than the visible
reality that Symbolist artists tend to deemphasize.

Nonetheless, unlike the francophone Symbolist plays, the events outside the stage, albeit hidden
from the audience, are not totally detached from the stage either. They are usually told by the
participants in them or by accidental eyewitnesses and not by stories heard by someone quite by chance
as it happens in Macterlinck’s plays. For example, in Masons, the onslaught of the Turks is represented
through the appearance of a large group of peasants running away from the intruder. In The Fairy the
fantastic wood creatures tell about the life of the shepherd in the mountain but the stage only shows
life in the village.

The plethora of events concentrated in a short span of time also contributes to the dynamic
unfolding of the individual scenes. Thus, in Masons, all actions, from the threat of invasion hanging
over the village to the deceit of the builders who sacrifice the bride of their brave friend, are packed
into three consecutive days in September. The contrast between the three acts full of external events
and the static fourth act strengthens the sense of external dynamics in the beginning of the play. The
ending is fraught with inner tension: it takes place a month later when the church is already completed
and the masons are full of remorse because they are becoming increasingly aware of their sin.

Similarly, to Symbolist poetics, the events of the action hidden from the audience de-emphasize
the actions of the behaviour of the Bulgarian characters and shift the attention towards the Symbolist
view that one is unable to attain the invisible truth of being; appearance is all one can see.

In The Fairy Stilyan’s decision to leave his beloved fairy Gyurga instead of going back to life
in the mountain is hard to explain all the more so that earlier on Stilyan rebels against his mother who
stands for the patriarchal family. Gyurga’s behaviour is no less strange. She has waited for the return
of her husband more than a year before she decides to go find him. Besides, it is she, not the shepherd,
who is used to life in the woods. She needs his support badly because she is carrying his child. Later
on, she takes care of the baby herself.

The absence of clear motivation in the characters’ behaviour is emphasized in the peculiar kind
of dramatic dialogue. It is dominated by small talk about everyday life and the patriarchal routine and
is not in any way connected with the dramatic intrigue. Against this background, the important verbal
conflicts between the characters are not highlighted. Rather, they are strangely played down. In The
Fairy, the relations between the shepherd Stilyan, the fairy Gyurga and young Boiko are quite fuzzy.

22 |dem, p. 96.
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The audience is at a loss about whether Stilyan wouldn’t let his wife dance a horo because he is jealous
of Boiko or because he resents her free spirit and is vexed by her desire to have fun. Even the conflict
between Doncho and Christo in Masons rooted in love and morality, is not developed through long
verbal exchanges. On the one hand, the two characters rarely meet on the stage; on the other, even
when they do, their dialogue is often interrupted by quarrels between masons.

The new dramatic structure of Todorov’s plays close to Symbolist poetics determines the new
type of exposition and inception. In Bulgarian Modernist dramas, like in Symbolist theatre the
exposition is not only laconic and incomplete but tends to dissolve in the entire text. Instead of
explaining the initial intrigue bearing on the relations between the dramatis personae in the past, and
motivating the ensuing development, it focuses on the vague beginning hereby implying the
illusoriness of visible reality.

In Bride Boryana, Nikola’s frequent absences from home, where his young wife and young kid
expect him, describe him as an irresponsible guy, a drunkard and a good-for nothing. It is not until the
very end of the play that it becomes clear that his behaviour has been driven by his ambition to make
a huge cask that will hold the entire world, and rivers of human happiness will flow therefrom.

The first scene of Masons does not make clear how the construction of the church was started;
nor is it mentioned that it was destroyed by the kurdjalis. It is not until the second act that the rivalry
between Doncho and Christo for Rada’s heart surfaces to become the main line of the dramatic story.
In The Fairy it is only after the dialogue between the fairies in the second act that the love between
Stilyan and Gyurga is revealed and ultimately leads to their marriage.

The denouement of the dramatic action in Todorov’s works is ambiguous as well. Its function
is to show the tragic lot of the characters, their shattered hopes rather than resolve the conflicts between
them. This explains why the absence of a clearly defined finale has invited so many different
interpretations.

The fate of the builders in Masons who complete the church but immure an innocent victim
into its foundations appears undefined. True, they realize the sin they have committed but the question
whether their remorse will unite them or separate them remains unanswered. Therefore, Dr. Kristev’s
view? that the characters have undergone a change of heart cannot be unequivocally accepted. The
ending of The Fairy is ambivalent too. The fairy Gyurga leaves the shepherd Stoyan and her child,
joining Boiko on the village horo but her future remains open. It is hard to predict whether she will

stay in the village and continue to have fun or will go back to her sisters in the mountain.

23 Kpscres, Kp. Op.cit.
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The new structure of the intrigue in the Bulgarian plays where the exposition and denouement
are not clearly delineated resembles the poetics of Symbolism and creates the impression of action that
has neither a beginning nor an ending. Rather, it is part of the eternal cycle of life.

On the other hand, similarly to the rather unclear exposition, a number of elements of the
Bulgarian dramas shift the emphasis onto the dramatic action and strengthen the fragmentariness and
incompleteness of the denouement. Such elements can be excerpts from folk songs repeatedly sung on
the stage, individual lines uttered as if unconsciously by the characters, accounts of dreams that
subsequently are shown on the stage etc.

In the first conversation with her mother, Tsena from Dragon Wedding reveals that she is going
to elope with the Forest Dragon who will take her to his cave. Her casually uttered words can be found
in the folk song that she sings later on at the working bee.

Why are you marrying me, mother,

Without first asking me

If 1 want to marry?

A forest dragon, mother, has fallen in love with me?.

These words will be confirmed by the dramatic action that ends with the picture in the dragon
cave where Tsena dies saving her beloved dragon from her brothers who have come to kill him.

The folk song that opens Strahil the Redoubtable Haidout introduces the theme of death. The
two lines sound like a summary of the entire play, which is about the wasted love between Milkana
and Strahil. Strahil is on the brink of death, whereas Milkana loses her first child. In Masons Christo
often refers to the church, dug into the ground by the builders in observance with the Turkish laws, as
“a grave”. Initially, he uses the word metaphorically but towards the end of the play, it is literalized
anticipating the tragic ending. The church becomes a place of death: Rada is immured into its
foundations, Doncho hangs himself on the cross, and the unity of the village is destroyed. In other
words, the church and the immured victim completely fail to accomplish their moral mission.

In sum, this type of structure changes the customary place of the denouement. Also it highlights
the motif of the predestination of life which is driven by unknown forces the characters are unable to
oppose. This view common in Symbolist dramas incorporates the Bulgarian plays into the context of

European aesthetics.

24 Tomopos, Ietko 10. Cvbpanu couunenus ¢ 4 moma. Apamu. Op.cit., p. 198.
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Genre characteristics

The new type of dramatic structure in Todorov’s works transcends the conventional division of
literary forms and brings them close to the European Symbolist drama.

On the one hand, the Bulgarian Modernist plays employ lyrical and epic elements, untypical of
the theatre, that supersede the conventional theatrical event. On the other, these elements also rely on
various auditory and visual effects that often suggest the course of the action and have an emotional
impact, following Wagner’s principle of the synthesis of music, dance and painting.

Each of the five dramas by Todorov are centred on one basic picture with a symbolic meaning.
The latter sums up the main theme and makes the message clearer. Similarly, to the European
Symbolist dramas, in the Bulgarian plays the symbol has multiple meanings and carries a philosophical
message. It contains various oppositions and fuses the real and the fantastic, the earthly and the
unearthly.

The entire content of Masons is synthesized in the symbolism of the church under construction.
In observance with the Turkish law, it is below ground level and only the cross is above ground. Thus,
from the very beginning the church has a twofold and rather contradictory reference: a temple of God
erected to support spiritually the Bulgarians during the Ottoman rule and a metaphor of the community,
but also a grave implying death. The latter association is further strengthened by the immuring of an
innocent victim into the church’s foundations in violation of the masons’ oath. It is no accident that
Doncho, abandoned by everyone as the main culprit for the girl’s death, hangs himself on the cross.
Rada’s shadow the peasants see after the church is completed lends the temple a mystical and fantastic
aura. The fact that the people are afraid to enter it implies that it cannot perform its designated function.
Instead of turning the people to God, the church strengthens their growing sense of guilt for the sin
they have committed. The church fails to perform its religious and moral mission?.

The drama Dragon Wedding uses the symbolism of the cave tucked in the deep forest recesses
and inhabited by a dragon. The first act describes the cave as a fantastic place where one can never feel
hungry because of the incredible beauty surrounding it. In the morning, the sun shines on it first; in the
night caravans of stars pass over it. In the second act the cave provides the main scenic background
and its fairy tale nature is emphasized by its interior, composed of black rocks, tree trunks covered
with moss and fern, the herbs sticking out of the rock’s cracks.

The cave located high up in the mountain commands a magnificent view of the whole world

and creates a sense of freedom. It is in opposition to the blackened stubble-fields in the valley

% Pakboscky, Leran. ,,O6passT Ha aBTOpa M oOpasute Ha e3uka, Iletko 0. Tomopos (1879-1916)” - EnekrponHO
crniucanue LiterNet, Ne 12 (109), http://liternet.bg/publish4/crakiovski/p_todorov.htm (11.05.2018)
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standing for the stagnant and conservative patriarchal ways of life that will destroy Tsena who
elopes with the dragon.

In The Fairy the symbolism of the barred windows at once wide open to the external world
stands for the main conflict in the play — that between the stagnant and conservative patriarchal
ways followed by the mother-in-law, and the aspirations for spiritual freedom, beauty and liberty
characteristic of the young fairy bride Gyurga.

Similarly to the symbolist dramas, the auditory background accompanying the scenes in all of
Todorov’s plays complements the visual symbols and creates a specific atmosphere which underpins
the development of the dramatic action.

Throughout the first act of Masons, there is a noise background created by the voices of the
arguing builders, now becoming louder, now subsiding, although it is not clear what they are arguing
about. The noise creates the impression of cyclic recurrence and anticipates the failure of the builders
to reach understanding in the name of unity. Arguing voices coming from without can also be heard
during the meeting between Rada and Christo. Those voices suggest that it is the external environment
that will ultimately determine the characters’ fate.

The sound background of the second act creates a sense of growing menace of the kurdjali
invasion. It starts with the slamming of village doors and ends with the clamour of people from the
neighbouring village running away from the brigands.

On the one hand, the third act unfolds against the background of gunshots coming with
alternating force from the battle between the bravest young men from the village and the kurdjalis;
and, on the other, amidst the permanent noise from the construction of the church - blowing of
hammers, hewing of stones etc. The mounting danger makes the builders take an oath that they would
immure the first woman that comes to the construction site into the church foundations so as to preserve
the temple from destruction. The betrayal of the masons who sacrifice the bride of the bravest young
man is emphasized by the screams of Rada crushed under the falling scaffolding.

Unlike the first three acts of Masons, the last one does not have a sound background. The
contrast derives from the main theme in that act: the growing remorse of the builders on All Souls
Day when they feel that the shadow of the innocent victim is haunting the church.

Along with the visual and auditory elements that enrich the staging of the plays, their innovative
genre form is further enhanced by the unconventional textual structure. Unlike the traditional stage
directions, usually concise and neutral, the Bulgarian Modernist dramas contain long and detailed
accounts of the inner states of the characters, their behaviour on the stage, their clothes, even their past.

There are also detailed descriptions of landscape, the atmosphere they evoke as well as the theatrical
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props. This is a new type of stage directions containing epithets, similes and metaphors. They express
the subjective approach of the narrator and resemble the lyrical and epic descriptions in fiction.

The specific text structure of the plays made of literary descriptions and dialogues brings them
close both to the narrative genre of the novel and lyrical poetry.

The new lyrical-cum-epic dramatic form introduced by P. Todorov in Bulgarian literature
accounts for the various definitions the author himself and his followers from the Misal circle attach
to his plays: “dramatic epilogue”?®, “song”?’, “beautiful idyll”?8, “tragedy with a poetic ending”?®. As
a Bulgarian critic and contemporary of Todorov points out, the lyrical element in Todorov’s plays
prevails over the dramatic. If we assume that drama is what can be staged, these are not proper dramas;
they are more like folk songs in prose®.

The use of narrative and lyrical forms in the Bulgarian Modernist drama brings it close to the
Symbolist theatre. The new theatrical structure departs from the traditional division of genres and relies
on the artist’s intuition in fathoming the world, unrestricted by formal conventions. Small wonder that
Petko Todorov’s contemporaries considered his plays to be Symbolist dramas imitating a foreign
model. The playwright himself defines Masons created in Munich as “the first modern drama written

in Bulgarian.”®!

Conclusion

Petko Todorov’s dramas are a peculiar combination of Symbolist poetics and influences of the
Bulgarian national context. What makes Bulgarian Modernist works akin to the francophone Symbolist
model is the new interpretation of folk motifs; the unconventional structure of the dramatic action and
dialogue; the wide use of music and painting in the staging of the plays as well as their new genre
form. On the other hand, the moral dimension and the pervading national atmosphere in the Bulgarian
dramas betray their indebtedness to the Russian Symbolist drama, especially Alexander Blok. The de-
emphasized role of the fantastic characters and the playing down of Romantic and realistic elements
in Petko Todorov bespeak of a connection with the national traditions. All these features were totally

unknown to the European Symbolist theatre.

% 1dem, 131.

2" Cnaseiikos, I1. I1. , BnsiHoBe Ha Mozepen moer”, in Mucwa, 13, r. 1903, xu. 3-4 ; in: Cyrapes, E., lumurposa, E.,
Aranacosa, LIB. (cbcT.), Kpumuueckomo naciedcmeo na ovacapckus modepuusvm, ToM I, MHCTUTYT 32 nutepatypa, BAH,
Codus, Uzn. nentsp b.ITenes 2009, 63.

28 1dem, 69.

2 Tonopos, Iletko 0. Cvbpanu couunenus 6 4 moma. Iucma, op.cit., 330, 414.

% Tanes, Crosn. ,,Jlpamara u ObemeTo i B Hamata outeparypa’. In: Bwazapcka coupxa, ku. 5, 1911, 301.

31 Tonopos, Iletko 0. idem, 414.
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The analysis of Petko Todorov’s dramas demonstrates the original style of the Bulgarian

author, which paved the way for the development of the Bulgarian Symbolist theatre.
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Olena BEREZOVSKA PICCIOCCHI !

Pour une esthétique de la traduction : traduire « Noél » de Stanistaw Vincenz

Résumé

Dans les années 1970 Hans Robert Jauss, romaniste et spécialiste de la théorie littéraire, élabore le
concept moderne d’une esthétique de la réception de 1’ceuvre littéraire. Cette notion est tout a fait applicable a
la traduction qui cherche ses stratégies pour une réception esthétique optimale. Ainsi, nous proposons d’étudier,
ici, les stratégies de Barbara Wanders de Vincenz qui traduit en frangais la littérature ethnographique sur Noél
aux Carpates, créée par son pére Stanistaw Vincenz, écrivain polonais du XX® siécle, pour son chef-d’ceuvre Na
wysokiej Potoninie (Sur les hauts pdturages).
Mots clés : Jauss ; I’horizon d’attente ; Stanistaw Vincenz ; traduction ; littérature ethnographique

Abstract

Toward an Aesthetic of Translation: How to Translate Stanislaw Vincenz’s “Christmas”

In the 1970s, novelist and literary theory scholar Hans Robert Jauss developed the modern concept of
the “aesthetics of reception” or “reception-aesthetics” (German Rezeptionsdsthetik) of a literary work. This
notion can be applied to a translation process that aims at finding the strategies for an optimal aesthetic reception.
In this article | shall examine the translation strategies of Barbara Wanders de Vincenz who translated into
French the ethnographical studies on the traditional Christmas celebrations in the Carpathians. They were
written by her father, Stanistaw Vincenz, a 20" century Polish writer, and were included in his masterpiece Na
wysokiej Potoninie (On the High Uplands).

Key words: Jauss; horizon of expectation; Stanistaw Vincenz; translation; ethnographic literature

Dans les années 1970, Hans Robert Jauss (1921-1997) élabore le concept moderne d’une
esthétique de la réception de 1’ceuvre littéraire, ou /’horizon d’attente est une notion clé régulant les
relations entre les expériences faites et celles a venir d’une société (d’une culture) donnée a travers la
lecture. Selon ce grand théoricien de la littérature et de son histoire, ’analyse de I’expérience littéraire
du lecteur peut se fonder sur la reconstitution de I’horizon d’attente de son premier public qui, a son

tour, se constitue de trois facteurs principaux :

[...] ’expérience préalable que le public a du genre dont elle releve, la forme et la thématique d’ceuvres
antérieures dont elle présuppose la connaissance, et 1’opposition entre langage poétique et langage
pratique, monde imaginaire et réalité quotidienne.

1 Olena BEREZOVSKA PICCIOCCHI, enseignante-chercheuse a 1’Université de Corse depuis 2015 (DUFLE cultures
et sociétés), UMR LISA 6240. Docteur en littérature comparée, depuis 2012 ; Prix de thése de Jean Ambrosi de
1I’Accademia Corsa de Nice en 2014 ; Post-doctorat en 2014 sur Stanislaw Vincenz a 1’université Jagellon a Cracovie,
Pologne. Thémes de recherches présentés dans les publications et les communications internationales : Littérature et art
(V. Maiakovski et les avant-gardes ; M. Kotsioubynsky et I’impressionnisme). Rapports entre les littératures orale et écrite
: slaves et romanes (ex. étude des personnages du type chamanique). Littérature et ethnologie (I’épopée de S. Vincenz).
Mythe et imaginaire populaire (la figure de Salomon). Identités nationales et religieuses ; théories de Halbwachs et de
Devereux.
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Et puis Jauss précise que : « Pouvoir ainsi reconstituer 1’horizon d’attente d’une ceuvre, c’est aussi
pouvoir définir celle-ci en tant qu’ceuvre d’art, en fonction de la nature et de I’intensité de son effet
sur un public donné»?. 11 conclut sur 1"« écart esthétique»® en le définissant comme « la distance entre
I’horizon d’attente préexistant et I’ceuvre nouvelle dont la réception peut entrainer un ‘changement
d’horizon’»*,

La notion de « I’horizon d’attente » est tout a fait applicable a la traduction d’un texte écrit car
avant de pouvoir le traduire encore faut-il le lire. Ce qui implique un processus de réception propre au
traducteur : sa langue maternelle, sa culture et ses lectures antérieures. Ainsi, la traduction peut-elle
étre déterminée comme une somme d’€carts entre une langue expéditrice d’une réalité linguistique et
la langue destinatrice, ajoutés aux écarts, dus a 1’horizon d’attente du traducteur. Cette somme, a son
tour, peut étre appelée 1’horizon d’écart et présentée comme une variable a mesurer car un écart trop
grand compromettrait la réception. Cet obstacle serait dépassable par un « changement d’horizon » du
futur lectorat, celui-ci devenant propice a la réception d’une ceuvre nouvelle et traduite. Mais comment
provoquer ce « changement d’horizon » par la traduction ? Comment trouver le bon dosage des écarts
entre I’original et la version traduite, sachant que « I’horizon d’attente » du lecteur dépend de I’époque
et surtout des langues, chaque langue correspondant a une réalité culturelle qui lui est propre ? Nous
allons réfléchir a ces questions au cours de notre ¢tude illustrée par une traduction d’un texte de
Stanistaw Vincenz, écrivain polonais du Xx° siécle. Il s’agit de la traduction frangaise réalisée par sa
fille Barbara Vincenz® d’un des chapitres de la tétralogie épique de son pére, Na wysokiej Poloninie.
En frangais ce titre peut €tre traduit par « Sur les hauts paturages ». Barbara traduit le chapitre sur Noél
dans les Carpates. C’est un texte qui présente de nombreuses difficultés de traduction a cause de ses
¢léments ethnographiques. Cette traduction ne fut jamais publiée. Son tapuscrit que nous allons
analyser, se trouve a I’institut publique d’Ossolinskich de Wroctaw. Il représente un travail intéressant
dans lequel la traductrice ceuvre pour une réception esthétique maximale. Par conséquent, notre étude
se consacrera au décodage des stratégies de cette traduction qui, tout d’abord, cible pour mieux
traduire, puis se montre capable de choisir et, enfin, devient démonstrative par le fait que nommer c¢’est

déja orienter sa traduction.

21d., p. 58.

3 d.

41d.

5 Le nom complet de la traductrice est Barbara Wanders de Vincenz, mais elle signe sa traduction en utilisant uniqguement
son nom de jeune fille. De plus sur la premiére page de cette traduction, son nom d’usage est mentionné et puis rayé. Ce
geste pourrait traduire la volonté de la traductrice d’insister sur la force des liens affectifs et intellectuels entre elle et son
pere, auteur de 1’original. Ce qui serait une maniere de 1égitimer sa position de traductrice. Pour cette raison dans le texte
de notre article, son nom sera cité d’aprés sa signature « Barbara Vincenz » alors que dans les références bibliographiques
des notes de bas de pages, figurera son nom complet.
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Cibler pour mieux traduire

Il existe des ceuvres plus difficiles a traduire que d’autres sans étre pour autant moins
intéressantes ou moins méritante. L’épopée carpatique de I’écrivain polonais Stanislaw Vincenz fait
partie de ce patrimoine de la littérature mondiale a promouvoir grace a sa traduction. Bien qu’il s’agisse
d’une littérature polonaise du XX° siécle, elle s’ancre dans la tradition de la Gréce antique comme celle
qui a fait naitre I’Odyssée et I’lliade. A ceci prés que c’est une Odyssée, une lliade bien slave. On peut
s’y perdre comme dans un labyrinthe en suivant ses histoires multiples, 'une plus dépaysante que
I’autre. A ce propos, I’auteur en vrai montagnard aimait parler des « chaines® » que le lecteur est invité
a explorer dans les pages de son livre tel un randonneur sur les chaines de montagnes.

Comment alors traduire une telle ceuvre ? Plus on s’éloigne des langues slaves ou des langues
dans lesquelles écriture et oralité sont suffisamment proches, plus cette interrogation devient
pertinente. « L horizon d’écart d’une traduction », formule qui se veut théorique, prend tout son sens
dans la perspective d’une telle traduction.

Chaque traducteur détermine son propre horizon d’écart comme chaque lecteur a son propre
horizon d’attente. Le partage des traducteurs en sourciers et ciblistes d’aprés Jean-René Ladmiral’
recentre la problématique de I’écart sur ces deux catégories, les premiers cherchant a éviter les écarts
dans la mesure du possible, et les seconds se livrant aux grands écarts, selon le public ciblé.
Evidemment, la part réservée a la création est plus importante chez les ciblistes que chez les sourciers.
Dans I’optique de cette distinction, la traduction de Barbara Vincenz d’une littérature ethnographique
de son pere apparait comme cibliste. Le chapitre qu’elle choisit de traduire, fait partie du premier et
plus célebre volume de la tétralogie de Stanistaw Vincenz. Le sort de trois autres volumes fut plus
difficile. Car pendant treés longtemps leur auteur n’était pas publiable dans son pays qu’il a di fuir a
cause de ses régimes totalitaires. Précisément, il a fallu attendre les années quatre-vingt pour que
I’ceuvre complete sorte en Pologne émancipée. Tandis que son premier volume fut publi¢ pour la
premiere fois en 1936 a Varsovie sous son titre complet : Na wysokiej Potoninie. Obrazy, dumy I
gawedy z Wierchowiny huculskiej : Prawda Starowieku®, sa version anglaise sortie dans les années
cinquante, I’intitule ainsi : On the High Uplands : sagas, songs, tales and legends of the Carpathians.
En frangais nous pourrions le traduire de la fagon suivante : Sur les hauts pdturages : sagas, chansons,

contes, et légendes des Houtsouls, peuple carpatique : La vérité des temps anciens. Nous pouvons le

6 Jedrzej Bukowski, « Stanislaw Vincenz ou le temps retrouvé », Actes du Colloque a la Combe-de-Lancey, Grénoble,
1988, p. 6 — 12, p. 16.

7 Jean-René Ladmiral, Sourcier ou cibliste. Les profondeurs de la traduction, Paris, Les Belles Lettres, coll.,
Traductologiques, 2015.

8 Stanistaw Vincenz, Na wysokiej Pofoninie. Obrazy, dumy I gawedy z Wierchowiny huculskiej, Prawda Starowieku,
Warszawa, ROJ, 1936.
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constater, la seule traduction du titre fait déja probléme ainsi que le remarque tres pertinemment Jedrzej
Bukowski, I’'un des traducteurs francophones de 1’écrivain polonais, dans son article «Stanislaw

Vincenz ou le temps retrouvé » :

Na wysokiej Poloninie pourrait étre, je pense traduit par « Sur les Hauts Alpages », ce qui correspond a
peu pres au sens de 1’expression polonaise, mais qui est loin de son contenu poétique et de ses sous-
entendus esthétiques que la formule frangaise n’exprime pas.

Ainsi a coté de Sur les Hauts Alpages, d’autres versions frangaises de ce titre coexistent dans
les travaux de chercheurs et de traducteurs différents de 1’épopée houtsoule de Vincenz, citons : Sur
les hauts plateaux® et Sur les hauts pdturages™®. Cette divergence des titres témoigne des décollages
culturels, des écarts importants entre le texte polonais, riche en éléments linguistiques ukrainiens, et le
francais qui se veut cartésien et dans lequel une telle mixité pourrait étre difficilement tolérée alors
qu’une approche ciblée de la traduction qui diminue forcément les écarts, serait une solution
appropriée.

Cibler c’est choisir. C’est dans cette voie que s’engage Barbara dans sa traduction. Elle est
parfaitement bilingue, elle maitrise le frangais aussi bien que le polonais. De plus, la culture
ukrainienne des Houtsouls ne lui est pas étrangére non plus, ne serait-ce qu’a travers les histoires
contées par son pere, enfant de ce pays carpatique et pétri de culture traditionnelle comme nombre de
Polonais de Galicie de I’Empire Austro-Hongrois. Par conséquent, sa fille n’est-elle pas la mieux
placée pour traduire cette littérature ethnographique et trouver les solutions aux obstacles qu’elle
représente pour une réception francaise et esthétique ? Sa traduction du Noél carpatique est, s’il le
fallait, ’exemple parfait d’une stratégie de traduction astucieuse qui consiste souvent dans 1’art de
choisir ou méme de ne pas choisir, comme nous allons le voir sans tarder apres une courte présentation
du Noél carpatique, nécessaire pour la suite de notre argumentation.

Savoir choisir

I1 s’agit d’une grande féte tres joyeuse dont la tradition perdure. La chanson qui I’anime, qui la
fait vivre porte un nom d’origine latine « koleda » ou « kolenda », calendae'!, signifiant le premier
jour du mois. Les Calendae januariae et les Saturnales'? (lat. Saturnalia), dans ’antiquité romaine,

furent deux fétes hivernales de transgression qui célébraient le passage de 1’ancien temps au nouveau.

® Jeanne Hersh “Laudatio Stanislaw Vincenz”, Actes du Colloque a la Combe-de-Lancey, p. 1-5, p. 3.

10 Marek Tomaszewski, Ecrire la nature au XXe siécle : les romanciers polonais des confins, Paris, Presses Univ.
Septentrion, 2006, p. 266.

11 Claude Nimmo (dir. édit.,) Dictionnaire Latin, Paris, Larousse 2013.

12 Michel Agier, La condition cosmopolite : L'anthropologie d I'épreuve du piége identitaire, Paris, La Découverte, 2013,
p. 40.
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En ce qui concerne la Koleda du Noél slave, ¢’est une chanson de prospérité. Piéce maitresse de Noél,
elle célebre la bonne nouvelle, le renouveau et la renaissance. C’est pour cette raison que dans la
version originale, le chapitre sur Noé€l aux Carpates, s’intitule « Powrot kolgndy ». Ce qui est traduit
dans le tapuscrit du compte rendu francais'® du premier volume (document provenant aussi des
archives de I’institut public d’Ossolinskich), par « Le retour du chant de Noél », autrement dit « Le
retour de Koleda ». Pourquoi le retour ? Etant donné le caractére syncrétique a dominante paienne trés
manifeste de cette tradition, elle fut interdite pendant longtemps par 1’administration autrichienne et
I’église. Avec son retour, Vincenz met en avant une sorte de résurrection de 1’identité traditionnelle
des Houtsouls, incarnée par 1’un de ses personnages principaux, le paysan Foka. Dans « Prawda
Starowieku » cette renaissance d’un mode de vie ancestral, se situe vers 1887, car c’est la date qui
ouvre le récit sur Foka et contextualise implicitement cet événement comme résultant du printemps
des peuples survenu en 1848.

Force est de constater que chez Stanistaw Vincenz, la kolada est surtout une formule magique

comme celle qu’on chante lors de la fermeture de la danse de la ruche :

Wokot takiego ula z samych naglownikow tanchyli taniec zwany kruhlek, wirowy, chyzy a lekki, tak jak
miode pszczotki na wiosne, gdy odkyjg sqcze na kwiatach. Tanchyli wlasnie na pomysinosc uli, rojow i
miodu. Konczyli piesn i calg zwrotkq. / Of koby sy wam bzoly roity .

« Autour d’une telle ruche des couvre-chefs seuls, on exécutait la danse nommée « Kruhlek » [la petite
ronde], entrainante, sauvage, et légére, a I’instar des jeunes abeilles au printemps lorsqu’elles sentent le
nectar des fleurs. On dansait, justement en pensant a la ruche, aux essaims et au miel. On terminait la
chanson en formulant son veeu : “que vos abeilles essaiment bien”. »

La traduction de Barbara Vincenz ne comporte pas ce passage. Il s’est agi pour elle de faire un
choix. Ce choix s’explique.

Nommer c’est déja orienter

Dans sa traduction Barbara Vincenz écrit : « La tradition veut que Koleda ait toujours existé.
La chanson en parle ainsi*® », et elle cite le sixain d’une Kolenda. Ce sixain traduit en frangais est
absent de 1’original mais il reste trés pertinent pour une réception frangaise de ce texte résumant

parfaitement la signification et la symbolique syncrétiques de cette tradition :

13 (Auteur non indiqué) Tapuscrit et manuscrit du conte rendu frangais de Prawda Starowieku de Stanistaw Vincenz dans
Boss Rkps 17295/11, Mf27047, Stanistaw Vincenz : Na wysokiej potonie. Pasmo 1. Prawda Starowieku. Materialy rozne.
Pol., franc, niem. 1889-1961, Wroclaw, Zaktad Narodowy Ossolinskich, p. 57-100.

14 Stanislaw Vincenz, Na wysokiej Potoninie. Prawda Starowieku. Obrazy, dumy I gawedy z Wierchowiny huculskiej,
Warszawa, Institut wydawniczy Pax, 1980, p. 18.

15 Trad. de Barbara Wanders de Vincenz, p.4.
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Avant le monde, avant les siécles / D’au-dela les montagnes, d’au-dela les prés / Vinrent les saints
bergers, porteurs de la Kolenda / Premier berger, le saint Nicolas / Deuxiéme berger, c’est le saint
Georges / Le troisiéme, c¢’est Jésus Christ.

Avec ces vers, Barbara Vincenz clot sa traduction de ce chapitre qu’elle intitule « Noél dans les
Carpathes » et non « Le retour du chant de Noél » comme c’est le cas dans le compte-rendu. De cette
maniére, la traductrice déplace I’accent du texte a présenter au public frangais de la Koleda qui est
omniprésente en chanson chez son pére, vers une description plus générale de cette tradition de Noél

dans laquelle la place centrale est accordée & 1’invitation de « Ceserza Gromowego®® » :

W koncu przychodzi najwazniejsze zaproszenie. Zpewnie ni kazdy pasterz albo nie kajdy jednakowo,
bo nie kazdy wie, o co chodzi, wzywa i zaprasza Ceserza Gromowego ze sksanego panstwa, aby go
odwiedzil wraz ze swymi bojarami gromowymi, z druzyng skalng gromowq*’.

Dans la version frangaise de cette invitation, Barbara choisit ses mots pour mieux traduire son

importance :

« Vient enfin la grande invitation : ce n’est peut-étre pas de la méme fagon que chaque berger invitera
le Roi de Foudres pour qu’il vienne de son royaume rocheux, avec ses guerriers, sa suite, ses
musiciens, ses violonistes, lui rendre visite le soir de Noél. » 18

Nous sommes loin, ici, du style de son pére qui garde un lien fort avec I’oralité originelle de sa
narration imitant le conte traditionnel par une certaine répétition que nous proposons de reproduire par

une tentative de traduction plus au moins littérale :

« Vient enfin I’invitation la plus importante. Il est certain qu’a chaque berger sa maniére d’inviter ou
de ne pas inviter, - car tout berger ne sait pas de quoi il s’agit-, d’appeler, d’inviter le Roi de
Tonnerres de son royaume rocheux qu’il lui rende visite avec sa suite des nobles de Tonnerres et avec
ses guerriers de Tonnerres du rocher. » °

De toute évidence la traduction de Barbara est plus souple et aérée. Elle est plus appropriée a
la langue francaise qui souffre difficilement la répétition propre a la culture orale houtsoule dans
laguelle narration et conjuration se confondent. En fait, ce roi de Tonnerres que Barbara de Vincenz
traduit par le roi de Foudres, - ce qui n’est pas faux étant donné le domaine d’actions de ce personnage
de la mythologie populaire houtsoule, - est une sorte d’Hadés local, un double du diable et une
hypostase de Perun, dieu de la foudre qui si¢ge au sommet du panthéon slave, tel Zeus chez les Grecs

anciens ou Odin de la mythologie germanique. La tradition veut que la Nuit Sainte on I’invite méme

16 Stanislaw Vincenz, Na wysokiej Potoninie. Prawda Starowieku , p. 126.
7d.

18 Trad. de Barbara Wanders de Vincenz, p.3.

19 Trad. de I’auteure de article.
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si I’on sait qu’il ne viendra pas. Au final, la Kolada, piéce maitresse de 1’original, se range au second
plan dans cette traduction a cause de sa grande subtilité¢ ethnographique. Alors qu’avec le roi de
Foudres, le lecteur est directement invité au coeur du pittoresque avec un avant-golt d’aventure a
suivre.

D’une langue a I’autre les décollages culturels ne sont pas les mémes. L’art de la traduction
apparait alors sous le prisme d’un bon dosage des écarts dans une situation de traduction donnée.
Barbara Vincenz fait preuve d’intelligence stratégique en déplagant les accents du texte a présenter au
lectorat francais d’une description qui pourrait étre trop ethnographique vers un personnage mythique
de grande envergure. Ce faisant elle rend le texte plus captivant et optimalise sa réception esthétique.
De cette fagcon non seulement, elle réduit les écarts culturels entre 1’original et sa version frangaise,
mais elle provoque et oriente le changement d’horizon du lectorat frangais potentiel. Dés lors I’horizon
d’attente du futur public deviendrait atteignable par cette traduction qui pourrait le faire réver, le
transportant vers un monde nouveau a explorer et volant sur une lecture qui se voudrait 1égére. Sa
lecture serait susceptible de provoquer la jouissance pronée par Hans Robert Jauss, auteur du livre
théorique qui défend le poétique et 1’artistique en s’intitulant Pour une esthétique de la réception.
Force est de constater que pour ce chercheur : « L’attitude de jouissance dont I’art implique la

possibilité et qu’il provoque est le fondement méme de 1’expérience esthétique®».

En conclusion de cette démonstration concrete des choix et des non choix d’une traduction qui
vise une réception esthétique optimale, nous voulons exprimer 1’idée que chaque traduction trouve sa
solution. Mais il nous semble indéniable que la recherche de solution appropriée est indispensable a la
traduction, a la promotion et au rayonnement d’une ceuvre littéraire telle que celle de Stanistaw
Vincenz qui n’est hélas que trop ignorée sur la scéne internationale étant fort peu traduite et, pour cette

raison, injustement méconnue.
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Becearuna BEJIEBA!

BoitHaTa 1 My3esiT — npecpeliaHus B POMAHUTE
Ha /lyOpaBka Yrpemun4 u biaara Jlumurposa

Pesrome

Cratusta pasriexia npodieMa Kak KeHH-caTesku Ha bankanute oT BTopaTa nojoBuHa Ha XX BeK
pas3kasBaT 3a BoiHarta. M3cnenoBaTenckusaT oKyc € B XapaKkTepHaTa 3a My3es Kiacuuuypama QyHKIus Aa
BITMCBAa B POMaHa MOBECTBOBATENHN (POPMHU KaTo aidyma W AHEBHHUKA. 3a Ja TOBOPAT 3a ToisiMa TeMa KaTo
BoitHaTa, [lyOpaBka Yrpemmu (XbpBatusi) u bnara Jumurposa (bbarapus) usmonssar Te3u aBe GopmMu Ha
pa3kasBaHe, TPaJULMOHHO MUCIICHHU KaTO IPEACTaBUTENHH 3a U35Ba Ha KCHCKHA riac. B u30panu pomanu Ha
JBETE MHCATENIKU M3JI0KEHUETO IPOoCiesiBa IUTepaTypHO-My3€eiiHUTe TpeobpaskeHns Ha aja0yMa U THEeBHHUKA,
IIPY KOUTO IJIaBHA POJI UIPae CIIOMEHBT.
KurouoBu nymu: BoitHa; My3eii; poman; anOym; nueBHUK; JyOpaBka Yrpemmy; bnara lumutpoBa

Abstract
War and Museum — points of intersection in
Dubravka Ugresi¢’s and Blaga Dimitrova’s novels

This article examines how women writers in the Balkans from the second half of the 20th century
narrate war. The focus of the study is on the museum's classifying function to include narrative forms such as
the album and the diary, in the genre of the novel. In order to narrate a major theme like the war, Dubravka
Ugresi¢ (Croatia) and Blaga Dimitrova (Bulgaria) use these two forms, traditionally thought to be
representative of the female voice. The study traces the literary and museum representations of the album and
the diary in which memory plays the major role.
Keywords: war; museum; novel; album; diary; Dubravka Ugresi¢; Blaga Dimitrova

Tematusupanero Ha bankaHuTe B 3amagHOEBPONEUCKUA JUCKYPC TpPamHO €€ CBBP3Ba C
BoifHaTa u my3es. [IpennuraneTo Ha ABeTe MpeACTaBH B 3amajHaTa MUCTOpuorpadus M MOJUTHKA,
ocobeno cren ITbpBaTa cBeTOBHA BOiiHa, Ipo3upa B HabmoaeHuaTa Ha Mapus Tomoposa.? Ot eqna
CTpaHa, HcTopusTa Ha bankaHuTe € (Ipu)BUXKAAHA KATO paslajBaHE Ha KbpBAaBU KOH(MIMKTH, OT
apyra — MY3€MHOTO M KOH(UIypHpaHEe Ipeirnoyiara KOHCEPBUPAHO BpEME — ChXpaHsBaHE U
HEINPEKbCHATO BB3IPOU3BEKIaHE HA MUHAJIO, IOPU HA AHAXPOHU3MH.

Cnopen I'yun [aiisp® ITspBaTa cBeTOBHA BOifHA € TIPENOMBT, Clie]] KOUTO MOKE 1 Ce TOBOPH
3a MOJepHa TOTajHAa BOMHA, B KOATO HsAMAa HeydacTBallM. B Ta3n BOWHAa JOOMBT, CMATAaH 3a
TPaJAULIMOHHO ,KEHCKH TONOC, T'yOM CBOSTa HENPUKOCHOBEHOCT, a JKEHaTa € II0JIOXKEeHa B

CKCTPEMHO HyGHI/I‘-IHO MMPOCTPAHCTBO. Ta3u TeHaeHIUA npoabJIZKaBa W IIPE3 BTOpHUA IMPCIIOMCH

! Beceniuna Beaesa [Veselina Beleva] e moxropant mo CpapHuTenno GankaHcko nuteparyposHanue B CY Cs.
Kmument Oxpuackn” (®Pakynrer CnaBsHckn ¢mionornn, Karempa ,,00mo, MHIOEBpOIEHCKO W GaKaHCKO
e3uKo3HaHue”), ypeIHuK B Mctopuuecku myseit — Mcnepux.

2 TopmopoBa, Mapus. bamkanu — bankanuzem. Tlpesox Ilasmmua Mocudoa-XeGepne. Cobus, YHHBEPCHTETCKO
uznatenctso ,,Ce. Knument Oxpuncku”, 2004.

3 Bxk. [aiiep, ['yun. Botinama: cmvpmonochama uepa na uoeeuecmeomo. Ilpeson Antoanera Jlonuesa-Ctamarosa.
Codust, Uzn. ,,Kpsrozop”, 2005, c. 265-308.
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MOMEHT — BTopaTa cBeTOBHa BOifHa, clie[i KOUTO Yy4acTHETO Ha KEHHUTE B MyOIMYHUS TUCKYpC 3a
BOIfHaTa ce NpeBpbIlla HE CaMO BbB BB3MOXKHOCT, HO U B HEOOXOAMMOCT. 3a TOBAa CBHJIETEJICTBA
pa3ka3bT HA €IMH UCTOPUK Tpe] HoOenucTkara CBeTiiaHa AJICKCHEBUY, B HAYAJIOTO HA KHHUTaTa 1

Botinama ne e ¢ Jiuye Ha Jicena.

»--.11pe3 IIbpBaTa cBeTOBHA BOMHA B AHIJIMS KEHUTE Beue T B3eMaiu B KpanckuTe BOCHHOBB3AYIITHU
CHIIN...

B Pycus, I'epmanus n ®paHuuss MHOXKECTBO JKEHHM CBUIO 3allOYHAIM Ja CIIYy>)KAT BbB BOCHHUTE
OOJHUIIM U CAHUTAPHUTE BIIAKOBE.

A 1o Bpeme Ha Bropara cBeTOBHa BOIfHa CBETHT CTaHaJl CBUJACTEN HA KEHCKUs (eHOMEH. JKeHu
CITy’KEeITM BbB BCHYKHU POIOBE BOWCKHU BEYE B MHOTO CTPaHM 10 cBera...”

Bce mo-ronsiMata BHIMMOCT Ha JXKEHHTE B OOIIECTBEHATa cdepa Mpearoyara mnapaierHo
CIOJICTISIHE HA ONUT — >KEHCKH TJIEAHU TOYKHU 10 JOCKOPO ,,MBKKH~ TEMHU.

B enun ot tematonoruunute cu eTioan Kineo IIporoxprcroBa n3ThkBa MposiBABalaTa CE B
OaKaHCKHUTE JUTEepaTypH TeHIASHIINS My3edT Aa Obae ynoTpeOsBaH Kato ,,cBO€00pa3eH KBa3MKaHp”,
KaKTO M CKJIIOHHOCTTAa Ha OaJKaHCKUTE MUCATEIH €IHOBPEMEHHO Ja TEMaTU3HpaT My3es U Jia To

MHCTPYMEHTAIN3UPAT KaTo MOBECTBOBATEJEH MOAyc.” PoMaHbT-Myseil HpH HAKOM GalKaHCKH

mucarenu® yecto ce Mucnu 1pes (aBTo)oHorpadUUHUS IeTain. APXHBHOTO Ka4eCTBO HA TO3H THII
pOMaH ce MposiBsIBa 0COOCHO IMBIHOKPHBHO B TeMarta 3a BoitHaTa. To# MmocTaBs BhIIpOca 3a IaMeTTa
Ha JKeHaTa-TBopell oT baikanuTe u 3a riaca Ha ,,He3a0ens3aHusI OT HUKOTO CBUIETEN U yqaCTHnK”.7
JpyrusT BBOPOC € JOKOJIKO TOBAa MOXKE Jla € aJiITepHATHBHA MTaMeT 3a BOMHATA — MO CMUCHJIA, KOUTO

Biara Onra HI/IKOHOBE].8

BbB Bpb3Ka C KHUrata Ha CBeTiiaHa AJIEKCHEBHY, ChOpaa )K€HCKH CIIOMEHU
3a Bropara cBeToBHa BoitHa. OT 3HaueHHE TYK € XapaKTepHaTa 3a My3es Kiacuduuupaiia GyHKIus
Jla BIKMCBAa B pOMaHa MOBECTBOBATEIHM (pOpMH KaTo ajidyMa U JHEBHMKA. 3a J1a TOBOPSAT 3a ToyisiMa
TeMa KaTo BoiHarta, /[yOpaBka Yrpemmnu (XbpBatus) u bnara Jlumurposa (bbarapus) usnonssat
nsere (opMu Ha paszka3BaHe, TPAJULMOHHO CBBP3BaHM C JMYHOTO MPOCTPAHCTBO U MHUCIEHU KaToO

NMPEACTABUTCIIHU 34 U35ABa HA KCHCKU TIJ1acC. B I/136paHI/I POMaHH Ha ABCTEC MHUCATCIIKU L€ CC OIMUTaM

Jla TPOCIIENd JTUTEPATyPHO-MY3€HHHUTE TIPeoOpakeHUsT Ha ajadyMa M THEBHHKA, MPU KOUTO TJIaBHA

4 Anexcuesny, Ceernana. BoiiHara He e ¢ aule Ha xeHa — B: Anexcuesuu, CeeTnaHa. Boiinama He e ¢ quye Ha JiceHa.
Iocneonume ceudemenu. Ilpeson ot pycku bosin Crankos. Codus, Uzn. ,ITapagokc”, 2016, c. 11-12.

® [poroxpucrosa, Kineo. Temu ¢ sapuayuu. JTumepamypromemamuunu emioou. Inosaus, YU , Iaucnii Xunenaapcku”,
2016, c. 160-161.

6 Bx. benesa, Becenuna. Mysesam — nauunu na ynompeba 6 0sa 6ankancku pomaua (,, Yepno maaxo” om Enugh [llagpax
u ,,Mysesm na 6esycrosnama xanumynayus’ om [yopaska Yepewuu). — Vol. 3, No 1 (2017), 221-234: Colloquia
Comparativa Litterarum http://ejournal.uni-sofia.bg/index.php/Colloguia/article/view/54 (25.01.2018).

" Anexcuesmy, CBernana. BoitHara He e ¢ nume Ha xeHa. —B: AnexcueBmy, CBeTnana. Boiinama ue e ¢ auye Ha dicend.
Ilocneonume ceudemenu. IlpeBon ot pycku bosH Ctankos. Codust, Uzn. , ITapagokc”, 2016, c. 21.

8 Bx. Onbra Huxonosa. JKenwunot, 6oiina u “gueypul ymonyanus . — HenpukocHoBeHHHIH 3amac. Jle6aTsl 0 MOIUTHKE
u Kynbrype. 2005, Ne 2-3 (40-41) - http://magazines.russ.ru/nz/2005/2/ni32.html (22.01.2018 r.). Cnopen Huxonosa
KHUTaTa Botinama He e ¢ nuye Ha dceHa HA TPAKTHKA € ITbPBaTa PEIPE3CHTAINS Ha aJTepHATUBHATA MaMeT 3a BemukaTa
OrteuecTBeHa BoliHa npeau [lepectpoiikata B CCCP.
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poyisi urpae CIoMeHbBT. PasrimexxgaH KaTo ,,0TKJIOHEHHWE B HApaTUBHUS CTPOEXK, CIHOMEHBT
penpesenTHpa ymoTpebaTa Ha Myses KaTo KyaTypHa MeTadopa’ KodTo ce CcBBp3Ba C
MUTOJIOTUYECKUTE CTPYKTYPH HA YOBEIIKHSI OMUT. B poMaHuTe My3esT (yHKIIMOHHUPA Ha HUBO OWT U
ourue.

Jy6paBka Yrpemud TeopeTusnpa My3es B €CEHCTHKAaTa CH M ChIIEBPEMEHHO pealu3upa
poManu-My3eH. IIpumep B ToBa OTHOIIEHHE € eceTo Mysesm na ympewnus den (2013), kakTo u
poMaHbT Myszesm na 6e3ycrosnama kanumynayusi (1998), kouto B3aumHo ce gousscHsaBat. OT ecero
ce pa3dmpa, ye TeHepaTop M MOHTaKHA Maca Ha CIIOMEHHUTE B pomaHa € bepnuH, rpagpT, B KOHTO
nucaTesikaTa npekapsa Lsia roguHa. JKeHCKUsT IJlac B poMaHa CUHXpPOHHM3Upa paskasza 3a bepnun ¢
rmacoBere Ha Brmagumup HaGokoB, Buktop IIkioBcku, MwupocmaB Kwpiexka, ¢ eMUTpaHTCKH
paskasu, ¢ MHCTAJIAIMHTE, H3JI0KOUTE, IPOCKTHTE BBPXY KYyJTypara Ha CIIOMEHAa Ha XYIOKHUIIH
kato Pebexka Xoph, Moxen I'epu, Kpuctusn boarancku, Xoper Xoxericen... bepinun e
,,apxeosoruuecko Haxoauuie”lY ¢ Hacmarsamm ce BpeMeBH IIACTOBE, ¢ GABHO 3apacTBAIIM OeNe3y 1
MorpemHn 0003HaUYeHUs Ha HEBUAUM apxeojior. Ha nuiiero Ha rpaga ce oTpas3sBar xonorpadckure
oromsicbun Ha McranOyn u MockBa. bepnuH e rpang Ha CTpaHHUTE My3€M Karo Beye
HechIIeCTBYBamus ,,My3eil Ha Oe3ycloBHATa KamuTyjanus , MPEBbPHAI C€ B OTPAXCHUE HA TPHU
Kanutynanuu: Ha ¢amuctka ['epmanus, Ha FOrocnaBus u Ha CbBeTCKUS ChI03. B UMIIPOBU3UPAHOTO
B Ma3eTo Ha My3es KaeHe C KelTHEepKa PYCKHHsS ce chOMpaT IOrociaBcKH OeXaHIu, MUAT Kade oT
IPY3UMHCKH JI’K€3BETa, MOA0OHO Ha ,,TYpPCKOTO”, U IJe/aT MO TEeJIEeBU3UATa KaK pycKaTa Mmucareika
bena AxManynuHa pexiamupa ayJuoKypce MO aHTJIMHCKUA €3uK. Te3u ,,HeMCKu’ (pparMeHTH, KOUTO
Vrpemmd HOMepupa (KaTaqormsmpa), ca CBoeoOpasHaTa CIOWKAa Ha OCTAHAINTE TPH YacTH Ha
pomaHa.

Ho Heka na pasriename cTpyKTypara Ha alTEpHAaTUBHUS Ha My3esl Ha cpama JIoMallleH My3eH,
KOWTO THUcaTeNkaTta ,.ypexna’ B Myzes na 6Oezycroenama kanumynayus. ,,JlomaiieH mysei” ce
Hapuya BTOpara 4YacT Ha pomaHa. (OHOBa, KOETO BB3KpecsBa HEHamWcaHaTa HWCTOpUS Ha
BCEKHJIHEBUETO, Ca apaH)KUpaHUTE B alOyM CEMEWHM CHHUMKM — MaTepuaiHata aBToOuorpadus.
CHuMKara, ,,)KelnaHaTa MspKa Ha CBeTa”, € OHOBAa, KOETO OM MOTJIO Ja MpEeXHBEe ,,.BUXbpa Ha
BoiiHaTa”. Pa3ka3BaukaTa ycTaHOBSIBa, Y€ CH CIIOMHS CaMO MUTOBETE, yJIOBEHHM OT OOEKTHBa Ha
¢doroanapara. [pyrusaT pasznen Ha JOMallHUS My3eid e aBroOmorpagusta — BepOANTHUAT anOyM.

I[’LIJ_ICpSITa 3aJaBa Ha Maiikara IpaBujiaTa, T.C. IIOBCCTBOBATCI/IHATA (bopMa, HOI[apﬂBaﬁKH M MalTbK

® Bx. Ilporoxpucrosa, Kneo. Temu c eapuayuu. Jlumepamypromemamuuynu emioou. Ilnosmus, YU |, Tlaucuii
Xwunenmapcku”, 2016, c. 163 ¢ npenpatka kbM cratust Ha Maiiksi Caiike — Bix. Sikes, Michael. Interpreting Museums
as Cultural Metaphors — In: Marylin Zarmuehlen Working Papers in Art Education. Vol. 10, Issue 1 (1991), p. 3.

1 Vrpeumny, JlyGpaska. Myseam na 6ezycrosnama kanumynayus. Ipeson ot xbpearcku XKena [eopruesa. Copus, UK
,,Cturmatu”, 2004, c. 347.
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OeNeXHUK C IIBETHU KOPHIIHM, KONTO I1le ce MpeBbpHE B JHEBHUK-IIPOPOUYECTBO 3a MPUOIIMKABAIIATA
BOlHa, JoBena A0 pasnaganero Ha HOrocnmaBus. Mexay JBe CUpPEHHM 3a BB3JyIIHA TpeBOra B
cenreMBpuiickure AHM Ha 1991 r., kouto nBeTe mpekapBaT B TBMHHUS alapTaMEHT WU B
CKPUBAJIMILETO, U3MBUBAHHU OT TEJIEBU3MOHHUTE KaJpu Ha pa3pyllieHara CTpaHa, JbIIepsTa JOM1UCcBa
THeBHUKa Ha Maiikata. B Hero ce oruexnaa cobcrtBeHara u aroouorpadus. CrnoMeHBT 3a
pa3BaIMHUTE, KOUTO MaiikaTa € 3aBapuja NpH uaBaHeTo cu B FOrociaBus cien kpas Ha Btopata
CBETOBHA BOWHA OT JajeyHara 4YepHOMOpcka BaphHa, ce orjexxaa B KagpuTe Ha paspyxara,
NpUYMHEHAa OT HoBara BoiiHa. HaTpamBa ce pa3sMHMBaHETO Ha TpaHHUIUTE MEXAY anlOym,
aBToOMoOrpadus U JHEBHUK. MynTUMEAUIHUTE NMPOEKTH Ha MOCKOBCKHS XyaoxHUK Mns KabGakos,
MPE/ICTaBEHU B Ta3M YacT HA pOMaHa Karo ,,TPaHCMEINEH JHEBHHUK U ,,TOTajJHa aBTOoOMOrpadus’”,
apryMEHTHpaT ABYIOCOYHHUS TPEHOC HAa TeMH OT JIMTepaTypara KbM BH3YaJIHUTE HW3KYCTBA W
o0paTHO, KOWTO camara mHcarenka peanusupa B Myszeam Ha 0e3ycio8Hama Kanumynayus.
CpBHagaHeTo Ha JIBaTa IHEBHUKA — Ha aBToOMOrpaduuTe Ha MalKkaTta U AbLIepATa — € BUASHO KaTo
,,CIIMBaHe Ha cHUMKuTE”. 1!

JNlyOpaBka VYrpemmu CTpykTypupa pomana Munucmepcmeo na 6oakama (2004) xato
,,BHOOpakaeM My3el Ha IOTOCIaBCKOTO Bcekmmuenme 2. TIpemonaBarenkara mo ,,Servo-kroatisch”
KbM CJIaBUCTUYHATa Kareapa B AMcrepaaM Tans Jlynud nmpoBOKHpa CBOUTE CTYACHTH, O€XKaHIH OT
o6uBma IOrocmaBus, Ja CHOAENAT CHOMEHH (,,MUCJIOBHM €KCHOHATH’) OT THPEeABOECHHOTO
BCEKUIHEBHE B €]lHA HECHIIECTBYBAIAa BEYe CTpaHa. ToBa € HAYAIOTO HA MOYTH apXeOIOTHYECKU
MPOEKT 1O KaTaIOTU3MPaHe Ha Pa3IMyHU JIETAHIIHN, OKOJIO KOUTO ce OPMHpAT pa3Kas3d U 3a3BydaBaT
rllacoBe. HaillloHOBa TopOa Ha uepBeHH, Oenu M cuUHU UBUIM (AHa), OypkaHueTa C JOMAaITHO
MPUTOTBEH MapMainajl, KUCeIH KPacTaBUYKH, JIOTH UyIIKH, ToTeHuna... (HeBena); nsamosus anoym
3a peBomonusTa ,, Kusor u geno Ha B. U. Jlenun 1870-1924” (bo6an); yacHuTe 3a0aBu 0€3 MUCHE
Ha yail B OCHOBHOTO yuuiuie (AHTe); perenta 3a O0OCHEHCKH TtoBed (Menuxa); BaHWIOB ClaA0je]
npe3 BakaHimute Ha Anpuatuka (Moxameke); cruxorBopenuero ,,Tvra 3a ror” Ha KoHcTaHTHH
MunanunoB (Cenum); cHUMKa Ha Maiikata ¢ Tuto ([apko); ¢unma Ha Benko bymanu ,,Brnak 6e3
pasmnucaHue’”’, OT KOWTO 3aloyuBa IOrociaBckaTa KMHeMarorpadus U I0TOMUTOJIOTUSATA, BIIaKOBETE Ha
FOIX — ¢ okaueHHTEe CHUMKH Ha FOTOCJIABCKH I'paj WM CEJo, C HaJANMuca Ha HAKOJIKO e3uka ,,He ce
HaBeX/ail mpe3 mposoperna” (MpeBbpHaT ce B pedpeH OT TmeceH Ha ,buiieno myrme”),
racrapOaiiTepckuTe KOMIO3ULIMH, BlIaka OT TpHUecT, MKOHA Ha IOrocilaBCKaTa KOHCyMaTOpCKa ernoxa,

,CHHHA BJaKk”, MpeBO3WJ Tpyma Ha TUTO M Hakpas ,,Bnaka Ha cBoOomara” (Mapuo); ,,HoBa

1 Mak Tam, c. 103.
12 yrpemmu, Jlybpaska. Munucmepcmeo na 6oaxama. Tpeson ot xbpearcku Jlroamuna Munnosa. Codus, Uz, ,,Daxen
ekcrpec”, 2005, c. 85.
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AHTOJIOTHS Ha FOorocjaBckaTa moesus’”’, 3arped, 1966 (Mrop); yueHHn4ecko ChYMHEHHE, ITOCBETEHO HA
Tuto u TeneBU3MOHHM KaJpu OT morpedenuero my (Ypomr). Bennbx 3aiBukeHa, ,,MalIMHaTa Ha
CIIOMEHHUTE” TPYIAHO MOXKE Ja ObJe CIpPAHA. 3apekaaT ce ,,IIUTaTH OT IOTOCIABCKOTO MHHAN0 ™ —
MY3UKaJTHU CTlIOMEHU (OOCHEHCKH CEeBJIAIMHKH, CPHOCKU XOpa, JaTMATHHCKH M MAaKEJIOHCKH MECHH,
CIIOBEHCKH ITOJIKH, ,,KJIaCHIIMTE” Ha FOTOCIaBCKUs pok ,umexcu”, ,buiteso gyrme”...), 1ymu Ha
MMMOHEPCKU KJIETBU U HA IOTOCIABCKUSI XMMH, 3arjlaBUs Ha IbPBUTE aMEPUKAHCKHU CEpUallld, UMEHA Ha
TEJICBU3NOHHM repou KaTo chBeTckus Llupnuir, yemkara ,,bonHuia Ha Kpas Ha Tpajaa’. ..

B Munucmepcmeo na 6oikama TOCTpaJalIuTe THPCAT MBPBOIMPHYMHATA 32 BOWHATA B
OrocnaBus B caMoTo OuTHE Ha €3UKa, B HErOBaTa KyJITypHA IMaMeT: OTKPHBAT sl BbB (hpa3eosioruma
LIeTeTo MM cnu KaTto 3aknaHo”.!* ToBa e BoiiHa Ha e3umuTe — 3aj] XBPBATCKUS, CPLOCKUS,
OOCHEHCKHSI, KaKTO M 3a]] HJICOJIOTU3MPAHUSI ChPOO-XBPBATCKU CTOSAT BOWCKH: ,,TOBa Osxa e3WIH,
KOWTO 3all09YHaxa BOWHA, 32 J]a JOKaKar, 4e He MOrar Ja ObJarT ChbOMpaHH 3aeqHO, MOXKE OU THKMO
3amoTo 6s1xa Hepasaeaumu.”® Ha 3anuyaBaHeTo Ha KOJIEKTHBHATA, a C TOBA M HA JMYHATA UCTOPUS,
Vrpemmud MNpOTHBOMOCTaBS CIIOMEHHTE Ha OOMKHOBeHHs doBek. Eceto  Hocmaneus (2011)
JOIBTHATEITHO KOHKPETH3Wpa MHCIEHETO Ha CIOMEHa Karo ,,JIEPCOHAIHO CHIIPOTHBUTEIHO
JBIDKEHHE”, KaTO €JMHCTBEHO OPBIKKME CPEIIY NPUHYIMTENHATA 3a0paBa.’®

B pomana ce pa3kpuBa 1 IBOHCTBEHOCTTA Ha CIIOMEHA, KOSITO IIPpU1aBa 0COOEHA MPU3PAYHOCT
Ha MHPHOTO IOTO-BCEKHMJIHEBUE — Hampumep OOHOOHUTE ,, KKK~ W 0o0pa3a Ha JIETETO, 510 OT TX
MaJKo Tpeau na Obae yOuTo. Pa3MuBar ce TpaHHIMTE MEXKAY BCEKHJIHEBHEC U BOCHHA
nercTBUTeTHOCT. OT BCHYKHM MHCJIOBHO-CKCIIOHATHO-OOPA3HO-IIUTATHH CIIOMEHH B TO3H POMAH-
My3el JKeHCKHST IJ1ac ce JOBepsiBa Ha BHU3YyalHHsS pa3ka3 Ha kKameparta: ,,OuimMuTe B MHOTO TO-
ronsiMa cTeleH OT BCHYKO OCTAaHANO JOKa3Baxa, ye BCE INAK KMBOTHT HU € ChlnecTByBan.”>’
JletaiimuTe Ha I0T0-BCEKHJIHEBHETO, IPOYETECHU IO JAPYT HAYWH B JIPYr KOHTEKCT — B AMCTepiam,
rpana-,, JabupuHT”, , JaHTena”, ,,poMan’’, — MPUA00MBAT CMUCHIIA Ha TIPE/ICKa3aHNE 3a BOMHATA.

B pomana-my3seii Ha Yrpemmuu ¢ mpeIdMCTBO € CIIOMEHBT, MUCIEH KaTo (oTorpadus wim
¢unm. ToBa ompenens MpUHIUIIA HA MOHTaKa B CTPYKTYPUPAHETO Ha POMaHa, a OTTaM M YCIEIIHOTO

MPEBKJIIOYBAHE HA MMOBECTBOBAHMETO OT alOyM B THEBHUK U oOpaTHO. Pa3kasBa ce oT mo3uuusTa Ha

¢doToobekTHBa, Ha KamepaTa, a TOBa € IIO3MIUATa Ha CBHAETeNs. B  Tasm ocobeHa

13 Tak Tam.

14 TTak Tam.

15 [Tak Tam, c. 38.

16 Vrpemmny, dy6paska. Eepona 6 cenus. Ilpeson ot xbpearcku JKena Ieopruesa. Codus, Usn. , Jlanopama”, 2017, c.
14.

17 Vrpemmu, Jlybpaska. Munucmepcmeo na 6oaxama. Tpeson ot xbpearcku Jlroamuna Munnosa. Codus, Uz, ,,Daken
ekcrpec”, 2005, c. 55.

71



Colloquia Comparativa Litterarum, 2018

KMHEMaTorpaguyHOCT (,,kuHOreHWuHOCT %) Ha mMOBecTBOBaHMETO, KaKTO M B CBHJETEICKAaTa
MO3MIKs, ce mpecpeniatr pomanute Ha JlyopaBka Yrpemmu u biara Jlumutposa. 1o oTHOmeHue Ha
Obnrapckara mwucareinka EennHa benmdeBa muine 3a KWHOIpaMmaTyprudyHata IMOETHKA, CHITHATA
,»,pa3KagpoOBaHOCT” HA MOBECTBOBAHUETO HA OTICIHU (DPParMEeHTH-EMU30/IH, ,,KaTO MPOCKT 3a OBIeI
monTax”.Y® Omrnonenue (1967) e ,,poman 3a IlameTTa KaTo eIMHCTBEHA MCTHHCKA PEANHOCT Ha
voBeka.”?® Tyk Bmara JlumMuTpoBa M36HMpa poMaHOBHs JHEBHHMK. OT Ta3W OTINpAaBHA TOUYKA IIE
pasmiienam BuerHamckata TemMa B TBOPUYECTBOTO Ha IMCATENKaTa U IO-CHELMAIHO KaHPOBO
OIpelIeJICHUs] OT Hesl Karo ,,poMaH-tibTenuc” Cmpawnus cvo (1969) 3aenHo ¢ MPOIBIHKEHUETO
Iooszemno nebe. Buemnamcku onesnux 72 (1972). Te ce paxmaT cien mbTyBaHUATA i 10 BuetHam
)21

o Bpeme Ha BuerHamckara BoiiHa (1956-1973)7" u 3aeaHo cbe ctuxocoupkara Ocvoenu Ha 10608

(1967) ce npeBpbIIAT B ,,CHJICH BHUK CpELly H3TPEOJCHHMETO W OOJIKaTa, WABAIIM C BOCHHOTO
oKecTodenue.”??

Owe nipe3 1937 r. Canpna MoBuesa n30upa jkaHpa ,,poOMaH-IHEBHUK ’, 32 Ja MU 110 TeMaTa
3a BOWHATa — pe3ynTarsT € Hue 8 0v1boKus mun.?® Tpuiicet roaunu mo-KbcHo biara Jlumutposa
onpenenst CmpawHusa cb0 KaTo ,,pOMaH-IIbTENUC”, HO TOM 1€ C€ YeTe M Karto ,,3abXaH aBTOPCKHU
nuesHnk”.2* Axo B mauanoro na XX Bek Canma Mosuesa ce e BBJIHYBaJIa OT €K3UCTCHLMUATA HA

JKEHUTE B JBJIOOKHS THI Ha BOWHAaTa,?

BbB BTOpaTa IOJOBMHA Ha Beka biara JlumuTpoBa e
JIOKOCHATa OT Cpellara ¢ yJacTHUYKa BbB BueTHamckara BoifHa — ,,mapTu3anka ot Oxen BuetHawm,
CBaJMJIa aMEepPUKAHCKHU camoster.”?® EnusonsT Ha Tasw ChIOOBHA cpemia e npenaneH B Cmpawinus

Cb0, HEIO TIOBeYe, TOM ce OTJieXkaa B APYT, MO-KbCEH €MU30/-(PpparMeHT — crsiaTa Ha paMoTO Ha

18 By. Esenuna benuesa. Pomanvm na Bnaza Jumumposa ,, Omkionenue” — iumepamypHocm u
kunemamozpaguunocm-1 http://e-lit.info/lit-teory/312-romanat-na-blaga-dimitrova-otklonenie-literaturnost-i-
kinematografichnost.html (28.01.2018).

1 TTak Tam.

2 Tak Tam.

2l Buetnamckara BoiiHa (unu Bropara mHpokuTalicka BoiHa) ce Boau oT 1956 mo 1973 r. mexay CAIIl u IOxen
Buernam (Peny6muka Buernam), ot emna crtpana, u CeBepeH Buernam (/lemokpatnyna peny6inka BuetHam) u
Hapopnus ¢poHT 3a ocBoboxaeHne Ha HOxen Buernam (Buerkonr), ot apyra. [Taprusannte oT BueTkoHr 3anoysar na
JIeHCTBAT BCe TO-ycmenHo, koeto npuHyxaasa CAIL na 3acuiu BoeHHata nmomorir 3a FOra. BuetHaMmckara BoifHa € euH
OT KpPUTHYHUTE MOMEHTH B repuozaa Ha CryneHara BOWHa B YCIIOBHSTAa Ha IPOTHBOIIOCTABSHE HA JIBA MOJHTHYECKH
6noka. CCCP monkpenst Cesepen Buernam, a CAIL| — IOxen Buernam. brnara [lumMurpoBa mbTyBa HSKOJIKO I'BTH JIO
CesepeH Buetnam 1o JIMHKS Ha KOHTAKTUTE M MOJKpenara oT cTpaHa Ha M3Tounus OIoK.

22 Muxaiinoscka, Enena. Braza Jumumpoea: scusom-cioso. Buozpauunu wpuxu, nopmpem u cnomen 3a nes. Codus,
,A3tok-3aman”, 2016, c. 143.

3 ﬁOquBa, Canma. Hue B gpnbokus Ttmn. C., Ilewarnuna ,Omeon”, 1937. — Ilut. mo [ackanosa, Kpacummupa.
bwirapckute uctopuuku (1901-1944) u HanuoHanHata wctopusa. — B: Pod u ped ¢ 6wvacapckama xyimypa. CbCT.
Munena Kuposa, Kopuemus CrnaBoBa. Codust, @onmanus ,,[leHTsp 32 u3cienBanus U NOTUTHKH 3a xenute”, 2005, c.
27-42.

24 Muxaiinoscka, Enena. Braza Jumumposa: scueom-cioeo. Buozpaguunu wpuxu, nopmpem u cnomen 3a nes. Codus,
LA3tok-3aman”, 2016, c. 144.

BTlo-noapobuo Bxk. Banmentuna MurtkoBa. Cpewyy KaHOHUYHUS HAMUCK 04 ce nuuie ,,no dcencku’: 6GvieapcKkume
aemopku u memama 3a gounama (Canoa Hosuesa, ,,Hue ¢ dvaboxus mua”, 193 7). — Enexrponno crnucanue LiterNet,
27.10.2013, Ne 10 (167) https://liternet.bg/publish29/valentina-mitkova/sanda-jovcheva.htm (28.01.2018).

% JTumurposa, bnara. Cmpawnus cv0. Poman-nomenuc. Ilnosaus, Uznarencrso ,,Xp. . Jlanos”, 1972, c. 113.
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pa3ka3BaykaTa I0KHOBHETHAMCKa MapTU3aHKa MO Bpeme Ha oOukonkata u3 Kyba u cnsmoro Ha
pamMoTO M MaJIkO BHETHAaMCKO MOMMYE€ B camoisieta oT Buernam 3a bwarapus. J[Bara emuzona
paMKHUparT MpoMsiHATa: OT MEJIMWHATa TMpejcTaBa 3a BOWHATAa 10 CBUJAETENICKaTa MO3UIUSI U

CIIOACIICHOTO CTpadaHHuEC:

»Ha paMoTO MM JIeKH Hal-TOJIIMOTO CTpajJiaHue Ha CBeTa. A a3 HE Mora Jia ro crojens. 3Has OT
BECTHUIIMTE: OOMOApIUPOBKH, IMOANAJICHH C HAlajiM II0JIsA, HUCKO JICTSIU PEaKTUBU C OpPBbCHEII
obcTpen, xuMudecka W OakTepHoOJorndHa BoiHa. Haii-o0mu mpemcraBun. Ho mora nm nma pasratHa
auvHaTa 1 6oska? C KaKBo JMIle Maika i MOXe O jKuBa ¢ u3ropsuia B 6amOykoBaTa cu kosmoa (...)
Ha pamoTo mu criu enHo nete. TpsiOBa 1a cbM OyaHa.

ETo, mo ceims HaunH cens Ha netunieto B Hanuar. Xa cmu, oMaaoMoIeHa OT pa3JisiiaTa ChC CBOsTA
poauna.” %’

PomaHbT € CTpyKTypupaH KaTo IbTyBaHE 110 M3pAaHEHUTE OT BoMHara mbTUIla Ha CeBepeH
Buernam, kaTo CrioMeH B crioMeHa: ,,I1ak moreryisiMe ¢ JpKuma OT TparmduHa B TPAaTiuHa, OT CIIOMEH B
CTIOMEH, OT MUCBHI B MHCHJL.”?® [TOBECTBOBATEIHUAT MOJIENl MOYKE J1a CE CPABHU C Pa3pyIIEHUs MbT,
OCesH OT SIMM BCJIEJACTBME Ha JCHOHOIIHUTE OOMOapaupoBKU. Pa3kazbT 4ecTo ce OTKIIOHSBA,
nhporana”. Cplo Kato aBTOMOOWIIA, B KOWTO pa3Ka3Baykara IMbTyBa, MMOBECTBOBAHHUETO ,,BHPBH’
Hampea, HO ChC 3a00HMKOJKH M OTKJIOHEHWs. Hemo moBeue, sMUTE W KpaTepUTE C€ acOIMHpAT C
U3bJI0AH Ha 3eMsITa JIETOIUC 32 ,,HaueTo Bpeme”. B Cmpawnusa cv0 ce pa3kazpa OT MO3ULMATA HA
CBHJIETEJIS, HO U Ha IOCETUTENs, KOoiTo nmpexussiBa Myses, HapeueH Buernam. IIpTyBaneTo mpes
pa3NUYHM €roXu TpaHchopMmHpa IbTenuca B My3eeH kaHp. Ha mojepHarta BoifHa BUETHaMIUTE
OTroBapsAT ¢ ,,HeOMBana BoitHa Mesxay 20 BeK M BCHUKM MHMHAIHN cToneTus.”?® Ha kubepHeTHKaTa €
MPOTHBOINIOCTABEHA MHUTOJIOTM3MpAHAaTa MCTOPUS Ha BCHYKHM BOIHM, BOJICHH HA TEPHUTOpHUATA Ha

BuetHaM ¢ BCUUKH €KCIIOHATH OPBXKUA:

»---[TBPBOOUTHATE BpeMeHa ¢ 0aMOYKoBUTE KOJIOBe, CpeTHOBEKOBHETO C YEKPBHITUTE-KIIOMKH 3a KpaKa
Ha HAIIeCTBEHUKA, JIOBHUTE €MOXHM C BBIYMTE MU, MUHAJIUAT BEK C KapaOWMHHUTE OT BBHCTAHUSATA,
HAYaJIOTO HA HAIIUS C TMApTU3aHCKUTE 3acaad MPOTHUB KOJOHU3ATOPUTE, MUHAIOTO XUIISJOJETHE C
TI0JIBOJIHMTE CTBOJIOBE CPEILY MOHTOJICKHTE Opan.”

ToBa e cTpaHa Ha ,,KOMIIAKTHOTO, HEM3TUYAIIO BpeMe” C HEIMOCEIIaBaHU J0Cera My3eH Ha
,,HACTOSIIIIMS, OI€ HEW34epriaH MWUT , B KOWTO ,,BUETHAMEIIBT CHOMpPA OTIOMKH OT OYIUCTKH
XpaMoBe, Mapyera OT OOMOM W CHapsid, NAaTPOHH U MYIIKU, CPEIly KOUTO € CTPENITHO ChC
CBPBX3BYKOBU CaMoJIeTH. BCsSKo celo cu mma My3ei ¢ oIle Hen3CTUHaIn O0MOEHH KbCOBE, C OIIe

HeyracHana camonetHa memen.”®! TTomo6HO Ha repoute Ha YTpemnd, BHETHAMIMTE MPU30BABAT

27 Mak Tam, c. 119-120.
28 T]ax Tam, c. 66.

2 T]ax Tam, c. 28.

30 TTak Tam.

31 TTak TaMm.
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CIIOMEHHUTE KAaTO OpBHKHE, HE CaMO TE€3U OT BCEKUIHEBHUS KUBOT, & BCUUKU IMOCIOBULM, JETEHIH,
XWIATOJIETHU TpEeAaHusi, IECHU, CIIOMEHH 3a OWUTKU, TepoUu U MOoJBU3H. Taka B MPOIBIDKEHUE HA
TOAMHU T€ yCTOSBAT Ha MOJIEpHATa BOiiHa. BueTHamckarta 3eMs € BHJSHA KaTo JICTONHUC HAa TE3U
CrioMeHH. 3eMsTa € mamer, HebeTro — 3abpaBa, TOBa € ,,BOMHA MEXKIY 3eMsTa U HEOETO”, T.e. MEKIY
nameTTa u 3adpasara.

,»CbBpEMEHHAaTa BOilHa 3anu4aBa BCsAKa ciena oT oOpa3a Ha 3aruHanuTe. He moxem na
3amuiadenn Hajl Ge31uKa Mernes, HaJ OCTAHKUTE OT Belry.” 2 OTTaM uBa HeJOBEPHETO KbM CHUMKATa
u obOpasza, 3arme4yaraH BbpXy Hes. IlokasarereH B TOBa OTHOIICHHE € €MHM30JbT C ABere Xa. B
JIOHECEHUTE OT OBIrapCcKusi KapUKaTypUCT, BbpHAI ce OT BueTHaM, CHUMKM Ha MOMHYEHIIE C KyKJIa
paska3BauKaTa BUKJA ,, KOHTYpa Ha ChBCEM JAPYT JETCKH XapakTep.”>> B meTckus J0M nMa JBe Jena
c uMmero Xa, Janu ObArapkaTa Iie CH CIIOMHH KOS TOYHO € CpellHaja MpH HPEAUITHOTO CHU
nocenieHue B crpanara. Jlopu cien HanpaBeHUs U300p T HE € CUTypHA KOsl € MCTUHCKATa, 3alI0TO
BCHUYKH T€ ca UCTUHCKU Jieta (1 Jula) Ha BOiHAaTa.

BceobxBaTHaTa 3eMsi-My3€eil MPOBOKMpPA CIIOMEHH 3a APYru BoiHU. B pynHuTEe Ha mbHpBaTa
BHETHAMCKa Tapa TOMIeIbT pazuuTa cuiayera Ha OombOapmupana Codus mo Bpeme Ha Bropara
CBETOBHA BOWHA. BHeTHaMCKUTE MIIaIeKKH OpUTaH, KOUTO C MPUTIIYIIEHN CMEXOBE Bh3CTaHOBSBAT
Ipe3 HOIITa MIOCeTa, KEJIe30IbTHH PEJICK M MOCTOBE, BPBIIAT IOCETHTENIKaTa B CIIOMEHa 3a
COOCTBEHOTO M M3ryOEHO MOKOJIEHUE, KOETO ,,U3XBBPJIN C IIBJIHU JONATH U KOJIMYKU MJIaIUHUTE CH
M0 HACHITATE HA IBTHUINATA, 33 Ja MUHAT IO TAX JPYTH, HEMOHATHU Ham MiamuHu? U meeme, u ce
cMeellle, KOraTo TH W3xBbpiame...”** 3a ma moambpxkaT modsopa OyleH, COBTHHIUTE H CH
pasKka3BaT KOMHMYHH CIOMEHH OT BPEMETO Ha CHHOPOTHBATA CPelly (DpPEeHCKHTE KOMOHM3aTOpH.®
Texnusat OypeH cMsX W3BHKBa B ITaMeTTa CIIOMEHUTe Ha Oaia i 3a bankaHckara BoliHa, KOraTo TOH
CaMHUSAT C€ € CMsUT CBIIO TOJIKOBA UCKPEHO B KAIHUTE OKOIH MO BPEME Ha pa3BUIIHsIIATA CE XOJepa.
Briewarienne npaBu pa3sMHHABAHETO MEXKAY CIIOMEHA M HcTopHorpadckaTa mamer. JKeHCKHUAT rirac
npepas3ka3Ba HOCTAJITMYHMS pa3ka3 Ha Oamara: ,,..CbBCEM HE OWJIO TOJIKOBAa MpaydHO, KOJKOTO ce
omucBa B KHurute.

OrnenanHOCTTa Ha CIOMEHHUTE TPH TEeMAaTU3WPAHETO Ha BOWHATAa OCTaBa NPHUHIMI U B

npoabikeHneTro Ha Cmpawnus cv0 — Iloozemno nebe. Buemuamcku owesnux 72. Taka Ha

% [Mak Tam, c. 221.

3 Tlax tam, c. 215.

3 Tlax tam, c. 22.

% Or Bropara monosuna Ha X1X Bek g0 1954 r. (korato cewpiuBa [IbpBaTa HHAOKKTalcKa Boiina) BuetHam e (peHcka
KOJIOHHS.

3 Mumutposa, biara. Cmpawmnus cv0. Poman-nwmenuc. Ilnosaus, Usnarencrso ,, Xp. I'. lanos”, 1972, c. 70.
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37 Ha coOCTBEHUS I Gama Karo

MPUCTAHUIIETO B XaHOW BMECTO ,,JaJIEKOU3TOYHO MPEBBILTBIICHNE
apTUJIEPUCT, IO OPBIUETO pa3ka3zBaukaTa BHXKAA JeBOHKa. ,,CIIOMEHUTE B crioMeHa” OO0JIe3HEHO,
KaTo BBPXY €KpaH, PETUCTPUpPAT U MPWIMKUTE, U OTJIMKUTE — aKO BbB BOWHUTE, MPEKUBEHU OT
Oamara Ha bankanure, € ©Maa0 MSACTO 3a IACTIIMBA CIYyYaHOCT (BOMHHUIIUTE CE KPUENH B IYIIKH OT
CHaps/M, BAPBAIKY, Ue Ha CHIIOTO MACTO BTOPH BT HAMA Ja MMA MOMAJeHHe ), aBTOMATHKATa Ha
JHEIIHATa BOMHA W3KIIIOUBA TaKaBa Bb3MOMXHOCT.

ITpTyBaneTo n3 BuerHam ce npespblia B Henlo HeouakBaHo. KoHncratanusara ot Cmpawinus
cv0 — ,,Hue ThpcuM enHo, a Hamupame apyro. Twpceiiku Ky6a, a3 otkpux Buernam.”?® — mma
npoabipkeHue. [locemasaiiku Buernam, nucarenkarta npeotkpuBa bbirapus. BroOpassBanero Ha
BHETHAMCKaTa 3eMsl KaTo JIETOMHUC € JBJIOOKO OBIrapcKO M HAKAK CHHXPOHHO C MPU3HAHHMETO Ha
bnara JlumutpoBa 3a Brirb0siBaHETO U B OBIATApCKUSl €3UK KAaTO YIOBaHUE: ,,...TAWHCTBEHA KU3HEHA
eHeprus KIOKOYH HENpechXBalla B IbIOMHUTE My, BIMBaHA Ipe3 BeKoBeTe oT HapoxHus ayx.’ ** B
MOTBBPXKACHUE HA Ta3u BHU3Us € u3ka3BaHeTo Ha HOmus KpbcTeBa mo Bpeme Ha myOnuuHaTa U
nekuusa B Codus npe3 2014 r. 3a Obirapckara Halus Kato ,,KyJITypHa ThbKaH, KOSITO c€ Ch3HaBa U
PEBHOCTHO ejae na Objae TakaBa™: ,.Bweorapus e Haums-a3Oyka, Hamus-nmcMmenoct.”*! B
Cmpawmnus cv0 THTYBAHETO 3ajM4aBa IPAHULIATA MEXKJY BUETHAMCKUTE JIETEHAM, pa3Ka3BaHU OT
CIbTHHUKA-BOJa4 U wucTopuyeckus ¢akr. VMIMEeHHO Tam € CeMHOTHYHAaTa CHUTyalusi MEXIy JBa
KOPEHHO pa3In4HU e3uka: ,,WI Tyk ce pazOupame. B MUHAIOTO HU MMa UCTOPUYECKU CHOUTHS, KOUTO
HAMOMHAT ToeTHyHa nerenaa.”*? HaponsT, usnpasmi ce cpenry OCMaHCKaTa HMIIEPHS C 9ePEoBO
Tomue, Hail-noOpe MoXke Aa pazdepe BUeTHAMCKaTa ChbIIPOTHBA ¢ KapaOuHu 1 6aMOykoBH KosioBe. Ha
MY3€€H €3UK: EKCIIOHATUTE OT CBAJIEHUTE aMEPUKAHCKU CBPBXMOAEPHH O0MOApANPOBAYH, U3T0KEHN
BbB BOCHHHMS My3€ll B XaHOW, ca CPaBHEHHM C OCMAHCKOTO BOCHHO BEJIMKOJIENINE, KOETO CEIBa
ITOCETUTENIKATa B UCTOPUUYECKUS My3€el BbB BueHa.

[IpTyBaHETO U3 CTpajalaTa BUETHAMCKa 3eMs po0yKaa AbJIOOKO MOTUCKAHA, HOCTAJITUYHO

»43 CIIOMEHaA 3a Maikara Hu

JKCHCKa CTpyHa ,,0T HOaJICHHU BpPCMCHA, MHUHAIN U 6’[:,[[6].].[1/1
Mal4MHCTBOTO. TOH € BIeYaTIsaBallo UACHTUYEH C 06138.38. Ha poaHaTa KaHApHUCTa 3€MA: ,,Tp;{6Ba

cama Jia ce MpeBbpHa B CKaJia, 3a Ja s MOArOTBs [MaJIKOTO BHETHaMCKo Momude Xa — Oen. B. B.] 3a

37 Hdumurposa, brmara. TlogzemHo HeGe. Buernamcku mHeBHuk 72. — B: JlumurpoBa, bnara. Ocwoenu na 1:0008.
Cmuxomeopenus 1967. Ilodzemno nebe. Buemnamcru onesnux 72. 1972. Cvopanu meop6ou, mom 7. Codus, Uzn. ,,TUX-
HBEJI”, 2005, c. 151.

38 T]ax tam, c. 138.

3% Mumutposa, bnara. Cmpawmnus cv0. Poman-nvmenuc. Ilnosaus, Usnarencrso ,, Xp. I'. Janos”, 1972, c. 117.

40 Bx. MnTepBioTa ¢ aBTopu oT bsnara nopeauna: brnara Jumurposa. — Jlumepamypuu 6aixanu, 6p. 1 (romuua III),
Codus, 2005, c. 260.

4 Bx. I0mus Kpwcresa. Hoeu gopmu na 6yuma. Ipesox ot dpencku: Hapun Tenes. Coduiicku yHusepcurer ,,CB.
Kinument Oxpuacku”, 26 centemspu 2014. http://www.kristeva.fr/sofia2014-novi-formi-na-bunta.html (28.01.2018).

42 Numutposa, biara. Cmpawmnus cv0. Poman-nomenuc. Ilnosaus, Usparenctso ,, Xp. I'. Jlanos”, 1972, c. 75.

43 Tax tam, c. 42.
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rpanaBaTa HACTHJIKA, KOSTO I s PEITbBa BBB BCsAKA cTpaHa...”** BMecTo ¢ BueTHaMcKa TeceH, Xa
e Ob/e 3aliojIsiHa OT 3araJibYHUTE KaHapu Ha bbirapus — oHe3u OT MeceHHUs TOBOp Ha MbjpaTa
pOJIONICKA IJlefaduka, — KOMTO ,CTIOSBAT MOMHEHETO fna He ce pasmuiee.”*® Tosu Tpamchep Ha
MUTOJIOTMYHO B aBTOOMOTrpaduyHOTO (B JKEIAHUETO HA MKCaTeNIKaTta Ja ObJe W Maiika) Mmopaxaa
HOBaTa Bpb3Ka Maillka — Jblleps U OOSCHsABa BspaTa B Hal-KpEXKUS M HEMaTepuajeH CIIOMEH,

CHMBOJI Ha Ipepakaalus ce )KUBOT.

,»HacpelmHuAT BeTpel] JoHacs ThHBK KaTO KOMapHO 3BBHTEHE €K OT JApeBeH MHCTPYMEHT. B kopyOara
Ha HoILITa — cKpuTa menoaus. Hali-kpexkoTo cu ocTaBa Hali-HEYsSI3BUMO OT pa3pyxaTa — €JHa MECEH.
CKOKBT Ha BPEMETO Teue B Hest.”*®

MMeHHO mopagu CBOsATAa HEMATEPUAIHOCT IIECEHTa IIE MPOABIDKAaBa Aa 3BY4YHM, JOPU C
HocJeIHUs OLelisil BbB BoitHata. Heciydaiino B /lod3emHo nebe THEBHUKBT Ha JblIEpsATa € HApEUeH
OT Maiikara ,,[lacHu4e” (JOKaTO HEWHUAT COOCTBEH € ,,HOIIHUK). Ako B Myseam Ha Yrpemuu
IblLIEpsTa JONKMCBA 3aloOyHATHs OT Mailikata JHEBHUK, npu biara JlumuTpoBa curyauusra e
oryiefanHo oObpHaTa. MaiikaTta mpoabKaBa 3allOYHATUSL CAMOCTOSITENIHO OT JIbILEpsATa OEIeKHUK,
ONMUTBAliKK ce Ja 3amuile yCTHHsS paskas (ma Obje ,,3ByKO3allUC Ha TOBa JIETCKO ,,ruiacHuue”’),
CTa3BaiiKi HEWHUs OBJITAPCKU peyHHK. PoManbT-ipoabKkeHne Ha CmpawiHus cvb0 € CTPYKTypUpaH
KaTo ,,JHEBHUK B JIHEBHUKA , HA XPOHOJOTMYECKH IMPHUHILIMII — 32 3aBPBIIAHETO HA pa3Ka3Baukara
(Beue Maiika) 3ae/1HO ¢ IOpacHanara Jbiueps BbB Buernam. U B nBata ciayqas obaue (1 B My3zeam Ha
VYrpemuy, 1 B poMaHa-AHEBHUK Ha J[UMUTpoBa) ce AOMHMCBAa 4yXAus pas3ka3, T.€. pa3ka3a Ha
MUTpaHTa — Ha Maiikara, Jouuia oT bbiarapus, U CbOTBETHO Ha JbIlEpsATa OT JajeyHaTa a3uarcKa
cTpaHa. [lanu ToBa He € mMpuUMEp 3a MHOTOIJIACOBO pa3Ka3BaHE B JyXxa Ha MOJEpPHHUS pOMaH ¢
XapaKTepHOTO CBOMCTBO Ja ce JONKCBa, My3eanusupa ,JApyrus’ HapaTuB. KbM 1mono0HM m3BOAM
BOJIAT pasriiexk/1aHUTe OaIKaHCKU POMAaHHU.

B noxymeHnTanHus mact Ha aBara pomaHa Ha biara /luMuTpoBa pa3ka3bT OT NMO3ULMATA HA
CBUJETENKATa, Ha IMOCETUTEIKaTa, ce TpaHchopMupa B pa3Ka3u, KOMTO YPEIHHUK ,,ypexaa” BbB
BHETHAMCKU My3ell. ToBa e 3Byko3aImuc oT MSICTOTO Ha CbOMTHETO Ha IJIAaCOBE HA BOJIHMU M HEBOJHHU
YYaCTHHUIM, MBXKE, )KEHH U Jlena — ,,Xxopa >kuBa namer” (mo u3pasza Ha (peHckust uctopuk I[luep
Hopa). 3mecTBaiiku THYHOTO, POMAHBT C€ MPEBPHINA B CBOCOOPA3eH BOCHEH JHEBHUK — ,,[JITACHHUK
Ha UCTOPUYECKUTE CHOUTHS Mpe3 morjiena Ha nonutudecku ¢urypu xkato Xo llIu Mun, no oHoBa

BpEMC NIPC3UACHT HA CCBCpeH BuernaM, Ha BUETHAMCKHU KYPHAJINUCTHU, TUCATCIIH, JICKAPH, (I)a6pI/I‘-IHI/I

4 Tlax tam, c. 59.

5 TJax tam, c. 58.

4 Tax tam, c. 60.

47 Hdumurposa, brmara. TlogzemHo HeGe. Buernamcku mueBHuk 72. — B: JlumurtpoBa, bnara. Ocwoenu na 1:0008.
Cmuxomeopenus 1967. Iloozemno nebe. Buemnamcku onesrnux 72. 1972. Cvopanu meopbu, mom 7. lurt. uzn., c. 180.
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paOOTHULM M CEJNIIHU, MOCTpajaid OT OOMOapIMpOBKUTE, HA MAPTU3aHU, HO M HA aMEPUKAHCKHUS
BOCHHOIUICHHUK, Ha OQHIEpUTe OT CalrOHCKaTa apMus, MUHaJuW Ha cTpaHara Ha Cesepa... Ha
MOMEHTH pa3Ka3bT Ha He3albens3aHMs OT HUKOTO CBUAETEN M ydacTHHK (mo u3pasa Ha C.
AnexcueBnY) ce peyBa ¢ IOETUYHU CBUJETENICTBA — HA aBTOPKaTa, EMOLMOHAIIHO aHTaXKUPaHa KbM
kay3ata Ha CeBepeH BuetHam u BueTkoHr, Ha BUSTHaMCKHU IIO€TH, HO U HA OOMKHOBEHU BUETHAMIIH,
B YUATO KYJITypa € J]a CbUMHABAT CTUXOBE 110 BCSIKAKBU MOBOJIH.

B Myzeam na 6e3ycroenama kanumynayus CTPYKTYPOONPEACISIIO € 3acThIIBAHETO Ha
anbyma, aBrobuorpadusara u gHeBHHKA. B Cmpawmus cvo ctaBa qyma 3a TpaHcopmanus OT
I'BTENUC KbM TOTAJHA My3€lHa eKCIOo3ULus (MMEHHO Taka € IpeJCTaBeH BueTHam) ¢ KOJEKIUH OT
eKCIIOHATH OPBXKHUs, )KUBU CBUJCTEJICTBA 32 BOWHATA, CIIOMEHM 3a OUTKH, JIETEHAH, IIECHU U I'€pPOHU.
lloosemno nebe. Buemnamcku oneenux 72 ce npeBpbliia B JHEBHUK 3a IPEOTKPUBAHETO HA pPOJIMHATA
¥ MalYMHCTBOTO, HO W JIHEBHUK Ha CBHJETEIHMTE-yYacCTHUIM BHB BOiHaTa. BropoTo m3manue Ha
Buemnamcku onenuk, Ha KOETO ce [1030BaBa TOBa U3CJIeBaHe, 100aBs HOB IPHUX B peLeNLusATa Ha
JIBETE MPOU3BEJIECHUS U B TEMaTHU3UPAHETO HA My3esl B JiuTepaTypara. B mOTBbpXkaAeHUE Ha OHa3U
0co0eHa ,,KHHOTEHUYHOCT”’, KbM TOMa, 3a¢HO C poMaHa W ctuxocoupkara Ocwvoenu Ha 110608, ca
BKJIFOUCHU CHUMKH (KaJpu) OT ceMeitHus apxuB Ha bnara JlumMutpoBa, Bu3yanusupaiim BepOarHara
aBToOMOrpadus (1o u3pasa Ha Yrpemmuy), T.e. TEKCTa Ha JHEBHUKA — MOMEHTH OT IOCELICHUATA BbB
BuernaMm, HO ¥ 3ameyaTaHM MHMIOBE OT BCEKHJIHEBHHS XMBOT Ha Maiikata W abuiepsata B Codus.
Hskbne B ToBa JMHAMHYHO, JOPU KMHEMATOTrpapu4HO ,,ipeckayaHe’” oT ajdyMm B aBToOMorpadus u
JTHEBHUK W OOpAaTHOTO — OT ITENMHUC B aBTOOHWOrpadus, JHEBHUK U OTHOBO aiOyM ce mIpecpemiaTt
pPOMaHHTE Ha JIBeTe OaKaHCKU MHCATENKH.

[TpuHIMIBT HA OTPaXXEHUETO (UM €XOTO) Ha BOMHMTE — HA HACTOSAIIATa, KOSTO HAIIOMHSA 32
Apyra BoiiHa (APYTrH BOWHHU), 32 pyro (MPe)BOCHHO BCEKHIHEBHE — Tpernpaiia KbM MUTOJIOTUIHOTO
ycHopeasBaHe Ha 3BYKOBO OTpaKeHHe M ornenaneH o6pas.*® B ciyuas 6ux mckana fa oT6enexa
npeBeca Ha (POHUYHOTO orieAano. JIBere nmucaresku ,,ce cpemar’” B My3eifHaTa Metadopa, CBbp3aHa
ChC CIOJAETICHUS MUTOJOIMUYECKH peduieKCc Ha IJ1acoBOTO (TMIECEHHO) MPeooisiBaHe Ha TPaBMHUTE OT
BoitHMTe. ,bankanckara Tupama” OT KIeTBH (HapedeHa ,3ByuHO THCMO™Y), ¢ K0STO 3aBBpIIBa
poMaHbT Munucmepcmeéo Ha 6onikama, HANOMHS TI€CEHHUS TOBOp-HapeX/JaHe Ha crapara
ponomyanka ot Cmpawnus cv0. B Metadopara Ha MECEHHOTO OIUIaKBaHEe U cnenuduyHaTa poss Ha

OIllTaKBa4YKaTa C€ KpUC OHAa3uW HCU34YCpIacMa CHUJIa Ha EBpona Ja CcC crpaBsa C OoJkaTta OT

48 3a meTamopdo3uTe Ha GOHUYHOTO OIIIEAANO, ONUIETBOPEHO OT EX0 M BU3yaIHOTO OIeaalno, o3HadeHo oT Hapuuc:
ITporoxpucrosa, Kieo. Oenedanomo. Jlumepamypnu, memaouckypcugHu u KyimypHOCbROCMAGUMENHU MPAEKMOPUU.
[TnoBams, U3n. ,Jletepa”, 2004, c. 345-362.

9 Vrpemnu, [lybpaska. Munucmepcmeo na 6oaxama. TlpeBon ot xbpBarcku Jliogmuna Munnosa. Codus, Uza. ,,Daken
ekcrpec”, 2005, c. 234.
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nmopakeHusITa. BpbIaiiku IeHTaTa Ha3aa, ¢ €XO-MpenpaTki KbM ApYyru BoiiHH, [lyOpaBka Yrpemuy
u bmara JlumutpoBa mnpeanarat pemieHHe 3a MpPeojosisiBaHe Ha BeyHaTa OalkaHCKa BHHA B
(3anazgHo)eBponeiickus auckype. OT riieqHa TOYKa Ha MOJAEPHOTO MHMCAHE M CTPYKTypUpaHE Ha
poMaHa-My3€il, TOBa ca peLIEHUs 3a ,,pa3rlacsiBaHe” Ha MHOYKECTBO CIIOMEHH: 3aCIyIIBAaHE B HEUYTH
Jlocera TJacoBe, pa3fM4HM TJEJIHM TOYKH, (Tpe)pa3kazu 3a BoiiHM. B roBopeHero 3a BoifHarta
KEHCKUST TJIac IPUCBOSBA, apXHUBHUPA MHOXKECTBO JIPYTH TJACOBE, KOUTO OrJiacsBar OuTa u OUTHETO,
ACIIHUKA W IIpa3HUKAa W TH pa3MHBar. O NEpCICKTUBATA HAa HNBTYBAHCTO, C IMPCKPAYBAHCTO Ha
rpaHHUIIMTE HA POAHOTO, CBUIETEIICKATa O3HIIMS HAa pa3Kka3BaHe ce pas3ciiosiBa. B Tpanchopmanusra
HAa MHUTpaHTa B MY3€EH IOCETHTEN M HaKpas B MYy3€eH ypeAHHK, KONTO apXuBHpa MHOXKECTBO
CBUJCTENCTBA U JaBa BB3MOXKHOCT 32 TEXHHS HOB TMPOYUT B JIPYIH KOHTEKCTH, €
MNpeaAU3BUKATCICTBOTO, KOCTO ABCTC MHUCATCIKN OTIPABAT KbM OHA3W BCHYHA HCYAOBJICTBOPCHOCT B
0aJKaHCKOTO MHCJIEHE. A TOBa € BB3MOXKHOCT 3a ,,JJpyro” OrjacsBaHe WM 3a pa3posiBAaHE Ha

(3amaHo)eBponeiickus paskas 3a bankanure, kakTo U Ha OankaHCKus paskas 3a EBpoma.
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Ivan Y. TENEV!

Teaching Literary Translation at Tertiary Level:
the Case of Scandinavian Studies at Sofia University

Abstract

The paper outlines some of the challenges translation training at university level is faced with, drawing
on examples from the Scandinavian Studies Programme of Sofia University St. Kliment Ohridski whose model
of literary translation training has already yielded some impressive results. The boom of translations of fiction
from the Nordic languages in the last decades, however, calls for streamlining literary translation curriculum to
tackle both specific problems of foreign language teaching at the Programme (related mainly to acquiring
several Nordic languages simultaneously) and more general ones — the deteriorating command of the Bulgarian
language among students and the lack of motivation for upholding the traditionally very high standards for
rendering a foreign work of fiction into Bulgarian.
Keywords: literary translation; foreign language teaching; Scandinavian studies

Pe3iome
O0yueHHETO MO Xy/J0KeCTBEH MPEBO/] HA YHUBEPCUTETCKO HUBO:
NpUMePHT HA cenuaaHocT ,,Cranaunapuctuka® B CY ,,Cs. Kiiument Oxpuacku“

B cratuara ce pasrmexmar HAKOM TpoOiIeMH Ha OOyYeHHEeTO M0 XYAO0KECTBEH NPeBOa Ha
YHUBEPCUTETCKO HHWBO, Bb3 OCHOBA Ha crienn(rKara Ha CenuarHocTTa ,,CkananHaBucTHkKa® B Coduiickus
YHHBEPCHUTET. Y CICIIHUAT MOJIEN Ha OOYYCHHETO TI0 MPEBOJ] B CICIUAIIHOCTTA B MOCIICTHUTE JCCCTHIICTHS
JoBene 10 (popMHpaHETO Ha rpyna MJIAJAM U BHCOKOKBAaTM(HUIMPAHH MPEBOJAYM OT CKAHJIWHABCKU C3HUIIH.
HapacrBamara nmomynspHOCT Ha CKaHIMHABCKUTE JUTEPATypyd B Bbirapus M roneMusT Opoil mpeBexIaHH
3ariaBus 00aue Hajarat o0ydeHHETO IO MPEeBOJ Ja ObJe ChOOpPa3eHO ¢ 0COOCHOCTUTE Ha €IHOBPEMEHHOTO
M3y4aBaHE Ha HAKOJIKO YYXKIM €3HMKa U C M0-00IIM (aKTOpU KaTO HEMBIHOLEHHOTO BJIaJICCHE HA M3PA3HUTE
CPeICTBa Ha POJHUS €3WK M HamallsBallara MOTHBAIHA 32 TOJIbP)KaHe Ha TPAJUIIMOHHO BUCOKOTO Ka4yeCTBO
Ha TIPEBOJINTE Ha XYJ0KECTBEHU NIpOou3BeieHus B bpnrapus.

[KarouoBH IyMHU: XyI0KECTBEH MPEBOJ; YyKI0C3UKOBO 00yUCHHUE; CKAaHIMHABUCTHKA

The methodological efficiency of translation has often been questioned by foreign language
teaching (FLT) researchers worldwide, and justly so, at least in the light of the now outdated grammar-
translation method? whose major drawback is the excessive focus on lexical and grammatical
equivalence between the first language (L1) and the second language (L2) thus neglecting the overall

communicative aspect, the socio-cultural context and the genre specifics of the L1 input.

Ylvan Y. TENEV holds a Ph.D. degree in Scandinavian Linguistics from Sofia University St. Kliment Ohridski and has
been teaching practical Norwegian language and Norwegian grammar at the Scandinavian Studies Programme at the
Faculty of Classical and Modern Philology of Sofia University since 2004. His research focuses on foreign language
teaching, comparative and applied linguistics and the reception of Norwegian literature in Bulgaria.

2 For an overview of the grammar-translation method and the role of translation in FLT methodologies cf. Cook, Guy.
Foreign language teaching. — Baker, Mona, Gabriela Saldanha (eds.). Routledge Encyclopedia of Translation Studies.
London/New York: Routledge, 2011, p. 112-115.
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In recent years, translation has seen a revival in FLT strategies® and has been deployed anew,
this time to balance the (direct) communicative method. Equivalence is sought beyond the level of
grammar and lexis and translation is eventually instrumentalized to achieve higher level of multilingual
competence.

FLT at university level in Bulgaria has developed to reach a relatively steady state of balance
between the direct method and the successors to the grammar-translation method?, albeit more
gradually and on different grounds. Literary translation has traditionally been considered an integral
part of university training at the foreign language faculties commonly known as faculties of philology
(in Bulgarian ¢unonocuuecxku paxynmemu) in the system of Bulgarian tertiary education. Here, | will
proceed from the following definition of literary translation given in Delabastita (2011)°> without
engaging into the intricate dispute about what a “literary” text is®: “[...] in most cases the phrase
[literary translation] refers to “literary” translations made of “literary” originals, whereby the
translators are expected to preserve or to recreate somehow the aesthetic intentions or effects that may
be perceived in the source text.”

In Bulgarian tertiary education, and to a lesser extent in secondary education’, translation of
original texts (and only exceptionally constructed sentences in the initial learning stages), has always
been recognized as a major training tool for acquiring adequate competence on language levels beyond
A2 and has never been fully refuted as such. It has had a strong place in foreign language teaching
curricula due to the fact that achieving advanced level of literary translation competence has been and
still is one of the major goals of foreign language training at the Bulgarian faculties of philology. In
this sense, literary translation stands at the crossing point of both foreign language training and literary
studies, touching upon other major text-related university subjects such as stylistics, discourse studies,

culture studies etc.

3 Cook op. cit., p. 114.

4 Already in 1982 A. Danchev pointed out that “following the decline of the neodirect methods, a more reasonable and
realistic attitude toward translation has gained ground” [English translation is mine, I. T.] (cf. Tanues, Auapeii. [TpoGiemu
Ha yaeOHus npeBoj. — CO. ,,Cvnocmasumentio eauxozuanue u wysicooezuxogo ooyuenue', . IV. BTY , Kupun u Metonuii®,
1982, c. 112).

> Delabastita, Dirk. Literary translation. — Gambier, Yves, Luc van Doorslaer (eds.). Handbook of Translation Studies. Vol
2. Amsterdam/Philadelphia: John Benjamins, 2011, p. 69.

® For an informative sketch of typical features attributed to literary texts from the translator’s perspective cf. Jones, Francis
R. Literary translation. — Baker, Mona, Gabriela Saldanha (eds.). Routledge Encyclopedia of Translation Studies.
London/New York: Routledge, 2011, p. 152; cf. also BaceBa, Banka. XapakTepucTHKa Ha XYIOXKECTBEHHUS TEKCT. —
Cmunucmuxa na npesooa. Codusi: Hayka u n3kycrso, 1989, c. 121-129.

7 Cf. e.g. Jlpymesa, CrannciaBa. MSCTOTO M pOJISTa Ha IPEBOJA B 4YIKI0E3HKOBOTO 00yueHne. — Kunea—CramMeHoBa,

Penera (pen.) IIpesoo u kyimypen mpancghep. CoopHHK B uecT Ha noueHT AHa Jlunosa. Codus: YU ,,Cs. Kinumenr
Oxpuacku®, 2007, c. 182-185.
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After the 1960s when “translation began to win public recognition as a creative activity”® the
“Bulgarian school of literary translation” began to take more or less definite shape owing to the active
national policy and major theoretical advancements informed by the specifics of Bulgarian translation
practice (cf. e.g. the series ,,M3kycrBoto Ha npesoaa“ [The Art of Translation] published in 1969 —
1980°). The theoretical approaches to literary translation widely adopted at that time paved the ground
for later research in the field and were basically functionalist in orientation©,

Based on the above outline of methodological, theoretical and historical preliminaries | will try
to map out the role and status of literary translation in Bulgarian tertiary education and the
Scandinavian Studies Programme at Sofia University St. Kliment Ohridski specifically.

The Scandinavian Studies Programme was established in 1992 through the efforts of a small
group of experts in Germanic and Scandinavian linguistics and literature! and since then has evolved
into Bulgaria’s major hub for research and teaching of Nordic!? languages, literatures, cultures and
history. The founders of the Programme and the majority of their successors!® have been also active
translators of fiction from the Nordic languages. Quite logically, literary translation has been seen as
one of the pillars of the Programme’s curriculum, partly as a result of personal preference and
expertise, but also in line with the strong Bulgarian school of literary translation which had emerged
in previous decades!. Although literary translation was not formally introduced as a designated part

of the curriculum until 2013-2015%°, it has been an integral component of the courses in practical

8 Lilova, Anna. Bulgarian tradition. — Baker, Mona, Gabriela Saldanha (eds.). Routledge Encyclopedia of Translation
Studies. London/New York: Routledge, 2011, p. 361.

% A complete list of publications initiated and facilitated by the Union of Bulgarian Translators is available at
www.bgtranslators.org [retrieved 25.12.2017, in Bulgarian only].

10 Cf. Jlronckanos, Anexcammsp. [IpHHIMIBT HA QYHKIMOHANHHTE EKBUBAICHTH — OCHOBA HA TEOPHSTA M IPAKTHKATA HA
npeBona. — Emun [eoprues (rin. pen.) Mszkycmeomo Ha npesooa. Codpus: Hapomgna kynrypa, 1969, c. 99-115; Bacesa,
WBanka. MHTEpIIpeTanisITa MpH XyA0KECTBEHUS IpeBo. — Cmunucmuka Ha npesoda. Copus: Hayka u u3kyctBo, 1989,
c. 151-153.

11 'anuesa, Bepa. CkaHAMHaBUCTHKATA B BbIrapus — 1ocera, 3acera u I0-HATATHK ... — Esuk u iumepamypa, 1-2, 2012,
c. 9-10.

12 Pertaining to or characteristic of the Nordic Region, i.e. “Denmark, Norway, Sweden, Finland, and Iceland, as well as
the Faroe Islands, Greenland, and Aland”, according to the definition provided by the Nordic Co-operation (cf.
www.norden.org [retrieved 25.12.2017] ).

13 prof. Boris Parashkevov, Prof. Vera Gancheva, Prof. Antoniya Bouchoukovska, Pavel Stoyanov, Antoaneta
Primatarova, Stefan Nachev, Svetla Stoilova, Asst. Prof. Antoniya Gospodinova, Asst. Prof. Nadezhda Mihaylova, Asst.
Prof. Evgenia Tetimova, among others.

14 Cf. the scope of education at the Scandinavian Studies Programme: “The education in the Scandinavian Studies Section
is aimed at educating specialists with exclusive career opportunities in the sphere of culture, science and social services,
teaching at school and university level, interpreting and translation.” (http://skandinavistik.free.bg/learning_en.html)
[retrieved 25.12.2017].

15 Within a project implemented at the Faculty of Classical and Modern Philology aimed at bringing translation training in
line with the requirements of the national market of translation services (cf.
http://umispublic.government.bg/srchProjectinfo.aspx?id=86644 [retrieved 25.12.2017]).
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language training and the course of translation theory. The syllabus of mid-term and final term exams
includes translation of fiction texts from Scandinavian to Bulgarian and vice versa. Translation of
stylistically challenging literary texts is also a major part of the final state exam syllabus after the
completion of the BA degree in Scandinavian Studies.

Since Bulgaria’s accession to the EU in 2007, this relatively smoothly functioning status quo
has been constantly challenged by the expanding Bulgarian book market and the boom of translations
from the Nordic languages due to the increasing global popularity of Nordic literature, the translation
subsidies provided by the Nordic countries and last but not least the pool of young translators trained
at the Scandinavian Studies Programme. All the pieces have fallen into place for an adequate reception
of Nordic literature in Bulgaria and yet voices have been raised warning against the deteriorating
quality of translations and calling for a “goal-oriented and more thorough professional and artistic
training in university lecture halls”6, Setting aside the role of publishing houses for securing a proper
selection of titles to be translated and guaranteeing the adequate quality of translations’, I will focus
on the challenges university teachers meet in training young translators, as well as on some ways to
overcome them.

The term “quality of translations” itself, as used in Bulgarian translation theory and translation
criticism, is problematic and prone to subjective interpretation. There seems to be an unspoken
common notion of what a “good quality translation” is, whose essence is to be traced back to Bulgarian
functionalist-oriented translation research in the 1960s and the 1970s. On this background we may
well assume that “a good quality translation” in the Bulgarian context refers to a translation which has
achieved a high degree of semantic, emotional-aesthetical and functional equivalence between the
foreign language text and its rendition into Bulgarian, taking into account the inevitable relativity and
dynamicity of that degree?®.

The training in translation theory offered at university level would therefore require a stronger
focus on the Bulgarian tradition in translation studies research, since any prospective translation would
function in a reception context shaped by it. One of the major advantages of the Bulgarian school of
translation studies is that it is strongly anchored in translation practice rather than theoretical
abstraction and is therefore particularly well-suited for contemporary university education, especially

against the backdrop of increasingly pragmatic and real-life oriented approach to university training.

16 3a IOBCJIMpHATAa JUTEPATypa Ha CKaH,Z[I/IHaBCKI/IH CCBCp, MPCBOAUTE U IJIABAIIWUTE IIACBIUM HA KHHUTIOHU3AaBAHCTO.

PasroBop c npodecop Bepa "anuesa. — Jlumepamypen secmuux, 6p. 40, 10.-16.12.2014, c. 12. [English translation is mine,
I.T]

7 1bid., p. 12.

18 Bacena, MBanka. [IOHsTHETO EKBUBATIEHTHOCT NP XyIO’KeCTBeHUS NpeBoA. — Cmuaucmuxa Ha npesoda. Codus: Hayka
u u3kyctBo, 1989, c. 147-150; cf. Jlronckanos 0p. Cit., c. 114.
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When it comes to practical training in literary translation at BA level, it has already been
pointed out that it is an integral part of the FLT at the Scandinavian Studies Programme. Although
formally espoused in the FLT curricula, the degree to which literary translation is taught is still very
much dependant on personal initiative and expertise. The literary translation within the FLT still needs
a common framework to set out its goals and theoretical background, as well as to attend to its
practicalities such as the selection of texts to be used in the training. This is not to diminish the value
of what has already been achieved, but taking this provenly effective approach to literary translation
training from more intuitive to more formal grounds will secure its long-term sustainability. An active
group of both already established and aspiring young translators from the Nordic languages trained at
the Sofia University!®, whose translations skills and achievements have been widely acknowledged,
have emerged in the course of the past two decades demonstrating that the above model of training,
although not formally defined, yields impressive results.

Some of the specifics of the FLT at the Scandinavian Studies Programme are particularly
challenging for both students and teachers and have a direct impact on translation training, including
teaching methodology and students’ performance.

The students at the Programme start learning a Scandinavian language (Swedish or Norwegian)
from scratch and have to build up a linguistic competence at C2 level by the end of their 4-year BA
studies as stipulated in the course plan. Starting from their third semester at the Programme (i.e. after
acquiring linguistic competence at A2 level), they have to gain (at the beginning general and later
literary) translation competence which since 2013-2015 has been formally integrated in the course
plans. Impossible as it may seem, this demanding task has been tackled successfully so far by
introducing the concepts of structural, semantic, pragmatic, functional etc. equivalence at a very early
stage of the foreign language training. This is done inductively by guiding students into identifying
units of equivalence, proposing translation equivalents and discussing the differences between them.

On the one hand, this approach to early-stage translation training bears resemblance with Christiane

13 Eva Kaneva (translator of the historical trilogy Kristin Lavransdatter by Norwegian novelist and Nobel Prize winner
Sigrid Undset; recipient of the Norwegian NORLA's Translator's Award and the Vassa Gancheva Award for Young
Translators from the Scandinavian languages in 2015); Rossitsa Tsvetanova (recipient of the VVassa Gancheva Award in
2014 for her contribution to promoting Nordic literatures in Bulgaria); Stella Dzhelepova (translator of Henrik Ibsen's
Peer Gynt; recipient of the Vassa Gancheva Award in 2016), lliya Tochev (translator of works by contemporary
Norwegian novelists Vigdis Hjorth, Thomas Enger etc.; recipient of the Vassa Gancheva Encouragement Award in 2016);
Lyubomir Gizdov (translator of works by contemporary Swedish novelists Fredrik Backman, Jonas Jonasson, Camilla
Lackberg etc.; recipient of the Vassa Gancheva Award in 2017); Maria Nikolova (recipient of the Elena Mouteva Award
of the Union of Bulgarian Translators in 2017 for her translation of poems by Norwegian poet Olav H. Hauge), among
others.
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Nord’s “pigtail method”?°, i.e. “starting out with a small portion of theory, which is then applied to
practice, where the need for more theory becomes obvious, which is then satisfied by another portion
of theory, and so on.” It is also in line with Stibbard’s comment?! to Heltai’s list of situations in which
translation can be used as a valuable exercise in FLT?2. In brief, those include (adapted loosely from
Stibbard (1994)23 and as modified by him):

i) the teacher must be able to speak the students’ mother tongue, and the class must be

monolingual.

ii) the students should be interested in and consider important structural, pragmatic etc.

equivalence.

iii) it is desirable to see translation as a skill along with the others which can be carried out with

success as a continuing activity at all but the lowest levels of proficiency.

iv) the language should be being taught as a foreign? rather than as a second language.

All of these preconditions seem to be met by the Scandinavian Studies Programme. One of
them proposed by Heltai and refuted by Stibbard (i.e. “students should be advanced, adult, learners
who are disposed towards conscious learning”) is not relevant per se but is descriptive of the situation

at the Scandinavian Studies at the Sofia University. Stibbard’s elaboration on precondition iv) is

especially interesting and indicative of still unexplored aspects of FLT at the Scandinavian Studies:

“This is an example of an environment where naturalistic acquisition is less likely to occur than

a more overt style of teaching, where the danger of losing language skills due to lack of practice

is greatest and where real life is likely to demand an ability to translate informally at work or

leisure.” (Stibbard 1994)%>.

Although discussing translation as a learning activity to build vocabulary, Heltai’s
methodological observations about the efficient use of translation in the classroom?® may well be
applied to literary translation training at university level and should be taken into account when
modifying course plans and curricula:

i) translation should not be used where it does not belong. It should not be used excessively
or to the exclusion of other types of work.

20 Nord, Christiane. Training functional translators. — Tennent, Martha (ed.). Training for the New Millennium: Pedagogies
for Translation and Interpreting. Amsterdam/Philadelphia: John Benjamins, 2005, p. 215; This approach to translation
training within FLT was proposed by Danchev already in the early 1980s (cf. Janues op. cit., c¢. 122-123).

21 stibbard, Richard. The use of translation in foreign language teaching. — Perspectives: Studies in Translatology, 2:1,
1994, p. 13-14.

22 Heltai, Pal. Teaching vocabulary by oral translation. — English Language Teaching Journal 43, 1989, p. 289.

23 Stibbard op. cit., p. 13-14.

24 <A situation] when learners do not hear the language spoken outside the classroom, and what they hear spoken in the
classroom most of the time is the interference-rich speech production of their peers” (Heltai op. cit., p. 289)

25 Stibbard op. cit., p. 14
26 Heltai op. cit., p. 289.
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i) a translation exercise should always be thoroughly prepared.

iii) proper attention should be paid to integrate it with other activities.

Iv) measures should be taken to ensure that the exercise is interesting and motivating, both in

the oral and the written mode.

From the above it is apparent that the functionalist approaches to translation studies typical of
Bulgarian research tradition and their theoretical and methodological assumptions could also be easily
adopted in literary translation training within FLT thus reconciling translation as a teaching activity
with the now-mainstream functional and communicative methods of FLT.

FLT at the Scandinavian Studies Programme is faced with another major challenge which
impacts both FLT and its component activities, including translation training, and that is negative
language transfer. Crosslinguistic influence is a notorious double-edged sword in FLT which has more
than one blade at the Scandinavian Studies. Since most of the students at the Scandinavian Studies
Programme are multilingual, having English and/or German as their second/third language, the first
and major Scandinavian language they learn is exposed to negative language transfer from their native
language (Bulgarian, in rare cases Serbian or Russian), their second language (English, German, in
rare cases French), their third language (typically English or German) and at a later stage from their
second Scandinavian language?’. This unusual situation of combined crosslinguistic influence?®
involving genetically closely related languages has not been explored yet, but suffice it to say it is
manifested on all levels of language description up to the textual level. This negative transfer often
leads young translators into a number of linguistic pitfalls which require a special focus on interlingual
asymmetries in the FLT process at the Programme. A common blind spot is the failure to see that the
overt crosslinguistic similarity only rarely implies similarity in the underlying socio-cultural patterns.
This is reflected in the widely spread fallacy among aspiring translator and publishers that mastering
one Mainland Scandinavian language, e.g. Swedish, enables one to translate also from Danish and
Norwegian without much in-depth knowledge of the respective country’s specifics.

The students’ motivation to focus on acquiring and developing high-level literary translation
competence is largely a matter of personal inclination and is subject to constant attrition due to the

state of flux typical of Bulgarian publishing milieu and reading (and writing) culture in general after

27 Until 2008 Swedish was the major language taught at the Scandinavian Studies Programme and had consequently the
formal status of first Scandinavian language. In 2008 Norwegian was also introduced as a major language and is offered
to incoming freshmen every second year. In their third semester, students choose a second Scandinavian language —
Norwegian, Swedish or Danish.

28 The term combined crosslinguistic influence was introduced by De Angelis to cover situations when “two or more
languages interact with one another and concur in influencing the target language, or when one language influences another,
and the already influenced language in turn influences another language in the process of being acquired” (De Angelis,
Gessica. Third or Additional Language Acquisition. Clevedon/Buffalo/Toronto: Multilingual Matters, 2007, p. 20-21).
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the fall of communism in 1989. The expanse of real-time Internet-based communication and the
insufficient critical discourse around original and translated works has led the general public to
relinquish the achievements of previous decades, including the sense for collocation accuracy, stylistic
register and adequate translation equivalence, among others. Probably all this made one student ask
once “Why do we put so much effort into finding adequate translation equivalents when almost nobody
would appreciate that?”. I do not intend to go into a discussion of the factors and strategies to overcome
this situation which is often (and probably hastily) described as detrimental to Bulgarian culture, but
in any case, motivation is a major factor to be taken into account when mapping out translation training
methodology at university level.

The adequate rendition of the source literary text into the target language presupposes full and
flexible command of the target language in its whole spectrum of expressive means. This is rarely the
case with students born in the 2000s who have not been exposed to literary discourse, at least not to
the same extent as older generations. The iconicity of Internet and mobile communication and the
dominance of visual culture are gradually limiting the students’ ability to recognize and perceive subtle
nuances of form, meaning and style in texts written in their native language, let alone texts in a foreign
language. In practice, little can be done to overcome those insufficiencies and one may well ask
whether the student questioning the essence of functionally and socio-culturally oriented literary
translation was not right in the long run and whether literary translation is bound to confine itself to
more formal translation approaches. Until then, as far as Scandinavian Studies is concerned, students
who intend to pursue a career in literary translation but lack the requisite sense for detail are
encouraged to read extensively books of fiction in both Bulgarian and Scandinavian with the pious
hope of being able to hone their skills.

One may also ask why Bulgarian universities still remain a stronghold of literary translation
and to what extent the focus on translation in FLT is justified given all the challenges it is exposed to.
Besides tradition and a missionary attitude towards translation shared by many university teachers, the
reality is that, as Danchev puts it, “this does not mean that we expect every student at any educational
establishment to become a qualified translator; on the other hand, there is no doubt, however, that
every person knowing a foreign language to some extent, is also a potential translator?°. The abilities
and competences traditionally forming the scope of literary translation training extend beyond its
domain to apply to creative writing, non-fiction translation, oral interpreting etc. — all of those

pertaining to the potential career pathway of philology faculty graduates. On the more general level,

29 JTanues op. cit, ¢. 118 [English translation is mine, I. T.]
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the heuristic approach to literary translation acquired at university level can be applied to any problem-

solving situation related to oral communication and written discourse in general.
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Tomac ®PAM?

MO’KE JIU BBJITAPCKATA JIMTEPATYPA JIA YCIIEE HA
HEMCKOE3UYHUA ITA3AP?

Pesrome

Ilopamu ToBa, 4e cpex Obarapckara HHTENEKTyalnHa OOIIHOCT CBINECTBYBAaT MHOTOOPOHHH
Ipeapa3ChIbLY, @ HEPSIKO U HACTPOEHUS HA NApaHOs, OTHACALIM C€ A0 IPEeHEOPEKEHUETO KbM OBITapCKUTE
MUCATeNH B 4y>KOMHA, aBTOPBT HA TO3M TEKCT U3J1ara Hail-BIUATENHUTE (PaKTOpH, KOUTO MPEIONpPEAEIIIT ycIexa
WIN He-ycliexa Ha YyKIW IUCAaTeNH Cpe]] HeMcKaTa MyOnuka W JuTepaTypHa KpuTuka. Toi ctura mao
3aKIIIOYEHUETO, Y€ ChBPEMEHHUTE OBJITapCKH MHUCATEH ca CKIIOHHH Jia CII/IBAT aHTJI0-aMEPHKAHCKUS MOJIEI
Ha XYZO0XKECTBEHO IHCaHEe WU Aa ce (OKycHupaT BbpXYy pOAHATa CH KyATypHa Tpaguuus, 6e3 ma oOpbliar
BHUMAHUC HAa OHE3U YHUBCPCAJIIHU YOBCIIKU YCPTHU U MOACIIN HA ITOBECACHUE, KOUTO ouxa HalpaBWJIM Bb3MOXHa
I/II[GHTI/I(l)I/IKaHI/IHTa Ha 4YUTATCIN OT LCIHA CBAT C TEXHUTEC TBOp6I/I. HaKpaﬂ TEKCTHT IIOCOYBA HSIKOJIKO
XapakTepHH 0cOOeHOCTH Ha ,,McTopus Ha Obirapckara mutepatypa‘ oT Munena Kuposa, KouTo ca HanmpaBHIIH
KHHTaTa (B HEWHHS HEMCKH MPEBO/T) IIEHHA 32 HEMCKOE3WYHa Iy OJIvKa.
KirouoBu aymu: chBpeMeHHHM OBITapcKd MHCATENH, HEMCKOE3MYECH KHWKEH I1a3ap, KyJNTypHa Tpajulus,
JUTEpaTypeH ycIex

Abstract
Can Bulgarian literature do well on the German-speaking market?

Due to the existence of an endless number of prejudices among Bulgarian intellectuals coupled with the
paranoia that Bulgaria and its writers are being intentionally neglected by the world at large, the author of this
article reveals the most influential factors that contribute to literary success, or failure thereof, among German-
speaking readers and literary critics. He concludes that contemporary Bulgarian writers are inclined to either
follow the Anglo-American pattern of fiction writing, or focus on their domestic cultural tradition, thus paying
no attention to the universal human qualities and patterns of behaviour that would enable readers all over the
world to indetify with their works. Toward its end, the paper points out a few specifics of Milena Kirova’s
History of Bulgarian literature that have rendered the volume (in its German translation) valuable to the
German-speaking audience.

Keywords: contemporary Bulgarian writers; German-language book market; cultural traditon; literary success

Koraro BppuBax Ha Munena KupoBa aBTOpCKOTO Konue Ha HeiHaTa ,,/lcropus Ha Obarapckara
JuTepaTtypa‘ — mpeBelieHa, peJaKkTUpaHa M U3Ja/ieHa OT MEH Ha HEMCKM €3MK, HE IMpPOIyCHax Ja
nmoJ4depTasi OTHOBO, TO3U ITBT YCTHO, Y€ B HUKAKbB Cydail He TpsiOBa Jla ce Ha/isBaMe Ha ThPTOBCKU
ycriex. B Haif-moOpusi ciydaii MOXeXMme J1a ce HaasBaMe, 4€ CKPOMHHUTE MU TPE3CHTAIuH ca

JOCTUTHAJIN OO0 HAKOHW KOMIICTCHTHU 6’bﬂrapI/I-I/IMI/IFpaHTI/I, a C MHOT'O KbCMECT — U C’b6yJII/IJ'II/I HHTEpEC

!Toman ®pam (Thomas Frahm) e poxen npe3 1961 r. B rp. rocOypr/T'epmannus. Crnensa I'eorpadus u ®unocodus B
VYauBepcurera Ha boH, cien koeto paboTw KaTo JUTEPaTypeH KOHCYATAHT B APYXKECTBO, IOAKPEISIIO KYJITypHOTO
passutue Ha rpan bon. [Ipe3 1992 r. 3amouBa paboTa MbPBOTO MY HU3JATEJICTBO, B KOETO MEXY IPYTUTE KHUTH H3JIU3AT
coopHuIm che ctuxore Ha Panoit Pammu, Koncrantun I1aBnoB u brnara {umutposa. Ot 2000 r. xuBee B Codus. Tam
paboTn KaTo XypHAJUCT Ha cBOOOIHA mpakTHKa, a oT 2004 r. m KaTo mpeBoJaY Ha XyAOXKECTBEHA JIHTEparypa OT
OBJITapcky Ha HeMcKH e3uK. [Ipe3 crenBamoTo aeceTnieTne ce Bpbiua B [ epMaHust, KbIETO 3armouBa pabora BTOPOTO My
N3/1aTeINCTBO, ,,Xopa“. To MoYTH M3LAJI0 € ITIOCBETEHO Ha HJesTa 1a IyOJIuKyBa KHUTH, KOUTO MH(OPMHPAT IPaBIHBO 32
U TOopak/aT nHTEepec KbM bbirapus cpen HeMcKoe3nyHaTa MmyOJinKa.
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B HSIKOM HEMCKH MHCTHTYTH IO CIIABUCTHKA, MaKap Y€ TOYHO T€ €1Ba JIU OMXa MMaJld CPECTBa 3a
KYIlyBaHE Ha KHUTH.

[TpenynpexaeHneTo qa HIMa IPEKOMEPHHU OYaKBaHUsl 6€ HEOOXO0 MO HE CaMO 3aII0TO MOYTH
BCHYKH aBTOPH, OWJIM TE€ MOETH WJIM JIMTEPATypOBEIH, ObITapy WIM HEMIIH, BSIpBAT, Y€ — MOpaau
HETIOBTOPUMHTE CH KadyecTBa — TSAXHATa ,, JIMTepaTypHa pok0Oa‘ 1me Ob/e U3KII0UEeHHEe OT MTpaBujaTa.
To Ge HyKHO U 3aII0TO, KAKTO YCTAHOBSIBAM OT JIBJITOTOAMIIHUS CH OBJITAPCKHU OIHUT, MHOTO MUCATENN
Ce 4yBCTBAT CTECHEHH, JIOPH OKOBAHM, B MAJIKUS CH OBJITapCKu KHIDKEH masap. ,,Deutschland™ e 3a
MHOT'O OBJITapH — HE caMO aBTOpU — MeTadopa Ha MKOHOMHYECKHS yCIieX, Ha go0paTa ThpProBUs U
(mopu 130 roauHu ciie] BBBEKIAHETO HA H300peTeHus OT Opuraniure mpe3 1887 r. meuar ,,Made in
Germany*) Bce omie e cuHoHUM Ha KadecTBo.

3a mactue Muiiena KupoBa, ¢ nmpuchiiata cu BUCOKa MHTEJIMTEHTHOCT, ME YCIIOKOH, Y€ HU
Hal-Mallko He CH IIPaBH WJIIO3UU. 32 MEH ToBa Oe 00JIeKJaBallo yBepeHue, Thil KaTo, TI0KaTo paboTex
TOJIMHU HApe]l KaTo IIPEeBO/1ay Ha OeJIeTPUCTHKA 32 3HAYMMHU HEMCKH U aBCTpHiicKu u3aaTencTra (2004
- 2011), mpeXMBSIX THTAaHTCKUTE OYaKBaHHS HA MMyOIMKYBaHUTE B MO IpeBoJ ObIATapcku aBropu. 1
JIOpY cera, MeT TOAUHU CJIeN M0sBaTa Ha MOCIEAHUS MU TOJIAM MPEBO/I, CpeliaM aBTOPH, KOUTO ca
yOeneHu, 4ye MpuTekaBaM IJIaBo3aMaiBalld BPBH3KU C APYTH HM3AATEICTBA. BCHIIHOCT HaWCTHHA,
MPEBEJICHUTE OT MEH KHUTH C€ pajJiBaxa Ha HEOOMYaliHO MHOTOOPOWHHU M MTO3UTUBHHU PEIEH3UH (ChC
3arnaBus ['epMaHus, MOPTanbT KbM CBETOBEH ycmeX, ue U Tomac @pam, Tupamkusra...), a ToBa 3a
aBTOPHUTE UM O3HAyYaBallle, 4e ca 3aBOIOBAIIU T'OJIAM YCIIEX.

Peannoctra obave e cwBcem npyra. Cnomusm cu 2012 r., xoraro mbTyBax no Jlammur c
MPOrpaMHUs TUPEKTOP Ha BHEHCKAaTa U3JaTelicKa Kbia ,,JloiTuke™ (dhunman Ha rpymnata XaHcep OT
MioHXeH), KBAETO MOST NpeBOj Ha poMmaHa Ha Bmamumup 3apeB ,,M3xonp1™ 6 HOMUHUpaH 3a
Harpajara 3a npeBoji Ha JlaWmmurckusi nmaHavp Ha KHurara. [lerTre HOMHUHUpaHHW 3ariaBusi Osxa
MyOJIMKYBaHU B IIsU1aTa HEMCKa Mpeca. Bcekn peoBeH unuTaTen TpsioBale 1a Kjiacupa neTTe iMeHa u
neTTe 3arnaBus. M Taka, ¢ Hajexaara Ja ToHeca Haif-Moclie yCleX Ha M3JIaTeNICTBOTO ¢ Obarapcka
KHHTa, IOTMUTaX JTUPEKTOpKaTa: ,,ToBa O TpssOBajio aa maane 1o0Bp TIAachK Ha MpojaxouTe, Hammu?*
OTtroBopbT 1 Oerie oTpe3BsBail: ,,J[a, moaydaBame aeceT mopb4yku nHeBHO . He xumsma, He u cTo, a
JECET! O6mo B3eTo, romuiiHata paBHOCMETKA CIIe]] IpsijaTa Ta3W ITyMOTEBHIIA OKOJIO KHUTATa,
BKJIIOYBAIIA TOSABATA M HA TaHaupa (a JIalnuurckuar naHaup ce mocemasa roIuiHo ot okoso 150000
roctu) Oerre camo 1000 mpoaaaeHn ek3eMIUIspa, ol YeTBbPTHHATA OT OPOHKHUTE, KOUTO aBTOPHT HA
ChIlaTa KHUTA OM mpojaas B bearapus, kbaeTo mbk OposT yutaTenu € camo 10 mpormeHTa OT TO3H B

I'epmanus.
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THIKyBaHETO HA TE3W YKcia 00adye He € TOJIKOBA JICCHO M HEIBYCMHCIICHO, KOJIKOTO H3TIISKIa
Ha TpBB mornie. B mobaBka kbM oOWYaiiHaTa M BE3JEChHINA MUCATENICKA MMapaHos, Y€, MMbPBO, TO3U
KOWTO HE MPEANOYnUTa TEXHUTE KHUTHU, UMa JIOII BKYC, U BTOPO — Y€ HeJO0CTaThyHaTa Nnpoaaxoa Ha
KHUTUTE UM CE€ ABJDKM Ha KOHCIUpAIUsS, OpraHU3MpaHa OT JUTEPATYPHHS CBAT Cpely TAX (CTpax,
KOWTO HE € CBBCEM HEOINpaBlaH), OBITapCKUTE aBTOPM HMAT MW KOMIUIEKca, 4Ye OuBar
MAprUHAIA3MPAHU [1I0PAIM HALIMOHAIHATA CU ITPUHAJIEAKHOCT.

B enHo oT MouTe ecera HSKOra CTHUTHaX JIO 3aKJIKOYEHUETO, Y€ 3a YCIEeXa Ha €UMH MucaTel
ChBCEM He € 0e3 3HaueHHE OT KOs CTpaHa npousiusa. M3rienure ca ocobeHo n100pHu, ako uiBa OT
HAKOS TOJsMa, TOJMTUYECKH CHJIHA JbpkaBa kato CwenuHenure matu. KoHdbekmuoHHaTa
HApaTHUBHOCT HAa TE3M TEKCTOBE YECTO C€ BB3JAUIa B JIMTEPATypHA CEH3AaLMs U Ta3u Bb3XBAJIA CE
MOJICHJIBA BCE TIOBEUE OT PEKJIAMHUTE HA M3JaarerncrBara. ToBa ca 0e3nmpoOIeMHH YeTHBA, HACOUYCHU
KbM UWTATEJ, KOUTO THPCH BBJIHYBALIO JIEUCTBUE, JJACKACHKHU Ce€, Y€ YeTe U3ThHYEHA PO3a, YUUTO
Ka4eCTBCHH XapaKTePUCTUKH — OWIO TO HHTEPECHA CTHJIMCTHKA, OPUTHHAICH PEYHHK, SPKO
0o0pHCYBaHU IPOTArOHUCTH HJIU TIOHE 33hJIO0YCHO ONMCAHNE HA MHOTOIIJIACTOBATA JICHCTBUTEITHOCT
— BCBITHOCT HAITBJIHO JIMIICBAT.

YauBUTENHO €, Y€ MKOHOMHKATa TyK HMrpae IMO-HE3HAuMTeNIHa poJisi, B MPOTUBEH Ciydail
TpsiOBaIlle HEMCKHUTE aBTOPH Jia OBJIaT CBETOBHO M3BECTHU. VMIMa M TakuBa, HO T€ ca OCKbJIEH OpOii:
I'onrep I'pac ¢ ,,Tenekuenust Gapaban® wnu bepuxapa Llnunk ¢ pomana ,,Yereusbt*, Makap 4e u
JIBETE€ KHUTHU TOCTUTHAaXa CBETOBHO MpPHU3HAHME €/Ba cied kKaro Osxa Quimupanu. Kato mo-HoB
HEMCKH yCIeX Ha MEXIyHapojHaTa CIIEHa BEpPOsITHO MOXE Ja Oble ompexaelneH ,li3mepBanero Ha
ceera‘ ot [anuen Kenman.

Bropara kareropus ycrnenu nucaTesy Mpou3iInu3a OT OUBIINTE TOJIEMU KOJOHUATHH AbPiKaBU
— BenuxoOputanus, [lopryramus, Vcnanus, Xonanaus. 3a pasivka OT JIOCTa MPOBUHITUATHHS U
MpayeH CBAT Ha HEMCKara JMUTEpaTypa, UMIIEPCKOTO MHUHAJIO HA TE3M CTPaHU, MAKap U YECTO
y>KacsBaIlo, 1aBa Ha aBTOPUTE CH OILLE OT JIIOJIKATa €UH PA3JIMUYEH MOTrJE] BbPXY ACUCTBUTEIIHOCTTA
— CsKall OTBBJ POJUHATA UM.

B Tperara rpyna aBTOpHM ¢ MOTEHIMAN 3a yCHeX HaJ cpelHus B I'epMaHus MpHUCHCTBAT TE3H,
KOWUTO WJBAT OT OWBIIK WMIIEPUHU, OT MECTa, KBJETO KyJITypaTa HsKora € mpoibdTsiBana. Pyckure
MUcaTeNld HalpuMep ca MO3HATH M JI0 JIHEC Ha CBETOBHATA MyONWKa ChC ciiaBara, KosaTo [lymikuH,
I'oron, Toscroi, JocTtoeBcku n UexoB ca cneyenuiau Ha TAXHaTa Jureparypa. PpaHiy3ure ouie
KuBeAT B cBeTiMHaTa Ha Kpansa-CnopHile, B Oyisicbka Ha (PEHCKHUTE 3aMBITH, B Cl1aBaTa Ha (PPEHCKHUTE
BUHA, HA MPOYYTUTE XYIOKHUIA HUMIPECHMOHUCTH W HE HA MOCIETHO MSICTO — Ha KJIACHUIIUTE OT

MO.HI/ICp npes3 bamzak g0 (I)J'IO6Cp u Momacas. Mtanus Ha IPHB NorJjiea HE € TOJIKOBA rojiiMa UMIICpH,
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HO KaTOJIMYeCKaTa IIbpKBa € TJIo0asHa Kopmopamnus, kKosaTto Bede 1600 roguHu paboTH ¢ OrpOMHH
npuxou (IIbPKOBHH JaHBIM, COOCTBEHOCT BbPXY HEJABMKUMHU UMOTH, COOCTBEHOCT Ha KOMITAHHSITA)
U OKa3Ba OTPOMHO BIIMSHUE BBpPXY JKMBOTA HAa HaW-MaJKo €IMH MuWIuapa Aymd B ceera. [lpes
CpenHoBekoBueTo, korato Mranus nopu He € ChleCTBYBalla, @ € UMal0 CaMO I'paJoBe-IAbPKaBU U
MaJIKOTO cenuile Benenus e 6usno cBeToBHa cuila, M3KYyCTBOTO Ha PeHecaHca € JOCTUIHAJIO pa3lLBET B
Pum, ®nopenmmst u Benenus, ¢uHaHCHpaHO OT HEJOTaM TOYTEHO NPUAOOMTUTE aAKUUU Ha
[ATPULIMAHCKUTE THPrOBUM M Ha KaroJnyeckaTa LbpkBa. OCBEH HTAIUMAHCKUTE PEHECAHCOBU
nucarenu Jlanre, bokayo u Ilerpapka, kouto camu 1o cede cu Morar Ja ce CUMuTaT 3a OCHOBAaTEIH Ha
MOJZIepHaTa JIMTEpaTypa, OCTaBa M HACIEACTBOTO Ha PuMmckara MMIiepus, KOSTO B JIPEBHOCTTA €
BKJIIOUBAJIA MMOYTH LIEIMS MO3HAT HU CBAT — Beprunuit u OBuauii, Xopauii ¥ MHOTO JpPYTrH, ChIIO
TOJIKOBA O€3CMBPTHU UMEHA.

Hpyra rpyna ycnenu B ['epmanus aBTopu MMa 3a ocHoBa ¢uinocogusta Ha Pyco. XKan-XKak
Pyco npbB 1 ¢ H3KIIOYUTETHA OCTPOTA U3PA3sIBa KUBUS U JI0 THEC Tyalu3bM Ha ,,joOpara‘ HeBUHHA
pUpOJA | ,,JIOUIOTO ™ KOPYMIIUPAHO 0OIIeCTBO/IMBIIM3anNs. KOJIKO akTUBEH € OWIJI TO3U JAyalTu3bM
nopu B bbiarapus, ce BWKIa U B IIbpBUsA TOM Ha HanucaHara oT Munena Kuposa ,Mcropus na
Objarapckara JguTeparypa‘‘, KbAeTo Ts INOCTOSHHO CTHUra J0 HU3BOJA, Y€ OBJIrapCKUTE MHCATENIN OT
OcBoOoxenuetro 10 kpasg Ha XIX Bek pucyBar OTHOBO M OTHOBO MIWIMYHUS 00Opa3 Ha
TPaIUILIMOHHOTO U MpeAroiaraeMo 0JIaronojayqHo ObIrapcko cejao KaTo KOHTPAamyHKT Ha MOpajHaTa
[IOKBapa B TOTaBalIHOTO MM o00mecTBo. PerpoyronnuyHata uauius, KOSTO OBJITapCKUTE aBTOPU
Ch37aBaT B COOCTBEHATa CH CTpaHa KaTo KOIHEX [0 MUHAJIOTO, Pa3pylIeHO OT HOBaTa HallMOHAJIHA
IbpXkaBa, ChLUIECTBYBa M B 3amajgHa EBpomna, BKIIOYMTENHO B I'epmaHMs: TOBa ca MEUTHTE 3a
,,OJTarOpoJTHUS JMBAK", KOWTO >KMBEE B TPONHMYECKU paif, He MMO3HaBa HUKAKBa arpecHs, a camo
collMajHa XapMOHUs, KOMTO ce pajaBa Ha HUBOTA, HA Xy0aBOTO BpeMe M Ha 3/IpaBOCIOBHA XpaHa —
TIJI0JIOBE U prba, a Ha YIIUTE CU HOCH TEPIH, ChOpaHU OT TIOPKOAa3eHO OJiecTAIaTa Boja.

Jokaro BbB PpaHlus ce pa3NpoCTpaHsABaT MPEAMMHO PYCOMCTKHUTE UJAEHU 3a ,,0J1arOpOAHHUS
JMBAK"‘, B HEMCKOTO KYJITYPHO ITPOCTPAHCTBO, OCOOEHO ClIe/] OTIOPA, AaJieH Ha TypuuTe npea Buena
oT apmusTa Ha npuHI OlireH npe3 1685 r., ce nosABsiBa HOB, €K30TUYEH KynT KbM OpueHrta. IMeHHO
B HEro LIUPKYyJIMpa U aHEKAOTHT, Y€ BUEHCKaTa Kade-KylTypa € 3amoyHaia OT eIuH 3a0paBeH mpu
OTCTBIIJICHHETO Ha TypuTe uyBan ¢ kade. [Ipe3 enoxara Ha poKOKO ,,TYpCKOTO® cTaBa CHHOHUM Ha
OpHUEHTAJICKA €K30THKA, KOSITO — KaKTO C€ BIDKJA OT u3BecTHaTa MomaproBa onepa ,,OTBIMYaHE OT
capas‘ — Kpue BBJIHYBAIl KOHTPACT HA OMaMBaIll0 YyBCTBEHO YJIOBOJICTBHE M KYJITYpPHA IHUIIHOCT C
y’KacHa KeCTOKOCT. MonapT pucyBa TO3M OCTbpP KOHTPACT C MY3MKAaJIHU CPEICTBA M B TPETATA 4acT

Ha npouytarta cu conara KV 331, BB ¢punanHoTo PoH10 a 112 TypKa.
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Huxoii B I'epManust He € 3Haen, 4e U3BbH CapauTe, M3BBH JIBOPOBETE HAa HAYAIHUIA Ha
BUWJIAETH, BE3UPH U BaIHK, OpUEHTHT CbBCEM HE € MUIICH U YyBCTBEH, @ MHOTO MU3EpPEH. 3a 0eTHOCTTa
W JIOIIWTE, KAJHW THTUINA, 332 MHU3EPHHUTE CTPAHONPUEMHUIM (XaHOBE) 03 mpo3oplH, 3a
HEroCTONPUEMHUTE 1 HEOTOIICHH, O€THU KOJIHOU, 33 TOCTOSHHUTE EMUAEMUHU OT YyMa (T.€. 32 BCHUKO
TOBA, KOETO 3a MOBeYeTO ObJrapu oT Bpemero Ha OcMaHcKaTa UMIIEpUs € OMIIO PeaTHOCT), HEMIIUTE
1sIXa TeIbpBa J1a 4ysAT cjlell OTBapsSHETO Ha ummepckure rpanuuu npe3 1835 r. OHoBa, koeTo 1e
BUJAT TO-KbCHO TPYCKHUAT reHepan XenmyT (GoH Monarke u u3BecTHuAT npe3 XIX Bek HeMcKH
nucaren Opuapux-Bunxenm Xaknenuep B cBoute ,,IIpremectus u3 crapa Typous® (Monrtke mnpes
1835 u 1837, Xaknennep croTBeTHO 1pe3 1840 1.), He ca ,,IIpukazku ot 1001 HOLT™, a MO-CKOpO paHeH
JIOHJOHCKHU poMaH oT Yapn3 [lukeHc: MpbCOTHSI, MU3EpHS, T/,

HezaBucrumMo oT TOBa €K30THYHHUTE MEUTH IIPOIBJDKABAT U IHEC; aBTOPUTE, Ho1un B ['epmanus
ot OpueHTa, IbJDKAT ycrexa Cu Ha MPOCTUYKHUS TPUK Jla pa3ka3BaT B Iyxa Ha crapara lllexepesana:
ChpLATO, C BCHYKHU MPETPYNaHH OpPHAMEHTAllUW, KOUTO MpaBAT u3BecTeH OpHUEHTa, U KOUTO
OMarbOCBaT CyXOBaTUTE, HEOCOOCHO HAJApEHU C BbOOpaKEHUE TepMaHIU. Te KymyBaT KHUTUTE UM,
3a Jla 3aHecaT B KBIIUTE CH MapyeHIle OT Ta3u Marus, OT TO3U Pa3Ka3BauyeCKH pau.

YcnexbT Ha TaTUHOAMEPHUKAHCKUTE aBTOPH B ['epMaHus ce IBKM Ha MOA00HA MPUYHHA, C
U3KIIOUeHne Ha ¢akra, 4ye HAYMHBT J1a C€ MPEOAONIEeSIT OKOBHUTE Ha OOEKTHMBHOCTTA, B KOHTO
repMaHcKaTa JyIlla U3KUBsBa JOKUBOTHA MPHUCH/A, HE € OATCTBOTO B HAKAKHB €K30THUEH Cyporar Ha
Pas. [Tpu Mapkec HanpuMep 0CBOOOXKIEHUETO OT MpaKa Ha ce0EeOCTPOEHUTE TECHU 3aTBOPHUUECKU
KJIETKH, OT KOUTO JHEIIHUTE HEMITH TPsIOBa Jla ce OTKYIBAT ¢ obcecuBHa (PpycTpaius, cTaBa MOHE C
XUIMOTETUYHOTO pa3pylliaBaHe Ha Ta3u KJIeTKa 4pe3 moOer KbM e/IHa Marn4ecKy yroJleMeHa peagHoCT.

HeBeposTHUAT CBETOBEH ycCHeX Ha MuUcaTels, HEYCIs Karo YYeH, KOWTO u3ciieaBa
aHUMHUCTUYHATa Punocodus Ha MEKCUKAaHCKHUTE IamaHu 1oj ncesaonuma Kapnoc Kacranena, uma
chllata ocHoBa. Ho HeKa oTuieM KbM JapyraTa cTpaHa Ha 3eMHOTO KbJI00, Ha U3TOK KbM JPYTHS TOJISIM
KOHTHHEHT, A3Ms, U ce 3amuTame: 3amio OyAu3MbT HalpaBH Ha KHIDKHHS Ta3ap TOJKOBA rojsma
Kapuepa, ue Hall-poaaBaHusT B ['epMaHus u 1o cBeta poMaH Ha XepMaH Xece MpoabikaBa J1a ObJie
,Cunxapta“? U B Hero ce oOeriasa criaceHue, mpu ToOBa TO3H BT HE CaMO OT TECHOTHATA Ha HEMCKaTa
peaTHOCT-HAa-MaJIKUSI-4OBEK, HO CBIIO Taka OT OTOPYCHHATA, KOWUTO MOPAXKIAT MPEKOMEPHUTE
MaTepuaIHu U3UCKBaHus. HaBspHO u3riexaa ctpanHo, ye OyAu3MbT UMa yCIieX Haii-Bede cpell Te3H
xopa B ['epmaHus ¥ O MpUHIKI Ha 3armaji, KOUTO MOraT 6e3mpoOIeMHO /1a TOKPUBAT MaTePUATHHUTE
CH HYXKJIM ¥ MOTAT J]a CH TIO3BOJISIT IOPH ITbTyBaHe 0 Tuoer.

OO06mo Ka3aHO, TOBA Ca OCHOBHHUTE NMPUYMHH 3a yCTeXa Ha HIKOW UYKJICCTpPAaHHU aBTOPH B

repMaHI/ISI. CHGJIOBaTeJ'IHO CaM006BI/IHCHI/I${Ta, KOHUTO CH OTIIPABAT 6’bﬂrapCKI/ITe ABTOpHU — HIOM
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TEOpUUTE UM 3a KOMIUIOT Cpelly TAX He YCHSBaT Ja M3JIeKyBaT Oojikata OT KOMILJIEKca 3a
HE3HAYUTEIHOCT, Ca €HA HAITBJIHO Oe3CMHUCIIeHa peakiys. MiMa HiKakBa MMKaHTHA UPOHUS B TOBA, Ue
MasIoOpoiHUTE OBJITAapCKU TMHCATENH, HAMEPWJIM yCcleX W Ipu3HaHue B ['epmanusi, BsApBar, 4e
MO3HABAT MPUYMHUTE 3a o0muMs Heycnex. ['eopru ['ocnoMHOB, €CTECTBEHO, HE € ChbBCEM HEIPaB,
Ka3Ballku, uye He OnBa OBbJIrapcKUTE aBTOPU Jla CE U3HEHAABAT OT CBOSI HEYCIIEX, CJIE]] KaTO MUIIAT Taka
6e3unTepecHo. Jlanu ToBa M3Ka3BaHE € MPEANW3BHKAIO BUK HA BB3MYIIECHUE, HE 3HAS; CUTYPEH ChbM
obaue, 4Ye MHOTO OT aBTOPHUTE, KOUTO HANOCIEIbK MEYesT M3BECTHOCT B bwirapus, ca Ha apyro
MHeHue. U Te s nevendr, 3a1oTo ce CTpeMsIT UMEHHO KbM MHTEPECHOTO, ChOJa3HABAIlO TUCaHe. 3a
’KaJocT obaue To MmpaBsAT Yype3 OUeBHIHA HMUTALIMS Ha aMepHKaHCKuTe Creative-writing mainstreams
(B KpaTKuTe pa3Ka3ud U HOBEJIH), JOKATO B POMAaHUTE CH IMOJAPaKaBaT HA MOMYJISAPHUTE TPUIBPH U
TPUIBP MUCTEPHUH, CTAHAIIM CBETOBHH OECTCEIBPH.

MusocTuBaTa npupoja AeiHcTBa B ycIyra Ha YOBEIIKOTO CaMOCh3HAHUE TaKa, Y€ BCEKH BSIpBa
B COOCTBEHATa CHM OPUTHMHAIHOCT U HEMOJATJIMBOCT Ha BiIMsIHHE. BuHaru, Korato chbM pasroBapsii ¢
HSIKOHM MUcarTeN, CbM TOJIy4aBal HEM3MEHHHS OTIOBOp, Y€ B JKMBOTA CH HE € MpodeN JaKe eIuH
Tpurbp. U a3, pa3bupa ce, BIpBax Ha BCUYKH, Ta HAJIM aBTOPHT € YOBEK, 32 KOTOTO HCTUHATA CTOU HA/I
Bcuuko? @pamnupaimata eKJIeKTHKa cu obsicHsBax ¢ (akrta, ue bbparapus e kpemoct Ha
MapancuxooTHYecKy U TeIenaTuuHo HajapeHu xopa. Camo ue, yBH, TOBa HE MOXKeEIIIE J]a I0BEE 10
HUKAKBU ITPOMEHHM. 3alo TpsiOBa HEMELbT Ja YeTe HAIUCAHOTO OT OBJITrapcKo Mepo, ako MO3HaBa J10
00J1Ka aMeprKaHcKaTa MPOIYKIUS WIN 'K TOBA, KOETO € U3JIA3JI0 U3MO/] IEPOTO HA COOCTBEHUTE MY
(HEMCKM) eMTUTOHH, KOUTO CHIIIO CMEJO Ca SIXHAJIN KPUMHU- U TPUITBP-BBIIHATA HA ycrexa?

OOpaTHHAT METOJ, a UMEHHO Jla c€ HAacTOsBa yHMOpHTO Ha ,,balgarskoto® u na ce mpunucsa
KyJlITypHaTa My crenuurka Ha HSKakBa HeiiHa cOOCTBEHAa KOHCTaHTa, ce 0a3upa Ha MOTPEIIHOTO
CXBalllaHe, ye JuTeparypara e Buj eTHorpagus. To3u aHTpOMOJIOTUYECKH ,,IbHEP® U KYJITYPHOTO MY
,,allNIaIICBaHe He Osxa SICHO pa3/elieHH Topu B pasmBera UM okosio 1900 r., mopaau Koero ce
oKa3axa MOJATJIMBU Ha 3JI0yMOoTpeda OT cTpaHa Ha Pa3IMYHU PAcoOBU WIeoJoruu. B muteparypata
obaye € TOUHO 0OpaTHOTO: TS TPSIOBA J]a MOKa3Ba, Y€ BHIIPEKU BCUUKHU KYITYPHU PA3IUUUs, IpaMUTe
Ha XOpaTra HaBCSKBE Ca €HU U ChIIU. 3alI0YBAaKU OT CTpaJaHUETO, INaaa, 6ojecTure U OeACTBUATA
70 KOH()JIMKTA Ha WHAWBUIA ChC COMAITHUTE HOPMH, TIPE]T JIUTEPATypaTa CTOM OYaKBAaHETO — aKO HCKa
na Obpae ria00amHO YeTHBHA — Jla MOKake aBTOXTOHHUTE CIEUU(UKU €JUHCTBEHO KaTo (akrop,
MPEIU3BUKBAI OOIIOYOBEIIKHA pEaKIUH B LsAjaTa UM HENPeIBUIAMMOCT, KOSATO € ChIIO TOJIKOBA
YOBEIIIKA.

@DaKThT, Y€ BIIPEKH CUITHO OTPAaHUYCHUTE CH (PMHAHCOBU PAMKH MCKaX HEMPEMEHHO Ja H3/1aM

,Jcropust Ha Obarapckara aureparypa‘“ or Munena Kuposa, ce o0sicHsBa ¢ eHa npuuuHa: Kuposa
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O0CBOOOXK1aBa OBJITAPCKUTE KJIACHIM OT €AHOM3MEpHaTa UM (PYHKIIMOHATHOCT OMJIO KaTO HapOJIHU
IIMcarciim, 6I/IJ10 KaTto I/I306J'II/I‘-II/ITGJII/I Ha m:p)KaBaTa, B KOATO XHUBCAT. Ta oTACIA JIMYHOCTTA Ha
mycaTellss OT JUTepaTypHaTa PETOpPHKa B TBOPYECTBOTO MYy W 1O TO3M HAYWH IOKa3Ba 3alllo
MPUIIMCBAaHATAa Ha OBJITaPCKUTE KJIACHIIM W HAa TEXHHUTE TEKCTOBE (PYHKIIMOHATHOCT MOXKE J1a HIMa
HUIIO OOIIO ¢ KaYeCcTBaTa M CTOMHOCTTA HAa TEXHUTE JUTepaTypHHu TBOpOU. [laTpuapx st Ban Bazos
HanpuMmep, 1okazBa Kuposa, mo nmpupo/ia He € OWiI maTeTHYEH YOBEK, a B JINTEPATypaTa CH U300110 HEe
ce orpaHuyYaBa JI0 paMKara Ha IIaMeHEeH NMaTpuoT. Ba3oB M3MOI3Ba CyNEepIaTUBHA U €KCKIIAMATOPHU
CpelICTBa, 3allOTO BWXA, Y€ HAIMOHATHOTO Ch3HAHWE HUKOra HsAMA Ja BB3HHKHE Ha YHCTO
parmoHanHo HUBO. [10100HO Ha APYTH CBOM CHBPEMEHHUIIN, TOH Ch37aBa FrepOUYHU (PUTYPH C ICHOTO
Cb3HAaHHUC, Y€ TE€ IOCTAaBAT HaA4aJoToO, THH KaTto HAMAT H"pr006pa31/I B I/ICTOpI/I‘IeCKaTa
JNIEUCTBUTEITHOCT.

Twit karo mo3HaBaM J00pe CBOWTE CHHAPOJIHUIIA, CKBIIMTE T€PMaHIM, M 3HAas KOJKO ca
CKJIOHHH Jia ICMOHCTPUPAT U3MUCIIEHUTE CH ,,IBOMKAKUHACKHU 3HaHUS 3a bbarapus ¢ roTOBHOCT J1a
A KpI/ITI/IKyBaT, I/IBKYIHaBaM C€ Ja CIIOMCHa, 4€ 6”[)JIFapCKI/IT€ I/IHTCJIGKTyaJIIII/I, BOACHH OT CBOA CTpCMC)K
na ce xapecar B ['epMaHus, TIOCTYIITHO CJIEBAT JKEIAHHUITA HA HEMCKHUTE KYJITYpPOJIO3U, KOUTO YECTO
nopu He 3a0emsa3BaT COOCTBEHUTE CH MPEIPa3ChIbIIH.

Munena Kuposa He ce moaaBa Ha U3KYIIEHUETO MPOCTO J1a 00bpHE Tpu3bOela U Aa IpeBbpHE
JTUTEpaTypHUTE CBETHH B IO-MaJIKH AsgBoadeTa. He, HEHUAT moaxon e cbBceM Apyr. Ts pasrpaHudaBa
SICHO JIMYHOCTTA M CBETOTJICJa Ha aBTOpPA OT HETOBUTE JIUTEPATYPHH MOXBATH U OT CTHJINCTUKATA HA
HeroBuTe TBOpOH. ToBa ¥ TO3BOJISIBA J]a OTIPEICITN JINTEPATYPHOTO 3HAYCHHE HA BCEKH OTJICIICH aBTOP
HE3aBHCHUMO OT HAI[MOHATHHUS U COIHalIeH KOHTEKCT, B KOMTO TBOPH. A TOBA ITBbK BEYE € MPEANOCTaBKa
3a HHTEPHALMOHAIIHO BHUMAaHHUE.

HeﬁHaTa TaKTHKa, TaKa KaKTO A OIIHcCaX, CbOTBETCTBA HAIIBJIHO Ha JBaTa HACOJOTHYCCKH
CTBJI0Q, KPETSIIN MOSI U3JJaTSIICKH TTPOCKT:

1. BMecTo ga mpuriacsiMe Ha BCEOOIINTE OIIaKBaHMsI, Y€ HUKON He Bh3lpuema beiarapus u
HUKOHN HE 3Hae HUIIO 3a HelHaTa KyJnTypa, HeKa Jia TPOMEHUM TOBa U J1a OTTOBOPUM Ha OOCKTHUBHUS
BBITPOC 3am10 OM OMJIO TIOJIC3HO 3a €IMH TepMaHel] Jia Ce HHTepecyBa oT beiarapusi.

2. ITopau JTONIHSI OTIMT Ja C€ 3a00MKaJIsl ICTHHATA B HHTEPEC Ha €THO YTBBPACHO OOIIEeCTBEHO
MHeHHe, u3narenctBo “Chora” e Bw3mpuesno mojguTHkara Ja MyOJHKyBa €JHOBPEMEHHO IO €JIHa
ObITapcKa U e1Ha HEMCKa KHUTA.

ChBpeMEHHHUTE IeYaTapCKH TEXHOJOTHH W KaHAIWTE 3a OHJIAHH pa3NpOCTpaHCHHE Bede
MO3BOJISIBAT Ha M3JaTel, KOWTO WMa WJIEW W 3HAHWsA, HO HAMA KamuTal, Ja MPOHM3BEXIa J00pe

H3pa6OTeHI/I KHUTH C TBbpAa KOpHIlA. Ycnexst Aaocera, €CTCCTBECHO, € CKPOMCH, HO BCC ITaK HaJICH
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HaIXBBPJIA ouakBaHuATA. [IppBUAT TOM Ha ,,McTopus Ha Obirapckara nureparypa™ or MueHa
Kuposa ce npozase orie B IbpBUTE JIBE MPE3EHTALINHU, U HE CaMO Ha >kuBeelr B ['epmanus Obirapw,
KOHMTO MCKAT JellaTa UM Jia TI03HaBaT B MOjiepHa (popMa KyJnTypaTa Ha CBOSI TPOU3XOJ, HO CHILO U HA
repMaHIy, 10 €JIMH WK APYT HauuH cBbp3aHu ¢ bbarapus. baBapckara Hanmonanxa 6ubanoTeka Beue
€ Imopbyaia KHUrara, BKIOYUTEIHO TOMOBETE, KOUTO cieaBaT. bearapuctsT biiarosect 3maraHos,
KoiiTo pabotu B ClaBSHCKUS MHCTHUTYT Ha XaiinenOeprckusi YHUBEPCHTET, CHIIO 5 € MOopbhyal 3a
CBOSITA HHCTUTYLHUS.

ToBa € CKpOMHO, HO YCTOMYMBO Hayano. To IMoka3Ba, 4e MEXIy OIPOMHUTE OYAKBAHUS U

663Ha,Z[C}KI[HOCTTa nMa €IHO CKPOMHO CPE€aAHO MsCTO, 3a KOCTO B’BJ’IFapI/Iﬂ Oou Moria Ja ce 60pl/l

[IpeBon ot Hemcku Hatanusa Adesn
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Fotiny CHRISTAKOUDY-KONSTANTINIDOU!

Formalistic Markers of the ‘Modern’ in Greek Poetry: a Retrospective
from the Point of View of Literary History

Abstract

Defining Greek Modernism proves to be a difficult task. It can be said that trying to outline its
boundaries raises more questions than provides us with answers, because it somehow resists homogeneous and
pure categorisations. Through analysis of verse building we shall try to give a formal answer to the question of
what is ‘modern’ for Neo-Greek literature and how, in fact, poetry becomes ‘modern’. As far as the measured
speech is concerned, this argument can be easily solved by opting to examine the verse building techniques
(versification, rhythmic steps, rhymes, tropes, etc.) and especially the presence of the free verse as a marker of
emancipation from the iambic verse of fifteen syllables, emblematic for the Greek folk-song tradition and known
also as decapentasyllabic verse. The occurring changes in metric structures are both a complex and a long
process that gave its most mature fruit in the works of the 1930s generation (G. Seferis, O. Elytis, I. Ritsos,
etc.). However, it turns out that these changes could not possibly be considered as the only leading indicator of
modernity, perhaps once again because Greek poetry remained firmly rooted in the local tradition of artistic
conventions (which can be seen as a general projection of the spiritual impulses dominating the Balkan
peninsula) and metamorphoses encompassed the literary body at a somewhat conservative pace.
Keywords: Greek Modernism; Neo-Greek poetry; the Greek folk-song iambic verse of fifteen syllables
(decapentasyllabic verse); from freed to free verse (the poetic works of the 1880s generation, K. Hadzopoulos,
C. P. Cavafy, K. Karyotakis, G. Seferis)

Pe3ome
@DopMaTUCTUYHU MAPKEPU HA MOOEPHOMO B TPBIIKATA MOE3Us —
JIUTEPATYPHO-UCTOPUUECKH eKCKYPC

I'pBIKUAT MOIEPHU3BM W HETOBOTO Ae(pHHMpaHE ce OKa3BaT Heleka 3ajada. Moxe Ja ce Kaxe, 4e
OTIUTHT JIa CE 0UePTasT IPAHUIINTE MY MOPaXK/1a TIOBEYE BHIIPOCH, OTKOJIIKOTO OTTOBOPH; TOM HIKAK OMPEICTICHO
Ce CBHIPOTHBIISIBA HA XOMOTE€HHHUTE M YHCTH KaTeropu3aluu. Upes aHamm3a Ha CTHXOBOTO M3rpa)kIaHe IIe ce
ormuTame Ja faneM (GpopmaieH OTTOBOP Ha BBIIPOCca KaKBO € MOOepHO 3a TPhIKATa IMOe3usl U 10 KaKbB HAYHH
BCBIIIHOCT MOE3UsATa CTaBa Modepra. [1o OTHOIIEHHE Ha MepeHaTa ped 3a HAKOM M3CJIEA0BATEIA TO3U CIIOP
MOJKe Jia O'bJIC JIECHO pa3pellieH, aKo 3aJI0KUM Ha HelHaTa (pyHKIIMOHATHA HATOBAPEHOCT U ThPCUM B TEXHHUKATa
Ha cTrXa (CTUXOCIOXKEeHHE, PUTMUYHU CTHIIKH, PUMH, TPOTIH U T.H.) ¥ Haii-BeUue B MPUCHCTBUETO HA CBOOOTHUS
CTHX OeJjier 3a eMaHIMIIMPaHe OT eMOJIeMaTHYHHUS 3a TpbLKAaTa HApPOJHO-TIECEHHA Tpamuius sIMOWYCH
MeTHAWCETCPUUKOB CcTUX. HacThmBamuTe MpOMEHU B METPUYHHUTE CTPYKTYPH Ca CJIOXKEH M JBJIBI MPOIIEC,
KOWTO J1aBa Hall-3penus CH IJIOJ B IIPOU3BEICHHUATA Ha MOKoJeHneTo TBopuu oT 30-te romuuau Ha XX B. (I
Cegepuc, O. Enutuc, f. Puntoc u ap). Tesu npomenn obaue He OMxa MOTJIM A3 OCUTYPAT BCUUKU OTTOBOPH H
na ObJaT eIUHCTBEHUAT BOJCI] MapKep 3a MOAEPHOCT, MOXE OM Ollle BeIHBK Nopaau (akra, uye rphlKaTa
moe3usi 1Mo OaJKaHCKM OCTaBa TBBHPAO BKOPEHEHa B MECTHaTa Tpaaulus W MeTamopdosurte oOxBariar
JIUTEPATYPHOTO TSUIO C HIKAK KOHCEPBATUBHO TEMIIO.

! Fotiny Christakoudy-Konstantinidou [®@oTunn Xpucrakynu-Koncrantunuay] is a Senior Assistant Professor of
Greek Language and Literature at the University of Sofia St. Kliment Ohridski since 2005 (Department of General, Indo-
European and Balkan Linguistics, Faculty of Slavonic Studies). In 2007 she received a Ph.D. degree with a thesis on the
topic of The modern literary movements in Greek poetry (first decades of the 20™ c.), which was carried out at the Institute
for Balkan Studies. Currently, she has been working on different authors from Greek 20" ¢. poetry such as Nikos
Kavvadias, Kostas Ouranis, Kostas Karyotakis, etc. (or poets from the so-called ‘second symbolist wave’). She has
published articles on the work of Greek symbolist poets from the 1890s (K. Hadzopoulos, L. Porfyras, etc.), Odysseas
Elytis, the problem of Greek diglossia, presenting also in Greek the poetry of Bulgarian authors such as Nikola Vaptzarov
and Valery Petrov.
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KarouoBu aymu: I'pbllkM MOJCPHH3BM; HOBOTPBIKA IOE3Ms; IPBIIKATa HAPOIHO-TICCEHHA TPAIUIMA U
METHAIECETCPUUKOBHST IMOMUEH CTHX; OT OCBOOOACHHUS KbM CBOOOIHUS CTUX (MTOKOIEHUETO OT 80-Te TOHHU
Ha XIX B., K. Xanzonynoc, K. I1. KaBaduc, K. Kapuorakuc, I'. Cedepuc)

Defining Greek Modernism proves to be a difficult task. It can be said that trying to outline its
boundaries raises more questions than provides us with answers, because it somehow resists
homogeneous and pure categorizations?. Still, this remains one of the most interesting, debated and
controversially interpreted fields of Neo-Greek literature in the 20" c. The questions about the cultural
identity, the literary canon and the concept of continuity, the place of Greece in relation to Europe and
the European models (adopted and creatively interpreted in Greek literature in contemporary times)
usually come out in the foreground, where the position of Greece as a recipient inevitably gets
connected to its status as a cultural dominant over several historical eras (the Antiquity, the Middle
Ages, the period of the Balkan Enlightenment). Greece’s cultural hegemony in Pax Mediterranea, its
role as a political and a cultural regulator during the époque of the Byzantine Empire and its being a
leading factor at the time of the national Revival on the Balkans quite naturally intertwine with the
aporias about what place it is assigned to take in the phase of the New History. The big problem is
how to master and channel the conquests of tradition and how to respond to the modern, the eccentric,
the innovative, so that in modern times in this process of cultural reinvention it becomes possible for
Greek literature to redefine itself (and not to lose itself either) in this conundrum (reminiscent of
Alice’s wonderings in Wonderland).

It is not easy to define the modernization of Greece at the end of the 19" c. and in the first
decades of the 20" c. — yes, it is undoubtedly both material and social (certainly these data can be
quantitatively traced); but it is also spiritual and conceptual —and this is firstly evident in the manifesto-
essays and in poetry, where the ‘I’, as a literary subject, gets most visibly and quickly emancipated,
expressing the mentality of the modern individual with his tyrannical sensitivity and the innate sense
of primordial loneliness.

In order to put the research of Modernism with regards to Greek poetry (and the modernization
of Greek culture in general) on a proper scholarly basis, I think it would be particularly useful to
analyze verse building. Through it we will try to give a formalistic answer to the question of what is
‘modern’ for Neo-Greek literature and how, in fact, poetry becomes ‘modern’. As far as the measured
speech is concerned, this argument can be solved easily by opting to examine the verse building

techniques (versification, rhythmic steps, rhymes, tropes, etc.) and especially the presence of the free

2Tziovas, D. Mapping out Greek Literary Modernism (edited by D. Tziovas). In: Greek Modernism and Beyond. Oxford,
Romans and Littlefield Publishers, 1997, p. 25.
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verse as a marker of emancipation from the Greek folk-song tradition emblematic iambic verse of
fifteen syllables also known as decapentasyllabic verse (Greek: dekanevtacvAlafog otiyog, lit. “15-
syllable verse’), named as well political verse (Greek: moAttikog otixog)>.

The use of the iambic verse of fifteen syllables, which was essential to the whole Byzantine
period and later to the Neo-Greek poetical versification, was established around the 10" c. In the
following centuries (10-15 c.) the iambic verse of fifteen syllables functioned as almost the only
versification instrument of a number of narrative poetry texts (the Epic poem of Digenis Akritas, the
Acritic songs®, the allegorical and satirical poems from the Byzantine Middle Ages, the Byzantine
romance novels written after the 12" c., etc.). The way it is represented in the lyrical works from the
Golden era in the development of the literature at the island of Crete (late 16" and early 17" c.) shows
that it not only acquired stable morphological characteristics, but became also a poetic instrument in
the hands of bards with a sense of the authorship of the creative process. In the second half of the 14™
c. the rhyme, which until then was unknown to Greek poetry, appeared in the Cretan literature. The
rhyming iambic verse of fifteen syllables, used by Vintsentzos (Vikentios) Kornaros (1553-1614) in
his narrative poem Erotokritos, produced this impressive masterpiece in the early 17" c., creating a
greater semantic and metric entity and thus generally updating the Greek metric patterns®. The non-
rhyming decapentasyllabic verse in the period of the Ottoman domination in the Balkans was
developed actively in the folk songs. Greece’s national poet D. Solomos (1798-1857)® and the
established by him lonian School of Romanticism also brilliantly used the iambic verse of fifteen
syllables, leaning on the achievements of folk-song art. The 1880s generation of poets with its
representatives G. Drosinis (1859-1951), N. Kambas (1857-1932), loannis Polemis (1862-1924) and
the last, but not least K. Palamas (1859-1943)7, managed to modernize the subject, but not entirely the

8 More about the decapentasyllabic verse see in: Jeffreys, M. J. The Nature and Origins of the Political Verse.
In: Dumbarton Oaks Papers 28, 1974, pp. 141-195. The term ‘political”’ most probably has a meaning related to ‘simple’,
‘ordinary’.

4 The Acritic songs (Greek: Axpitucé tpayovdia, ‘frontiersmen songs’) are the heroic or epic poetry that emerged in
the Byzantine Empire probably around the 9™ c. The songs celebrated the exploits of the so-called Akrites, the frontier
guards defending the eastern borders of the Byzantine Empire.

> Tapavtovdng, E. Ztiyovpyio. Tto: Aefind e Neoshinvikic Aoyoteyviag. Ilpéowrna. Epya. Peduara. Opor. ABfva,
Exdooeig [Tatdxn, 2007, o. 1418.

® Dionysios Solomos (1798 —1857) born on the island of Zakynthos was a poet of Greek origin who is best known for
writing the Hymn to Liberty (Greek: “Yuvog €1 v 'Eievbepiav), of which the first two stanzas, set to music by Nikolaos
Mantzaros, became the Greek national anthem in 1865 and later of the Republic of Cyprus. A central figure of the lonian
(or Heptanese) School, Dionysios Solomos is considered to be the national poet of the Greeks, because he made use of the
earlier poetic tradition (Cretan literature, folk songs) and was the first to systematically cultivate the demotic language,
altering its status and paving the way for its implementation in literature. A literary circle is formed around Solomos, which
promotes the recognition of dimotiki as a language of literature, including I. Polilas, S. Markoras, G. Markoras, C. Manesis,
I. Tipaldos, etc. See more in: Anuapdc, K. ©. EApvixés Pouovtioudg. ABqva, Epuic, 1994, . 24.

7 Kostis Palamas (1859-1943) is a national literary icon, a central figure of the Greek literary life and, particularly, of
the Greek literary generation of the 1880s, being one of the cofounders of the so-called New Athenian School (or Palamian
School, or Second Athenian School) along with Georgios Drosinis, Nikos Kambas, loannis Polemis. The New (Second)
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metre of Greek verse. The long-awaited changes came into being when Symbolism entered Greek
poetry and sparked a poetic revolution through the achievements of the 1890s generation of symbolist
poets.

It is well known that in order to convey the intangibility of music Western European symbolist
bards were trying to get rid from the chains of the classical metre patterns® gradually substituting the
‘freed’ or ‘liberated’ verse (French: « vers libérés »)° with the free verse (French: «vers libres »). In
the late 19" c. the work of the 1880s poetic generation became a creative workshop where not only the
old versification tradition was modified, but also prerequisites for its radical change were created with
the emergence of the liberated verse — a transient variant between the consistent syllabic patterns and
the free verse. However, most important steps for the development of the Neo-Greek versification
models were made during the first decades of the 20™" c. and especially between the 1920s and 1930s.
It is then that the use of the free verse, whose domination up to these days imposes new rules for the
reading and the analysis of modern poetry, increased substantially™°.

But whether, in fact, in terms of Greek literature, formalistic changes can be traced in pure
type? And as a marker of modernity, are they, in the case of Greek poetry, a relevant litmus for
assessing and answering the question of how modern a work is? Even some of the ‘modern’ authors,
precisely the 1890s Greek symbolist poets, and even the authors from the 1920s and the 1930s,
continue to use traditional metrics. I will proceed to analyse what is actually happening in Greek 1890s
poetry.

In his first collection of poems Songs of the Wilderness (Tpayovora tnc epnuuag) (1898) K.
Hadzopoulos (1868-1920)* follows the tradition of Symbolism, according to which the lyrical cycle
is the fundamental structural unit of the poetic text'?. The verses, included in the five parts that make

up the collection of poems Songs of the Wilderness (with the cycles Songs of the Wilderness, Flute,

Athenian School was opposed to the pompous and stereotyped style of the Old Athenian Romantic School (1830-1880),
which showed preference for the use of katharevousa in poetry writing.

8 Or should we say “the tyrant demands of the metered line” (Allen, Ch. Cadenced Free Verse. In: College English, Vol.
9, No. 4, 1948, pp. 195-199.

® The French symbolists, most notably Verlaine, introduced new metrical forms and modifications of the traditional ones.
The intention was to free French versification from classical conventions. But this ‘liberated’ verse was still syllabic and
still rhymed. See more in: Cuddon, J. A. A Dictionary of Literary Terms and Literary Theory (5" edition). Oxford, Penguin,
2013.

O Tapavtovdng, E. Ztiyovpyio. Tto: Adeixé tne Neoedinvixig Aoyoteyviac. Ipbowma-épyo-peduata-opor. AOva, Exddoeig
IMatdxn, 2007, c. 1418.

11 K. Hadzopoulos (1868-1920) is a major representative of the first symbolist generation of the 1890s, considered to be
also its ideologist through a series of theoretical works among which the renowned The Psychology of Symbolism (1920)
(See in: Kpiikd keiuevo (emyp. Kpioto Aveuovon-Aploylov). ABnva, Neoednvikn Bipiodnkn Idpopatoc Kdotog kot
EAévng Ovpavn, 1996, oo. 124-137). He was a poetry, novel and essay writer, a translator and an editor of the short-lived,
but significant, avant-garde magazine H Téyvy (1897-1899), which fervently defended dimotiki.

2 Thivokaywa, X. Tvppoliotikéc Stootdoslg ot moinon tov K. Xat{oémoviov. - http://www.epoxi.gr/scriptum66.htm
(24. 01. 2018).
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Dreams of Love, Winter Songs, The Songs of Linos), express with precision the specifics of the
transition from romantic poetry to verses related to Parnassism (in the fourth part) and wonderful
symbolist verses (in the fifth part). The musical orchestration of the poetic language in it reflects one
of Hadzopoulos’s idealistic aspirations, i.e. the search for harmony. The author admires harmony in
nature and strives to revive it in his poems. For that purpose, Hadzopoulos accepts the artistic impulses
for a freed versification, but in the meantime, he tries not to avoid the traditional metric expression at
all costs. On the contrary. The obvious symmetry of the verses and the carefully selected rhyming in
the first part of the work (the eponymous Songs of the Wilderness) contribute to the melodic sound of
a meaningfully organized measured speech, saturated with psychological parallelism and perceptible
suggestion. The author, however, does not go far beyond the traditionally organized verse, but we
rather observe his desire for it to be varied with much imagination. In the following cycles some metric
limitations seem to drop out — in the second part, Flute, the iambic verses of fifteen syllables are already
non-rhyming, while in the fourth and the fifth part, Winter Songs and The Songs of Linos, the poetic
experiments deepen through noteworthy rotation of the rhyme and rhythm, however, they still remain
reminiscent of the folk-song verse!®.

In Elegies and Idylls (1898), which was published the same year as Songs of the Wilderness,
we are witnessing a much more systematic use of modern verse building techniques - syntactic and
graphical verse breaks, non-periodic rhyming, repetitions of words and whole phrases, alliteration,
assonance. This collection of poems explicitly shows that Hadzopoulos has probed into the essence of
the interpretative possibilities of Symbolism through its power to convey meanings thanks to the
implied, the allusion and the association*.

Even the work of C. P Cavafy (1863-1933), who is unambiguously considered ‘modern’, brings
us no closer to a definite assertion that the completely altered organization of the verse is a sine qua
non qualifier of modernity. Let us analyse the poetry of the Great Alexandrian. With his dual view to
the world, both from the ‘outside’ and the ‘inside’, Cavafy has put an end to subjectivity and has
prepared the ground for a new poetry — objectifying simultaneously the external and the internal world.
His language, however, is one of the most colourful blends in Modern Greek literature of dimotiki and
katharevousa with borrowings from the Constantinopolitan Greek idiom. The rhythm is iambic and
so crafted that it is hardly perceivable®. Rhyme is present (especially in the early verses of Cavafy),
gradually becoming less and less frequent, and the punctuation marks are still playing a particular role

13 1bid., http://www.epoxi.gr/scriptumé6.htm (24. 01. 2018).

14 |bid., http://www.epoxi.gr/scriptum66.htm (24. 01. 2018).

15 Povooov, B. O elebdbepog atiyog vmd 0 mpiopa g ohyypovig uetpikoloyiog: ta mpdta eAinvikd elevbepdotiyo moruazo.
(1920-1940) (drozp1fs). -http://thesis.ekt.gr/thesisBookReader/id/23160#page/198/mode/1up (24. 01. 2018).
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in the poems. That is why the famous literary critic and poet A. Karandonis declares that Cavafy can
be considered a forerunner of modernity, but still he is not a completely modern poet, because as far
as the modelling and the composing of his verses is concerned, he remains a self-conscious classic
craftsman®,

It is only in the poetry of K. Karyotakis (1896-1928) during the second decade of the 20™" c.
that we can discuss the bolder exploration of new poetic techniques. In his work, we can already
witness the lack of rhymes and the lack of a concrete length of the verses, which gradually acquire a
more narrative tone, also the appearance and more systematic use of the free verse, contributing to his
becoming an icon of modernity. Despite that, many of his verses remain rhymed and many critics
doubt the depth of his literary reformism?’. Karyotakis’ influence “continued to be felt well into the
1930s, but the poetry of his sterile imitators could lead to nowhere8. The advent of Surrealism in
Greek poetry during the 1930s will largely contribute to the spread of new versification techniques.

Hence, originate G. Seferis’ (1900-1971) creative quests — his work is doomed to revive Greek
poetry. The lyrical renaissance, which is associated to his name, has its roots in the work of two less
known poets: Theodoros Dorros (1895-1954) and Nikitas Randos — a pseudonym of N. Kalamaris
(1907-1988). It is exactly they who, in contrast to any traditional forms, give free expression in their
verse of “subconscious elements uncontrolled by reason™!®. But their writings are soon forgotten.

Theodoros Dorros is the author of a single poetic collection titled Saving the Pleasure (XZzov
ylvtwuod to yal, Paris, 1930, Athens 1981)%°. It consists of fifteen poems written in free verse and
described as “exile experiences” and allegory of “the absence that has an ontological meaning”?*. The
references of his poetry are related to the poetics of the City and the writing techniques in the style of
Charles Baudelaire, including the theory of cosmic ‘correspondences’ (French: « les correspondences
»); echoes from the poems of Karyotakis are also present (with poetic phrases expressing despair and
suicide impulses)?2. Obviously this is the first poetry collection entirely subordinate to a language that
is distant from the conventional verse. It remains, however, almost unknown in Greece. On the first

pages of the first issue, it is written: “This book is not sold. It is sent free of charge to those who request

18 Kapavtdvng, A. Ercaywyij oty vedtepn woinon. I'ipw ard t obyypovy eldnvuci moinon. ABfva, k8. Momadfipoag, 1990,
c. 150.

7 Trypanis, C. Greek poetry (from Homer to Seferis). Chicago, University of Chicago Press, 1981, p. 686; Kapavtdvng,
A. op. cit., c. 143,

18 Trypanis, C. op. cit., p. 694.

® Trypanis, C. op. cit., p. 694.

20 Aavind, X. Ntoppoc Ocddmwpog. Xto: Aeiké NeosAnvikic Aoyoteyvias. Tpéowma-épya-pebuara-dpor. ABRva, k.
IMatdxn, 2007, c. 1593.

2L ABavacomoviov, M. ®cddwpoc Ntoppog (sicaywyr). Xto: Ztov plotmuod to ydli. Abfva, exd. TaBpmiidng, 2005, o.
15.

22 Aavaconoviov, M. op. Cit., . 16-17.
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it”. The address is provided as well: Theodore Dorros, 17 Rue Bachaumont Paris or 1 East 33rd Street,
New York?3. Only the third edition from 1981 was accompanied by introductory remarks by the literary
critic Alexandros Argririou?.

The criticism towards the poet’s style is that his language is unintelligible, with a frequent use
of French and English words, which are often being used in a mixed manner. The result is “a confused
and an incomprehensible expression”?®. Reserves are also shown by M. Vitti?®; A. Karandonis is
talking as well in negative terms about Doros — for him the title of the poetry book is “odd”, “funny”
and “stupid”. He recognizes its avant-garde character as far as the introduction of new writing
techniques is concerned, but identifies the author as an artist who “could not and would never become
a poet”?’. This underestimation of Dorros’ role for the reception of Surrealism on Greek soil, and in
the meantime the lack of aesthetic promptness to accept more radical forms of Modernism in terms of
poetic versification, show some essential features of the literary and, in general, of the Greek cultural
climate in the interwar period.

It is not by accident that the first suggestions for adopting the new literary credo for writing
poetry, based on association and syntactic fragmentation, come from authors working outside Greece.
Dorros spent most of his conscious life, living in the United States and France, and N. Randos was
born in Switzerland and resided briefly in Greece as a student at the Philosophical Faculty of the
Athens University. Randos’ lyrical style underwent several stylistic changes related to his artistic
interest in the modernist trends of the early 20 c. such as futurism, expressionism and surrealism, which
won him some negative criticism as well. In 1933, Randos’ debut collection of poems Poems
(Tlowjuaza) was published. Being one of the first true modernists in Greece, Randos was appreciated
highly by André Breton who in his third manifesto of Surrealism called him “one of the most brilliant
and boldest minds of our age”?8. Overall, nevertheless that he is considered to be part of it, Randos has
distanced himself from the 1930s generation, casting doubt on the Greek character of the new art
propelled by it?°.

But let’s turn to the work of one of the most recognized representatives of the mythical 1930s
generation — Seferis and his Mythistorema (Mv6iotopnuae) (1935) (Greek: ‘pvbiotépnua’ translated as

‘novel’, but also as ‘mythical story’ — in the age of Modernism polysemantic become even the titles of

B Apyvpiov, A. Iotopio g eMnvikig Loyoteyviag kar n mpdalnyih ¢ ota. xpévia. tov Mecomoléuov (1918-1940), tou. A.
ABnva, edx. Kaotavidtg, 2002, c. 264.

2 Apyvpiov, A. Eroaywyn oty tpity ékéoon ¢ ovALoyHS «ZTov YAvtmpod 1o xaliy. Abva, exd. Apopydg, 1981.

% Bayevag, N. Topo amd Tig apyéc tov elknvikod Movtepviopot. Xto: H sipwvikh yAdoca. Kpitikéc uelétec yia
veoelAnvikn ypouuoteio. ABMva, exd. Ttryur, 1994, . 69.

% Vitti, M. H yevid tov tpidvra. AOYva, exd. Epung, 2012, o. 89.

2T Kapovtdvng, A. op. cit., c. 163.

8 Mrpetdv, A. Movipéota tov Yreppeaiopod. ABfva, exd. Awddvn, 1983, c. 139.

B ThoBag, A. O uvbog s yevidg tov Tpidvra. Abfva, exd. TToMg, 2011, o. 319.
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poetry collections)®. It shows that the artist is increasingly inclined to use the free verse, but in fact,
iambic verses of fifteen syllables are present in it as well. Thus Mythistorema best reflects the balance
that a reading audience needs — in it the modern expression, that is unbridled by metrical norms, is
balanced with the rhythm of the verse of fifteen syllables; thus the lyrical ‘I’ imperceptibly merges
with the voice of the lyrical ‘We’, implied by the deep connection of the verse of fifteen syllables with
Greek literary history and folk art. With a narrative diction the verses of Mythistorema express the
most important topics for Seferis’ poetry — the antique and the Neo-Greek tradition as well as their
crossing point with the European culture; the melancholy that arises from the fate of Hellenism and
the nostalgia of the people, belonging to the Greek diaspora, who have lost their homeland. The
pessimism prevailing in the works of the 1920s and 1930s generation is a reflection of the socio-
political crisis that followed the wars from the beginning of the 20"" ¢. and the subsequent Asia Minor
Catastrophe; this pessimism is present in Seferis’ lyrical creations, but the poet, who comes from
Smyrna (today Izmir), the burnt pearl of the Middle East, does not lose faith in the people belonging
to the Greek diaspora. He sculpts through his words their longing for the idyllic topos of the native,
related to the image of the restored paradise, and presents it to us with splashes of salt, light and

remnants of shipwrecks:

Mythistorema 23

A little farther

we will see the almond trees blossoming
the marble gleaming in the sun

the sea breaking into waves

a little farther,

let us rise a little higher.

(Translation by Sherrard, Philip; Keeley, Edmund)3!

A fruitful symbiosis between now and then, between history and memory, between the just
happening and the irreversibly lost, all reflected in a versification where the past and the present share
a common territory similarly to the verses of fifteen syllables and the free verses present in this Seferis’
poetic creation. Perhaps that is why Seferis is so much liked, so highly appreciated by the reading
audience — it is remarkable how he made the necessary linguistic, poetic and stylistic synthesis for the

Greek culture on her way to modernity.

30 Christakoudy-Konstantinidou, F. The Motif of Travelling in Greek Poetry in the Interwar Period, p. 96. -
http://ejournal.uni-sofia.bg/index.php/Colloquia/article/view/61/52 (24. 01. 2018).

31 http://www.babelmatrix.org (24. 01. 2018) [Aiyo dxopo/ 8d iSoDpe Tig dpvydatieg v’ avBilouvv/ to pdpuopa v Adpmovy
otov filo/ 1 Bdhacoa va kopatiled Alyo axodpa,/ va onkwbodue Ayo ynidtepa. Zepépng, I. Iomjuora. Ava, Trapog,
2014].
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We have seen that in a cultural paradigm as the Greek one, which remains permanently
connected with its past, but is also eagerly looking to meet the new, the proposed literary-historical
retrospective, analysing the development of poetic versification, is a mixture of “tradition” and
“innovation”32, The occurring alterations in metric structures are both a complex and a long process
that produced its most mature fruit in the works of the 1930s generation (G. Seferis, O. Elytis, I.
Ritsos), etc. These changes, however, could not possibly give all the answers and be considered as the
only leading indicator of modernity as we saw, perhaps once again, because Greek poetry remained
deeply rooted in the local tradition of artistic conventions (which can be seen as a general projection
of the spiritual impulses dominating on the Balkan peninsula) and the metamorphoses encompassed
the literary body with a somewhat conservative pace. Examining the dynamics of these influences, let
us recall as well what the early 20 c. historian Robert Byron has said: “As the sapphire and the
aquamarine are distinguished from the turquoise, so the waters of the Aegean Sea differ from the flat
blue of the entire Mediterranean”. Inspired by the quest to catch up with the achievements of Western
artists, Neo-Greek poets explored Modernism in order to apply its experiences and ideas skilfully to
the mentality of a southern nation with an undeniably rich cultural heritage. They pointed the path to
the new, gave life to the begotten from the predecessors and thus formed the matrix of modern literary-

aesthetic tastes.

32 Kapavidvng, A. op. cit., . 112.
33 Byron, R. The Byzantine Achievement: an historical perspective, A.D. 330-1453. London and New York, Routledge &
Kegan Paul, 1987 (reprint; first published in 1929), p. 7.
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B'bJIFapCKI/IﬂT MOJACPHMU3BM 3a AHIJTOC3UYHHA YUTATEC/IN

Mapus PYCEBA / Maria RUSEVA, Coduiicku yausepcurer ,,CB. KitumeHT
Oxpuacku

3a kaurara: Bulgarian modernism, edited by Stefana Roussenova, translated by Julia
Stefanova and Stefana Roussenova, Polis, Sofia, 2017. Authors: Svetlozar Igov,
Madeleine Danova, Svetlana Stoicheva, Bilyana Borisova, Magdalena Panayotova,
Dina Mantcheva, Elizaria Ruskova, Giuseppe del’ Agata, Vladimir Yanev, Julia
Stefanova, Chavdar Mutafov, Juliana Alexieva. Appendix: poetry by Pencho Slaveikov,
Peyo Yavorov, Dimcho Debelyanov, Geo Milev, Nikola Vaptsarov, Atanas Dalchev.

bparapckusaT MoJIepHHM3bM INPOBOKHpPAa OKOTO HAa H3CIEAOBATENsl B CBOATAa HECTHXBAIla
aKTyaJTHOCT W ONHUT Jia Ce TBhPCH MSCTOTO Ha OBJrapckara jureparypa Ha (oHa Ha OypHO
[IPOTUYAIMTE aBaHrapAHU TeueHus B EBpomna or mbepBaTta mosjoBuHa Ha XX Bek. Hopara knura
Bulgarian modernism (2017) ce siBsiBa pe3yiraT OT TO3W OIMT, HO U OIllE KaTO U3pa3 Ha CTpeMexa
SBJICHUETO Jia ObJie KOMIUIEKCHO 00XBaHATO, E€TAMIHO MPEACTaBEHO M MOJHECEHO B II'BJIHOTA MpeJ
norJie/ia Ha aHrioe3nvyHata nmyOsimka. Kaurara e 4acT oT M3ClieIOBATENCKU MPOEKT ,,brarapckusr
MOJECPHHU3BM B KOHTEKCTa Ha EBpPOIEHCKUTE MOJIEPHU3MH M C€ H3JaBa C IOJKpenara Ha
YHUBEPCUTETCKH KOMIUIEKC 110 XyMaHUTApUCTHKA ,,Anma Marep* u @onp ,,Hayunu uscnensanms™
KbM MUHHCTEPCTBOTO Ha 00pa3oBaHHMETO M HaykaTa. KHIDKHaTa peanusanus € Ha U3JaTelICTBO
,,JTommc*.

Co6opuukbT Bulgarian modernism e mbpBU ONHMT Ja Ce MPEACTAaBH HA AHTIHICKUA €3UK
OBArapCKUAT MOZECPHU3BM Ha (POHA Ha LSTIOCTHHSI KOHTEKCT Ha enoxara. KHurara BKiItoUBa TEKCTOBE
or olOmacTtTa Ha Obarapckara JuTepaTypa, KakTO M CTaTUH, CBBP3aHH C pPa3BUTHETO Ha
M300pa3UTEeTHOTO M3KYCTBO, MY3HMKaTra M TeaThpa B bwiarapus ot Hauvamoro Ha XX Bek. llon
chcTaBuTeCcTBOTO Ha Credana Pycenora ca moaOpanu u mojapeneHu B aBa Asuta 23 Tekcra Ha 11
aBTOPUTETHH Hu3cienoBarenu, a npeBoAbT € aeno Ha FOmus CredanoBa u Credana Pycenona.
[TppBaTa yacT 06xBaIa BOACIIUTE MOJSPHUCTUYHH MIPOIIECH U Harnacu npe3 roguaure 1903-1923 r.,
a BTOpaTa 4acT c€ ChCpeJ0TOYaBa BbPXY MEXKIYBOSHHUTE aBaHTapHU SIBICHUS U €KCIIEPUMEHTH B
nepuona 1o 1939 .

Ot npenrosopa Ha Creana PycenoBa HaydaBame 00XBarta U LIeTUTE, KOUTO ca 3aJ0KEHU MPU
M3TOTBSIHETO HAa KHUTaTa — U3JaHUETO CJIE/IBA /1a XBBPJIU CBETIMHA BbPXY 3HAUUMUTE MOJAECPHUCTHYHU

TEeHJICHIIUH B bharapus, KakTo U 1a MpeocTaBu MoApoOHa ¢akToJornyHa HHGOpPMAITUs 32 aBTOPUTE
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MOJIEPHUCTH, TAXHOTO TBOPYECTBO, UJIEH U CTUII. Bceku euH oT TekcToBeTe B COOPHHKA CE ChIIBTCTBA
oT u3bpana oubnuorpadus, KOATO EelU Ja OPUCHTHUPA TYKISCTPAHHUS YUTATEI IIPH IMOCIECIBAIIOTO
My 3all03HaBaHe C JMTeparypara Mo KoHkpeTHata Tema. Ciensa nma ce orOenexu, ye Bulgarian
modernism BrieyaTiisiBa Karo HauyMHAHME Jla C€ OTpPa3H Ha AHIVIMICKU €3MK OOraTtusi CHEKTbp Ha
HaIlpaBJICHUATA, YPE3 KOUTO CE pa3BUBa ObJIrapckara MOJSpHUCTUYHA JINTEPATYypPa, HO U OIlle, KHUTaTa
MOJKE JIa ce pa3riex/aa KaTo MaladeH MpOeKT, ¢ IOMOLITa Ha KOMTO Jja ce MoA00pH peLeniusiTa Ha
OBArapCKUs JIUTEPATYPEH MOJACPHU3BM B Uy)KOMHA, KaKTO U Ja ce 33AbJ100YaT U pa3mupAT HojeraTa
Ha MEKXIYKYITYpPHUS JHAJIOT T10 TEMATA.

[TepBaTa yacT Ha KHUraTa HocH 3ariaBuero The Inward turning u e moceereHa Ha ObJITapCKUs
WHIMBHUyIM3bM U pa3liBeTa Ha cuMBoJM3Ma y Hac. [IspBaTa cratus Modernism and Tradition at the
Turn of the Twentieth Century ot Csetiio3ap Mros nma BbBex1aIia GyHKIHS — TSKCTHT CE€ CTPEMH J1a
o0XBaHe eJlpuTe IPHUXHU Ha KyATypHUTE mpouecH ciex OcBOOOXKACHUETO U OT IbPBUTE FOJMHH Ha
HOBHUS BEK, KaTO CHILEBPEMEHHO 3alI03HABA C KYJITypHaTa U UACHHO-ECTETUYECKA IIporpama Ha Kpbra
»Mucoa“. Cplio Taka, OrBa U3BEJEHO KJIFOUOBOTO MSICTO Ha 3HAMEHHUTATA YETBOPKA OIIIE KaTo (PaKkTop
3a pa3BUTUETO Ha OBJITapCKus TeaTbp U MOJEpHATa Jipama.

CrnenBamure TEKCTOBE CIMPAT BHUMAHHUETO IOCJIEIOBATEIHO BBPXY aBTOPU OT SAPOTO HA
nutepatypHusi kaHoH — [lenuo Cnaseiikos, Ileiio fABopoB, dumuo [lebensnoB, Hukomnaii Jlunues,
Teonop TpasHoB u Xpucro Scenos. @urypara Ha [lenuo CnaseiikoB e o0pucyBana npenusHo ot CB.
Hros mpe3 HelHaTa 3HAYMMOCT Ha IIOET, KPUTHK M KYITYpeH Huaeosor. B ciensamara cratus
Cgernana CroifueBa mpeJcTaBsl 3a UyKIECTpAaHHUS YMTaTeN B JETaill MoeTHuKaTa Ha SIBOpoB, KaTo
aKLEHTUPA BbPXY LEHTPAIHOTO MSACTO HAa HETOBOTO TBOPUYECTBO M HA JIMYHOCTTA My B KOHTEKCTa Ha
Obparapckara MOAEpHUCTUYHA Moe3us. B TexcToBere, mocBereHH Ha moerute Jumuo JleGensHOB,
Huxonaii Jlunues u Xpucrto Slcenos, Ha cBo# pen bumnsina boprcoBa npeasiara 3aapJ10049€H aHAIN3 Ha
Pa3BUTHETO HA TAXHOTO CUMBOJHMCTHYHO TBOPYECTBO B KOHTEKCTA Ha BIMSHHUATA Ha €BPOIEHUCKUS
IIpeIBOEHEH MOIepHU3bM. CBhINO Taka, aBTOpKaTa U3BEXk/1a HA MPECH IUIaH XapaKTEPHOTO 3a BCEKU
€IMH OT ITOETUTE ITPH UHTEPIIPETALUATA HA OCHOBHU TPAJUIIMOHHYU TEMH HAa CUMBOJIMCTHYHATA IIOE3Us
— camoTaTa, CTpaIaHueTo, CKpbOTa, rpaIbT, CMBPTTA U Jp. B craTtusra 3a BoAemus MoeT CUMBOJIUCT
Ha JuTeparypHaTta 3aapyra ,,XurnepuoH CB. UroB mpociensiBa BIUSHUETO HAa HEMCKUTE MOETH
Hewmen, JIunuenkpon, Xodpmancran u I'eopre 3a popmupaneTo Ha TBopuecTBoTO Ha Teomop TpasHoB.
[TomuepTano e omie 0coOeHOTO MACTO Ha TpasHOBaTa moe3us, Ha HeliHaTa MOHOJMTHOCT KaTo BEpeH
Y TOYEH M3pa3 Ha CHMBOJIMCTUYHATA [TOETHKA.

B apyra cratus, mocBeTeHa Ha eBporeickuTe KyaTypHu Biusaus — Bulgarian Literature and

Russian Literary Modernism, Marnanena [lanaiioroBa BbBeX/1a B TOETUKATa HA PYCKUS JTUTEPATYPEH
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MOJIEPHU3BM U HETOBUTE €Tanu Ha pa3Butue. CTatusTa MMa 0030pEH XapakTep U LENU Aa MPOCIeaH
BHUMATEJHO BIMSIHHUETO HA PYCKUTE CUMBOJIMCTH, aKMEUCTH B Ky0O-(hyTypUCTH BBpXY Obarapckara
quTepaTypa OT Iepuoaa.

B xHurara He ocraBa MOAMUHAT BBIPOCHT 3a MACTOTO HA JKEHUTE KAaTO YacT OT OBJIrapcKus
MOJICPHH3BM OT HAYajo0TO Ha Beka. B crarmsara ma Mamien Jlanosa Women and Modernism in
Bulgaria and Europe cnienmaino BHUMaHue € OTJeNIeHO Ha ioetecara Mapa benuesa. Heitaust o6pas
€ u3BeleH oT csHkara Ha lleHuo CraBelKOB M NIPEACTaBEH KaTo BBIUIBILIEHHWE HA KYJITYypHAra,
o0Opa3oBaHa M He3aBHCHMa KeHa. TeKkcTbT mpumnoMHs, ye Mapa benueBa e ennHCTBEHara KeHa,
JIOIIyCHATa Ha CpeIIMTe Ha yeTBOpKara ,,Mucsn®. [1o Ta3u nuHus € n3KaszaHa Te3ara, 4e IOCPEACTBOM
aBTOOHMOTpaMUHOTO NMUCcaHe B cioMeHnTe Ha Mapa bendeBa 3a kpbra, moerecara ce BIKCBA B T. Hap.
,ho man’s land* (mo ['mnOwspT 1 'yOBp) HA OBATAPCKUSI MOJEPHUSHM.

[TocnenuuTe ABE CTATHH, IOMECTEHH B IIbpBaTa yacT Ha Bulgarian modernism, ca nocBerenu
Ha ObJarapckara Jpama i KOHTEKCTa Ha eBpolnelckus MoepeH TeaTbp. TekcTsT Ha Ennsapus Pyckosa
IpociensBa BIMSHUETO Ha eBporeiickure apamaryp3u MOcen u Ctpunzadepr 3a pa3BUTHETO Ha
Oparapckara MOAEPHHCTUYHA Apama oT Hadanoro Ha XX Bek. OtT cBos ctpaHa, /luna ManueBa ce
ChCPEI0TOYABA BBPXY 3aCpEllaHusATa W pa3MUHABaHUATA IMPU MOJA00pa Ha TEMU U MOTHBM NpPHU
Oparapckure U GpeHCKUTE CUMBOJIIMCTHYHY JIPAMHU.

BbB BTOpHMs a1 Ha kHurarta The Interwar Period aHrioe3sMyHusIT 4YuTaTeN MONTy4YaBa
BB3MOXHOCTTA Jla C€ 3all03Hae C PAa3HOJIMKUTE MOJEPHUCTUYHU TNPOSIBIEHHMS B ObIrapckara
JUTepaTypa MEXIy JABETE CBETOBHM BOMHMU. Tyk OTHOBO ca NOMECTEHH CIELHAIU3UPAHU CTaTHUH,
KOUTO TMpeasaraT 3aabi00uyeH MPOYUT Ha TBOPUECTBOTO Ha BOJCIIM (GUIypH Ha OBIrapcKus
MoziepHu3bM — CB. UroB npencrasst Xpucto CmupHencku, CB. CtoifueBa BbBeXk/1a B MalabHOTO
TBOpuecTBO Ha Hukonaii PailHOB U HEroBUTE BPB3KU ChC CUMBOJIM3MA, OKYJITH3Ma M Teoco(usTa,
KAaKTO U B XYJI0’)KECTBEHOTO HACJIEICTBO M KpuThuecku u3siBu Ha Cupak CxutHuk. b. bopucosa
3alo3HaBa ChC 3HAUMMHUTE aBTOPCKM NpUChCcTBUA Ha ['eo MuneB m Yasnap MytadoB, TexHuTe
XYIOKECTBEHU TEKCTOBE, MJEHHO-ECTETUYECKH BB3TIEAM M TNPUHIMUNM 3a M3KYCTBOTO U CTHIJIA.
Jxy3ene nmenm Ararta mpociensBa WHTEpeca Ha sMOOJICKATE aBaHTApPAWCTH KbM (QyTypusMa H
nocenieHussTa Ha Mapunetu y Hac. B 4acTHOCT UTanMaHCKUAT OBJITApUCT Ce CIIMpa BbPXY MPEBOIUTE
Ha ['eo MuneB Ha moe3ust OT MasKOBCKM W M3jara Tes3ara, 4e MoraT Jia c€ ThpcAT (QyTYypUCTHUHU
BIUSHUS BBpPXY IOETUYECKUS CTHUX Ha noemara ,,CenteMmBpu®. B crarusra, nocsereHa Ha Huxomna
®ypHakueB oT b. bopucosa, ca MOTBPCEHN BPB3KUTE MEXKIY TBOPUYECTBOTO HA CENTEMBPHMICKHSA
MOET U aKTyaJHaTa eBpoIeicKa XyA0KeCTBeHa MOIEPHUCTHYHA U300pa3UTEIHOCT OT MepHoja — Ha

(bOBI/IBMa, Ky6I/I3Ma U KOHCTPYKTHUBH3MA. Ha cBoit pea BJ'IaI[I/IMI/Ip SlHeB u3cnenBa KOMILJICKCHUTE
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ABaHTapJHUCTKU BIMSIHUSA B TBOpUecTBOTO Ha Hukonait MapaHro3oB, KbJIETO MOTar Aa C€ OTKPHUAT
Cllein OT KbCHHUSI CUMBOJIM3bM, EKCIIPECHOHU3BM, QyTypu3bM U ctoppeanu3bMm. [loesuara na Hukona
Bamnapos € mpezacraBeHa Ipe3 MIEUTE Ha KOHCTPYKTHBU3MA, a B cTatusTa 3a AtaHac Jlamyes
3aCIy’KEHO MSCTO € OT/AEJIEHO KaKTO Ha MOETHUYECKUTE 0COOCHOCTH Ha HEroBara MpeJMEeTHA MMoe3usl,
Taka U Ha KPUTUYECKUTE BB3TIIECAHN, KOUTO MOETHT CHOJIEINS 3a Obrapckara JUpUKa ciiejl BOWHUTE.

[Ile cnomenem oie, ye B COOpHUKA € OTJENICHO CIECHUAIHO BHUMAaHHE Ha Pa3BUTHETO Ha
M300pa3uTEeTHOTO M3KYCTBO U MYy3UKa y HAaC Ipe3 mbpBara mojoBuHa Ha XX BeK. BbB BTopara gact
Ha cOopHuKa € moMmecTeH TekcThT Ha FOmus Credanosa The art of Pencho Georgiev, koiito ce
¢dokycupa BbpXY €IMH OT 3a0paBeHuTe Obarapcku xynoxkuuuu — [lendo I'eoprues, u pasriexnia
(bpeHCKUTE aBaHTapIHU BIUSHUS B HETOBHSI TBOPUYECKU TBT. ChIIO TaKka, BbB BPh3Ka C MOJIEPHU3MA B
n300pa3UTETHOTO N3KYCTBO B KHUTATa ca MOJIOpaHH, IPEBEACHN U IIOMECTEHH TPH TeKcTa Ha YaBnmap
MyradoB — [Jexopamusnu ouepmanus Ha nawama dxcugonuc, Buzuonepcmeomo na Hean Munes n
Hayuonanno-gusuonomuunomo y Braoumup Jumumpos-Maticmopa. BaxkHo € 1a ce 0TOeNexu, ue oT
e/lHa CTpaHa, eceTara 3armo3HaBaT C 0COOCHOCTHTE Ha CTHJIA Ha IBaMaTa Xy I0KHHUIIH, KAKTO U C TEXHUS
MIPUHOC 32 Pa3BUTHETO Ha OBJIrapcKara )KXUBOIIUC, a OT Apyra CTpaHa, TEKCTOBETE OTPa3siBaT HATJICAHO
aBaHTapAuCTKUs cTuil HAa YaBnap MyrtadoB u HeroBute pa3oupaHus 3a JeKOPATUBHOTO B U3KYCTBOTO.

Ha nocnenHo msicTo, HO HE NO 3HAYMMOCT, BbB BTOpaTa 4acT HA KHUraTa € BKJIKOYEHA
o03opHara cratus Bulgarian Music and Modernism na FOnuana AnekcueBa. ABTOpKaTa M3ThKBa
IpUHOCA Ha peaulla KOMIO3UTOpH Ipu (opMupaHeTo Ha Obiarapckata Mysuka kato Ilando
Bnamurepos, 1o6pu Xpucros, EManyun ManonoB, Hukona Atanacos, [lerko CraitnoB, JIrobomup
ITunkoB, ®umun KyreB n MH. ap. TekcTsT npenaBa KapTHHATa Ha MY3MKaIHOTO TBOPYECTBO B
Bbwarapusi, KoATO € U3KITIOUUTENHO 6orara, pa3HooOpa3Ha U UHTEpecHa, Thil KaTO B Hesl Ce MPEIUIMTAT
TpaJULIMUTE HA MUHAJIOTO C HACTOAIIETO, (OJIKIIOPBT C MOAEPHOTO MUCIICHE.

Enna ot npustaute n3Henaau B Bulgarian modernism e momecTeHOTO NpHIIOKEHHE B Kpas,
KOETo mpejasara nogdop ot u3zdbpanu ctuxorsopenus Ha [lenuo Cnaseiikos, [leito SIBopos, Jumuo
He6ensnoB, 'eo Munes, Hukona BanmapoB u Atanac J{anues. [IpeBoauTte ca M3roTBEHH OT MOETa
[Mutep Temmect (Peter Tempest) u nucarens Kpucropsp bbkcron (Christopher Buxton) u nasat
BB3MOXHOCT Ha YUTATENs Jla ce JOKOCHE J0 XapaKTepHaTa TeMaThuyHa 00pa3HOCT, MOAEPHUCTUYHU
CBETOYCEIIaHUs U MOSTUKHU Ha n30dpoenute aBropu. CrOpanu Ha exHo Msicto B Bulgarian modernism,
U3CIIEA0BATEIICKUTE TEKCTOBE U CTUXOTBOPEHUATA B MIPUIIOKEHNUETO MPHUIABAT ISUIOCTEH, 3aBbPILEH
00JIMK Ha KHHUTaTa.

Bulgarian modernism cw0upa 3a aHrI0e3WYHHS YuTaTea Oorarara MmajauTpa OT TEMAaTHYHO

pa3H006pa3I/Ie Ha 6Lnrapc1<1/1;[ MOJACPHUIDBM. B zakmroueHue e OT6CJIC)KI/IM, Y€ TCKCTOBCTC B KHUI'aTa
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Cca U3KIIOYUTCIIHO 3aHUMATCIIHU U I/IH(l)OpMaTI/IBHI/I 1 Ouxa OWJIM ITOJIE€3HU KAaKTO Ha YYXKACCTPAHHUTC

GBHFapPICTI/I, TaKa U Ha U3CJICAOBATCIIUTC HCCIICHUAJIUCTHU, MJIaAN YUCHU U CTYICHTH.
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Quatre littératures - un seul symbolisme

Roumiana L. STANTCHEVA / Pymsna JI. CTAHYEBA, Sofia University St Kliment
Ohridski

Comptes rendus: Dina Mantcheva. La Dramaturgie symboliste de I’Ouest a I’Est
européen. L.’Harmattan, 2013. [[luna ManueBa. Cumgonrucmuynama opamamypeus om
3anaoa 0o Usmoxa na Eepona / Symbolist drama from Western to Eastern Europe]

La dramaturgie symboliste européenne avait de longue date besoin d'étre étudiée de maniere
détaillée et d'étre soumise a une réflexion comparative. Face a la nouvelle étude de Dina Mantcheva,
professeur de littérature francaise a 1'Université de Sofia, consacrée précisément a ce phénomene, il
est intéressant de considérer la portée de celui-Ci. Le livre La Dramaturgie symboliste de I'Ouest a
I'Est européen, édité en frangais et en France chez L’Harmattan, englobe les ouvrages des maitres du
symbolisme, faisant partie de littératures largement connues et moins connues - de langue francgaise,
russe, polonaise et bulgare. Les exemples pris dans quatre centres culturels nationaux seront-ils
suffisants pour admettre que les tendances européennes sont intimement lies entre elles ?- se
demande-t-on. Le choix du corpus qui n’embrasse pas tous les visages du symbolisme européen au
théatre, promet de trouver et d’étudier des exemples convaincants concernant [’hypothése des
tendances similaires dans les littératures en Europe. Vérifions cette promesse.

Le sujet de I’étude étant tres large et difficile a cerner, il est articulé de maniére particuliere
dans le livre en question. Dans une Premiére partie, Dina Mantcheva s’arréte sur La Dramaturgie des
maitres (Maeterlinck, Blok, Wyspianski, Popdimitrov), tandis que dans une Deuxiéme partie, elle
poursuit Les sujets intertextuels dans la dramaturgie francophone et slave. Les dramaturges les mieux
connus du symbolisme européen permettent a 1’auteure d'examiner en détail leurs créations novatrices
afin de relever les similitudes et les différences entre chacune des quatre littératures dont ils sont les
représentants. L’analyse qui va du particulier au général et vice-versa fait voir non seulement le
caractere des phénomenes €tudiés, mais aussi la place des écrivains eux-mémes dans les contextes
respectifs de I’époque : francais, russe, polonais et bulgare.

Le livre de 350 pages attire I’attention depuis son Introduction. Y est présentée la méthodologie
de recherche permettant d’embrasser les quatre variations symbolistes en question dont la durée de
chacune d’elles s’espace sur plus d’une décennie. Y sont également exposées les conceptions
philosophiques de la génération des symbolistes en France dont les poctes sont beaucoup plus connus

et lus que les dramaturges eux-mémes. La mise en relief de 1’idéalisme de plusieurs écrivains de
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I’époque inscrit leurs créations dans une perspective de rejet du réalisme. Le pocte, le prosateur et dans
cet ordre d’idées 1’écrivain théatral lui-méme se congoivent et se définissent comme des maillons
importants de la communication avec le transcendantal, seul capable d’expliquer les mystéres de
I’existence et de les exprimer grace a une ceuvre d’art et non pas moyennant un discours philosophique
compliqué.

Outre le cadre philosophique décrit, Dina Mantcheva nous introduit briévement et bien
clairement dans les particularités des quatre littératures en question, en s’attardant sur la spécificité du
contexte social et politique dans chacun des pays envisagés. Le modéle frangais qui est le premier par
ordre chronologique, est percu par les Russes, les Polonais et les Bulgares, comme un symbole de la
modernité, du modernisme et, méme plus — comme 1’émanation de 1'Europe tout court. Les sources
d'inspiration philosophique de tous les écrivains sont expliquées par le fait qu’ « lls adoptent la
poétique des correspondances et des analogies universelles, censées révéler I’unité cosmique, et croient
au caractere sacré de I’art dont le créateur est voué a déchiffrer les signes invisibles, intrinséques a
I’Esprit » (p.12).

Lorsque I'on cherche des comparaisons entre I'Europe de I'Ouest et de I'Est, il est souvent
difficile d'expliquer les retards des processus culturels sur le terrain slave a I’époque moderne. Dans le
cas de I’idéalisme européen qui attire les écrivains et les penseurs sur les deux c6tés du continent, leur
proximité temporelle facilite le travail comparatif, comme le note I’auteure de cette étude. Cependant,
le développement de la dramaturgie symboliste dans chacune des trois cultures slaves se distingue par
son propre rythme, marqué par ses étapes concretes, début, épanouissement et déclin. L’auteure prend
¢galement en considération la durée spécifique des variations du courant sur les terrains nationaux.
Ainsi le corpus francgais se caractérise par sa concentration en une dizaine d’années, tandis que celui
des trois littératures slaves s’étire en allant jusqu’a 1939 pour le symbolisme bulgare. Les particularités
du contexte national sont de méme clairement définies dans I’ouvrage en question. Ainsi 1’analyse du
symbolisme russe, considéré comme 1’Age d’argent de la littérature nationale, fait voir son originalité
et sa richesse depuis 1890 jusqu’a la Révolution de 1917, ainsi que son orientation vers un esthétisme
inédit. En revanche, la lecture du symbolisme polonais de la fin du XIX® siécle a la Premiére guerre
mondiale révele sa coexistence avec les autres tendances antipositivistes modernistes, dont le
néoromantisme et I’expressionnisme pour n’en citer que quelques-unes. Enfin, le symbolisme bulgare
qui occupe une place plutdt périphérique dans le champ littéraire national pendant les deux premieres
décennies au XX°¢ s., concilie les tendances qui lui sont propres avec certains aspects avant-gardistes.

En s’appuyant sur ’analyse précise des phénomeénes philosophico-esthétiques et sur 1'étude

patiente et détaillée des variations du symbolisme dans les quatre milieux choisis en Europe, l'auteure
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montre I’originalit¢ de chacune d’elles, afin de dévoiler leurs influences réciproques et leurs traits
communs. De plus, I"auteure aboutit aussi a un renversement paradoxal de ses observations sur
l'interférence originale de la poétique adoptée par les symbolistes. « A I’époque des mélanges entre les
cultures a la veille du XX°® siécle et immédiatement aprés, considérer les dramaturgies symbolistes
provenant de climats différents comme des phénomenes isolés, ¢’est sous-estimer leur originalité par
rapport a la production globale. Car, dans chaque forme analogique qui rattache le terrain slave au
modele occidental, il y a une dose énorme et incontestable d’originalité. » (p. 20)

Une importante précision dans 1'étude en question porte sur la langue dans laquelle les mode¢les
de la dramaturgie symboliste ont été créés. L’apparition du symbolisme n’est pas un phénomene
purement frangais, mais celui-la a été¢ congu en francgais. En effet, I’écrivain emblématique au théatre
y est le Belge Maeterlinck. En méme temps, tout en acceptant 1’existence d’une communauté
symboliste francophone, Dina Mantcheva souligne un fait essentiel a 1’époque. Les écrivains
francophones a 1’étranger étaient considérés comme les représentants de la langue et de la culture
francaises, suite au prestige de celles-ci en Europe. Quel changement en moins d’un siécle dans les
idées des sciences humaines. Aujourd’hui, les créations de chaque écrivain sont obligatoirement liées
a sa langue d’expression, ainsi qu’a son origine ethnique.

Méthodologiquement parlant, I'étude que nous présentons ici, distingue clairement deux types
de relations entre les littératures : les contacts directs et les corrélations typologiques. Un certain
nombre d'autres choix préétablis donnent une valeur supplémentaire a 1’étude : I’analyse comparative
des textes dramatiques plutdt que des productions théatrales et la lecture typologique des ceuvres en
question appuyée sur des aspects sociologiques, thématiques et structurels.

Dans la premicre partie majeure de ’ouvrage, I’analyse minutieuse de chacun des grands
maitres (Maeterlinck, Blok, Wyspianski, Popdimitrov) rend possible leur approche comparative et la
mise en relief de leurs similitudes esthétiques.

Une attention particuliere mérite le chapitre dédié a 1’écrivain bulgare Emanouil Popdimitrov.
Comme on peut le constater a partir de la bibliographie détaillée a la fin du livre, les écrits et les études
sur I'écrivain en question et sur le théatre bulgare sont jusqu'a présent principalement en bulgare. C’est
seulement maintenant que Dina Mantcheva jette une nouvelle lumicre sur cet espace symboliste,
encore méconnu par les lecteurs francais. L'auteure a raison de constater qu’une des particularités de
Popdimitrov concerne la problématique contemporaine de ses pieces dont les sujets sont puisés dans
les contes de fées merveilleux, conformément aux préceptes de 1’esthétique symboliste. Une autre
remarque tout aussi importante porte sur les similitudes typologiques de 1’écrivain bulgare avec les

symbolistes russes et polonais, ainsi que sur son écart particulier des derniers : « ...la mission
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essentiellement éthique que Popdimitrov confére a son théatre est inspirée plutot de ses conceptions
chrétiennes. Elle concerne le redressement moral de 1’individu sur un plan général et dépasse autant
les préoccupations sociales de Blok que la visée patriotique de Wyspianski » (p. 201). Les conclusions
concernant 1’écriture des quatre dramaturges, associés aux deux extrémités du continent européen,
confirment les similitudes du symbolisme en Europe, tout en insistant sur quelques-unes de ses
différences locales : « A la différence des fables atemporelles et universelles de Maeterlinck, les
intrigues dans les drames slaves sont associées plus étroitement a la réalité qui leur est contemporaine »
(p. 206).

La deuxieéme partie du travail est consacrée a l'intertextualité de la dramaturgie symboliste. Les
mythes antiques, les motifs folkloriques et les sujets bibliques occupent le centre de l'attention. La
conclusion qui s’en dégage fait voir d’une part, le réle particulier accordé a la dramaturgie
francophone, considérée comme un modéle particulier du théatre slave. Y est montrée, d’autre part, le
résultat original de ce transfert d’idées mises en contact avec les traditions de chacune des trois cultures
théatrales slaves. Le titre méme du dernier chapitre de I’ouvrage résume le mieux 1’apport particulier
des créations de I’Est : La mouvance du drame symboliste a I'Est et la transgression du modéle
francophone.

L'édition du livre contient également une bibliographie trés détaillée. Elle comprend a la fois
les études concernant les textes dramaturgiques, objet d’analyse, et celles de la critique, de la réception
et de 1'histoire du théatre symboliste. L'alphabet latin et 'alphabet cyrillique de ces listes orientent vers
I’objectif capital de la littéraire comparée de franchir les frontiéres.

Le choix des quatre corpus étudiés - et ici je peux répondre a la question posée au début - sans
épuiser toutes les manifestations symbolistes dans la dramaturgie européenne, contient des exemples
convaincants concernant la justesse de l'hypothése liée aux similitudes des tendances littéraires
européennes. Cette hypotheése n'est pas nouvelle, mais elle est rarement prouvée par des exemples
puisés en dehors des langues et des littératures occidentales. L'étude treés solide de Dina Mantcheva
qui compare les écrivains francophones, russes, polonais et bulgares en est une heureuse exception.
Ainsi, 1'ildée d'une affiliation des littératures européennes acquiert une nouvelle densité, tandis que le
livre en soi propose une nouvelle lecture, profonde et originale d'une période littéraire et théatrale

importante.
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CraBanero mbxk B Ctapus 3aBer.
HoB Tpya no mxenasbp 6udaencTuka B buarapus:

FOms MTOPJTAHOBA-TTAHYEBA / Julia JORDANOVA-PANCHEVA
Codwuiicku ynusepcurer ,,CB. Knmument Oxpujcku

3a kaurara: Musiena Kuposa. I'epoudnoro Tsi10. UcTopusi 1 MbKeCTBEHOCT B
EgpeiickaTra buoaus. Ku. 2. Codus, UK ,,Kubea™, 2017. [Kirova, Milena. The
Heroic Body. History and Masculinity in the Hebrew Bible. Part 2. Kibea Publishing
house, Sofia, 2017.]

Munena KupoBa e pasno3HaBaeMo MMe B OBJIrapckara XyMaHUTAPHCTHKA TPEIU BCHYKO C
HOBATOPCKUTE CH TBHPCEHHs, KOUTO OOWYAHO HAIXBBPIAT (UIOIOTHYECKATE pPaMKHA Ha
TPAaAMLMOHHOTO 3a Hesd u3cienoBaresncko mosie. PopMupaHa Karo ydeH MNpead IMagaHeTo Ha
KOMYHHUCTHYECKHS PEXKUM, HOCEILA MTOTEKJIO Ha YTBBPACHHU JTUTEPATOPH (BKJI. C aKaJIEMUYEH CTaTYC),
TS YyBCTBUTEIHO IPOMEHS NPEACTABUTE 3a JIMTEPAaTYpO3HAHUE BEJHAra CieA IOJHUTUYCCKUTE
npoMeHu npe3 1989 r., kaTo 3arbpOBa METOI0JIOTUYECKUSI HOPMATUBU3bM OT IPEIXOJHATA €roXa U
BBBEK/1a a0COMIOTHO HETo3HaTH 3a beirapus HaydyHH MOAXOAM MPH M3YYaBAHETO HA CIOBECHOCTTA.
ITpe3 90-Te roquHM Ha MUHAIIKSA BEK TS BbBEXK/IA U IIMPOKO MpUjIara NCUXoaHain3ara KaTo Bb3MOXKEH
HauMH 3a MHTEpIpeTHpaHe Ha ObJrapckara XyJI0’KECTBEHa JIMTEpaTypa, a Mpe3 IIbpBUTE JBE
JIECeTHJICTHS] Ha HACTOSIIUS BEK TS pa3TBaps MeETOAOoJOrmyeckuss (okyc Ha OBIrapckoTo
JIUTEpaTypO3HaHWE KBbM AHTPOIMOJIOIMYECKOTO TII03HAHWE M YCIOPEAHO C TOBAa HAJACKada
OBIrapuCTUYHUTE IPAHUIM, KATO 3a1104Ba J]a U3yyaBa Moke OM Hali-Tpy/iHaTa KHUT'a Ha CBETa — T.Hap.
Crap 3aBer, MM KaKTO aBTOpKaTa IpenoynTa aa s Ha3oBasa, EBpeiickara bubnus. Konsepcusra ot
IICUXO0- KbM aHTPOIIO- OPUEHTHPAHU METO/IU Ha U3CIIe/IBaHe, 00ade, He Mpeiara paJukaieH oopar Ha
M3CIIEeIOBATENICKHS HHTEPEC OT NMEPCOHATMCTUYHN KbM KOJIEKTHBUCTHYHH MPOSBH HA YOBEIIKOCTTA, a
THKMO HANpOTUB — HMHTEPECHT KbM MHIUBHUIYaJTHOCTTa Ha YOBEKa B ciydas € IOJACWIEH OT
JTHOO0MUTCTBOTO KbM KOJIEKTUBHHUTE TPEACTABH 3a Hesl, KOUTO Ca MPOEKTUPAHU B MPOU3BEIEHUS Ha
CIIOBECHOCTTA.

[TpuemcTBeHOCTTA B HAyYHHUTE 3aHMMaHust Ha MuiteHa KupoBa Mexx Iy Te3u JBa etana mpoTuda
Ipey BCUYKO I10 JIMHUS Ha (PeMUHM3MA U Ha MUCJICHETO 3a I10JIOBaTa WICHTUYHOCT Ha YOBEKa, KaTo
paboTara M mpe3 MOCJeIHUTE TOAWHH CE€ HAcOuYBa IJIaBHO KBbM IOJIETO Ha T.Hap. gender studies —

n3CJICABaHUsA Ha COLMAJIHHA I10JI, WK IIO-TOYHO HAa COIIMAJITHHUTC YHOTpe6I/I Ha OmoJiornuHus moJ. U
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aKo B HAYaJoTO Ha cBosiTa Kapuepa Mmuiena KupoBa ce mHTepecyBa MpPEeAUMHO OT BBIIPOCHUTE 3a
’KEHCTBEHOCTTA U 32 CHMBOJINYHOTO MO3UIIMOHKUPAHE HA KEHATa B COLMYMA, BUJCHH MIpe3 OBJITapCKu
JUTEPATYpHO-XYA0KECTBEH! ((PUKIMOHATHM) TEKCTOBE, TO IIOHACTOSAIIEM aBTOpKaTa Haco4Ba
BHUMAaHHUETO CH KbM MBXKKaTa MEePCOHA U 300110 KbM MBKECTBEHOCTTa, pa30upaHa KaTo COIUaJICH
KOHCTPYKT M KYJITYpHa KpeaTypa, ChbIpajieHa IO I'bTS Ha CHMBOJU3ALMATA B CBELIECHUS TEKCT Ha
npeBHHTEe eBpeu. Taka TBopueckaTa omorpadus Ha Munena Kuposa ueprae cienu@uaeH npexos ot
MICUXOAHATUTUYHU ¥ PeMUHUCTUYHU ObArapucTiHuHu KHUTH (Couam na Meodysa. Kvm ncuxoananusza
Ha 6vreapckama numepamypal u  HMznumanue na cumeonume. Buvreapcka aumepamypa u
ACUXOAHANUMUYHA KpUMUKA®) KbM HaydHH KHHUTH 3a fofieiickaTa Bubmnus, mocBeTeH: B 1O-TONIMAara
CH YacCT Ha MBXKKHUS COlMaleH 1o (bubneickama sxcena. Mexanusmu Ha KOHCmpyupaue, ROJUMUKY
Ha uzobpaszasane ¢ Cmapus 3asem?®, Jlasuo, Benuxus. Hcmopus u mvoxcecmeenocm & Espetickama
Bubnus* v Iepouunomo msano. Hcmopus u mvorcecmeenocm 6 Eepeiickama Bubnus®). MackyIu3MbT
(u3cenBaHETO HA MBKECTBEHOCTTA) B MOCIEAHUTE pa3pabOTKU Ha aBTOpPKATa ce MpOsBsIBa KaTo
CBOEOOPa3HO MPOABIDKEHHE Ha (PEMHHHM3MA, JOKOJKOTO — CBIIO KaTo HEro — TOW Ce OMUTBa Ja
IIPE0I0JIEE HATIOKEHUTE CTEPEOTHUIIN 32 II0JI0BAaTa POJIsl HAa YOBEKa B OOLIECTBOTO U J1a ce adcTpaxupa
OT YCTAaHOBEHHMTE XapaKTEPUCTHUKU HA YOBEIIKATa JIMYHOCT KAaTO €THOCTPAHHO IO3UIMOHUpPaHA
¢urypa — OuUJo Ha BIACTTa, CHJIaTa U TEePOM3MA, UIU CHOTBETHO HAa MOJYMHEHHETO, CJIa0O0CTTa,
IPEXOBHOCTTA U MPOYHME CTUTMATU3UPAILN JUXOTOMUHU HA IaTpHapXaaHaTa U1€0JIOTUs.

B T031 muan Haii-HOBaTa kHUTa Ha MusneHa KupoBa — yacT BTopa OT HayyHaTa M MopeIuiia 3a
UCTOpUSTA HAa MbXKecTBeHocTTa B EBpelickara bulmius (1 3a MACTOTO Ha MbKa B CBELIIEHATa UCTOPUS
Ha eBpeuTe) 1o 3arnasue [ epouurnomo msno (2017 r.) — 3aBbpIiBa THO TPOIBIDKUTEIHO YCUIIUE HA
aBTOpKaTa Jla eMaHIIMIIHPa ChBPEMEHHOTO pa30HpaHe 3a YOBEKa OT MaTpHapXalHUTE MPeApa3ChIAbIIH.
Hemo noseue, T4 ce onuTBa Ja Mpeojosiee U30MAYEHOTO OT crojieTusi yereHe Ha Crapusi 3aBer,
U3MaHAJIO O] 3aMbIjsABallara csiHka Ha HoBus, kaTo Hajlara HETpaJAULIMOHEH M Ha MECTa TBBPJE
HenomynsipeH mpouynT Ha EBpeiickata bubnus, ochliecTBeH Mpe3 ONTHKAaTa Ha COLMOMOJIOBHTE

OTHOIIICHMUA.

! Kuposa, Munena. Comam na Medysza. Kvm ncuxoananusa na 6wvacapckama aumepamypa. Codus, YU ,,Cs. Kinnument
Oxpunckn”, 1995.

2 Kuposa, Munena. Hznumanue na cumsonume. Bvreapcka numepamypa u ncuxoananumuyna xpumuxa. Codus, sn,
,,Denes”, 1997,

3 Kupoga, Munena. Bubnetickama xcena. Mexanuzmu na Koncmpyupane, horumuxu na usobpasseane 6 Cmapus 3aeem.
Codus, UK ,,Crurmatu & YU ,,Cs. Kmument Oxpuacku‘, 2005.

4 Kuposa, Munena. [asuo, Beauxus. Mcmopus u mvacecmeenocm 6 Espeiickama Bubnus. Ku. 1. Copus, usn. ,,Cuena®,
2011.

% Kuposa, Munena. I'epouuromo msano. Mcmopus u mvoicecmeernocm 6 Eepetickama Bubaus. Ku. 2. Copus, UK , Kubea*,
2017.
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Ha mbppBO MACTO TO3M IPOYMT HA CBEUICHMS TEKCT HE € TEOJIOTMYEH — TOM KaTErOpPHYHO
HaIyCKa TepeHa Ha JIOKTPUHAIHOTO OOTOCIOBUE U H30CTaBs BCAKa MPoOJIeMaTKa, CBbp3aHa C BApara
u 6oronouyntannero. ToBa € CBETCKU U aKaJieMU4eH TPy[, KOWTO ce oTHacs KbM EBpeiickara bubmus
C Pa3KpernocTeH BbB3TOPr, KaTO KbM ,JUTeparypeH wmenpboBbp (Munena Kuposa), cbcraBeH OT
pa3sHOOOpa3HU TEKCTOBE — MUTOJOTMYHU CKa3aHUA, (DONKIOPHU pa3Kaszu, UCTOPUUYECKH IpEeJaHMs,
TEOJIOTUYECKHU IPEANNCAHUS, IUPUUECKH TBOPEHUS U T.H., U3TPAJACH HA NPUHIUINTE HA MOHTAXa,
KOMEHTapa M XynokecTBeHarta (ukmus. Tesn ocoOeHOCTH Ha JApPeBHHS TEKCT, BHICHH OT
u3cieoBaTeNkara, HajaraT Toi 1a Ob/ie YeTeH Hali-Beue npe3 (uIThpa Ha €3MKa, PECHEKTUBHO Ype3
aHAJMTUYHMSI MHCTPYMEHTAPUYM Ha (Quiiojoruuyeckute Hayku. Ha BTOpo MsicTo HOBHAT (B CMHMCHII Ha
HOBATOPCKUAT) mpounT Ha EBpeiickata bubmwms, npemioxkern or Muena Kuposa, mpencrasisiBa
CBOEOOpA3EH OIUT 32 XEPMEHEBTUYHA PEKOHCTPYKIMS HA IbPBUYHATA CJI0)KHOCT M HEETHO3HAYHOCT
Ha CTApUHHUSA TEKCT, U3UUCTEH OT HACJIOEHUATA Ha MO-KbCHUTE ,,CBpBbXUHTEepHpeTanuu™ (YMoepTo
Exo). ToBa HamepeHHe 3a 4eCTEH U HenpeyOeieH IPOYMT, CIopel U3cieloBaTenKara, U3UCKBa ,,1a
ce emaHuunupame ot cebe cu (Mwmiena Kuposa) u ga mpuberseM KbM JAUONTPATHUTE OYMIIa Ha
HCTOPUYECKUTE HAayKH, KaTo nocraBuM KHwurara ,,B MCTOPUKO-IIOJINTUYECKUSI KOHTEKCT Ha HeilHaTa
IucKypcuBHa nosia“ (c. 179). Taka usrpaxxaaHeTro Ha elHa Bb3MOXKHA apXeoJiorus Ha Oubelickara
MB)KECTBEHOCT JIUKTYBa Ha aBTOpPKaTa paboTa KakTo [0 UCTOpUYECKaTa XOPU30HTaNa (CpaBHEHHUE Ha
JDKEHABP CUTyalusATa B JPEBHOM3PAUIICKOTO 00OIIECTBO, onucaHo B bubnusra, ¢ Ta3u B obuiecTpara
OT CBhCEIHUTE PErMOHNU Ha JipeBHUS bian3bk M3TOK, KaKBUTO ca U3BECTHH HA apXEOJIO3UTE), TaKa U 10
HCTOpUYECcKaTa BepTHKaia (ChbIIOCTaBKa MKy F0AEHCKHS U HEMTOCPEACTBEHO MPEACTOSIINS 110 BpeMe
I'PBKO-PUMCKH KYJITYpEH MOJENl Ha MBKECTBEHOCT). ThKMO TO3M ONUT Ha H3cienoBaTeikaTa Jia
OIpe/ieNId  CTapo3aBeTHATa MBKECTBEHOCT B KAauyeCTBOTO M Ha HCTOPUYECKH M Teorpadcku
OTHOCHTEIIHA IIPEJICTaBa 3a UJCAIHNUS MbX Ha €UH ONPEJEJICH €THOC pa3TBaps B MOJIETO HA HEMHMS
TPy HIMPOKUS MTOTOK HAa aHTPOIIOJIOTMYECKOTO no3HaHue. Ha crneasaio msicto B [ epouunomo msno
€ IIOCTaBEH BBIIPOCHT 3a I10J1a KaTO OCHOBEH €K3UCTCHIMAJIEH MapKep Ha JMYHOCTTA, KOMTO cie/Ba
na ObJe pas3rienaH B KOHKpeTHUs KOHTeKCT Ha [Iucanuero. LlsmaTa nopenuna Ha Muniena Kupoga,
MOCBeTeHa Ha comuornona B EBpeiickata bubnus, ce 3aHuMaBa ¢ TO3U reHepajieH MpolieM — Kak
OTIEITHHUSAT YOBEK, OMICHKHU poJieH KaTo xeHa (hubnetickama scena) Wi Kato Mbx (Jaeuo, Beruxus
u I 'epouynomo ms0), TpaBUTUPA OKOJIO 00Opa3IioBaTa NpecTaBa Ha coliiyMa (Ha IPEeBHUTE €BPEH ) 32
,»(HAKaKbB BHJ) MBX WIHU (HAKaKbB BUN) keHa™ (Munena Kupoa) cnopen 3aemaHus OT JajeHaTa
nepcoHa conuanes craryc. Onucanute or Munena KupoBa Oubielicku »eHH ouepTaBaT HSIKOJIKO
(GeMUHUHHU Pa3HOBUIHOCTH: >XEHUTE NPOPOUYMIM, HACUJIEHUTE MKEHH, CBIPYTUTEe WU MalKkuTe

(MaTpuapcute), OJIyIHUIUTE U IPOCTUTYTKUTE, YMHUIIUTE U ,,0CTUIUTE " (MarapuimTe), oouyamuTe
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npyra xeHna »enu (Pyr u Hoemun). A pasriegaHuTe OT aBTOpKaTa CTapO3aBETHU MBXKE CE MPOSBIBAT
B pe/uIa ,,XereMOHHH THIIOBE MbxecTBeHOCT (hegemonic masculinities): Ha ,,kpacHBHSAT, 31paB
CcWIeH MBX" (c. 24) — OTCHIUATHHST TepOr, OOPA3aHUAT — MPABOBEPHUST, TUIAYCINUAT (HE) KATO
KEHa, MbJPELbT U CTPOUTENIAT — KaTO IPOTOTHUII Ha L1apsi, BOXKIBT (MaTpuapx, uap, Cbusl, CBEIICHHK),
obuyamuaT apyr repondeH Mbx (Jasun u MoHaTa), BOMHBT U JIFOOOBHUKBT, OONHHAT H CTAPUAT,
YMUPAUUAT MBbXK. [[poab/IKUTETHUAT aHaNU3 Ha U3CieoBaTeIKara cTura 0 u3Boja, ue ,,YoBek ce
yau aa ObJle MBX WU JKEHA* W TO-CHEIUalIHO Y€ — ako mepudpasupame 3HaMmeHuTaTa (pasa Ha
Cumon ap0 BboBoap — yoBek He ce paxkga Mbxk, a ctaBa MBK, KOETO CHOpe] MaTpruapXalHUuTe
MpPEe/ICTaBu Ha JIPEBHOU3PAUJICKOTO OOIIECTBO, aHANU3UpaHU B [epouunomo msno, TpsAOBa Aa
03HauaBa rojieH Aa ObJe rocrnojaap u repoid. Hakparko ka3zano, nocnennara kaura Ha Muiena Kuposa
OT mopeaunara M 3a couuanHus nosn B EBpeiickata buOnus mpezncrasisiBa CBETCKO (UIIOIOIO-
aHTPOMOJIOTUYECKO, [UKEHIbP OPUEHTUPAHO H3CIIEeBaHE, KAKBOTO OBJIrapckara XyMaHUTapHa HayKa
710 MOMEHTa He TI03HaBa.

[Tocnennara kHura OT 3a0eNeKUTETHATA HAyYHa nopeauia Ha Munena Kuposa nocrass oie
€/IMH Ba)KEH aKLEHT BbPXY JIPEBHOEBPENCKOTO MUCIIEHE 3a [10JI0BaTa UACHTUYHOCT HAa YOBEKA, BUJISTHA
HE KaTO NICUXWYHA PEaHOCT, a KaTo COIMAIHA MPOSBEHOCT U JI0pHU MeTapu3nyHa MOCTaBeHOCT: ,,B
OubeiickaTa UAE0IOTHs Ha T0J1a ¥ TI0JIOBATa UICHTUYHOCT [ .. .| HHILO ,,)KEHCKO ™ HE € UY»KI0 32 MbKa,
KOTaTo Ce OKaXke M3IpaBeH IMpej JuIeTo Ha bora; B To3M MOMEHT TOH 3aeMa MeTapOpPHUHO >KEHCKa
nosuus® (c. 355). Cnopen ,,EBpeiickata 6ubnus‘, n3ydaBana ot Munena Kuposa, moxe na ce
OTKPUAT ,,MHOXECTBO ,, )KEHCKH'‘ CTPAHU B MOBEJCHUETO HAa €BPEUCKUS MBX: JTIOOOB KbM YUEHHETO,
KpPOTOCT, TF00E3HOCT U A00po Bb3nmuTaHue  (c. 196), Hapen ¢ HAKUTHTE, XyOaBUTE IPEXU U MOMAJUTE
3a JIMIE KaTo yacT oT OuTa Ha JBaTa moja cpen eBpeiickoro mieme (c. 136). Ho mo-BaxxHo OoT TOBa
BBHIIHO (PEMUHHU3UPAHE HA APEBHOEBPEUCKHS MBXK C€ OKa3Ba MeTaQU3UUYHOTO MY CHUIIaBaHE IMpeJ
uHCcTaHuATa Ha ['ocrona — HeOeCHUAT rocrojap Ha TOCHOJCTBAIIMS Ha Ta3W 3eMs MBbX. KakTo
orOens3Ba aBTOpPKaTa Ha €IHO MSICTO B IOpeAMIaTa cH 3a couuonona B EBpeiickara bubnus,
,,OHEIIPaBJJaHUTE KaTErOpUU Xopa ca TPAAULMOHEH 00EKT Ha ChCTPAJATEIHO OTHOLICHHUE B APEBHHUS
W3paun‘ u ToBa 00sicHsBa crenu(pUYHOTO BHUMAHUE U JOPH MOYUTAHHE KbM KEHaTa y JPEBHUTE
U3paenTsaHu. , KeHara e Ipyr BHUJ NepCOHU(UKALUs Ha €BPEHCKOTO caMoCh3HaHHME — OTOeNsA3Ba
Munena KupoBa — 1 3aTOBa ce peBpbIlia B CHMBOJINYEH UIACHTU(UKATOP HA €BPEHCKUS MbX BUHATH,
Koraro Tps0Ba Jla ce 03HaYM HEroBaTa MOHMKEHA, MOAYMHEHA M HUCKOIOCTABEHA MO3UIHS CIIPSIMO
Jpyr Mo-BHCLI aBTOpHUTET. Ta3u penatuBu3anus Ha MOJIOBOTO MpuchcTBUE B EBpeiickata bubnus
U3IJIeK/a HEelo3HaTa 3a ChbBPEMEHHUTE NaTpuapXaiHo (M XPUCTUSIHCKH) BB3MHUTAHU 3alaJHU XOpa.

Ho ome IMO-MpOBOKATHBHA OT TOBAa € TC3daTa Ha Munena KI/IpOBa, MN3TbKHATa B CaMOTO HaydaJlI0 Ha
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HeliHaTa OuOJiencTHYHA mopeauna, crnopea kosaro Crapusat 3aBeT ,,JI0Ka3Ba CKIOHHOCTTAa Ha
JPEBHOEBPEMCKOTO OOIIECTBO Jia pa3no3HaBa WHAWBHYaTHOCTTA HA YOBEKAa HE3aBUCHMO OT
TPAaHUIIMTE HA M0JIa U COLIMAJIHATA TPUHAAIeKHOCT . ['oNsiMaTa TeMa 3a YoBelKaTa HHAUBUIYaTHOCT
ce OKa3Ba CBBP3BAIl0 3BEHO B THhPCEHUSATA Ha ,,paHHATa™ W ,,KbCHATa™ M3cleaoBarenka MueHa
Kupona. Ilpouuntaiiky mnocienHuss W TpyJd B Ta3u Hacoka — [epouynomo msano. HMcmopus u
mvorcecmeenocm 6 Espetickama bubnus (4act BTOpa), — CIIOKOHHO MOXEM Jia 0000IIHMM, Ye Ta3u
XyMaHHa 3arpiKEHOCT KbM HHJIWBHIyaTHOCTTA HA YOBEKa M KbM CBOOOJIHATAa MY BOJIS Ja M30Upa
Ma)XOpHHUTE (MBXXKH) WJIM MUHOPHHUTE (3KEHCKH) OOEPTOHOBE Cpejl pereproapa Ha MOBEICHUYECKUTE
CTEpEOTUIIM CTOM B OCHOBaTa Ha BCAKO (PEMMHHMCTUYHO (2 B IOCJIEICTBUE U MACKYJIWHUCTUYHO)
W3Ka3BaHe, HE3aBHCHMO OT Herorara (opma — akaJeMudHa (KaKTO B HACTOSIIHS CIydai),
XYyJO0KECTBEHA WM MyOJIMIuCcTHIHA. KoeTo MbK HU JJaBa OCHOBAHHME JIa 3aKJTFOYHUM, Y€ (DEMUHU3MBT

€ XyMaHU3bM.
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Dina MANTCHEVA / luna MAHYEBA, Université de Sofia « St Clément d’Ohrid »

A propos de I’ouvrage de : Stoyan Atanassov De la littérature a la vie. Moyen dge,
Temps modernes. Sofia, Colibri, 2016.

[Om numepamypama xvm scusoma. Cpeonosexosue, Hoso speme.l From Literature to

Life. Middle Ages, Early Modern Period]

L’ouvrage du professeur Stoyan Atanassov, intitulé De la

littérature a la vie. Moyen dge, Temps nouveaux®, est composé d’une

Moyen Age, Temps modernes

trentaine d’études qui semblent synthétiser son parcours littéraire. En
effet, elles illustrent les traits essentiels de ses recherches depuis les
années 80 jusqu’a nos jours et laissent deviner les étapes de maturation
de ses réflexions.

Les contributions choisies impressionnent par leur grande

diversité thématique et formelle. Elles portent d’une part sur une vaste

panoplie de questions, concernant notamment les Lettres du Moyen age
et de la Renaissance, 1’écriture moderne et la théorie de la traduction, la littérature comparée et la
francophonie. Les écrits en question semblent embrasser d’autre part une variété de genres propres a
I’exégese littéraire, depuis 1’article érudit, le compte rendu concis et le commentaire perspicace jusqu’a
I’étude exhaustive et 1’essai libre.

Cette richesse de problemes et de formes confere un caractére complexe a 1’ouvrage et pourrait
expliquer la multitude de lecteurs auxquels il est adressé, depuis un public spécialisé jusqu’a une
audience plus large.

La composition de cet ouvrage volumineux se distingue par son articulation rigoureuse et son
argumentation solide. Y prédominent les recherches de Stoyan Atanassov sur la littérature médiévale
et celle de la Renaissance. Ces deux domaines-clés illustrent les intéréts scientifiques durables de
I’auteur et font penser a 1’enseignement qu’il a dispensé pendant de longues années aux étudiants en

lettres francaises a 1’Université de Sofia.

! Atanassov, Stoyan. De la Littérature a la Vie. Moyen dge, Temps modernes. Sofia, Colibri, 2016, 534 pages.
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Le corpus médiéval s’appuie sur des ouvrages emblématiques qui dessinent 1’esprit esthétique
et la poétique spécifique de I’époque. Une attention particuliére y est accordée aux spécimens les plus
connus du roman courtois, tels que : le cycle arthurien se terminant par La Mort du roi Arthur ; le texte
anonyme L ’atre périlleux dont le chevalier Gauvain est parmi les personnages les plus céleébres du
Moyen Age ; I’ceuvre médiévale Perceval ou le Conte de Graal de Chrétien de Troyes, considéré
comme I’un des premiers auteurs de romans de chevalerie, les récits de Tristan et Iseult, constituant
I’un des mythes fondamentaux de 1’Occident etc.

Les autres formes et genres médiévaux n’y sont pas négligés non plus. Y figurent les chansons
de geste du cycle du roi, telles que La chanson du Voyage de Charlemagne a Jérusalem et a
Constantinople et La Chanson de Roland, ainsi que I’ceuvre allégorique Le Roman de la Rose, congue
comme une encyclopédie particuliére de la culture au Moyen Age. Quant a la littérature de la
Renaissance, elle est présentée essentiellement par I’ceuvre de Michel de Montaigne, 1’un des penseurs
les plus considérables de son temps.

Toutes ces études abordent des sujets épineux se prétant a la discussion ou elles portent sur des
problémes que la critique avait quelque peu négligés. Par ce fait, les conclusions qui en découlent ne
se conforment pas aux lectures traditionnelles, admises comme classiques et proposent de nouvelles
interprétations esthétiques et idéologiques.

En s’appuyant sur une analyse détaillée du motif de la folie dans le roman Tristan et Iseult
suivant le manuscrit de Berne, Stoyan Atanassov fait voir la cohérence de cette version médiévale, en
contestant par ce fait son caractere fragmentaire et hétérogene, idée soutenue par nombre de critiques.

Les recherches axées sur la fable aussi bien que sur les niveaux intertextuel et textuel du roman
courtois mettent en relief des aspects inédits de sa poétique se rapportant a sa spécificité textuelle.
L’analyse des mode¢les narratifs et des rapports entre les personnages y dévoilent les mécanismes
constitutifs de la structuration de I’intrigue. L’examen de la communication non verbale entre les
protagonistes et celui des fonctions narratives des objets y font voir le caractére particulier du
symbolisme médiéval. L’étude des gestes et des relations entre les personnages y fait connaitre certains
traits originaux de la culture médiévale. Les schémas et les classifications des faits complétant la
lecture des écrits anciens viennent jeter une lumiére supplémentaire sur I’héritage du Moyen Age.

Les écrits anciens ne sont pas uniquement étudiés dans le contexte concret de 1’époque qui les
a engendrés. Dans nombre de recherches typologiques et comparatives, ils sont envisagés dans le cadre
des processus esthétiques et littéraires depuis 1’ Antiquité jusqu’aux Temps modernes. Cette approche

dialogique de la production médiévale adoptée par I’auteur témoigne de ses efforts de mieux dégager
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la complexité des textures littéraires en les abordant sous plusieurs angles et sous des modalités
différentes.

Les travaux en question portent d’une part sur I’évolution de quelques thémes ou catégories
esthétiques depuis leur genese dans les temps reculés jusqu’a leurs transformations particuliéres de nos
jours. Ainsi le motif de 1’Autre monde y est retracé depuis son émergence dans 1’Antiquité et sa
présence dans les mythologies celte et chrétienne jusqu’a sa manifestation dans les écrits médiévaux
et sa modification burlesque sous 1’effet des récits utopiques qui gagnent en intensité pendant la
Renaissance.

D’autre part, ’analyse comparative des principes similaires structurant I’ccuvre médiévale et
les textes des époques ultérieures indique I’importance de celle-ci dans I’évolution des processus
littéraires a travers les siécles.

La figuration du corps et la mise en scéne du rapport ame/corps dans les romans courtois et
dans les Essais de Montaigne font ressortir deux types de systémes poétiques conditionnés par deux
conceptions distinctes et différentes du monde. L’image du miroir et la maniére dont celui-Ci
fonctionne dans le Roman de la Rose du XIII° s. et dans le texte contemporain Le nom de la Rose
d’Umberto Ecco, mettent en lumiére la lecture originale des structures médiévales dans le texte
secondaire et révelent le morcellement fragmentaire propre au regard postmoderne.

En effet, ce dialogue particulier entre les temps et les cultures met mieux en relief le caractere
spécifique de 1’écriture du Moyen age.

En dernier lieu, ’analyse comparative entre les écrits médiévaux frangais et ceux des Slaves
du Sud confirme les tendances analogiques de leur développement et jette une nouvelle lumiére sur le
caractere original de la culture bulgare. Ainsi les similitudes typologiques en I’absence de tout contact
direct entre les chansons de geste occidentales et les chants épiques a 1’Est célébrant les exploits
glorieux des héros nationaux, font voir la voie indépendante adoptée par les Slaves. De fait, ces
derniers suivent leur propre développement et ne sont pas directement influencés par les créations
littéraires francaises. Quant aux modeles spécifiques de renouvellement esthétique, adoptés dans les
deux régions européennes, ils dévoilent les caractéristiques de I’identité culturelle francaise et bulgare,
marquées par leurs contextes socio-historiques respectifs.

L’attention constante de 1’auteur aux multiples facettes de la littérature du Moyen Age et de la
Renaissance laisse voir ses connaissances solides lui permettant d’aboutir a des conclusions
philosophiques, littéraires, esthétiques et culturologiques intéressantes. La valeur de toutes ces
analyses est due essentiellement a la précision et a I’étendue de la recherche, au respect des concepts,

a ’examen rigoureux des thémes importants, ainsi qu’a la pensée neuve et hardie.
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L’¢tude de la pensée humaniste contemporaine constitue le deuxiéme axe thématique de
I’ouvrage. L’accent y porte sur les idées de quelques intellectuels marquants de la modernité, tels que :
Claudio Magris, essayiste, critique et traducteur italien ; Francois Hartog et Pierre Nora, historiens et
culturologues frangais ; Alberto Manguel, antropologue et essayiste argentino-canadien ; Tzvétan
Todorov, philosophe, critique et historien des idées d’origine bulgare.

Chacun de ces penseurs est examiné a la fois au niveau de ses théories méthodologiques
concernant I’analyse textuelle et du point de vue de ses concepts théoriques et philosophiques les plus
originaux. Une attention particuliére y est accordée aux termes dont ces chercheurs ont enrichi la
théorie de la littérature, comme « lieu de mémoire » de Pierre Nora, « subjectivité dialogique » du
texte littéraire de Tzvétan Todorov et beaucoup d’autres.

Les études ainsi construites illustrent le talent de I’auteur d’expliquer d’une fagon simple les
méandres complexes des sciences humaines afin de se faire comprendre méme par le large public.

Enfin, a coté de ces sujets majeurs se dégagent quelques thémes culturels et didactiques plus
généraux. Ceux-ci concernent les problémes de I’enseignement de littérature a 1’université et les
méthodes de I’analyse littéraire, la réception des Lettres frangaises en Bulgarie depuis le début du XI1X°®
S. jusqu’a nos jours, les enjeux de la francophonie et les stratégies du multilinguisme pour le
développement culturel de I’Europe. S’y retrouvent enfin quelques souvenirs de 1’auteur empreints
d’humour, concernant son travail d’interprete a I’époque communiste. L’objectif de tous ces écrits est
de faire connaitre la culture contemporaine bulgare au lecteur frangais ou de dévoiler certains aspects
du développement culturel francais et francophone a I’intention du public bulgare.

L’ampleur et la variété des problémes traités par I’auteur tracent le portrait d’un philologue et
humaniste au sens plein du mot.

Neéanmoins, malgré la variété apparente des différentes contributions, celles-ci établissent des
rapports variés entre elles. Ces liens implicites, suggérés par le titre polysémique de 1I’ouvrage De la
littérature a la vie, assurent la cohérence et la cohésion textuelle du recueil.

L’intitulé déja cité fait penser d’un c6té a la dépendance particuliére du texte du contexte qui
I’engendre et pourrait se lier aux différentes méthodes d’analyse pratiquées par 1’auteur — du
structuralisme et la sémiologie dans les années 1980 vers une critique décloisonnée plus large dans les
années suivantes. Par conséquent, les différentes études du recueil semblent appartenir a un méme
processus de lecture, débutant par 1’approche immanente du texte et aboutissant a I’analyse
interdisciplinaire puisant dans I’histoire, la sociologie, la culturologie et la littérature.

D’un autre coté, de I’aveu méme de 1’auteur, le titre de son ouvrage semble viser le role réservé

a la littérature d’interpréter la réalité environnante par ses propres moyens, procédés et traits
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esthétiques. Ainsi I’image du monde parait réunir toutes les études du recueil méme si elle y revét une
multitude de concrétisations différentes — depuis la représentation de I’ Autre monde dans la littérature
médiévale ou la figuration du corps dans les écrits de la Renaissance jusqu’aux problémes de la
francophonie et du multilinguisme de nos jours.

Et pour finir, le titre qui n’oppose pas, mais réunit des concepts hétérogenes, laisse deviner
I’aptitude de I’auteur de tracer des liens multiples entre les époques et les écoles esthétiques afin de les
considérer dans leur complexité dialectique. Ce n’est pas un hasard si un des articles y étudie la
typologie des fronti¢res culturelles et les stratégies identitaires de leur dépassement. En fait, c’est la
communication permanente entre les textes qui représente un des acquis les plus originaux du recueil.

Ainsi les deux types d’approches des faits littéraires — I’analyse de textes originaux et le
commentaire des idées d’exégetes contemporains —, s’éclairent réciproquement de maniére
particuliére.

La lecture détaillée de La Chanson de Roland faite par le critique universitaire Jean-Marcel
Paquette et expliquée par ’auteur, vient compléter les recherches de celui-ci consacrées aux chansons
de geste. De méme, les observations de Stoyan Atanassov concernant la représentation du corps dans
les ceuvres du Moyen Age et de la Renaissance, sont poursuivies en quelque sorte par les considérations
du philosophe frangais Michel Foucault sur le méme théme. Les idées de Claudio Magris, exposées
dans son ouvrage culturologique Utopie et déception jettent une lumicre supplémentaire sur le motif
de I’utopie examiné dans 1’ouvrage.

Enfin, les nombreuses comparaisons entre les idées des différents intellectuels contemporains
contribuent a la compréhension de leurs conceptions philosophiques. Ainsi, les réflexions d’Alberto
Manguel formulées dans son Histoire de la lecture paraissent compléter les commentaires de Roland
Barthes et de Tzvétan Todorov concernant certains problémes littéraires.

Les études réunies dans ce recueil témoignent du golt de I’auteur pour la lecture fine et
I’analyse subtile et font voir 1’intérét de celui-ci pour le décloisonnement des pratiques artistiques.

Pour conclure, I’ouvrage de Stoyan Atanassov, rédigé dans un francais clair et plein d’idées
originales, va attirer I’attention d’un public assez vari¢, composé a la fois de philologues, enseignants,
chercheurs, critiques littéraires et d’amateurs de la littérature et des sciences humaines. Néanmoins,
qu’il soit concu comme un texte de base concernant les créations du Moyen age et de la Renaissance,
comme une introduction particuliére a la théorie de la littérature et a la méthodologie d’analyse ou
comme un guide de culturologie ou d’études humanistes, il sera fort utile et stimulant a tous ses

lecteurs.

123



Colloquia Comparativa Litterarum, 2018

Ipenmrane Ha npemierenoro. [Entangling the entangled]

Bennecnas IHIIOJILIE / Ventzeslav SCHOLTZE
Codwuiicku ynusepcurer ,,CB. Knmument Oxpujcku

3a kaurara: Hagexna Asekcanaposa. ,,Ennuapure®. IlpensiereHu ncropun B
ocMaHcKkus KoHTekeT Ha XIX Bek. Codus, Mznarenctso ,,M3Tok-3aman’, 2018.

[ “The Janissaries . Entangled Histories in the Ottoman Context of the 19" Century by
Nadezhda Alexandrova]

He 6u 6mio, ctpyBa Mu ce, npuObp3aHO Ja 3aloyHa ¢ TOBa, Y€ BTOpaTra MoHorpadus Ha
Hanexna Anexkcannposa ,,Ennuapure. I[Ipenierenn uctopuu B ocMaHCKUsI KOHTEKCT Ha XIX Bek™ ce
BITMCBA B YCTAaHOBEHUTE TPAJMIIMU HA OBJIrapckara Bb3pOXKACHUCTHKA, KaTO CHIIEBPEMEHHO C TOBA
obaue M3BBPIIBA U MapajelHUs ONMUT MO TIAXHOTO IpenojpexaaHe. TeopeTMyHaTa 3HAYMMOCT Ha
U3CIEABAHETO CE€ PA3TPbIla OTKBM JOIBIBAHETO HA YHACIEACHUTE NUCLUIUIMHAPHU aBTOMAaTU3MH,
nojjaraku TAXHaTa (pa3eonoruss Ha BHUMATEIHO, JMIIEHO OT PUCKOBAaHU CBOEBOJHOCTU
npedopmynupane. Ilociennoro obade ce ochlIecTBsIBa HE KaTO 000CO0EH TEOPETH3UpAIl UMITYJIC, a
IIPEMHOT0 B TOTOKA Ha €MIUPUYHO-JOKYMEHTAJHUTE aHaJM3M, MOKe€ OM MMEHHO BBB BHJAa Ha
HeOe3M3BECTHA U CTPOro ChOJII0JaBaHa CTPUKTHOCT Ha EMIMPUYHOTO, KOSTO Kapa U3CIeIBaHEeTO Jia
He U30srBa OOMKOJIHUTE ITBTUIA TIPU PEKOHCTPYKLUATA HAa (AKTUTE, J]a c€ Bb3MPOTUBSIBA HA JIECHU
0000IIeHUsT WIH peAyKLUH, KOJKOTO IOJIE3HHU, ONpPABJAHM WJIM JOPH HEU30€KHU J1a U3IIIEKIAT
IIOCJIEIHUTE. Y IBP’)KAHETO Ha EMIIMpUYHATa CTPOrOoCT € HECBMHEHO KOpelaT Ha €IHO KOJKOTO
TPYIOEMKO, TOJIKOBA U HEHATPAIBAIIO CE€ TEOPETUKO-METOMOJIOIHYECKO YCUIIUE IO Bb3IbPIKAHE OT
peayKuus Ha U3TOYHUKOBUTE JAJEHOCTH U IIBJIIHOTA HAa M3CJIEIBAHETO. BripodeM olie oT caMuTe cu
HayaJla BB3POXKJACHUCTHKATA CE€ € NMPUIbpKajJa KbM IPUHLIUINATE HAa W3BECTHA JIOKYMEHTAJIHOCT.
JBJIrM TOOUMHU OT MPOY4YBAHMATA Ha Bb3pakgaHETO ce € 04aKkBajo Ja MpOoCielsBaT, U3HAMUpAT,
CbXpaHsABaT WJIM JOpU 1A BB3CTAHOBABAT KYJITYpPHM CTapUHU KAaTO CBUIETEICTBA HAa MHUHAJIOTO.
KHnxHMHATa, OOIIECTBEHUTE HHCTUTYIMH, apXUTEKTYpHUTE OOCKTH U JOpU HHCTPYMEHTUTE Ha
MaTepuagHaTa KyaTypa - BCHYKH (OpMHU Ha HCTOPUUYECKHUS TaMETHUK, BCEBb3MOKHUTE TOKYMEHTHU B
KayecTBOTO CH Ha CIeIM Ha OTMUHAJIOTO € TpsAOBajlo na ce ObAaT chbOpaHM, KAaTaJIOTM3UPAHU U
MOJUIOKEHHU Ha aKo JIM He BCAKOIa MPELU3HH, TO 110 YCIOBHUE MPaBA0NoA00HN nHTepnpeTanuu. Enun
OT HaW-MOT'BLIUTE KPUTEPUHU 3a MOJ00HA MPaBIONOAOOHOCT, CHOTBETHO U €HAa OT Hal-MOIIHHTE

PEAYKTUBHU CUJIK B IMOJICTO HA BB3POXKIACHUCTUKATA, € TO3M Ha HAIUOHAJIIHOCTTA. Bw3aukHama xaro
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00J1aCT Ha HAIIMOHAIHOCTPOUTEIHHS JUCKYPC, TOECT C IbPBOHAYAIHUS 3aMHCHII 3a JIETUTUMHPAHETO
HAa W3BECTCH HAIMOHAIM3BM, BB3POKICHUCTHKATa € OWia CTPYKTypupaHa, Makap U He
IIPEIONPEEINIHA B HAYYHUTE CH PE3YJITaTH, OT MJI€0JIOTMYECKaTa arapaTypa Ha HallMOHAJIHOTO.

3aroBa eJJHa IbPBA CTHIIKA, IPEAIPUETA OT U3CIEABAHETO IIPU MOIX0AA My KbM MOIYJIIPHUS
npeBoacH pomaH ,.Enngapure ot ¢penckus nucaten Aindonc Poaiie, O6uBa n30srBaHETO HA
HAIIMOHATHOTO JIeJIEHUE KaTO U3X0HAa TOUKA HAa MHTEPIpEeTalusiTa Ha JOKYMEHTUTE. XOABT € Mpean
BCHYKO METOJIOJIOTUYECKH, XOJI Ha €IHO npeniumaHe HA METOAWTE HA TPEIUICTCHUTE HUCTOPHH,
CPaBHUTEJHOTO JIMTEpATypO3HaHUE U JIUTepaTypHaTa TEOpUs Ha MOJIEINUTE, U3BBPLICHO ,,C OV Ha
[ocTaBeHaTa L€l Ja IOoKaXa HpPOLECUTe Ha IMpeljuTaHe Ha JMUTEepaTypHUTE HCTOpUU U Ja
peadmIMTHpaM HaJHAIMOHAIHOTO, CPABHUTEIHOTO U TPAHCKYITYPHOTO YETEHE Ha MOJA00HU MPEXHU
ot Bb3eicTBUE™ (c. 17). CXBamaHeTo Ha KyJATYpHUS OOMEH KaTO MpexCu om 6b30elcmaue 3aMeCcTBa
€IHOIIOCOYHMS MOJIeJI OTHPABUTENI-IPUEMHHUK C aHAJIUTUYHA TaKTHKA, KOHIIEHTPUpaHa BbPXY
JIOKAJIHUTE €IMHUYHU aKTOBE Ha MIPEBOJ. 3aToBa aBTOpKarTa uspasssa cbriacueto cu ¢ I'. U. Cnubak,
4ye ,,0M MOIJIO /1a c€ MPOBEJE aHAIN3 Ha pa3IMUHUTE JOKALlMK Ha Bb3IpHUEMaHe Ha JaJieHa TBopOa u
Te Ja ObaaT cpaBHEHH mnomexnay cu“ (c. 27). Tperupanero Ha KyJITypHO-JIIUTEPATypHUTE
B3aUMOJICHCTBUS KaTo MPEXOOOpa3HO MHOXKECTBO OT TPAaeKTOpPHM TpsOBa Aa H3Bele Cepust OT
MOBTOPUMO-CIIOJCIUMU  ClIeUU(UKH, HECBOAMMHU  JO  KJIACU(PUKALIMOHHUTE pPAaMKU  Ha
HalMoOHaHOCTTa. HarroHanHoueonoruyeckoro 0060cobsiBaHe, Makap U HECbMHEHO HAJMYHO, C€
OKa3Ba MPOPSI3aHO OT MyKHATHHHUTE Ha CIIOJICIISTHETO, KATKUPAHETO, MK TyKYJITYpHATa KOMYHHKAIIHS.
[Tpu ToBa TE3u mpolecH MOTaT J1a ObAAT TBHPIE 3aBUCUMH OT ONpEeNeH OaIKaHCKH PETHOHATU3BM:
MIPEBO/IAYNTE Cca CKJIIOHHHU J1a KaJIKUPAT MPeInd BCUYKO TPBLKHUTE KaHPOBH WM JOPH KBa3HKaHPOBH
Ha3BaHus (c. 154-158). [IpeBerknaneTo pabOTH KaTo MOBTOPEHHE HA KYATYpHA HHMOMATHKA, KOETO HE
caMo He ce IMOTYMHSBA Ha HAITMOHAIMCTKUTE reorpad i, HO Ha CBOM peJl BCHITHOCT MTO3BOJISIBA CAMOTO
UM KOHCTHUTYHpaHE, JOKOJKOTO CaMHTe OAaJKaHCKH HAIMOHAIM3MH CE€ 3apakIaT B IMPOLECHTE Ha
KyJITypHa anponpuanus. aeHTHaHoCcTUTE ce yupeasBaT IoCpeICTBOM MOBTOPEHUETO Ha MOABUKHH,
CHOAETUMH Oelie3d, KOUTO YCTAaHOBABAT OTIMUYUTETHOCTTAa Ha OalKaHCKMS KyJITypeH apeai, 0e3 aa
VHHIOKABAaT BBTPEIIHATA MY Pa3HOPOJHOCT W M3MEHUYMBOCT, 0€3 ma ro ,,0allkaHW3upar™ KaTo
6e3npobiieMHO HanuuyHa IsutocT. OTnpaBHA TOYka B ToBa JAeOalKaHU3MpAIIO pasriiekIaHe Ha
bankanuTte ce OTKpuBa B U3CJIEABAHETO HA KOHKPETHUS €IMHUYEH CITydaii.

3

~EHn4yapute. IlperuiereHn wucropuu...“ yHaciensBa LEHHHS BB3POXKICHUCTKU pediekc
JUTEPaTypHUST TEKCT J]a He ObJIe TPETHPAH KaTO CaMOJOCTAaTh4€H U 3aTBOPEH MOHOJIUT, KOWUTO MOXKe
Jla ce 4eTe €JUHCTBEHO Mpe3 aBTOHOMHATa CU CTPYKTYPHPAHOCT: ,,Ha OCHOBATa Ha camara KapTa Ha

pasopoCTpaHCHUETO Ha MIpPCBOJa MOXKE Ja CC Ha0aBsAT JAO0KAa3aTejIiICTBa 3a KOMYHHUKaAIUg U
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B3aMMO/ICIICTBIE MEXKY OTACIHUTE OOLUTHOCTH, OCOOCHO B CllydyanuTe, KOraTo TOJIEMUST HallUOHAJIEH
pa3ka3 € CKJIOHEH Jia TM MPOTUBOIOCTABS €THUYECKH WM Jla TW ONpelessi Karo ,,HalmpeaHanu’ u
,2HaBakcBamu‘ (c. 41). TekcToIOruuHOTO MpoyIBaHe Ha o3abpaBeHus poman Ha AndoHc Poaiie mpu
BCE TOBa OTYMTA €3MKOBAaTa M eCTeTHYecKaTa CIeHu(UYHOCT Ha JMTEPATYpHHs] AUCKYPC, KaTo
€HOBPEMEHHO YIbpXka BbB (JOKyca CH HEroBaTa OTBOPEHOCT KbM ThHPrOBCKO-MKOHOMHUYECKHUTE,
MOJINTUYECKUTE WM  LIEHHOCTHO-UJEOJOTMUYECKUTE CHCTEMU HAa  OCMAHCKUA — KOHMEKCH.
TexcronorusTa Ha MMPEBOAAYCCKUTC XOAO0BC U TAXHATA B3aMMOCBBP3aHOCT pa3rjiCiKaa JUTCPATYPHUA
TEKCT €THOBPEMEHHO U KAaTO €3MKOB KOHCTPYKT ChC COOCTBEHA MHEPLHS, U KAaTO OTIEYaThK OT
clleUTe Ha U3BBHIUTEPATYPHOTO, HA HETUTEpaTypHaTa IPYrocT, KOSTO 3apa3siBa, HO HE YHHUILIOXKaBa
HeiftHara cnerm@uuHocT. CitydasT HE ce M3BEXAa OT ONPEACIICHO MPAaBHJIO: MPABUIIOTO CE OKa3Ba
IparMaTU4eH IPOAYKT Ha KYJITYpHUS U PEUENTUBHUA KOHTEKCT.

Ho xak ce muciu ToBa UsevHAUMeEpAmypHo WUIN U36bHNMEKCMO60, TO3U KOHMeEKcm, KOUTO
Ipecuya TPaHULIUTE U U3MEHS 3HAUEHUETO Ha pOMaHOBOTO Mpou3BeaeHue? OcmManckusim KOHmMeKcm
BbB BHUJA, B KOWTO OMBa MpPEICTAaBSIH OT M3CIEIBAHETO, TBHPJAE 3a0ENEKMMO C€ pasjnyaBa OT
YJICTHAIIUTE B 6"I)JIFapCKOTO XYMAaHUTApPHO MPOCTPAHCTBO TPAKTOBKH Ha TCOPECTHYHOTO CCYHMBO Ha
KOHTEKCTa,  BB3XOXKJAllM  mpeMHoro  KbM  JlunraeBata  XEpPMEHEBTHKA WM KBbM
KYJITYypHOUCTOpUYECKHs mo3uTHBU3bM Ha Unonut Ten. Hapexna AnekcanapoBa U3Bex1a OCMaHCKUS
KOHTEKCT KaTo MPEeX000pa3HO MHOKECTBO OT M3MEHYHMBHU U PA3HOMOCOYHHU KYATYPHU OTHOIICHUS,
JIUIIEHO OT TBBHPa U 000OIIMTEIIHO U3BOAMMA UAEHTUYHOCT. KOHTEKCTHT HE ce CXBallla KaTo YCIOBHE
34 Bb3MOXHOCT, q)opMa Ha KOJICKTUBHA MCHTAJIHOCT, MOPCAHO MPECBBIUIBIICHUC HAa 3aBCIIaHUA OT
Xeren 0yx Ha 8pememo, KOUTO OOSICHSIBA PELENTUBHUTE KaHAH, IPEBOIaYecKusi H300p, e3MKoBaTa
CTPYKTYpa WM KHUTOINPOJABUYECKUTE TAKTUKU. HampoTuB, KOHTEKCTHT € camaTa ChbBKYIHOCT OT
Pa3HOPOAHMU H TMPCIJICTCHU JUHAMWUYHU TMIPOUOCCH, HWMAHCHTHHW Ha I/I36p0€HI/ITC JIUTCPATYpPHU
IMPAKTHUKH. B Ta3u Touka ot H3CJICABAHCTO IMPOJIMYaBa CJIOKHATA BPpb3Ka Ha ,,EHI/ILIapI/ITe. HpCHJ'IeTeHI/I
UCTOPHHU..." C TPaJUIIMHUTE HA ObITapcKaTa Bh3pOXKACHUCTHKA. M3cneaBaHeTo mprueMa MmoToneHoCTTa
CH B TeMAaTUYHHUS KPBI' M MOHATUHHUS €3UK, KOWTO yHacleAsaBa, 3a Ja TH MpepaboTH U Ja YAbPKHU
MPOAYKTUBHUTE HM 3aJIO3U. CpaBHI/ITeHHI/IHT AHAJIM3 W NOAXOABT Ha MPCIUICTCHUTE HCTOPUU
MO3BOJIIBAT HA aBTOpPKara Jila pPEKOHCTPyHpa aBTOpOBaTa arpuOymuss W MapuIpyTUTe Ha
pasnpocTpaHeHue Ha poMaHa ,,EHnyapurte’ TOUHO Mopaau yCIOKHSIBAHETO HA MOHOJIMTHOTO MOHSATHE
3a KOHTEKCT, HaArpaXkJallo MbPBOHAYATHOTO YCIOXXKHSIBAaHE HAa HAIMOHAIMCTKUS MPEApPa3ChIbK.
Jlpyrusr pe3ynrar OT FOpHOTO MPEBKIIOYBAHE €, ye poMaHbT Ha Poailie He ocTaBa peayuupaH 10
HSKaKbB COIIMOJIOTHYECCKHU q)aKT. CDOKyCI/IpaHeTO TBKMO BBPXY €3HMKa Ha IIPEBOJUTE U CPABHABAHETO

Ha CKBUBAJICHTUTC Ha IOHATUCTO KyHa B NPCBOJUTC HA 6I,nrapc1<1/1, T'PbUOKA U PYMBHCKU U BHB
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¢dpenckus opuruHan (c. 169-174) mo3BonsBar na ce pEeKOHCTpyUpa TojsMa 4acT OT MCTOPHUSATA Ha
IIpeBOAUTE (M CHOTBETHO Ha OAJIKAHCKUTE KYJATYpHU B3aUMOBPB3KM B cpeara Ha 19 B.), KakTo u ja
ce JaJie MepTUHEHTHA XUITOTe3a OTHOCHO €K3eMILIsIpa (Hali-BEPOSTHO IPBIIKH), TOJI3BAH B OBITapCKUs
MPEeBO/JI, CTUTANKK JI0 UTPOCIOBHUS U3BOJ: ,,CPaBHUTEITHOTO JIMTEPATYPO3HAHUE HE MOXKE J1a MUHE
0e3 cpaBHUTENHO e3uko3HaHue™ (c. 174). M3cneaBanero moctura pe3yiaTaTHOCTTA CH, YAbpKalKu
AHATUTUYHUTE CU MPOLEIYPU HA PAaBHUIIETO HA EMIUPHUKATA, HA €3UKOBO-TEKCTOBUTE KOHKPETHUKH,
JOMYCKalKi 3aKJIIOUEHUs €IMHCTBEHO Bb3 OCHOBA Ha HM3BOpOBATa JOKYMEHTHUPAHOCT. 3aToBa M
KapTUHATa HAa OCMAHCKUS KOHTEKCT C€ OKa3Ba CJI0XHa, IbCTPa, JHIIEeHA OT TeJIe0JI0rHYHa HACOKa WIIN
€IMHEH OpraHU3upalll PEeriaMeHT.

Teopernuno-MeTo0TOTHYECKaTa (GUTYypa HA Hpeniumanemo WM3pacTBa MMEHHO OT TO3U
EMITMPU3BM Ha CIOXXKHOTO. YacTHUAT IUTEepaTypeH oOpa3 Ha €HUYapUTe B €AHOMMEHHHUS POMaH Ha
Poaile ce ThIKyBa Karo HWHTEPTEKCTyallHO TPEIUIMTAHE MEXAY IMPOMaraHJAHUTE CXeMH 3a
aBTOJIETUTUMAIIMS HA OCMaHCKaTa Abp:KaBa, JTUTEPATypHOKAaHPOBH YCIOBHOCTH, UCTOpHOTpadCKu
MMOCTAHOBKH M CyOEKTUBHHM BIiewatTaeHus. [neTenuniia oT coOCTBEHU BIICUATIICHUS CIIC] ITYBAHUS MY
Ha bankanure, opreHTAIM3UpAIlaTa CTEPEOTUITMKA HA CAHTUMEHTAJIUCTKHUS POMAaH M TOTABAIIHOTO
CbCTOSTHUE HA MCTOPHYECKOTO Mo3HaHue. [lo chIms HauMH TEKCTHT HA pOMaHa € O4epTaH Karo
MpeliuTaHe U B pPaMKUTE HAa COLMAIHOTO CHU OWTHe, KaTo KOMOWHATOpHKa Ha Pa3sHOOOpazHU
JTUCKYPCUBHU TOTOIM: (peHCcKaTa IUTEepaTypHa W aKCHOJIOTMYecKa HOpMa U YCIOBHUSTA Ha
OasikaHCKaTa KylITypHa KoMyHuKanus. [Ipu mpeHoca v mpeBOANTE CH pOMaHbT HE OCTaBa €JIUH U ChIII,
a TIPETHPIISIBA CEpHUsl OT IMOCJIEAOBATEIHA TpaHCPOpMallUM, HETOBUIT CMHUCHJI OMBa CBOEOOpPa3HO
JOMBJIBAH B TpoIleca Ha peleniusaTa CH OT MPeBoJauuTe W OT MecTHara myOnuuHocT. OcobeHo
MHTEPECHO B CIIyYas € pa3rIeKJaHeTO Ha MbTUILATA 32 IPOHUKBAHE HA EHUYApUTE B UCTOPUYECKATA,
MyOJUIIUCTUYHATA U XYJ0’KECTBEHATa KHIKHUHA, HO M HA TEHJICHIIUUTE KbM CHHOHUMHU3UPAHETO UM
C KbPKAIIMUTE, KAKTO U KbM MOJIEMHUYHOTO M3pabOTBaHE HA CXBAIIAHETO 32 ,,HOB EHUYAPIIBK" (KaTo
dopMa Ha  pONOOTCTHIHHMYECKA  Kolabopamuss ¢  OCMAaHCKOTO  MPaBUTENCTBO)  OT
pauKaIHOAEMOKPATHYHUS €eMUTPAHTCKH Mevyatr B PymbHuA. B To3u cMuCHIT 00pa3bT Ha €HUYAPHUTE
Ce OKa3Ba HEMOCTOSIHEH, IMPOMEHJMB, Oejsf3aH OT IJJaCTUYHOCTTAa Ha IOCJIEI0BaTeIHOTO CH
npeocMucisige (c. 221-264). JIombIHUTETHO 3alUIMTaHe Ha Beye MPErIeTeHoTo. MeXIyKyATHPHOTO
apTUKyIHpaHe Ha o0Opa3a Ha €HUYApUTe MOOWIM3UpPA €HAKBO JIOKATHOCTUTE Ha OAJKaHCKOTO U
rI100amTu3UPaIIoTo ce BIUsSHUE Ha 3amaja, KaTo MpoIechT HE OCTaBs pelyllupaHa HUTO €/IHA OT JIBETe
ctpanu: ,,OOMEHBT Te€4Ye HE caMO B mocoka 3amaa-M3Tok, a U B pa3HONMOCOYMETO Ha bamkaHckus
IOTOM3TOK. JIuTepaTypHUTE B3aUMOJIECHCTBHUSA, KOUTO CE€ OCBHINECTBSIBAT HA TO3U TEPEH, UMIIOPTUPAT

3alaaHu MpeaACTaBu U KOAOBC 3a MCIKAYJINYHOCTHA KOMYHUKAIIUA. A Te oT cBOs CTpaHa C€ aJanTupar
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KbM IT03HAHUATA U BKyCOBETE HA MECTHATA YWTATEJICKa MMyOJIMKa Ha €3ULUTE Ha BCAKA OT OOIHOCTHUTE,
BKJIIOYEHU B JajzieH oOMeH™ (c. 174). B To3u cMUCHI U3CIEABAHETO MPEOI0JIABA JOrMATU3UPAHOTO
MIPOTUBONOCTaBsIHE Mexay bankanute w 3amaja Karo OMO3UIMS MEXKIY HMBbPBUYCH OPUTHHAIT U
BTOPUYHO TMOJpaKaHUe, YCIOXKHIBAHKU KyJATYpHOMCTOPUYECKUS HapaTHUB U 3a JIBETE CTPaHU.
W3cneaBaneTo 1eMOHCTpUpa €IUH OT MO-CKOPO PEAKUTE clydyau B ObJirapckara XyMaHUTapHCTHKA,
MPU KOUTO TEOKYJITYPHHUTE WJIM TE€ONOJUTUYECKUTE peauu Ha 3anada u HM3moka moiydaBaT
00CTOITHO, BB3IBPIKAIIIO € OT YA00HHU 00001IeHNs ThiIKyBaHe. [[oka3arenHo B ciydyasi € BHUMAHHETO,
KoeTo ce otaensd Ha Andonc Poaiie u ['toctaB Bae3 B conmokyntypHaTa UM poJjisi Ha JTHOPETUCTH U
aBTOPH Ha ajganTupaHu 3a ¢ppeHcka myonuka onepu (c. 111-121), karo mopu He 6€3 UPOHUS TEKCTHT
TOBOPH 32 MMPAKTUKYBAHOTO OT TSX... ,,OPpeHIBaHE  HA UTATMAHCKU M TEPMAHCKH OTICPHU TEKCTOBE!
(c. 111, 117). Ilo enun nenukaTeH HA4YUH, IPe3 UPOHU3UpaIllaTa MAapKUPOBKA HA KABUYKUTE YUTATEIAT
€ Mpeapas3NoJIOKEH Jla MHUCIH HSIKaKBO CbOTBETCTBHE MexAy ,W3Tok® u ,3amaa’”, mexnay
,lopenyBane* u ,,oOBIATapsBaHe *: KYITYPHUTE JUCKYPCH HABCAKD/IE U 0 HEU30EKHOCT Ce IBMKAT
€IHOBPEMEHHO OT TMPOIECUTE HA KOJOHU3UpAHe, KATIKUPAaHE, OTBapsAHE KbM HABAIIN OT APYyraje
KOJIOBE, U OT IIPOLIECUTE Ha yceosA6aHe, afanTalus, ynorpeda cbo0pa3HO €IMHUYHU CUTYallUOHHO-
JIOKaJIHU JajeHoctu. M Makap U 1a ouepTaBa paMKUTE CH B 00JIaCTTa Ha €HO TBBPAEC KOHKPETHO U
EMIIMPUYHO OMpEeNIeTIeHO M3clefBaHe, KHurara Ha Hanexxna AnexcanapoBa OM Morjia Ja MOCITYXKH
KaTo MpUMED 3a HY)KAaTa OT IPEOCMUCIISIHE Ha KyITypHOTreorpa)CKuTe aBTOMaTU3MU, 32 HYKJ1aTa OT
€IHO CJIO’)KHO MUCJICHE 10 OTHOIIEHHWE Ha BBIIPOCH, YUSTO MPUKIIOYCHOCT HE MOXKE J1a ObJie HUIIO

APYro OCBEH NOPEIHATa XUTPOCT HAa U3BECTEH BIACTOBH Pa3yM.
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