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Cnucanne ,,Ounongorus’ 1aec

Maonen /lanosa

[IpencraBsme Bu HOBHs 31 Opoitf Ha crimcanue ,,Oumonorus, yueTo myo-
JIMKyBaHE 3amouBa mpe3 ganeyHara 1977 u nponbmkasa 1o 1996 r. HeroB npbs
penaxTop e mpod. ['eopru Muxaiinos, kaTo npe3 roIMHUTE B PeIaKIIMOHHATA KOJIe-
TS BAM3aT BUAHHU YUeHHU Gunoio3u oT dakyarera Mo KIacH4ecKd U HOBU (HIIO-
norun kato Emun bones (cekperap), [1asen Iletkos, [1aBen IlereB, Anexcanmbp
llyp6anos, Bragumup ®ununos, Anekcanasp Huues, Ban KvHues, bopa be-
nuBaHoBa, CtosiH AtanacoB, Kpacumup Manues, Pycka CumeonoBa, Auna Huko-
noBa, Exarepuna JlparanoBa u ap. Cratuute, myONIuKyBaHU Mpe3 Te3U IBaJCCET
TOOMHH, Ca PasHOOOpPa3HH, pa3lpeneieH! B HAKOJIKO OCHOBHHU pyOpuku: ,,E3uK,
JUTEpaTypa, KyITypa™ — BKIIOYBA TEOPETUYHU U OO30pHH CTaTHH; ,,] eMaTHUHH
npobieMu Ha QUIIONOTHATA™ — CTaTHH, IOCBETCHU Ha creuU4HN GUI0I0rude-
cku npobiemuy; ,,Jlnangor® — pyOpuka, B KOATO ce IMyOIHKyBaT CTaTUH MO AUCKY-
CHOHHHM BBIIPOCH, KAKTO U KPUTUYHU KOMEHTApH; ,,XPOHUKA  — OTpa3sBa BaXHU
CHOUTHS OT HAy4HUS KUBOT HAa DakynTeTa WM TaKUBa, CBbP3aHH C I0OMIen Ha
MMEHUTH H3clenoBaTen, ,,KHuronuc* — cpabppxa pereHsuud u oubnuorpadpum.
ITocrenenHo Te3u pyOpWKM OTHajat, HO MO CHLIECTBO BHTPEIIHOTO PaseiieHHE
CHope] BUJa MaTepraiy OCTaBa.

HHec, nBageceT roluHM MO-KbCHO, Clel 0J00pEH Hay4YeH MPOEKT ce 3aeXMe
Jla Bb3CTAaHOBHMM M3JaBaHETO Ha TOBa crucaHue Ha DakynTera Mo KIacH4ecKd U
HOBHU (uionoruy, 6e3 1a MpoMeHsMe IbpBOHAYaIHaTa Uaes Ha HETOBUTE IIbPBU
n3AaTeny. 3alo pemuxMe 1a 3ara3uM UIMETO 1 1a TPOABIKUM ToBa J1esio? Onpas-
JaHO JIU € B Kpasi Ha BTOpOTo AeceTmierne Ha XXI Bek Aa nmpoxbikaBame ja ro-
BOPHUM 3a (D)MIIONIOTHS B €paTa Ha Taka HapedeHaTa AUTHTalHa XyMaHUTAapUCTHKA?
ToBa e BBIIPOC, KOMTO €1Ba JIU MOXKe Ja Obae H3uepiaH Ha HAKOJIKO CTPAHULM, HO
TYK OMX MCKaja Ja Ipeaoka BU3HUITa Ha KOJIEKTUBA.

AKo ce onuTaMme Jia AafieM KpaTKo OompenesieHre Ha (UIIONOTHsITa KaTo Hay-
Ka, MO)Ke OM IIbPBOTO MMeE, KOETO OMXMe CIIOMEHalH, € ToBa Ha Epuk AyepOax u
HeroBara HeocTapsBaiia TBopoa ,,Philology and Weltliteratur, nyonukysana npe3
1952 1. u mpeBeaeHa Ha aHmuiicku npe3 1969 r. ot Mapu u Enyapn Caun. Toit
MUIIe — ,,ACTUHCKAaTa CHITHOCT Ha PAa3BUTHETO HA YOBEUECTBOTO IPe3 MOCIEAHO-
TO XWJISIIOJIETHE € HENPEKbCHATHUAT CTPEMEX KbM MOCTUTaHEe HA CaMOM3pa3siBa-
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HE: TOBa €, C KOeTO (DMIIOJIOTHATA, eHA UCTOpHUYeCKa AUCIUILINHA, Ce 3aHMMaBa™
(Auerbach 1969: 5). Jlebunupana mo To3u HauuH, QUIIOIOTHATA CE TIPEBPHIA BHB
(hyHIaMeHTa, BbpXY KOHTO € CTHITHIIO ISUI0TO YOBEIIKO pa3BUTHE, criope] Ayepbax
(PMITONOTUYECKOTO M3ydaBaHe Ha PA3IMYHHUTE JTMHTBUCTHYHU TPATUINH 110 CBETA
pa3KkpuBa UCTOPHATA HA PA3BUTUETO HA YOBEIIKHS AyX, Hail-100pe MpeacTaBeHO B
Pa3BUTHUETO HA PA3IMYHUTE TUTEPATYPHU Tpaauiuu. M makap de JHeC mepCrneKTH-
BaTa Ha OIIEHsABaHE Ha (PMIIOJOTHYECKOTO IMO3HAHKUE OT TEMIOPAIIHA, HEPa3pUBHO
CBBbp3aHa C UCTOPUUYECKOTO Pa3BUTHE HA YOBEYECTBOTO, CE € MPEBbpPHAIIA B ITPOC-
TpaHCTBEHA, OMUTBAWKH Ce J1a OLleHH (PUIIOJIOTHITA OT TJIEJIHA TOUYKA Ha Pa3BUTHE-
TO Ha IIO0ATHUS MTa3ap ¥ NPEBPBIIAHETO HA 3eMHOTO KBJIOO B ,,paBHUHA", TOBA IO
HUKaKbB HAYMH HE OTMEHS IIEHTPAITHOTO MSACTO, KOETO Ta3H AMCIUIUIMHA 3aeMa.

Haii-ienHOTO B TO3W Ne0aT € HEMPEKHhCHATOTO 3aBpPBIIaHE KbM HJIEATa 3a
BCe0OXBAaTHOCTTA Ha (DPUIIOIOTHSTA, HEIIO, KOETO € M OCHOBHA XapaKTePUCTHKA Ha
TOBa crucaHune. Bp3MOXKHOCTTa [1a ce ChUeTasT JIMHTBUCTHYHATA U JIUTEPATypO-
BeJICKaTa HayKH C TEOPHSTA U MPaKTHKaTa Ha MPEBOAA U METOJMYECKHUTE acIieK-
TH Ha W3y4YaBaHE HAa HOBW €3WIIH NPEBPbINA CaMOTO HAaMMEHOBaHHE B MeTadopa
Ha B3aMMOCBBHP3aHOCTTA HA BCEKHU €IHMH OIUT HA YOBEYECTBOTO JIa OCHINECTBSBA
e(eKTUBHA KOMYHHKAIINs, HE3aBHCUMO OT XETEPOTIIOCHATA, B KOSTO )HUBee. ToBa
0OraTcTBO OT IVICAHH TOUYKU U BE3MOXKHM M3Ka31 HU BOJU B UIESITA 34 Bh3CTAHOBS-
BaHETO Ha crrcanue ,, Ounoorus .

B nHacrosimust Opoit 3a10kMxXMe Ha TEMAaTUYHOTO U €3MKOBOTO pa3HOOOpa-
3me, KaTo n30paxme Ja MpeaoCTaBUM MO-00IIMPHO MSICTO Ha JINTEPaTyPOBEACKH-
Te MaTepHhalii, KOUTO C€ KOHI[EHTPUPAT BbPXY HHTEPECEH JTUTEepaTypeH KOHTEKCT,
MOPTYTAJICKUS, KOWTO JHEC € €IUH OT IIPUMEPUTE 32 Ch3/IaBaHETO Ha ,, IUTEepaTypa-
CBAT, HA TUTEpaTypa Ha ,,[IPEBEACHUTE XOPa [...], KOUTO MpeajaraT Ha CBeTa CTe-
peockonuueH, a He 0000meH morea’, mo aymure Ha Canvan Pyminu. [TspBute
TPHU CTaTWH, JABE OT KOWTO Ca Ha TMOPTYTaJCKU €3WK, 33/1aBaT U PeJaKIMOHHATA
MOJIMTHKA HA CIIUCAHUETO, @ HMCHHO M30sTBaHE HA XErEMOHUATA HAa aHTIUACKUS
€3WK U TIPEA0CTaBsHE Ha MPOCTPAHCTBO 3a pa3rpbhlllaHe HAa TPAHCHAIIMOHAIHH JIH-
TepaTypHH CBETOBE, KOUTO MPEKPa4YBaT OTBBJ BHUAUMUS XOpH30HT. ToBa mperno-
mpeeny u30opa U Ha IPYTHTE JINTEPATYPOBEACKH MaTepUad, KOUTO odepTaBar
TEMITOpaIHA ¥ MPOCTpPaHCTBEeHA Teorpadus or AHTHYHOCTTA 10 Bennkara ku-
Talicka CTeHa W JI0 cBeTa Ha xanudure. JKaHPOBOTO pazHOOOpazue Ha MPOU3Be-
JICHHUSITA, KOUTO CE€ aHATM3UPAT B MIECTTE CTATHH, CHIIIO € TOJISIMO, PEICTABIHKN
HENpecTaHHO MPOMEHsIIIATa Ce KapTa Ha JINTEPATYPHHUTE )KaHPOBE M KOHBEHIIUU
Mpe3 XWISIIONETHATA.

OTneneHoTo MSCTO Ha IMHTBUCTUYHHTE U3CIIEIBAHUS € IT0-MaJIKO, HO TTyOIH-
KyBaHarTa CTaThs 3acsira OTHOBO BBIIPOCHUTE Ha XUOpUAM3ANHA U TpaHChOopMaIlus,
KOeTO € U (POKyChT Ha IMOBEUYETO OT JINTEPATYPOBEACKUTE CTAaTHH B TO3H OpOA.
E3nkoBenckuTe u3cienBanus IIe 3aeMaT IIEHTPATHO MSCTO B CIeBaIIns Opoil Ha
CHHMCAHHUETO, IOKATO IBPBUAT TOAUIICH OO IlIe OCTaHe 3ara3eHa TePUTOpPHUs 3a
JTUTEPATYPOBEICKUTE U3CIICIBAHMSL.
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[Mocnennara crarus B 31 Opoii e MOCBETeHAa HAa W3yYaBaHETO HA KOPEHCKHU
€3HUK, KOETO JIOIBJIHUTEIHO pa3lIypsBa HayyHata ,,reorpadus’ u odass nHrepe-
CeH momie KbM TPaAULMOHHUTE TEOPHH Ha M3ydaBaHe Ha e3unure. Crnennduy-
HUAT OKyC Ha CIIMCAHHMETO C€ ABJDKU Ha HAaTpyIlaHHUs Oorar OmuT B Ta3u odiact
BbB PaKynTeTa M0 KIaCHUYECKU U HOBU (DMIIOJIOTHH, KOWTO BApBaMe L€ € IeHEH U
3a MHOTO JPYTH KOJIETH I10 CBETA.

TpaguuroHHO BKIIIOYBAME M PELEH3MM Ha JBE KHUTM HA M3SIBEHU KOJETH
n uHbopMaLus 3a IpoBeJeHaTa npe3 M. Mail koHpepeHus Ha PakynTera, KaTo
BpBaMe, 4e MaTepHAIUTE IIE Pa3KpUAT U IPYTH acHeKTH OT HayYHHS >KUBOT Ha
Hamrara OOIIHOCT.

Tyk Oux mckana 1a u3passi OrpoMHaTa CH OJarofapHOCT KbM €KUIa, KOHTOo
paloTH 3a Bb3CTAHOBSABAHETO HA CIIMCAHHUETO, KoJeruTe oT PakynTera, KOUTO ca v
SAIPOTO HAa PelaKLMOHHATA KOJIETHs, KAKTO M KbM BCHUKH UYXIECTPAaHHH KOJIETH,
KOUTO KaTO YICHOBE HA Ta3H KOJIETHs CE BKIIOUMXA C LIEHHH ChBETH U MPETOPBKH.
BspBam, ue 3aeqHO 11Ie yCIIeeM J1a TPOABIDKUM TPAJULUUTE U 1a OTBOPUM ITBT Ha
HOBOTO B 00J1aCTTa Ha (DUIIOJIOTHATA.

IIpog. 0-p Maonen /lanosa
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Agustina em notas perigraficas
Ana Paula Coutinho Mendes

University of Porto (Portugal)

Ana Paula Coutinho Mendes. AGUSTINA IN PERIGRAPHIC NOTES!

Abstract. The paper examines certain texts that are part and parcel of peripheral wri-
ting, or the perigraphy of Agustina Bessa-Luis. It deals with the way these texts, published
by the Portuguese writer in the periphery of her fictional work, put into practice the self-
reflection of Bessa-Luis when it comes to her own work as a writer and the very role of the
writer. The definitions of “modern author” and “contemporary author” are problematized,
as well as the idea of the writer as a carrier and disseminator of a whole ethos, or a set of
moral, social, and emotional characteristics that are interconnected in a fixed way when it
comes to perceiving and inhabiting the world.

Keywords: Agustina Bessa-Luis, perigraphy, writerly ethos.

Ana Ilayna Koymunvo Menodew. AT'YILIUHA B ITEPUT'PAOVTYHN BEJIEXKKI

Pe3tome. Crartusita u3cieBa TEKCTOBE, KOMTO €a YacT OT NepU(EepHOTO MUCaHE U
nepurpadusra Ha Arynna beca-Jlyum. Pasmiexna ce HAUMHBT, MO KOWTO TE3U TEKCTOBE,
myOJUKYBaHH OT MOPTyrajckara mucaresika B nepudepusra Ha HUKIIHOHAIHOTO ¥ TBOP-
4EeCTBO, OChINECTBsIBAT aBTOpedekcusaTa Ha beca-Jlyuin 3a coOCTBeHATa ¥ IEHHOCT Karo
ncares U 3a poiisiTa Ha mucarens. [IpobieMaru3upar ce onpesieieHusTa 3a ,,MOJepeH aB-
TOp“ U ,,CbBpEMEHEH MUcaTeN ™, a ChII0 U HJIEsATa 32 MTUCATENS KaTo HOCUTEN U pa3pocTpa-
HUTEJ Ha €MH eTOC, UM cOOp OT MOPAIHHU, COI[MATHI U EMOLIMOHATHN XapaKTePUCTHKH,
CBBP3aHU C OTIpeJIeNIeH HauWH Ha Bh3IpHEeMaHe 1 OOuTaBaHe Ha CBETA.

KarouoBu aymm: Arymmna beca-Jlyum, nepurpadus, nucarencku etoc.
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Nota prévia, em lugar de epigrafe:

Escrevi este texto numa sala da Biblioteca da FLUP, com a janela
aberta sobre a casa rosa da Rua do Golgota. Ha muito tempo que é
desse modo que vislumbro o mundo didrio de Agustina; acontece-me
até passar rente ao n° 100, mas sem nunca la ter entrado. A verdade é
que entre mim e a casa de Agustina existem darvores muito altas, e um
muro que o tempo tem preenchido de graffitis.

Sombras indeléveis, a preto e branco, de um universo que ndo para

de me interpelar...

Alguns anos atras, Antonio Guerreiro trouxe para a praga publica uma ques-
tao fundamental que, de acordo com a linha de pensamento agénico da moderni-
dade estética, também outros tém periodicamente colocado a si mesmos ou em
circulos mais ou menos restritos: “O que ¢ um escritor?”. Reagindo & accdo de
marketing que envolveu um autor da chamada “nova geragao de escritores portu-
gueses”, aquele ensaista aproveitava para denunciar que o actual trafico da figura
publica do escritor “nada [tem] que ver com o que dantes se chamava “escritor”,
para quem a escrita comec¢a quando o Autor entra no seu desaparecimento, na
sua propria morte. Agora [continuava Antonio Guerreiro], trata-se exactamente do
contrario: suprimir a escrita em proveito do Autor” (36).

Se comego por evocar esta cronica ndo ¢ para analisar o caso em concreto,
nem para voltar a questdo do canone e das suas instancias de legitimagao, como en-
tao o fez aquele que se tem mantido com o mais resistente interveniente no quase
inexistente espaco de critica literaria e cultural extra-universitaria, em Portugal. Ao
parafrasear, adaptando-a, a célebre interrogacdo — Qu ‘est-ce qu 'un auteur? — que
o filésofo Michel Foucault havia explorado numa conferéncia do final dos anos
60, o autor da Estacdo Metereologica tocava no busilis da definicdo de escritor e
respectivo modelo, cujos pressupostos e consequéncias importa sempre esclarecer,
para nao cair no dominio do dogma, ou para nao reduzir a questdo a formulas-re-
ceituario, segundo as leis do mercado da “industria conselheiral”, para aqui con-
vocar uma recente expressao, como sempre arguta e mordaz, do escritor Méario de
Carvalho (Carvalho, 2014: 15).

De notar, entdo, que o diagndstico de Antonio Guerreiro, em sintonia com
a tradi¢do de profecia melancoélica de alguns escritores e pensadores da primeira
metade do século XX, como Walter Benjamin ou Theodor Adorno, supde que
aquilo a que “dantes se chamava “escritor” coincida com a vertente modernista,
autotélica da literatura, a partir de uma leitura mallarmeana do “desaparecimen-
to elocutdrio do sujeito”. Essa alianga opera contudo uma redugdo, como se a
modernidade estética ou também chamada modernidade baudelairiana, urdida na
mais alta tradi¢do romantica, tivesse contemplado apenas uma vertente de “es-
critor” ou de poeta (como sua mais absoluta realiza¢ao), concebido e retratado
como artesao impessoal da linguagem, e nao tivesse pressuposto e desencadeado
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igualmente uma dimensao especulativa na/da literatura, pela qual, como sublinha,
por exemplo, Jean-Claude Pinson em Poéthique, o poeta (ou, no geral, o escritor)
se assume como um hermeneuta e um “sismografo” (Adorno) (70).

Assim, ao propor-me explorar as reflexdes que uma autora, das maiores que
até agora conheceu a Literatura em portugués, foi publicando ndo apenas sobre si
como escritora, mas também, em geral, sobre “o papel do escritor”, tenho em mente
um proposito de dupla incidéncia: contribuir para a problematizacao de defini¢cdes
monoliticas de “autor moderno” ou de “escritor contemporineo”, bem assim como
atender a importante interpelac@o da escrita agustiniana no dominio do pensamento
sobre a condi¢do de escritor, enquanto promotor de um “ethos”, ou seja, de um
conjunto de caracteristicas morais, sociais e afectivas ndo s6 conformes, mas tam-
bém e sobretudo formadoras de um determinado modo de ver e habitar o mundo,
muito antes que a nivel da critica literaria e/ou filosofica se comecasse a falar num
“regresso a ética” (ou “turn to ethics”, na vulgata actual)?. Procuro nessa dimensao
expressamente auto-reflexiva da escrita augustiniana nao tanto uma chave de leitura
para o universo da conhecida autora d’4 Sibila, mas um repto, e pleno de actuali-
dade, para (re)pensar a literatura como lugar de vértice de uma relagdo que envolve
tanto os sujeitos (da escrita e da leitura) como diferentes universos de referéncia.

De acordo com o anunciado no titulo, dou primazia aquilo a que chamo pe-
rigrafia de Agustina, mas ndo porque me debruce especifica ou exclusivamente
sobre aquilo a que se costuma chamar os peritextos num livro. Atenho-me, sim, a
um sentido literal, etimologico de peri-grafia, escrita periférica, no caso concreto:
notas ou “escritos” publicados por Agustina a margem da sua obra ficcional. Re-
sisto a chamar-lhe “limiares”, como o fez Gérard Genette (1987), para ndo haver
nenhuma tentacdo de os reduzir a uma condigdo introdutdria, de esbo¢o ou de
passagem para o centro ou amago da criacao literaria. Parecem-me, alias, profun-
damente ajustadas as consideragdes introdutorias dos organizadores de Caderno
de Significados, testemunhas privilegiadas do labor criativo de Agustina, quando
sustentam que “Os pap¢is dispersos de um escritor exprimem subitamente as pe-
quenas dimensdes da vida criadora; e, ao serem recolhidos em volume, permitem
uma breve leitura que dura o tempo inteiro de uma obra” (Bessa-Luis, 2013: 11).
Num dos fragmentos incluidos nesse Caderno, extraido de uma entrevista que
Agustina concedeu em 2004, pode também ler-se o seguinte: “Vejo um papel em
branco e apetece-me escrever. Muitas vezes sinto isso até quando vejo a folha de
rosto dos livros, com muito espaco em branco. E quase sempre apetece-me escre-
ver mais do que um autodgrafo” (idem: 62).

Essa tendéncia para preencher todos “os espagos em branco” como modo ob-
sessivo de inscri¢do, leva-me pois a considerar que toda a “perigrafia” de Agustina
ndo pode ser sendo parte intrinseca de um todo: na sua obra literaria, constituida
por diferentes modos discursivos, tudo parece convergir para o “universo” daquela
que viria a reconhecer que, mais do que ter desejado ser escritora, “nasceu escri-
tora”, escrevendo por isso por dom natural. Certamente que uma tal concepgao
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de “escritor”, arreigada numa clara matriz romantica de inspiragdo naturalista, foi
determinante para que se tivesse lido na obra de Agustina, em jeito de rapida arru-
macao, o perpetuar de uma perspectiva conservadora e tradicionalista da literatura,
bem como um culto de personalidade em clara oposi¢ao ao escritor moderno que,
por sua vez ou por uma espécie de antonomasia, tendeu a ser considerado como
alguém sempre entregue a suspeicao, aos impasses criativos ou a sucessivas expe-
rimentagdes discursivas.

O seu forte espirito de independéncia e a sua firme convicgdo quanto ao ser
possuida de um dom tornado destino (Bessa-Luis, 1986: 289) fizeram com que
Agustina superasse aquelas provas iniciais — tanto na esfera do privado como a
nivel publico — que poderiam té-la relegado ou para a existéncia baga de mais uma
das meninas-mulheres de boas familias do Douro — poetisas esporadicas de saldo,
quando ndo autoras de romances “cor-de-rosa” —, ou para a busca ansiosa de re-
conhecimento junto dos grupos literarios da época, maioritaria ou exclusivamente
masculinos. Na sua auto/foto/biografia — O Livro de Agustina Bessa-Luis — uma
escrita destilada pelo trabalho da memoria e pela bonomia que parece causar-lhe
esse gesto de auto-mitificagdo, a escritora destaca que sempre soube que queria
escrever para ser lida sem qualquer tipo de condescendéncia:

eu ndo queria o éxito facil, as opinides, os favores, o agasalho da
tertilia e o calor da insubordinagdo, dos injusticados, dos paladinos da
razdo. Eu so queria escrever, entrar no coragdo das pessoas e beber-
lhes o sangue, avangando sempre, criando enredos e fazendo saltar os
personagens das paginas. Ha pouca gente que perceba que escrever &
uma espécie de danacdo em que as vezes se tém encontros com Deus
(Bessa-Luis, 2002, s/p).

Acresce também que a autora de Prazer e Gloria se desviou de um entendi-
mento socioprofissional da condigdo de escritor. Dir-se-4 que esse € privilégio de
quem precisou de escrever como meio de sobrevivéncia, o que, sendo verdade, ndo
pode ser julgado como razao unica do irredutivel espirito de independéncia que,
enquanto escritora, Agustina sempre revelou perante todo o tipo de compromissos
de circunstancia ou de mais ou menos subtil imposicao alheia, mesmo que até pu-
dessem parecer a partida consentaneos com o universo da escrita. Estou a pensar,
em concreto, nas suas reservas de principio perante a ideia de criar uma casa do
escritor ou para os escritores. Apesar de se mostrar sensivel as consequéncias de
um tal projecto de cariz sociocultural, se ndo mesmo literalmente politico, Agus-
tina ndo deixava de lembrar o prego indirecto, no reverso dessa como de outras
iniciativas: “(...) o homem, cada vez que beneficia duma prerrogativa, € certo que
sacrifica também uma liberdade” (Bessa-Luis, 2013: 13). Anos mais tarde, em “O
artista e o pensador como minoria social” [1982], retomado na antologia de arti-
gos intitulada Contemplagdo Carinhosa da Angustia, a escritora teria ocasido de

18



reiterar as reservas que lhe suscitavam as contradi¢des demonstradas pelo “artista”
e pelo “pensador” na sociedade contemporénea, a0 mesmo tempo — lembrava ela —
subalternizados e recenseados como investimento, rendidos ao estatuto de uma
minoria estruturalmente indiferenciada do pragmatismo que os rodeia com as suas
dindmicas de sobrevivéncia e auto-promogao®, e que Agustina fazia questdo de dis-
tinguir da cultura, justamente por coloca-la nos antipodas do espirito da finalidade:

O artista e o pensador, minorias cuja rejei¢do parece estabilizar-se
numa espécie de profissionalismo que os subordina, perdem o seu me-
lhor atributo: a fé que abomina toda a negociagdo. Envolve-os o mundo
da ac¢ao, aceitam a paridade de todos os outros sectores da sociedade,
eles mesmos abrasados na sua propria versao facil, na sua propria cura
da excentricidade e da provisdo moral que isso implica (Bessa-Luis,
2000: 57-58).

Parece-me, pois, bastante simbolico que os seus Cadernos de Significados
se iniciem com a nota acima referida sobre “A Casa do Escritor”, datada de 1966,
seguida de uma outra, escrita passados mais de vinte anos, mas que diz também
respeito ao papel do escritor e ao seu direito nao apenas de expressao, mas também
ou essencialmente ao direito a vida, no sentido literal do termo. A circunstancia
que a ditou estard ainda na memoria de todos: a condenacgao a morte do autor de
Versos Satanicos, decretada por fatwa pelo Ayatollah Khomeiny, a quem nessa al-
tura Agustina se dirigiu directamente, ndo na condi¢do de letrada, mas como uma
pessoa comum a interceder por um outro ser humano, convicta de que em nome de
nada, nem mesmo do que ¢ Santo, se pode atentar contra a vida. A sua interpelagdo
aquele dirigente isldmico terminaria a sublinhar que estava ciente de que a forga
do seu pedido de cleméncia para Salman Rushdie residia apenas no facto de sentir
que tinha como aliado um Deus que lhes era comum. Ora, a meu ver, o alcance
dessa subtileza argumentativa ultrapassava a conhecida captatio benevolentiae.
Com efeito, em vez de apoiar-se na “liberdade de expressdo” como principio geral
€ como o argumento mais comum no mundo ocidental e secularizado, Agustina as-
sumia ai, de um modo algo inesperado, a tarefa do intelectual enquanto “moderno
D. Quixote”, ou seja, o onus daquele(a) a quem continua a caber “encarregar-se
de uma reflex@o critica sobre os dogmas culturais da Europa” (Lepenies,1995: 77).
Nesse sentido, Agustina admitia existirem limites para a criacdo literaria, ndo por
desvalorizagdo do poder do escritor — note-se bem — , mas por reconhecer nele “um
poder de violéncia sobre as almas que se tornou desabusada e mais cruel do que a
que se faz nos corpos” (Bessa-Luis, 2013: 14). Para o credo geral da modernidade,
firmado na prerrogativa da liberdade incondicional da arte e do pensamento, e
sustentado nas potencialidades ilimitadas da imaginagdo humana, uma declara-
¢do como aquela tera suscitado (como ainda suscitara) alguma perplexidade, se
ndo mesmo a indignagdo, sobretudo quando interpretada como avatar da célebre

19



salvaguarda platonica relativa ao poder do poeta e, por conseguinte, considerada
como forma de expulsdo, sujeicdo ou controle dos escritores e dos criadores em
geral. Mas ndo era exactamente disso que se tratava. No quadro de pensamento
agustiniano, a liberdade, inclusive a liberdade do escritor, significa antes de mais
uma exigéncia ja que a sua accao integra-se no ambito geral de uma das condicdes
da liberdade que consiste no reconhecimento da sua extensdo e correlacdo. Para
Agustina, como para Sophia (as duas tdo proximas neste ponto estruturante, apesar
de todas as outras diferencas), o dom da escrita, como qualquer dom de acordo
com um principio cristdo, representa um dever para o individuo, desde logo no
sentido de o desenvolver e, de com ele e por ele, ndo se conformar com o mundo
tal como ele se apresenta ou (lhe) ¢ imposto. Julgo, alids, que reside nesta visdo
do “dever ético” do escritor enquanto tal, o verdadeiro cerne por que, a montante
de qualquer outra distancia ideoldgica, Agustina se desviou da acepgdo sartriana
ou pds-sartriana do “compromisso” politicamente determinado, enveredando antes
por um sentido de “responsabilidade” que, seguindo a analise dntica de Roman
Ingarden, inscreve a obra literaria numa temporalidade a trés niveis: 1 — o escritor
fica comprometido com a sua ac¢do; 2 — perduram os valores que cria ou que ani-
quila; 3 — todas as suas ac¢des estdo ligadas a ordem causal do mundo (107).

E ainda por responsabilidade com o mundo (mas também por manifesto gos-
to e gozo, sublinhe-se) que Agustina, ao contrario de outros escritores modernos,
recusou concentrar-se em exclusivo no universo de referéncias literarias, vendo o
mundo apenas como uma “vasta biblioteca” (Bessa-Luis, 2013: 23). Mesmo que
tenha olhado a realidade que a rodeava com um regular distanciamento critico,
com alguma altivez sarcastica tragada de melancolia por comparagdo com outras
formas do passado, a escritora acabaria por revelar-se como uma testemunha mui-
to atenta as mais diversas manifestacdes do contemporaneo, como demonstram
ndo apenas alguns aspectos dos seus romances, mas também e sobretudo as suas
cronicas, onde a todos os niveis e mais depressa se cruzam a escrita e a vida que
dela extravasa. O titulo escolhido para a compilag@o dessas cronicas, aquilo a que
chamara “escritos” nos anos 60 e 70, ndo poderia pois ser mais simbdlico da sua
relagdo como escritora com o que a rodeava e/ou habitava como inquietacdo, no
sentido propulsor do termo — Alegria do Mundo — uma moldura enunciativa de
paginas varias escritas ao longo do tempo e que revelam um programa implicito,
por fragmentos avulsos, de adesdo incondicional aos reptos langados pelas mais
diversas experiéncias, sempre em busca de um sentido que a autora se propde par-
tilhar com quem quiser comungar dessa mais profunda mundanidade.

Ja em 1975, numa comunicagdo cujo titulo viria a ser oportunamente res-
pigado para uma outra recolha de escritos esparsos, ja acima citada — Contem-
placdo Carinhosa da Angustia —, Agustina tinha apresentado o seu auto-retrato
como escritora, deixando bem clara a sua perspectiva hermenéutica do mundo, ao
arrepio de outras construgdes mais solipsistas do intelecto ou de acordo com os
mais comuns impasses e angustias existencialistas. Em vez dos tragos mais acla-
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madamente modernos do chamado “trabalho do negativo”, Agustina manifestava
a convicgdo de que o escritor tem uma missao sagrada e cosmica, por existirem
nele poderes sobre-humanos que se revelam através da reflexdo e da imaginagao:

Eu sou uma escritora, testemunha sensivel dos costumes, circuns-
tancias e discursos da minha época. A minha tarefa ¢ compreendé-los,
tentando arranca-los a circularidade das verdades que a angustia e o té-
dio autorizam num tempo medido entre a vida e a morte. Para além
da duracgdo vegetativa e do caminho aberto as transformagdes que cada
profissdo admite, ha alguma coisa mais. Ha4 uma revelagdo reflexiva e
uma revelagdo também da nossa presenca imaginaria que inclui forgas
inumanas e poderes que ultrapassam o real (...) Um escritor ¢ uma espé-
cie de xama que sacraliza a relagdo do mundo de cada um com todos os
mundos (Bessa-Luis, 2000: 23)*.

Esta crenga na responsabilidade sagrada e sacralizante do escritor, uma forma
de (auto-) retrato que parece ganhar halo de esséncia, ndo a tornou numa crente
indefectivel dos poderes da literatura, pelo contrario, fé-la ser também muito sen-
sivel e arguta no escalpelizar das transformagdes ocorridas ao longo dos tltimos
anos em relagdo ao mundo em geral, e a literatura em particular. Em “Os ver-
sos do coelho branco”, com que Lidia Jorge colabora nas reflexdes reunidas em
Pensar a Liter@tura no Séc. XXI (2011), a autora de O Dia dos Prodigios evoca
precisamente aquele que foi o vaticinio inesperadamente provocador de Agustina
em plena euforia da Feira de Frankfurt, em 1997 (Jorge, 2011: 101), ao ver na as-
censdo da “cultura do entretenimento” um declinio fatal e, por conseguinte, o fim
da literatura tal como ela foi secularmente entendida por escritores e leitores nao
subsumiveis a “aberracdo” quer do leitor médio quer da equagdo entre criagdo e
producao do mercado (Bessa-Luis, 1986: 11-12).

Mas, mais do que acrescentar argumentos a favor ou contra essa visao projec-
tada no futuro préximo, importa realgar a tendéncia de Agustina para o contraponto,
para a guinada no mais 6bvio ou consensual, para o paradoxo que interrompe e faz
vislumbrar, no instantineo, veios profundos de contradi¢do tanto na realidade como
na linguagem, inclusive, no discurso do proprio sujeito. A sua obra esta atravessada
por méximas e aforismos (para além do livro que lhes dedicou em exclusivo), e
essas dicgdes de pensamento ou de sabedoria sdo habitualmente interpretadas como
uma forma de “aristocratica impaciéncia” (Susan Sontag), como intromissao auto-
ral a impor uma determinada mundividéncia tanto as personagens como ao leitor.
Mas a esse retrato indirecto de autor, falta ainda acrescentar os tragos fundamentais
de hesitagdo, de balango, ou de manifestacdo da imperfeicdo que ndo se esconde.
Com efeito, os aforismos, provérbios e sentencas em Augustina estdo quase sempre
entremeados pela ironia roméntica que vive do paradoxo e da aporia.
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“Eu dou muita importancia aos aforismos; sdo como uma fuga ao pensamen-
to”, colocou a autora em epigrafe ao livro epénimo, como quem sabe (e quer que
se saiba) que “As coisas verdadeiramente importantes sdo de uma exactidao hipo-
tética” (Bessa-Luis, 1988 : 31) e que a ambiguidade “se torna obrigatéria quando
se atinge o auge da afirmagdo” (Bessa-Luis, 1986a: 209). E, pois, na brevidade
certeira que Agustina mais desconcerta e mais ousa desconcertar-se. A sua enun-
ciacdo de autor(idade) ndo se impde com a pretensdo moralista de uma verdade
final tinica; pelo contrario, vive de tensdo, provoca vozes discordantes e convoca
uma constante e moderna auto-critica. Em vez de se circunscrever a um sistema fe-
chado de valores como quem o impde, contempla e da realce a associagdes inespe-
radas, isto €, a “profunda certeza do efémero” de que se nutre enquanto romancista.
Estamos assim no dominio da inconclusao ou da multiplicagdo de hipdteses, como
Silvina Rodrigues Lopes tdo bem apontou para a estética do romance agustiniano,
salientando que “os finais inconclusivos dos romances de Agustina Bessa-Luis
ndo sdo porém puramente inconclusivos, eles sdo uma espécie de conclusao da
impossibilidade de concluir [...] como se fosse essa a “moral da historia” do es-
critor, da sua historia de escrever romances” (Lopes, 1992: 17). E eu permito-me
acrescentar, como se para Agustina fosse essa a moral de escrever “tout court”, ndo
no sentido puramente intransitivo do verbo, mas no sentido abrangente da acc¢do
de escritor(a), na sua tarefa continua de hermeneuta, por vontade de “(re)confi-
guracdo” (Ricceur) continuada, ou ndo fechada do mundo, independentemente do
registo de escrita.

Pelo que fica aqui exposto, facil sera concluir que o (auto)retrato de Grande
Senhora em pose enunciativa de sabedoria que Agustina foi esbogando ao longo
de mais de sessenta anos de actividade literaria, regular e intensa, apesar de ma-
nifestar tragos vigorosos de quem — repito — se sente possuido por um dom?, ndo
¢ um retrato que se imponha como imagem unica, intemporal, como se se tratasse
de uma espécie de sudario do escritor, erguido em modelo, a ser transmitido aos
contemporaneos e vindouros. Mais do que persuadir, Agustina fez sempre questao
de cultivar uma imagem de desprendimento (Bessa-Luis, 2013: 23), como quem
no fundo se ri de tudo, inclusive de si-mesma. Essa forma de relagdo, baseada na
liberdade e na exigéncia, ndo significa uma total indiferencga relativamente aos
(potenciais) leitores, embora esteja também distante de pretender simplesmente
agradar-lhes. Provoca-los sim, sempre. E talvez resida nessa capacidade de provo-
cacdo, de chamada a si por reac¢do, a maior prova de resisténcia ou de perenidade
deste (auto)retrato agustiniano, cuja moldura enunciativa implica entdo todo o lei-
tor que aceite ser desinstalado da sombra, da apatia ou da anomia para se deixar
revelar pela luz, como quem se deixa resgatar, nem que seja por uma breve frac¢ao
de segundos:
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Tudo o que eu escrevo se destina a interessar as pessoas na sua pro-
pria entidade. Dai, muitas vezes, ela ter um efeito devastador, a obra e
a pessoa que a produz. Sobretudo a pessoa, devo dizer. Eu desmarco os
outros da rotina, espanto a manada. Depois os efeitos sao maravilhosos,
combinam com a imortalidade (Bessa-Luis, 1986: 75).

Notas

'Este artigo ¢ desenvolvido e financiado por Fundos Nacionais através da FCT —
Fundagdo para a Ciéncia e a Tecnologia, no ambito do Programa Estratégico “UID/
ELT/00500/2013” e por Fundos FEDER através do Programa Operacional Fatores de
Competitividade — COMPETE “POCI-01-0145-FEDER-007339”.

2 Apenas como exemplo de estudos seminais ou de desenvolvimentos mais recentes
nesse dominio, vd. Nussbaum, 1983; Miller, 1989; Laugier, 2006; Bouveresse, 2008.

3 A proposito, lembre-se o que deixava escrito nos idos de 70: “Quando dizemos
que no ano de 77 se premiaram livros e se comemoraram autores, ndo estamos a falar de
cultura, mas de honras, de reputacdes, de valores, de opinides, de letrados. Em suma, de
tudo o que a cultura detesta” (Bessa-Luis, 2013: 64-65).

* Trata-se de um excerto da sua comunicagéo ao Congresso da Associagdo Internacio-
nal para a Cultura Ocidental (1975).

> Lembremos a propoésito o seu alter-ego, Maria Semblano (in Vale Abrado), a decla-
rar: “Nada disto ¢ importante (...). Mas ninguém imita melhor do que eu uma bela vida”
(Bessa-Luis, 1991. 305).
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MurpanronHara TeMaTiKa B HapaTuBUTE HA MaHyen
na Cuna Pamorn

Hua Anopeesa

Coduiicku ynusepcurert ,,CB. Kinument Oxpuncku® (buiarapus)

Yana Andreeva. THE THEME OF MIGRATION IN THE SHORT NARRATIVES
OF MANUEL DA SILVA RAMOS

Abstract. This article examines the issue of migration as a marked thematic accent
in the short narratives included in the collection Midnight Sun, followed by Tales of Youth
(O Sol da Meia-Noite seguido de Contos para a Juventude) by the Portuguese writer Ma-
nuel da Silva Ramos. The textual analysis highlights the systematic effort of discursive
reproduction of hybrid identities functioning within a pluralistic cultural space from a mi-
gration perspective.
Keywords: migration, identity, multiculturality, autofiction, narrative.

Ana Anopeesa. MUTPALIMOHHATA TEMATUKA B HAPATUBUTE HA MAHY-
EJI 1A CHUJIBA PAMOIII

Pe3tome. Cratusita pa3miexia MUTpallMOHHATa PoOJieMaTnKa KaTo IbPBOCTENEHEH
TEMaTHYCH aKIEHT B HapaTUBUTE OT cOOpHUKa CPEIHOIIHO CITBHIIE, ClIeBaHO OT Pa3ka3u
3a mnanexra (O Sol da Meia-Noite, seguido de Contos para a Juventude) Ha TOPTYTaICKHsI
nucaren Manyen na CuiBa Pamoln. AHanu3bT OTKpPOSIBa B TEKCTOBETE CUCTEMHOTO YCHITHE
3a IMCKYPCUBHO BB3MPOU3BEIKIAHE HA XUOPUIHN UACHTHYHOCTH, KOUTO (DYHKIIHOHUPAT B
€IIHO IUIYPATUCTUYIHO KYJITYPHO MPOCTPAHCTBO, OT MEPCIICKTHBATA HA MUTPALIMATA.
KirouoBu gyMu: MUTpaIiysi, HACHTHYHOCT, MHOTOKYJITYPHOCT, aBTOMUKIIUS, HAPATHB.
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Manyen na Cunsa Pamomn' ce Hapexaa cpejl MUcaTeNITe ¢ HEOCIOPUM MPH-
HOC 332 OPUTHHAIHOTO U JMHAMUYHO Pa3BUTHE HA Hali-HOBaTa MOPTYTAJICKa MPO3a.
B TBOpUeckuTEe My THPCEHHS MEMOAPUCTUYHOTO W aBTOOUTPAUIHOTO MPHUCHCT-
BaT 0Ce3aeMO0, 3AJI0KEHH B MTPOOJIEMaTU3UPAHETO Ha )KUBOTA Ha CpeJHaTa Kiaca B
npoBuHItManHa [lopryramus B cpenara Ha XX B., HA eMUTpAIUATA U HA TTUCATE-
ckara npodecusi. Hensmenen Oener Ha XynokecTBeHHUs cBAT Ha CuiBa Pamorn e
SIPKUAAT MY XyMOp, KOHTO 4€CTO JOCTUTa TPAHHYHUTE CTOWHOCTH Ha Oe3MoIa Ho-
TO CapKaCTUYHO TOPTPETHpPAHE Ha MOPTYTAICKUTE COIMO-TICHXOJIOTHYECKH CTe-
peotunu. ChleBpeMeHHO MICAHETO My € IPOHUKHATO OT MOII[HATa 00Pa3HOCT Ha
€POTHYHOTO, YECTO MPEIIETeHa ¢ ThPCEHETO Ha eAHO (haHTAaCTHYHO-MarudecKo
M3MEepeHHe Ha WHINBUIYATHOTO U Ha KOJMEKTUBHOTO MUHaIO. [llnpoko 3acThiena
B TBOPYECTBOTO MY € M MUTPalliOHHATA TEMATHKA, KOSITO CE MPOSIBSIBA B CUCTEMHO-
TO yCWJIME 32 TUCKYPCHBHO BB3MPOU3BEKIAHE, OT MEPCIEKTUBATa HAa TPAHUIIATA,
Ha eMUTpaIATa U Ha U3THAHWETO, Ha XUOPUIHHU UICHTUYHOCTH, (PYHKIIMOHHUPA-
¥ B €HO TUTyPATHCTUYHO KYJITYPHO MTPOCTPAHCTBO.

B T0o31 TekcT me ce crpa Ha HapaTUBUTE, KOUTO 32 ITbPBU ITbT U3BEXKIAT MHUT -
palyioHHaTa W TpaHCTPaHWYHATa MPOOJIEMAaTHKa KaTo MMbPBOCTENICHHN TeMaThd-
HU aKIIEHTH B Xy/IOKeCcTBeHara rnpo3a Ha Manyen na CuiBa Pamort. COOpHHUKBT
CpenHoiHO CITBHIlE, clienBaHo oT Paskasu 3a mmanexra (O Sol da Meia-Noite,
seguido de Contos para a Juventude), nananen npe3 2007 r., cbabpxa B cebe cu
TPU CTPYKTYPHO pa3rpaHUUueHH YacTH, YMSATO CIOSABAIIA TEMA € TIPEXObT Ha MUT-
pupanius 4oBeK — MaTepualieH, JyXOBeH, HHTEIEKTyaleH, TBOPYECKHU, YyYBCTBEH.
Hauannara HoBena e o3armaBeHa ¢ MPEeNBUIMMOTO ,,CPETHOIIHO CITBHIIE", Tpe-
Mpamamo KbM CKaHIMHABCKOTO JIATO W YAHTO aHOHC TP YUTATENS € BUANM B
o0moTo 3arnmaBue Ha kKHurara. ClenBa Mmopeauiia OT eIWHAiCceT pa3kas3a, KOUTO
BMECTO C OOSBEHOTO MpEeTHAMEPEHO MOYyYUTEIHO 3arjiaBue ,,Pa3kazu 3a Miamex-
ta“ (“Contos para a Juventude”) BCBITHOCT ca O3arjiaBeHH ,,Pa3kasu Ha CKUTHH-
ka ¢ mactiuBa cpaoa‘ (“Contos do Bem-Aventurado Errante”). CBoeoOpa3ausr
KOHIIEHTpHpaH (WHAN € 03a/1adaBaiio HapedeH ,,llocnecnos ¢ xokan* (“Posfacio
c/0ss0”). [locpencTBom kparku aBTopedepeHIanTHu (pparMeHTH B HETO ce ChuJIe-
HsBa €IMH MO3acueH, MPUBUIHO XaOTHYEH, HO BCBHIIHOCT JBIOOKO OCMHUCIECH U
KOXEpEeHTEH 00pa3 Ha aBTOOMOTpadUIHHUS CYOCKT.

,»CPEIHOIITHO CI'BHIIE € aJlerTOpHyYeH pa3Ka3 3a yCHJIHMATa Ha TBOPUYECKOTO
CHCIIOBHE JIa C€ 3aJIbPKH Ha TIOBBPXHOCTTA Ha CHBPEMEHHWSI JKUBOT B YCIIOBH-
sTa Ha JIOMUHUpAIaTa MaTepUATMCTUYHA HJEOJOTHS Ha KOHCYMarOPCTBOTO H
XEJIOHW3Ma W B MOCTOSHHOTO M3KYIICHHE Jla MUTPHpa KbM COLMATHO MO-I00pe
yCcTpoeHu npoctpaHcTBa. HoBenara Oe3mnomaaHo n3Baxaa Ha oKa3 HeraTHBH3H-
paHus KOJeKTHBEH 00pa3 Ha [lopTyramns u B ToBa OTHOIIIEHHE 0COOCHO BHUMaHUE
3acmyxaBa (haKkThT, 4Ye Hall-HEIHIETIPUSTHATE acTIEKTH Ha TO3W KOJIIEKTUBEH 00pa3
ca MpO3psTHU TIpe3 MpHU3MaTa Ha YyXJIeHela U ca MOTBhPJICHH Ipe3 Ta3u Ha Mop-
Tyrajena eMUTPaHT, KOMTO OTCTpaHEHO Ha0Ito1aBa CBOUTE ChHapoaHuIH. [IpaBu
BIIEYATIIEHUE 3aKOHOMEpPHAaTa ONM30CT HA KPUTUYHHUTE TIEPCIEKTHBYH KbM TOPTY-
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rajckara JeMCTBUTEIHOCT, BB3NPHETH OT UyKACHEa U OT OpPOACIINS EMUTPAHT,
KOWTO Ty MJIBa, Ty CH OTHBA, NIPEMHHABAHKH OT TEPUTOPHUSTA HA UyXKIaTa KbM
Ta3W Ha polHara cTpaHa u o0patHo. Beue kinacuueckara 3a COLMOIOTUATA CTYAHS
Ha ['eopr 3umen ,UyxaeHenbT U3BekAa KaTto CCHU(PUIHA XapaKTePUCTUKU Ha
qy’)KJeHela MOJBIKHOCTTa, 00EKTUBHOCTTA M OCBOOOIEHOCTTA, KOUTO 00yCIaBsAT
0CcoOeHHUTE My Hariacu €AHOBPEMEHHO Ha OTM3KOCT U Ha AUCTAHLUPAHOCT OT POA-
CTBEHUTE, JIOKAIHU WM MPOQEeCHOHATHH 3aKpEeNBaHUs Ha OTACIHUTE EIEMEHTH
Ha MECTHaTa rpymna, Ha KOUTO TOW MPOTHBOCTOM CHC CBOETO ,,0c00eHO 00pa3yBa-
HUE OT ,,Jallek0™ 1 ,,0Mu3K0™, oT Oe3paznuune u anraxupanoct (147). [lomoOHn
0e3pa3nuune U aHTaKUPaHOCT, PYHKIHUOHUPAIIN SAHOBPEMEHHO B Ch3HAHUETO HA
BB3IpPUEMAIINs KaTO MPOTUBOPEUYMBHU, HO U B3aMMOJOIIBJIBAILM C€ YCCIaHUs 110
OTHOLICHHE Ha MOPTYyTraJIcKara IeHCTBUTETHOCT, OTKPHBAaMe IMPH MPOTaroHUCTa
emurpanT Ha CunBa Pamom. HeroBara nmoctosHHa MOOMITHOCT MEXIY Pa3iIdIHU
TEPUTOPHUAIHU MPOCTPAHCTBA, HAITBJIHO B CH3BYUHE C HAJIOXKECHUS B ChBPEMEH-
HOCTTa I00aIM3allMOHEH MOZET Ha YCKOPSIBALLM CE U YMHOXKaBAIIH CE JBHKCHHUS
Ha Xopara, HU 1aBa OCHOBaHWE EMUTPAHTHT Jia Ob/ie pa3miIekJaH KaTo Beye OTKbC-
HaJI c€ U JOPH OTKa3all ce€ OT MECTHATa KOJIEKTUBHA UICHTUYHOCT CyOeKT, OUYTH
gyxgeHer. OTTaM U MPUIIOKPUBAHETO Ha mpexacTasata 3a [lopryranus B oOmus
paKypc, KOMTO CHOAENAT efHa BPEMEHHO MpeOHBaBalla B CTpaHaTa HOPBEXKKA U
€/IMH BPEMEHHO 3aBbpHAJl C€ B HES NOPTYTAJICKA €MUTPAHT.

HapatussT Ha ,,CpeiHOIIHO CITBHIE" H3rpaXKaa B PeKUMa Ha aBTOPUKIHATA
o0pa3a Ha 3aBbpHAJINS c€ OT eMHUrpauus Manyei, HecriocoOeH aa ce WACHTU(H-
Upa Cc HAKOra MO3HaTara, HO Bede IIPOMEHEHa U 3aTOBa HepazOupaeMa 3a HEero
MOPTYTAJICKA PEaTHOCT, KAKTO M J1a Ch3AaAe TPallHH €MOIIMOHAIHHU BPB3KH ChC
3a00MKaJIAIINTE TO X0pa. 337 OCHOBHATA CIOKETHA JIMHUS HA HOBENAaTa, PE3IOMHU-
paia ce B cekcyajaHo OypHara, HO eMOIIMOHAJIHO HECUTypHa U Oe3IJI0AHA BPb3-
Ka Ha NMPOTaroHUCTa ¢ HOpBexkKara JIn3abet, mpo3upa HEUCTOBUST, TOPH OTUASH
OIUT 3a pa3rpaHuyaBaHe Ha MOPTYTAJICKHUSA MHTENEKTyalel OT €AHa TECHOrPhAa
u npoBuHUmanHa Ilopryranus, HecnocoOHa Aa ce CIpaBu ChC CBOMTE COLIUATHH,
MKOHOMHYECKH, KyITYPHH U PaCOBO-€THHYECKH TPOOIEMH, KaKTO U C APYIU Hera-
TUBHH NOCJICJCTBUS Ha MOJUTHKATa Ha OTBapsHE Ha MOPTYTAJICKUTE TPAHULM 32
UMHTPAHTH OT aQpUKAHCKUTE ITOPTYTaIOrOBOPEIIN CTPAHU.

3aroBa U 00CecHBHO KapTorpadupaHusT B HoBenata JlucaboH, B KOWTO XH-
BE€ MJIM II0-CKOpPO yOuBa AHUTE cU UcaTensiT 6oxeM, e JIncabon Ha adppruKkaHCKHUTE
UMHTPAHTH, IPOCTUTYLUATA, IPECTBIIHOCTTA, MU3EPUSATA, arpecusiTa, 0e3mbTUIa-
Ta U pa3Bajara, yJIOBeHHU B IOPEIUIIA OT HATYPATUCTHYHH CIICHU, KOUTO IOCIIE0-
BaTEJIHO U3TPaKAAT HOPOUHHSI 00pa3 Ha MUTPAHTCKUs rpal. M ako mpoTaroHuCThT
Ce MpUCIOCcOo0sIBa B U3BECTHA CTENIEH KbM MIPOAAKHOCTTA HA IPajia U KbM HEroBara
KOCMOTIOJIUTHA IPEHACUTEHOCT, TO € €AMHCTBEHO 34 /1a CE€ CAMOCHXPaHU Upe3 OMH-
Ta Aa ce ajantupa GU3NYECKH KbM XUIEpTpodupaara COUaaHa PeaJHOCT Ha
rpazga. UzBectHo e o0aye, KakTo coud U 3UMen B ,, ] ONEeMHUAT Irpag U TyXOBHHUAT
JKUBOT", U€ CaMOCBhXPaHEHHETO Ha MHIUBHIA ,,C€ OCHILICCTBSBA C IeHaTa Ha 00e3-
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LEHSIBAHETO Ha IeTHMsl OOCKTUBEH CBAT, KOETO B KpaliHa CMETKa HEM30eKHO BOAU
710 YCEIIAHEeTO 3a ChLIO TAKOBa 0OE3ICHsABaHE Ha cOOCTBEHATa TUIHOCT  (44).

OTTaM ¥ HaTpamBalOTO CE€ YCEIIaHe 3a JINYHATA M KOJEKTHBHATa Aerpaja-
LUs1, KOSITO TPacHpa >KUTEHCKUS Ipexo Ha MaHyel B COOCTBEHOTO My Ch3HaHHE.
[Ipodecnonanto HeyqOBIETBOPEH, IPEKApBALl] HOIIUTE CH B CKUTaHE 110 OapoBe 1
VMY, JIyTall c€ B EeMOLMHUTE CH Ha IPUBBP3aHOCT U HAa OTXBBPIISIHE, B IPEACTa-
BUTE CH TOI BCE MO-HACTOSTEIHO CE Pa3srpaHnyiaBa OT KOJIEKTHBHATA HACHTUYHOCT
Ha MOPTYyrajluTe, MHOXECTBEHA M MPOMEHJIMBA, KAaKBaTO € M camara KyiTypa,
BBPXY KOSITO ce M3rpakaa. buneiiku Hen30eKHO MHOTOKYJITYpPEH — U TYK 1€ MPH-
noMHs1 Metagopara, ¢ kosito TonopoB 0003HauaBa MMAaHEHTHHS IUTYPaIU3bM Ha
KyJATypHUTE, & UMEHHO: ,,KYJIITYPUTE HE Ca MOHOJIMTHH OCTPOBYETA, a KPBCTOCAHU
TTOMEX/Ty CH W HaIIACTeHU €IUH BHPXY APYT HaHOCH  (88), — MaHyen oTpassBa B
WHAWBUAYyaTHATA CH HICHTUYHOCT PE3y/ITara OT HeeIHO3HAYHUTE U ,,HaIlJIaCTeHH
B3aMMOAEHUCTBHS Ha TPU CHIIHOCTHO (POPMHpALIH IO KyATypHH (hakTopa. Ha mbp-
BO MSCTO CpeA TAX cie[Ba Jla ce OTOeNeKn HaJIOXKEeHaTa My Mpe3 ACTCTBOTO ITbp-
BOHAuYaJIHA IPOBUHLIMAIHA KyITypHa HACHTUYHOCT. Ha BTOpo MsICTO, Onpeaesio
€ )EJaHUEeTO My J1a C€ MPOTHBOIOCTaBH B FOIMHHUTE HA MJIAJOCTTa Ha ACTEPMHU-
HUPAHOCTTa HA Ta3M KyATypHa HAcJEICTBEHOCT, KaTo HallyCHE JoMa M 3a0eTHe B
gy>xOnHa. Ha TpeTo MsCTO B Ta3u TeMIopasHo-Kay3ajiHa Bepura ce OTKposBa JIHc-
TAaHIMPAHOCTTA CHPSIMO KOJIEKTHBHATa KyATypHAa WIACHTHYHOCT, KOSITO KOCMOIIO-
JUTHOTO MHTEJEKTYaJIHO ChCIOBUE, KbM KOETO MaHyell ce NpUYHCIIABa, CAMO CH
Hasara. Karo xapakTepeH npeicTaBuTe1 Ha Ta3u OTHOCUTETHO 0CBOOOIEHA TpyTIa,
Manyen ¢ JeKoTa IpeoaoisiBa MPOCTPAHCTBEHNUTE IPAHULIN U TaKa HEyTpalIu3upa
JOCKOPO BaJMHATA OTO3UIIMSA ,,y JOMa — M3BBH JoMa“, 6e3 o0aue KaTeropu4Ho Aa
MIPUIIO3HABA YY>KJOTO IPOCTPAHCTBO KaTo CBOE, a II0-CKOPO MTPUEMaiKH THHAMU Y-
HO IMPOMEHSILIOTO C€ U3HAYAIHO CBOE MPOCTPAHCTBO 32 BeYE OTUYKICHO.

EcreTckuTte U IUIBTCKUTE HACIAAH, KOUTO MPOTATOHUCTHT 0OCECUBHO KOJIEK-
LMOHUPA, Ca B TO3U CMUCHI YaCT OT 3alUTHATA My CTPaTerus 3a NpeoAoisiBaHe Ha
qy)KJOCTTa, a CBILO TaKa OMHUT Aa IPEBb3MOTHE CH3HAHMETO CH 3a 00e3LEHIBaHE
Ha coOCTBeHaTa JMYHOCT M 3a arpodusi Ha MHAMBUAYaTHHUTE HeHHOocTH. Koraro
XEAOHUCTHUYHO MPECHIIA TSIIOTO CH C AJKOXON U (ago B JTMCAOOHCKUTE TaBEPHU
WM B IOXOTTA Ha TOPEIINTE HOIIN, KOUTO CIIOAENS ChC CKaHIMHABKATA, HIIM KOTa-
TO Ch3eplLaBa Marndecky MpoOJsICBallINTE BB BoAUTe Ha Texxy oTpaszeHu oOpas3u
Ha oTrcpentauTe MoHTHXKO, bapelipo u Celan, Win Korato ce orjaBa Ha TBOp-
YECKHUTE CH MEUTaHUs 3a aBTCHTHYHA JInTeparypa, MaHyen BCBITHOCT CE€ ONUTBA
na 3a0paBM MOCPENCTBEHOCTTA U OE3MEPIEeKTUBHOCTTA HA MOPTYTaJCKHUS KHUBOT,
KakTO M cOOCTBEHaTa CH OCh3HATa HE3HAUYUTETHOCT. CaMUAT XKHUBOT HA MaHyein
¢ IOHSAKBAE UUHWYHA aneropus Ha llopryramus — nponanama, 6e3nbTHA U 0e3-
NPUYMHHO MPAa3HUYHA, PA3JIIONIHA MEXIYy HOCTAJITMYHHUS CIIOMEH 3a MUHAJIOTO,
HEYCIICLIHUS OIUT Ja ce OBJajJiee eAHO OpyTaJHO HAaJBHCHAJIO HaJ LEHHOCTHTE
HACTOALIE U Ch3HAHHUETO 3a €AHO BCE TI0-HEBB3MOXKHO ObeIe.
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dOuHATHUAST CIIM30/J HAa HOBCJIaTa YBCHYABA MeTa(I)OpPI‘IHO pa3ka3sa 3a HECIIO-
JIYKUTC Ha 3aBbpHAJIUA C€ CMUI'PAHT C OCb3HABAHCTO HA coOcTBeHara My 0663].[6—
HCHOCT B KOHTCKCTAa Ha €1Ha MaCOBO 0663HeHCHa HallMOHAJIHA PCAJIHOCT. CJ'IG,Z[
pa3asiiara € .HI/I336€T, Ha KOATO NPCACTOU Ia OTIIbTYBa BEUCPTA 3a OCJ'IO, MaHyen
3aMpPBKBa B TaB€PHA HA ,,EHTpeKaMHOIH“, Ha,[[HFafIKPI Yaiaa CJICO Jala, CJICA KaTro
nmpe3 nejrda ACH €€ € HaJIMBaJl C aJIKOXOJ U CC € HUIAI 663}/T6H.IHO. HaHYCKa Ta-
BCpHATa U CC OTIpPaBA KbM IJIOMIAL ,,KaMHO HCKCHO“, a o IObTA pa3MullIsABa, C
XapaKTepusnpaniara ro HCCUrypHoOCT, 3a IMCAHCTO U 3a JKUBOTA CU:

Mucnex cu 3a muTeparypara, KosATo Osx mucai o aHec... Jocymr
KaTo OH3M TUIAT OT KapAWpaHW BBIHEHH OTIMAbIIM, KOWTO ThUaxa Ha-
BpemeTo B KoBwiis 1 32 HHIIO HE cTaBallle, 3al0TO MHOTO C€ MavKarle
U ce MPOKBCBAIIIe, IIOM MAaJIKO TO OHOCHIIL... Mernre Mu 1a ce mpudepa
BKBIIH | JIa 3aII0YHA J1a TINIIA C U3BaJICHO B PHKA ChPIIE...

Xunsau Malkd MpaBYHSIM OT HJEH Toja3Baxa a0CONIOTHOTO MU
CIIOKOMCTBHE... 3aMo4Bax MOCTENEHHO Ja C€ MPEBPBIIaM B H3IIbUBAI]
CBETIINHA YOBEK, HAOOWMKOJIEH OT MYXH. 3aMHUCIIUX CE€ 3a METPOTO, Ha
KOETO IISIX Ja ce Kada, 33 Hal-mopo0HO ovYepTaHaTa My CXema, C IIs-
soto mu ITo3nanue, 3a cranmnug ,,HoBa eMomus®, KogTo cieaBaIie ciel
»Apeeripo®, 3a TOAMHUTE Ha JOOPOBOIHOTO MU M3THAHHUE...

3Haum TpsOBalle aAa NMpeMUHAa IMpe3 TOBa BIAXKHO H3MHUTAaHUE, Oa
ce JOKOCHA JI0 CMOKMHHTE Ha BapBapcTBOTO Ha CMBPTTa, Aa ce Oops
Cpelry To3H BpaxaeOeH Hapog, 3a Ja ChOyIs OTHOBO OnecTsInara He-
BECTYJIKa, KOSATO C€ Ta BB BCEKH HauyMepeH TBopell... [lornenHnaro ot
JIpyra CTpaHa, TOKY-II0 OSX HaTyma 3[paBo KUBOTA...

W3Beanbxk ce mperrpHax ¥ XThTHAX B €/1HA AyIKa Ha TpoToapa (eHa ot
MHOTOTO JYIKH B Ta3W CTpaHa 0e3 COIMaTHO OCHUTypsiBaHe, 0e3 TIeHCHHI
Y MHHUMaITHa paboTHa 3arara). JloTyk ¢ aureparypHuTe MeTadopH. ..

Bbsax mpucturnan Ha miomaz ,,KaMmo nekeHo*, KOWTo BpelIe 1 Kume-
1€ OT CHOPAIOTO Ce YOBEUIKO MHOXKeCTBO... (Ramos 93-94)

OTpe3BsABaIIOTO NPONAJAaHE B YINYHATA AYIKA € TOCIEIBAHO OT HE MO-MaJl-
KO OTpe3BsBaIllaTa Cpelia ¢ €AHO YYHOBHUIIHO BECENSIIO Ce MHOXKECTBO, KOETO
Npa3HyBa IIAMIIMOHCKaTa THTIa Ha ¢yTOomHua Kiyd ,,Crnoprunr. Uyxn cpen
cBouTe, Manyen HaONoaBa ¢ OTBpAILlCHUE IPOTECKAaTa Ha BCCHAPOIHUS MBKKU
NPa3HUK U MPEMUHaBa C OTYYXKACHO Oe3pa3nuuue Npe3 MPeThIKaHWS IIIOMA,
HayLIBalKH ,,[I0TTa Ha MPEALUTE, CTPaxa, HOAJI0CTTa, (pycTpanusiTa, 3aBUCTTA,
cpebpomiroduero, 0e34yBCTBEHOCTTa, OTBPAILEHHETO, MPECICBAHETO, OMpasaTa,
Mpa3HoCIoBHETO, ciryxoBete...” (Ramos 95). ExHoBpeMeHHO ¢ 0cBOOOXK1aBAIIIO-
TO yCellaHe, Y€ ce € U3MBKHAJ OT ThJNaTa, B MOMEHTA, B KOWTO TOCTUTa BXOAA
Ha METPOCTaHIMATA, IPOTATOHUCTHT J10JIaBs ,,ATOHU3UPAILHS ITyM * Ha IPEeIrTAaIL
HaJ| IllaBaTa My CaMoJI€eT, ,,caMoneThT Ha bputui Epyeiic, koifto orBexaare Jlu-
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3a0et B Ocno® (Ramos 96). Kparkoro My kosnebanne Mex 1y MPOTHBOCTOSIIUTE CH
yCelaHus 3a 0CBOOOIEHOCT U 3a aroHusl, MeXIy Ioriena KbM HEOETO U Ioreaa
KBbM ITOJ3EMHHS ITacaX, 3aTBbpKJaBa HEIIPEOA0INMaTa apaJoKCATHOCT Ha CUTY-
alMATa Ha 3aBbPHAIIUS CE€ EMHUIPAHT, Thpcel] OJM30CT B JAIEKOCTTa U HaMHpaIl]
qy>KJOCT B OJTU3KOTO.

Enunaiicerte pa3kasa oT BTopara 4acT Ha KHUrara OTHOBO ITofieMar mpooie-
MaTuKaTa Ha OTYYXIEHOCTTa ¥ OJM30CTTa, KaTo sl yCIOpENsIBaT ¢ Ta3W Ha HICH-
TUYHOCTTA Ha Yy)XKJCHELA U MUTPAHTA, XKUBEEIl B OHA3M CBOEOOpa3Ha KylTypHa
,,MEXAMHA", KOSITO B aHAJIN3a CH HAa MUTpallMOHHAaTa KyaTtypa Xomu baba okadec-
TBsIBa Karo ,,00bpKBaIo mojooHa u paznudna“ (174) wnum xaro ,,0e3npuroTHO Bpe-
Me u poctpadcTBo™ (175). ObenquHeHH 1o/ 00IIOTO 3ariiaBue ,,Pa3ka3u Ha CKUT-
HHUKa C MIACTIMBA chAOA“, pa3ka3uTe MPEACTABIT SAUHANCET eru30a OT KHUBOTA
Ha eIMH HEeHa30BaBalll ceOe CH pa3Ka3Bad, KOWTO BbB BeU€ MO3HATUS HU PEXKUM Ha
aBTO(MKUKATA € MTAK [TMcaTe]l eMUTPAHT U ITbTelIeCTBEHHUK. M3rpaskaaiiku ce kato
TM000BHO-(AHTACTUYHHU CIOXKETH, TE3U eMHU3011 MPOTHYAT B Pa3IMYHU I'PAJ0OBE U
CTpaHM U I0J] 3HaKa Ha OYEBUAHO OOCIMHSIBALIM T'H AUCKYPCUBHO-CTHIMCTUYHU
u TeMatndHy Oesne3u. Cpen TAX U3MbKBA NPUCHCTBUETO HA €IHHU U CHIIU aBTOOH-
orpademMH, KOUTO Ipenpaiiar KbM XHBOTa B EMUTPALMs WIH CIIel 3aBpbILaHe-
TO Ha EMUTPaHTa B poAMHATA. 3acily’aBa Ja ce OTOEJIe)KH ChLI0 HACTOWYHBOTO
croOnuMupaHe Ha €pOTUYHOTO, KOETO YECTO ce A00IMKaBa 10 CBOUTE TPAHUIHU
CTOMHOCTH B pPeNpe3eHTalMATa Ha CeKCyanHoTo. [IpaBu BieuamieHune u AeTainHa-
Ta Tonorpadus Ha HapaTUBUTE, KOUTO pedepupar ¢ Hail-moApoOHa ONUCATEITHOCT
MHOTOOpOIHHTE peasHo OOMTaBaHU WJIM 3a KPaTKo MOCELIaBaHU MPOCTPAHCTBA!
Mapmwx, Tymysa, Jlucabon, Mozam6uk, [Ipara, Kanapckute octpoBu, MunaHo,
Aobumxkan, ['enya. He Ha mocieqHo MSCTO 1O 3HAYMMOCT C€ Hapexaa v o0eanHs-
BAaIIMAT AUCKYPCHBEH MTOXBAT Ha ITbPBOJIMYHUS pa3Ka3, BOACH OT MBXKKaTa Iepc-
MEKTHBA Ha MOBTAPSLIHS CE IPOTArOHUCT. EMMHCTBEHOTO N3KIIIOYEHUE OT ITOCIEA-
HOTO TPaBWIO € pa3kas3wT ,,KbcHa anamopdosza“ (“Anamorfose tardia”), umero
MOBECTBOBAaHHE CE€ BOAU OT MaprXaHkaTa MapTHH, KOSATO CH MIPUIIOMHSI MHTOBETE
Ha BBPXOBHA HACJIala B KpaTKOTpaiiHaTa c Bpb3Ka ¢ mopryraiena MaHyen, KaTto
M0 TO3W HAUYUH HACJIarBa CBOS XCHCKU PAaKypc KbM IO3HATaTa OT MPEAXOIHHUTE
pasKka3u MbXKKa IJIeHA TOUKA, IPOBOKUPANKH C TOBA ONTHYHHS €EKT Ha CIMBa-
HETO, KbM KOETO BIIPOYEM IpENpalia Ha JEKCEMaTHYHO HUBO M CaMOTO 3arjiaBHe
Ha paskasa. Taka ,,KbcHa anamopdo3a“ mpocTo NpenoTBbpkKAaBa JOMUHHAPALIA-
Ta B 1eaHs cCOOPHUK MBXKKa MEPCIEKTUBA, KOATO MPUBUIIETHPOBA yroTpedara Ha
CEKCYaJIHOCTTa KaTo ONUT 3a HEyTpaJu3UpaHe Ha €K3UCTCHUHUATHUTE JTYyTAaHUS U
HECTIOJIYKH Ype3 aKyMyJHpPaHETO Ha BCE MOBEYE CETHUBEH OMHUT M BCE MO-TOJSIMO
CEKCyaJIHO OCBOOOXK1aBaHE.

XapakTepHUIT 3a TBopOMTEe Ha CmiBa Pamorn mpoOnemarmsuparn paxkype
kbM llopTyranust 1 mopTyrajckoTo, Bede HAJIOXKEH OT yBoxHara HoBena ,,Cpea-
HOIITHO CITBHIIE™, CM OCTaBa HEMPOMEHEH B Pa3Ka3HuTe OT BTOpATa YacT Ha KHUTaTa.
Tyk OTHOBO CH IPONPABAT BT HEONOOPEHHUETO U SI3BUTEIIHATA KPUTHKA HA HALIUO-
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HayHara aedctBuTenHocT. OcoOeH n3pa3 Ha MOoNo0HAa KPUTUKA € UPOHUYHUAT, a
Ha MECTa M OTKPOBEHO CATUPUYHO-IAPOANEH MOAXOM KbM OH3U KYATYpEH CTepe-
OTHI 32 OPTyTaJyiera, KOWTo OT BpeMETO Ha peHecaHcoBara ernormnest Ha Kamoii ro
OTBHKICCTBSABA C OE3CTPALIHUS U JTI0OBEOOMIICH MBX, TOKOPSABAILl ChC CMEIOCTTa
CH MOpETa M OKEaHH, a ChIIO U 00KECTBEHUTE HUM(H, KOUTO HE YCTOSBAT HA U3-
KITIOUMTEITHATA My MBKECTBEHOCT®. BBIIPEKH Ye OCHOBHUSIT CIOKETCH KOMITOHEHT
B TIOBEUYETO pa3Kas3M ca JOOBHUTE BPB3KU U CHIHUTE €POTHYHO-CEKCYAIHU H3-
JKUBSIBAHUSI Ha TPOTArOHUCTA C PA3JIMYHH KEHU — C YEPHOKOXKHUTE M MYJIATKUTE
ot Musambane u MaryTo, ¢ yKpanHKUTE OT ,,ABeHHIa aa nudepaane”, ¢ Jenusa
u ¢ Sna Kununkosa B [lpara, ¢ mynara ®@nopa B Tyny3a, ¢ HopBexkkara berpuc, c
KOSITO CJIeJ] KpaTKo MMo3HaHCTBO B JIucaboH oTmbeTyBa 3a Kanapckure ocTpoBH, ¢
nargankara Marpua, ¢ Kimaynust ot JIurypust, — MbXeCTBEHOCTTa MY € IOJUIOKEeHA
Ha M3MHUTAaHHUE U AOPU Ce MPEBPbBILA B IPEIMET Ha KoneOaHue B OHE3U pas3KasH, B
KOUTO CE€ TPETHpa CEKCyalHaTa BCESAHOCT MM MACHBHOCT Ha MEPCOHAXKUTE Ha
(oHa Ha KOHCEPBATUBHO-TPAIUIMOHATIMCTKUTE HAIIACH HA MECTHOTO OOIIECTBO,
B KOETO T€POHUTE M FEPOMHHUTE Ca MPUBUAHO MHTETPUPAHU M 3aTOBA HAMAT CMe-
JocTTa Ja adUIIUpaT CBOSATA Pa3IUYHOCT.

U Bce nmak ,,u3HECEHOCTTA ™ OT POAUHATA U HAJIOKEHATA OT EMUIPALUATA JTHC-
TaHIMA OpeArosarar CbCPeAOTOYABAHETO B MO-TOJISIMA CTEIICH BbPXY ACIIEKTUTE
Ha YyXJEeCTpaHHATa IICUX0-COLMAaIHa M KyJATypHa peasHOCT, B TCHA MpeIuieTe-
HOCT ¢ WACHTUYHOCTHATA polieMaTuka, KOSITO ce pasrpblia KpU3UCHO Ha (oHa
Ha MI00aTU3UPAaHOTO M CHILEBPEMEHHO CHIIHO (PparMeHTHpPAHO TPajiCKO Mpoc-
TPaHCTBO, KOETO EPCOHAKUTE 00MTaBar. B T03u cMuchl pazkazute Ha Cuisa Pa-
MOII WIIOCTPUPAT YOSAUTEIIHO OH3H TPAaHC(HOPMALIMOHEH 3apsi/l HA HAIPEKCHUETO
MEXIY II00aTHOTO M JIOKaJTHOTO, KOWTO JISKM B OCHOBATa Ha IPOMEHIMBOCTTA Ha
MOCTMOZAEPHATA KyATYpHA HICHTUYHOCT, CPEA YMHUTO ONpeessy O0eie3n ncie-
nosarenn kato CTroapt Xas nocoyar (parMeHTHPAHETO Ha KyATYpHHUTE KOIOBE,
CTHJIOBAaTa MHOXECTBEHOCT, aKLEHTa BBPXY €(PUMEPHOTO, (GIyKTYyHpalioTo, He-
TPaHOTO, BBPXY pa3Nu4ueTo u KyntypHus rurypanu3bsm (Hall 73). UmenHo mpe-
JIEJTHO MHOXKECTBEHATa HACUTEHOCT U MPEXOAHOCTTAa Ha BB3NPHUATHUSATA Ca U3BEe-
HH Ha MPEJeH IJIaH B JIIOOOBHO-EPOTHYHUTE HApaTUBHU Ha ,,Pa3ka3u Ha CKUTHHKa
C LIacT/IMBa cha0a™, CsIKall 3a 1a ce IMOIYEPTasAT MPEXOAHOCTTa Ha YyBCTBAaTa KaTo
LEHHOCT U MPECUTEHOCTTA Ha XKMUBOTA 3001110, BCE MO-OCKBACH OTKBM HHIUBHILY-
AJTHU IIEHHOCTH B KOHTEKCTA Ha TII00AIHOTO.

Kparkusat pparmenTapHO KOHCTpYHpAH MOCIIECIIOB HAa KHUTATa 3aTBbPK/AaBa
EKCIUTMIMTHO BeYe pa3rbpHATHTE B HOBEJNATa M B Pa3Ka3WTE TE3U 3a Pa3MoOKbCa-
HOCTTa Ha Ch3HAHUETO HAa MUTPUPALIHS YOBEK, 32 OOPEUCHOCTTa My Ha KYJITYpHa
HECUTYPHOCT, 32 HETOBHS NPEXOJ MEXKIY KYJITYpH, 32 IIOPTyrajcKara JeHCTBUTEIN-
HOCT KaTo IaTOJIOTHA Ha JeHCTBUATA U UyBCTBaTa, MOTHBUPAIA Y MUTPAHTA U3-
0opa Ha W3rHaHU4YECTBOTO. [IpeMHuHaN B IpeIXOJHUTE HAPATUBH Ipe3 XUOPHIHO
aBTOOMOTrpaMuHH ¥ aBTO(MHUKIHMOHATHY BbIUTBIICHHS Ha Pa3Ka3Bad, IPOTarOHUCT
WM TIEPCOHAX aJpecar Ha Heuus U3M0Bell, aBTOOHOTpapUIHUAT CyOeKT ce mpea-
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CTaBs B MOCJIECIIOBA KAaTO pedepeHLnalHO YIUIbTHEH 00pa3 Ha aBTOIOPTPETHPA-
LKA ce MUcaTell, XUBAJI Ha MJIaJIWHU B Uy>KOMHA U 3aBbpPHAJ C€ OT EMHUIPALUs B
poAMHAaTa Beue B 3peNUTE CU roAnHH. ETO Kak MocaecnoBbT Tpacupa KUTSHCKUS 1
TBOPUYECKUS MPEXO]] HA MM CATEIS] MUTPAHT:

JKuBsix modtu TpuiiceT TOIUHY Jajede OT cTpaHara cu. M3Bagux ro-
JIIM KbCMET. AKO 05X OCTaHal TYK, JHEC IISIX J1a CbM MBPTHB. Uin mbk
OTLISIINBSII, IIKEMOCTHS | C Is1a CIopus aena. i mbk ¢ aTyMuHUeEB
KpaK Ha MSICTOTO Ha HCTHHCKHA...*

Huec @pannus Mu auncsa. JIuncBar My >KEHUTE M, BUHATA M, JIUIIC-
BaT MU HEHHHTE TIOETH CAaMOYOHMIIN, €KCTPAaBaraHTHUTE M TIHCATENH. ...

OpaHIy3uTe Me Hay4yrnxa Ha eHO HEeIlo, a TO €, Ye )KUBOTHT TpsiOBa
Jla ce JKuBee /10 npecuinane. U e TpsOBa qa BIpBai B TOBa, KOETO BbP-
110050008

Jluteparypara He e mpuro3HaBaHe. Ts € HIBaIIO OTBHTPE MPU3BaHUE.

B Most ciyyaii, KHBOTHT U MHUCAHETO B Ipyra CTpaHa 3aTBbpANXA -
carelsi, KOWTO Bede ce Oerre mposiBui. Te 06sxa HEOCTIOPUMO MTPOABIIKE-
HUE Ha BrpajJieHaTa B KOCTUTE MU CHITHOCT.

Hsxoif men mie omumia oHOBa BpeMe, B KOETO BIIACTBallle cBOOOIa-
Ta... llle onuma ciomennTe, HacKOpaIn ce BTPE B MEH Karo Oelemn
ce mrocny. MosiTa JIMTepaTypa... € cpacTHaja ce ¢ KOCTUTE MH IUTBT.
(Ramos 164)

Taka Gone3HeHaTa M3MOBEJHA OrOJICHOCT Ha aBTOPOBUS 00pa3, koATo Qpar-
MEHTHUTE Ha MOCJIECI0Ba U3BAXKAT Ha IT0Ka3, JOIbJIBA IPOBOKATUBHOCTTA HA ITBP-
BOHAYAJIHO HESICHOTO 3arviaBHe ,,I10cineciioB ¢ Kokan, a To, KakTO cTaBa BUAHO OT
LUTHPAHUS Macax, HaMHpa CBOMTE OCHOBAHHUS B MPU3HAHHMETO 33 OPTaHUYHOTO
cpacTBaHe Ha TBOpeLla C MUI'PaHTa M Ha JKMBOTA C JIHTeparypara.

B 3akmrouenue e ordesnexka, ue MUrpallMOHHATa TeMaTHKa HMa CBOETO 3aK0-
HOMEPHO NPOABIKEHNE B OCeaBaoTo TBopuecTBO Ha CuiiBa Pamor. Pa3kaspr
3a IPECHYaHeTO Ha IPaHULM U NPEMHHABAHETO Mpe3 Pa3iIMyHH KYITYPHH HPOC-
TPaHCTBa, 3aouHatr B CpedHowHo civHye..., IpoIbiKaBa B poMana 1pu scusoma
6 oenedaromo (Trés vidas ao espelho) ot 2010 1., KoliTO HE camMo pazpaboTBa oIIIe
no-MamadHO TeMUTe 3a TpaHMLaTa, EeMUTpaNKsiTa U U3THAHUETO, 3a KyJATypHara
W WACHTUYHOCTHATa XMOPHIHOCT HA MHUTPUpAIINS YOBEK, HO U M300pa3siBa KO-
JIEKTHBHUS MOPTPET HA MPBCHATATA M0 CBETA MOPTyTraJicka auacropa. 1 Moxe 6u
3a0To, Kakto TBepAu Enyapa Caun, ,,M3THAaHMKBT 3Hae, Y€ B €IHO CBETCKO U
MPEXOAHO CHIIECTBYBaHE POIMHMTE ca BUHAru BpeMeHHHU (Said 59), B mo-Kbc-
HUSI pOMaH BeYe Ce J0JIaBsl €OHO CBOCOOPA3HO YMHUPOTBOPSBAHE HA €MHUIPAHTA.
To ce n3passiBa B npueMaHeTo Ha chA0aTa My, HO U B OTIPOLIABAHETO HA POAMHATA
Maiexa. Makap u U3BOp Ha pa3o4apoBaHME 33 U3THAHMKA, KOMTO HE yCIIsiBa Ja 5
MPUIIO3HAE B YyBCTBATA CH, JOPH KOT'aToO Ce 3aBPblia B Hes, IPOMEHEHATa POIUHA
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BCC ITIaK HEC MPECTaBa A MPpUBJINYa MUT'PAHTA — CJIC TOANHU CKUTATYCCTBO MCKAY
MMpOCTPAHCTBA TOH BCE IO-CUITHO JKaayBa Jia C€ IIPUIOTHU B MCCTATa HA TAMETTa CH.

Beje:kkn

"Ponen e npe3 1947 . B Pedyxuo, ceno B okonHoctute Ha KOBUIIs, B )KHBOMUCHO-
TO TIOAHOXHWE Ha TulaHWHCKHUs MacuB Cepa ma Mmperna. 3ammcBa ce ga ciiesBa mMpaso B
Jlucabonckus yauBepeuTeT mpe3 1966 r., Ho mpe3 1970 1. mamycka [Topryramus mo nomm-
THUYECKH TMIPUYMHU U C€ yCTaHOBsIBa BbB PpaHums. 3aBpblla ce OKOHYATEIHO B POIUHATA
cu mipe3 1997 . m mpoxbemkaBa 1a TBopH ycwieHo. [IyOnmukyBa mepBus cu pomas, Tpume
2vpou Ha Hosenus (Os trés seios de Novélia, 1968), ena Ha 20-ronumrHa Bb3pacT U 10 MO-
MEHTa UMa u31aieHn 19 pUKInoHaTHI KHATH, TPEAMMHO poMaHu. Hocuren e Ha HIKOIKO
JUTEpaTypHU Harpas.

2 Beeenena ot Cepsk JlyopoBcku mipe3 1977 I karo ’KaHpOBO OTpe/eeHre Ha poMaHa
My Fils, aBTOUKIIATA € ,,XOMOJHere3uceH puKIoHaneH Hapatus* (Genette 767), ,,HUTO
aBTobmorpadus, auro poman™ (Doubrovsky 70), a mo-ckopo ,,Brpaxkjane BbB (HUKIUS-
Ta Ha JTMYHUS XUBOT Ha mHAMBHAA (Regnier 65). Ome mo BeIpOCUTE HAa aBTOQUKIUATA
BX. Mordo, Darrieussecq, Montremy.

3 MI3BOpBT Ha Ta3W HAIOXHUIA CE IPE3 BEKOBETE CTCPEOTHIIHA TPAKTOBKA Ha KOICK-
THUBHATa UJICHTUYHOCT Ha MOPTYTAJICKHS MBX C€ HAMHpA B peHECaHcoBara rnoema ,,JIysua-
mute” Ha Jlynm Bamr ne Kamotiinr, mo-KoHKpeTHO B enm3o/a 3a Broopaxaemus OcTpoB Ha
m000BTa, KBJIETO MOpckara Ooruus Ternna n HeifHNTE HUMGH NMOCPEIIaT MOPTYTaICKU-
Te MOpeIuIaBaresiy, Hadyeno ¢ Bamko na ['ama, 3a 1a ru Bb3HArpasIT ¢ BBPXOBHH TElecC-
HU Haclagy 3a TePOMYHOTO UM yCWJINE W Jla Pa3KpHST CIaBHOTO ObJelIe Ha MMIICpHUsTa
(Bx. ,,Ilecen meBera®, crpoda 18 — , Ilecen mecera®, ctpoda 143, B Kamoiim: 391-475).
HHTepTeKCTyaTHUAT THaloT MEXIY XyAo)KecTBeHaTa mmpo3a Ha CuiBa Pamomn n kimacude-
ckara emnoress Ha Kamolmn natupa ot mapoauiiHus My pomat Jlysuaoume (Os Lusiadas,
1977), narmucan B craBropcTBo ¢ JKoao Kapmom Andacwnas na CunBa u ¢ SIBHOTO Ha-
MEpEeHHE 33 paJUKaIHO OCIIOPBAHE Ha JIMTEpPAaTYpHUs KAaHOH Ype3 IperHaMepeHara My
TpaHcrpecus. To3u npobnemMaTu3upani CTepeoTHITUTE JUATIOT OYEBHUIHO IPOIBIDKABA U B
Mo-KbcHHUTE TekcToBe Ha CuBa Pamor.

* IIpenpaTka KbM MHBATHIA3AIUITA HA MHOTO MB)KE OT HETOBOTO IIOKOJICHHUE, KOUTO
B cpefara Ha XX B. ca OMIIM 3aJbJDKUTEITHO MOOWIIN3NPAHH M U3IPAIaHy 10 (PpOHTOBETE
Ha KOJIOHWAJTHATa BOiHa B A(dpHKa.
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Jogos especulares da mulher ausente: ficcdo de David
Mourao-Ferreira e Hélder Macedo

Silvie Spankova

Masaryk University (Czech Republic)

Silvie Spankova. THE MIRROR GAMES OF THE MISSING WOMAN IN THE
FICTION OF DAVID MOURAO-FERREIRA AND HELDER MACEDO

Abstract. The article analyzes two Portuguese fictional texts, in which an analogy
to the topic of the posthumous heroine, treated by E.A. Poe, could be traced: a short-story
“Vera e o Acidente” (4s Quatro Estag¢des, 1980) by David Mourdo-Ferreira and a novel
Tao Longo Amor, Tao Curta a Vida (2013) by Hélder Macedo. In addition to the principal
topic of the return of a lost/dead woman, both narratives are concerned with the mythic
legacy (especially with the myth of Persefone).
Keywords: posthumous heroine, Ligeia, Poe, David Mourdo-Ferreira, Hélder Macedo.

Cunsu Llnanxosa. OTJIENJAJIHUTE NT'PU HA OTCHCTBAILIATA )KEHA BbHB
OUKLMATA HA JABUJ] MOYPAO-®EPEIPA U EJIJJEP MACEJIO

Pe3tome. Crarusira n3ciezBa ABa NOPTYTrajCK/ HapaTHBa, B KOUTO C€ MPOSIBSBA MO-
TUBBT 32 MbpTBara IepouHs, 1o noxodue Ha To3u Ha Exrap Amen Ilo. Pasmexnpar ce
pas3ka3zpT “Vera e o Acidente” ot cOopHuka As Quatro Esta¢des (1980) na laBun Moy-
pao-®epeiipa u pomausT Tdo Longo Amor, Tao Curta a Vida (2013) na Ennep Maceno.
OcBeH BozieIIaTa TeMa 3a 3aBPbIIAHETO Ha M3ryOeHarara/MbpTBaTa JKeHa /IBaTa HapaTHBa
TPETHUpaT 110 CXO/IeH HaYMH MUTHYHOTO HaciencTBo (ocobeHo muta 3a [lepcedona).
KurouoBu nymu: MmbpTBa sxeHa, Jlures, Earap Ansa Io, laBun Moypao-®epetipa, Ennep
Maceno.
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Eu creio em Deus, como creio na vida. Creio na vida
como creio na dor.

O que eu ndo creio é na morte.

Camilo Castelo Branco

Elle est revenue, la Morte, la belle Morte, [’Adorable,
la Mystérieuse, I’Inconnue, toutes les nuits.
Guy de Maupassant

Na prosa e poesia de Edgar Allan Poe, o tema da heroina falecida (“posthu-
mous heroine”), a figuragdo-chave dos contos famosos de “Berenice”, “Ligeia”,
“Morella” e “Eleonora”, pertence entre os mais constantes (Levin, 1976: 156).
Em geral, salvo algumas divergéncias, trata-se de historias sobre a mulher amada,
morta e a seguir ressuscitada no corpo de uma outra mulher. Em “Ligeia” (1836),
considerada pelo seu autor a historia mais imaginativa (ibid.: 158), o narrador,
apos a perda irreparavel da mulher adorada (Ligeia), casa em segundas nupcias
com outra mulher (Rowena), procurando ao mesmo tempo uma evasdo no opio.
Também a segunda mulher adoece, porém, morrendo ou caindo numa espécie dum
sono catalético, metamorfoseia-se, servindo o seu corpo a reincarnacgao da figura
da primeira mulher. O conto “Morella” (1835) ¢ ligeiramente diferente, ja que
apresenta uma sucessao de duas mulheres, ligadas pelo parentesco: a mae morta
(de nome Morella) ¢é substituida pela filha, de igual nome, a qual, sendo vampiri-
zada pela mae ndo tem outro remédio sendo morrer também. Nos restantes contos,
“Berenice” (1835) e “Eleonora” (1842), tematiza-se a morte prematura (verdadeira
ou suposta) das heroinas, sendo focado o motivo-fetiche dos dentes em “Bereni-
ce”, e o motivo do idilio em “Eleonora”. A Eleonora morta é também substituida
por outra mulher, Ermengarda.

Conforme Ruth Silviano Branddo, a questdo crucial levantada por tais con-
tos poeanos corresponde ao tema da morte que “aparece como presenca de uma
auséncia”, da morte que “ndo morre”, que regressa, tornando-se “mais poderosa
que a presenga dos vivos” (86). As heroinas, por sua vez, podem ser interpretadas
a maneira cixousiana como “imagem de uma plenitude absoluta” (ibid.: 86), pois
sdo as mulheres que fascinam ao mesmo tempo que causam horror pela sua exces-
sividade, pelo seu saber e beleza sobrehumanas. Simultaneamente, tal plenitude
ndo cede nem sequer a morte: o vazio aberto pela morte € logo preenchido pela
figuracao fantasmatica ou pela duplicidade da mulher falecida. Pode afirmar-se,
portanto, que os contos poeanos de heroinas mortas representam historias sobre
o dominio da ilus@o, do olhar deformado que acaba na loucura, e também sobre a
inacessibilidade da Mulher e do seu mistério.

Os contos poeanos tornaram-se numa fonte inspiradora para varios autores
das literaturas europeias, no contexto das quais a narrativa portuguesa tem evolui-
do, adotando e “domesticando” os temas que ai circulavam. E sobretudo o conto
“Ligeia” que até a contemporaneidade ndo tem cessado de fascinar leitores e de
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inspirar artistas, tornando-se num mito literario. E, como as outras figuras femi-
ninas poeanas, sejam elas Morella, Berenice ou Eleonora, Ligeia marcou também
as letras portuguesas. Abre-se desta forma um desafio de cotejar algumas narra-
tivas portuguesas que acusam um paralelo com o tema da mulher morta de Poe,
demonstrando a perenidade desse tema nas letras e tradi¢cao portuguesas e, simul-
taneamente, verificando as varias formas da sua atualizacdo e reescrita moderna.
Numa breve reflexdo, portanto, proponho-me a estudar duas narrativas portugue-
sas, de épocas diferentes, que denunciam certa afinidade com o tema poeano: o
conto “Vera e o Acidente” (4s Quatro Estacgoes, 1980) de David Mourao-Ferreira
e o romance Tdo Longo Amor, Tdo Curta a Vida (2013) de Hélder Macedo. Em
ambas as narrativas ¢ apresentada a figura de uma mulher ausente (perdida ou
morta) que reaparece no corpo de uma outra mulher (o seu duplo) ou surge em for-
ma de uma visdo alucinatoria. Interessar-me-a primordialmente a configuracao e
percecdo da figura feminina duplicada ou sujeita a duplicacdo, a fim de sublinhar o
dialogo com a tradig@o literaria, esse didlogo que, mesmo subvertendo, aprofunda
e enriquece os textos literarios.

A figura da mulher morta: duplicacoes

Comecemos pela recordacao de textos classicos. Dentro do contexto europeu,
o tema de Ligeia reflete-se por exemplo nas narrativas “La chevelure” (1880) de
Guy de Maupassant ou “Véra” (Contes cruels, 1883) de Villiers de I’Isle Adam, ou
entdo no romance Bruges-la-Morte (1892) de Georges Rodenbach.

O tema do conto “La chevelure” de Maupassant poderia ser classificado, a
primeira vista, como uma necrofilia: ao abrir uma gaveta dum movel antigo, um
colecionador de objetos historicos encontra um feixe de cabelo louro, passando a
sentir uma obsessao pela mulher-portadora desse cabelo. Uma certa ambiguidade,
porém, surge nas descri¢des das “visitas” da mulher morta: o protagonista consi-
dera a mulher “real”, amando-a fisicamente, como se a morta regressasse a0 mun-
do dos vivos. Tal atmosfera dibia imprime ao conto uma dimensao fantasmatica,
quicd mesmo fantastica:

Les morts reviennent! Elle est venue. Oui, je I’ai vue, je I’ai tenue, je
I’ai eue, telle qu’elle était vivante autrefois, grande, blonde, grasse, les
seins froids, la hanche en forme de lyre, et j"ai parcouru de mes caresses
cette ligne ondulante et divine qui va de la gorge aux pieds en suivant
toutes les courbes de la chair (119).

Ja o conto “Véra” de Villiers de I’Isle Adam debruca-se sobre o tema da forca
do amor que atravessa os limites de uma existéncia humana, continuando na morte.
O protagonista, conde Roger d’Athol, ao perder a sua adorada esposa, cai numa
espécie de luto tdo profundo que recusa aceitar a morte definitiva. O conto abunda
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em tragos esteticistas, em que a figura da mulher, qui¢a por influéncia da estética
pré-rafaelita, recupera a imagem da Madona, sugerindo uma intima ligagdo com o
cenario do solar e da paisagem bucolica. Uma atmosfera de mistério velado palpita
dentro do solar do vitivo, criando-se a sugestdo de a morta sair do timulo em forma
de um fantasma:

Et 1a, devant ses yeux, faite de volonté et de souvenir, accoudée,
fluide, sur I’oreiller de dentelles, sa main soutenant ses lourds cheveux
noirs, sa bouche délicieusement entr’ouverte en un sourire tout empara-
disé de voluptés, belle a en mourir, enfin! la comtesse Véra le regardait
un peu endormie encore (30).

A certa altura o conde sente como se a esposa morta fizesse parte dele (“Et ils
s’apercurent, alors, qu’ils n’étaient, réellement, qu'un seul étre.”, ibid.: 30), o que
pode sugerir uma leitura psicanalitica (a morta como a representacdo da anima).
No entanto, apesar de o vilvo ter consciéncia da impossibilidade (“Mais tu es
morte!”, ibid.: 30), o final fica profundamente ambiguo. Dentro do leito, o conde
encontra a chave, a qual atirara para dentro do timulo da falecida.

A intriga do romance Bruges-la-Morte de Georges Rodenbach ¢ geralmente
bem conhecida: um viuvo (Hugues) estabelece-se em Bruges onde, vivendo calma
e silenciosamente, pode cultivar o luto pela sua mulher falecida. Neste cenario da
cidade morta, cujos canais de dguas estagnadas e putrefactas devolvem ao viavo
uma imagem fantasmatica, ofélica da mulher, acontece porém algo inesperado:
o vitvo encontra um duplo da sua mulher morta. Embora se trate de uma atriz
boémia, sem grandes qualidades morais, este fica totalmente obstinado pela seme-
lhanga que existe entre a atriz (Jane Scott) e a sua esposa adorada, obrigando Jane
a pintar o cabelo de louro e a vestir roupa da sua mulher para poder reencarnar a
falecida. Ao lado de tragos do esteticismo simbolista, curiosamente, a representa-
¢do da figura feminina (Jane Scott) acusa também uma certa influéncia do miso-
ginismo naturalista (trata-se de uma atriz de habitos vulgares que de facto so se
aproveita da situagdo, usufruindo do privilégio de ser a escolhida por Hugues sem,
na verdade, o amar)'.

E porém natural que as novas variagdes do tema de Ligeia, surgidas nos sé-
culos XX e XXI, sejam frequentemente atualizadas pela ironia e/ou processos pa-
rodicos, apesar de guardarem alguns tracos ambiguos, decorrentes da oscilagdo
entre o sonho e a vigilia, entre o racional(ista) e o alucinatorio. Relembre-se que,
na literatura portuguesa do século XX, podem ser detetadas varias “variagdes”
do tema da mulher perdida e duplicada, a laia de Rodenbach. Por exemplo, no
conto “Incesto” (O Principio, 1913) de Mario de Sa-Carneiro, cuja semelhanca
com os contos poeanos “Ligeia” e “Eleonora” ja foi detetada por Fernando Cabral
Martins (1994: 183), o amor do protagonista (dramaturgo Luis de Monforte) pela
sua amante (atriz Julia) ¢, apds a fuga desta, transferido para a sua filha, Leonor,
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sinada a morrer. Quando tal acontece, o protagonista casa com uma menina Magda
que ¢ de facto uma dupla de Leonor. Evidentemente, este conto ndo s tematiza a
morte da mulher adorada e sua duplicagdo, mas também se centra na questdo bem
mais perigosa e tabuizada, na inclinagdo ao incesto. Curiosamente, os nomes das
personagens, Leonor e Magda, evocam, pela sua composi¢ao sonora, os nomes de
Eleonora e Ermengarda do conto poeano (“Eleonora”).

Algo diferente apresenta-se na novela “O Sitio da Mulher Morta” (Novelas
Erdticas, 1935) de Manuel Teixeira-Gomes, em que o protagonista-narrador se
apaixona por uma mulher, Marta, a qual lhe faz recordar Julia, o seu amor perdido.
Nao se sabe, porém, ao certo se Marta ¢ a mesma Julia conhecida na juventude do
protagonista. Logicamente, é quase impossivel devido ao percurso temporal, mas
poderia ser a sua filha’?. Também este relacionamento desemboca numa tragédia:
Marta morre as maos dum outro amante ciumento. Alias, os dois nomes da perso-
nagem podem ser lidos simbolicamente: Marta — anagrama de morta — faz recordar
Morella, enquanto Julia tem o nome de amante eterna, consagrada pela tradicao
cultural®.

A mesma duplicidade feminina desenvolve-se no romance Sem Nome de Hél-
der Macedo (2005), com o qual o romance 7do Longo Amor, Tao Curta a Vida
(2013) partilha também o tema da criagéo ficcional. O protagonista, advogado por-
tugués residente em Londres, ¢ chamado pela policia num assunto extravagante:
Marta, sua ex-namorada ha muito desaparecida, encontra-se presa com problemas
de passaporte. Quando a encontra, no entanto, vé a mulher tal e qual como era ha
trinta anos. De facto, trata-se de outra mulher, Julia, que, no decorrer do romance,
pretende escrever sobre a vida de Marta. Os nomes correspondentes a novela de
Teixeira-Gomes funcionam, naturalmente, como uma referéncia intertextual que €,
simultaneamente, desconstruida ironicamente no proprio corpo do texto:

Se ¢ sobre uma jovem mulher que aceita ser outra para um homem
mais velho que desejaria que ela fosse a mulher que ele amou noutro
tempo, ¢ mais interessante, mas o Teixeira-Gomes j& escreveu. Se nao
me engano também com uma Jalia e uma Marta a mistura, ainda por
cima iam logo julgar que ¢ intertextualidade, ja ndo ha saude.

(Macedo, 2005: 155)

Uma copia idéntica (Mild) da esposa perdida (Isabel) de um ex-ministro
de Salazar figura também no romance O Manual dos Inquisidores (1996) de
Anténio Lobo Antunes, embora ja se trate de uma parodizacdo carnavalesca
do tema ligeiano. Como a atriz de Rodenbach (que j& pela profissdo era dada
a mascara, a representacao teatral, ao simulacro), Mild é obrigada a fazer de
palhaco, usando todas as coisas vetustas da sua predecessora. Inevitavelmente, fica
exposta a ridicularizacdo e, em seguida, a rejeicdo. A subversdo do tema poeano
consiste neste caso, para além do rebaixamento parddico da mulher-substituta, no
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esvaziamento e destruicdo do ideal: o “regresso” da mulher perdida ¢ ilusorio,
destinado ao fracasso, nao sendo nem sequer fadado a morte sublimadora como
noutras variantes do tema.

Mulher, deusa ou miragem?

No conto “Vera e o acidente” de David Mourdo-Ferreira, um dos quatro da
coletinea As Quatro Estagoes, desenvolve-se a histoéria de um homem que, ao
visitar um famoso museu em Nova lorque, se depara de repente com uma figura de
rapariga que lhe faz lembrar o seu primeiro amor frustrado. A partir desse momento
entram, na narrativa, uns flashes em forma de analepses, através dos quais o
protagonista recorda o passado, o tempo da adolescéncia, quando se apaixonou
por Vera, uma bela e inatingivel amiga da sua irma mais velha. Tentando perseguir
a rapariga a saida do museu, o homem perde-lhe o rasto: a rapariga desaparece.
Nas seguintes passagens do conto, porém, encontra-a miraculosamente mais duas
vezes, num bar € num aviao.

O conto revela evidentemente o parentesco temdatico com a poesia do seu autor.
Logo o titulo da coletanea convida a uma leitura paralela de Os Quatro Cantos do
Tempo (1958). As duas coletaneas, de contos e de poemas, questionam a esséncia
mitica do Tempo, a sucessdo das estagcdes (Primavera, Verao, Outono, Inverno)
percebida como um movimento ciclico, o mito do eterno retorno. O simbolo
das quatro estagdes também veicula a problematica do percurso existencial, das
fases do tempo humano, em que no homem existe sempre, no dizer de Fernando
Martinho uma “aguda consciéncia da irreversibilidade do Tempo que o atormenta
e angustia (Martinho, 1997: 169). Fica também evidente que a figura feminina
(Vera) do conto simboliza a Primavera (o seu nome faz parte da denominagao da
estagdo), como ja bem mostraram José Martins Garcia (1982)* ¢ Margarida Braga
Neves (2006). Para a interpretacdo desta alusdo mitica pode ser também util a
leitura do poema “A Primavera” de Os Quatro Cantos do Tempo, o qual, para a
melhor compreensao, € citado integralmente:

Quem de noite soltava essa turva serpente

que os puros calcanhares das Musas perseguia?
Era Abril, era Maio, era o raio de um vento,
filtrado pelo mar, com disfarces de brisa...

Era o grande impostor, o meigo proxeneta
que em cada ano exibe a jovem Primavera:
dos reinos infernais trés meses a ausenta,

e a cupida avidez dos homens a entrega.
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Que virds ca fazer, que nos ndo atormente,

de ramos coroada, 6 rameira sagradal!?

Mas quando o Sol te doura ou a Lua te enfeita
(nos cabelos da noite, a madeixa de prata...),

janem sei se hei-de amar-te ou crivar-te de pragas,
6 verde confusdo que os miisculos me rasgas!
(Mourao-Ferreira, 1988: 89)

Neste poema, a classica situag@o mitica relativa a Perséfone e a sua alterna-
tiva estadia no Hades (com o marido) e no Olimpo (com a mae Deméter) &, como
indica Gustavo Machado Costa, atualizada por uma desmitificacdo (Costa, 2008:
58): no caso do rei de Hades sdo acentuadas as suas qualidades degradadas (“im-
postor”, “proxeneta”), sendo a Perséfone (“a jovem Primavera”) entregue a prosti-
tuigdo (“a cupida avidez dos homens”). Dentro do conjunto de significados miticos
ressalta ainda a referéncia as divindades de Sol e Lua, as quais ndo funcionam
como principios antagénicos, mas antes como figuragdo da complementaridade
(ibid.: 58). A entreligacdao do sagrado e profano (o sagrado degradado) cria uma
confusdo no sujeito poético, evidente nas alternativas emotivas no ultimo distico
(“ja nem sei se hei-de amar-te ou crivar-te de pragas”). Por isso o sujeito sente-se,
conforme Machado Costa, “dilacerado ndo so pela incongruéncia do ser que vis-
lumbra, mas também pelo desejo que esse mesmo ser nele desperta” (ibid.: 59).
Por outro lado, a referéncia a serpente indica mais uma linha de leitura do poema,
essa de acordo com o mito de Orfeu e Euridice (ibid.: 60).

O conto “Vera e o acidente” pode ser lido dentro deste contexto mitico que,
alias, se assemelha ao tema ligeiano pelo destaque dado a mulher ausente®. Repa-
re-se, no conto, em varios motivos que, a primeira vista, parecem so acidentais.
O protagonista encontra-se em Nova lorque “sob mais um subito aguaceiro de Pri-
mavera” (Mourdo-Ferreira, 1982: 19) o que, naturalmente, estabelece uma relagao
entre a estagdo temporal e a figura feminina. Resolve entrar num museu, no qual a
visita deve ser iniciada “a partir de 14 de cima” (ibid.: 19). O movimento de desci-
da, ao longo de uma rampa espiralada, alude ao movimento de memoria: descendo,
0 protagonista aviva certas recordagdes que julgava esquecidas®. Simultaneamen-
te, a forma espiral (desligando agora de umas possiveis referéncias extra-litera-
rias) evoca toda a tradi¢do/memoria cultural (ndo sendo talvez despropositado ler
o motivo da rampa como a imagem do inferno, dantesco ou outro). Descendo, o
homem repara em:

heteroclitos objectos pendurados nas paredes, suspensos do tecto,
amontoados no pavimento: grandes placas de aluminio torcidas pelo
fogo, hélices e pneus quase de todo carbonizados, restos de aparelhos
ou de instrumentos que terdo sido de extrema precisao, deflagradas es-
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tilhas de enormes caixas ou contentores, malas esventradas de onde se

evadem, aos farrapos, pecas de roupa, sapatos, livros, discos, dossiers

que tdo-pouco o fogo poupou e cuja forma sé a custo se reconhece.
(ibid.: 20)

Nao se trata de um motivo bizarro, mas eloquente: a exposi¢ao tem por tema
um acidente, uma catastrofe de aviagdo. A impressdo do protagonista de que pa-
rece existir uma “oculta inten¢cdo” no modo como os objetos se sucedem, deixa
pressentir sendo interesse, pelo menos uma ativagdo do subconsciente. Para além
da exposi¢do, a atengdo do homem ¢ captada pelas galerias laterais, onde se encon-
tram “obras de arte” no sentido tradicional’. E precisamente numa destas galerias
que o homem vislumbra “uma rapariga loura, cujo dourado rosto redondo, misto
de Sol e de Lua dourada pelo Sol” (ibid.: 20) lhe faz lembrar a Vera do passado. A
conjugacio dos atributos solar e lunar, evocando a deusa em “A Primavera”, im-
prime a figura feminina um carater algo indefinido e impalpavel. A cor vermelha
acentua, evidentemente, o simbolismo solar e igneo ligado a irrup¢do da primave-
ra, mas pode também sugerir a cor do fogo e do sangue, quer dizer a cor relacio-
nada com o motivo do acidente®. O inicio do conto antecipa, assim, o desfecho e o
final imprevisto: a recordagdo da morte de Vera num acidente de aviagao.

Alias, o facto de o homem a ter entrevisto numa galeria, vendo-a descer a
rampa e perdendo-a de vista no labirinto de uma outra galeria, sugere também o
trabalho da memoria com todos os seus recantos € cimaras secretas, muitas vezes
abafadas pelo fluir temporal. Nesta leitura, portanto, a rapariga que faz lembrar
Vera e que depois reaparece nos mesmos sitios como o protagonista, ndo pode ser
lida como uma mulher de carne e 0sso, nem somente como o paradigma de uma
rapariga loura (Garcia, 1982: 116)°, mas deve representar a imagem criada pela
memoria que surge momentaneamente a flor da terra. S6 uma visdo (e ndo uma
mulher verdadeira) pode desaparecer sem deixar rasto. E como o aparecimento da
rapariga € relacionado seja com a galeria de obras de arte, seja com a exposi¢ao
temporaria, temos que considerar a complementaridade dos principios antagénicos
de permanente/temporario: como a Primavera regressa todos os anos por um pe-
riodo limitado, também a recordacdo, mesmo que afundada na memoria, irrompe
com for¢a quando estimulada por associagdes e imagens. Dentro do mesmo con-
texto interpretativo, a rapariga poderia também encarnar uma musa, ja que saiu do
museu, mas uma musa um tanto trocista, sendo mesmo maliciosa, devido a uns pe-
quenos gestos com os quais tortura o protagonista, cujas recordacdes sdo bastante
ambiguas (esse amar-te ou crivar-te de pragas do poema), entre o desejoso € o
doloroso. Em ambos os casos, o conto (e nisto concordo com a leitura de Martins
Garcia) passa, do mesmo modo como o poema, pelo processo de desmitificagdo,
em que o sagrado coexiste com o profano e em que uma deusa (“Julgar-se-a Vera
uma deusa...?”, Mourdo-Ferreira, 1982: 24) com os contornos fisicos (a Vera do
passado) reaparece em forma de imagem/miragem.
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Simultaneamente, porém, podemos falar de uma remitificacdo do tema de Li-
geia, estabelecida a priori pela ligacdo onomastica com o conto “Véra” de Villiers
de I’Isle-Adam, mesmo que esta seja puramente acidental. Os dois contos sugerem
uma situagdo comum: a da mulher (musa, deusa) ausente (perdida, morta) que sim-
bolicamente regressa ao mundo dos vivos. Neste sentido, a descida do protagonista
davidiano pela rampa do museu assemelha-se a descida do conde d” Athol a tumba,
onde repousa a esposa morta. As duas situagdes também evocam a descida mitica
ao Inferno para resgatar a mulher amada, a Euridice. Ambos os contos, por fim,
mantém um certo grau de ambiguidade, oscilando entre real/imaginario ou entre
natural/sobrenatural, podendo-se até falar da dimenséo fantastica'®.

Mergulhar nas trevas luminosas

O romance Tdo Longo Amor, Tdo Curta a Vida de Hélder Macedo demons-
tra, por sua vez, uma desconstru¢ao inovadora do mito de Ligeia. Na composigao
romanesca, tipicamente pos-moderna, entram dois niveis narrativos: uma “realida-
de” e uma “inven¢ao” narrativa. No nivel correspondente a “realidade” narrativa,
um diplomata portugués, Victor Marques da Costa, visita inesperadamente a noite
0 seu amigo, um escritor residente em Londres (alter ego do autor), contando-lhe
a sua aventura rocambolesca de amores e crimes. A nivel da “inven¢ao” narrativa,
o escritor preenche as lacunas na historia do diplomata, escrevendo um romance.
Através do processo metanarrativo, a ficgdo “explica”, assim, os acontecimentos
“reais” da historia''.

O tema de Ligeia entreliga os dois niveis narrativos. Durante a visita notur-
na, o diplomata fala da sua paixdo, cujo objeto era Lenia Nachtigal, uma jovem
cantora alema, conhecida em tempos na RDA. Na sequéncia da queda do muro
de Berlim esta desaparece e, vinte anos mais tarde, reaparece, sequestrando o seu
ex-namorado. SO que esta Lenia apds os vinte anos parece uma outra pessoa, nao
podendo no entanto ser outra ja que conhece toda a historia de Lenia Nachtigal.
A partir deste momento (a narragdo do diplomata ¢ interrompida ndo chegando a
esclarecer o que realmente aconteceu), o escritor comega a inventar o que poderia
ter acontecido durante esses vinte anos de separacdo. Curiosamente, deve tratar-se
de um tema caro a personagem do escritor que, nas palavras do seu amigo, escre-
veu em tempos um livro em que um homem “reconhece numa mulher mais nova
a mulher que tinha amado vinte e tal anos antes” (Macedo, 2013: 69). O escritor,
portanto, inventa uma historia de duplicidade, na qual existem duas Lenias (Lenia
Nachtigal, alema, e Lenia Benamor, brasileira), duas amigas cujos destinos fa-
talmente se cruzaram, dando origem a uma ideia de complementaridade. O tema
do duplo espelha-se também no tratamento da propria figura de Lenia Nachtigal,
a qual funciona a base de dicotomias saudavel/doente, com voz/sem voz, ativa/
passiva, dominadora/submissa e vivaz/catalética. E, alias, evidente que o proprio
titulo deste romance tdo denso de citagdes e referéncias culturais alude a questao
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da duplicidade feminina através da citacdo do famoso soneto camoniano de tema
biblico sobre as duas mulheres (Raquel, Lia), ganhas sucessivamente por Jacob
gragas ao seu servigo prestado a Labao.

Nao ¢, porém, somente a intriga baseada na substitui¢ao e/ou reaparecimento
da mulher perdida o que acusa semelhancas com o tema de Ligeia. Ha também va-
rios motivos e simbolos que desenvolvem, seguindo ou subvertendo, o tema poea-
no e suas releituras inovadoras posteriores. Repare-se, por exemplo, no motivo do
cabelo, um dos motivos-chave nas narrativas de Poe, Maupassant ¢ Rodenbach'?,
No seu conto “Ligeia”, E.A. Poe apresenta dois tipos femininos diferentes: en-
quanto Ligeia, a mulher perdida, tem cabelos e olhos pretos, a substituta Rowena ¢é
loura de olhos azuis, sendo esta polaridade, segundo H. Levin, de origem intertex-
tual (158)'3. Na narrativa de Rodenbach ¢é também estabelecida a polaridade, po-
rém com o gosto inverso: a esposa morta e loura representa um ser angélico, puro
e santificado, enquanto a loura Rowena de Poe vem empalidecendo até finalmente
se metamorfosear em Ligeia. Alids, o cabelo da esposa de Hugues chega a ser tdo
venerado que acaba por funcionar como uma reliquia, cautelosamente guardada
numa redoma'*. Como ¢ sabido, ¢ este cabelo em forma de tranga que se torna num
instrumento assassino nas maos de Hugues. De modo parecido ao conto de Poe,
entdo, a primeira mulher apodera-se, pelo menos simbolicamente, da usurpadora,
vingando-a com o castigo de morte'’.

O cabelo e cor dos olhos sdo também motivos de for¢a no romance macedia-
no, servindo tanto a polarizacdo, como a unificagdo das duas mulheres comple-
mentares. Enquanto a primeira Lenia que o diplomata portugués conheceu e amou
em Berlim era de cabelo ruivo-escuro (o ruivo via-se so a luz) e olhos verdes (que
na sombra pareciam negros), a segunda Lenia, vinte anos mais tarde, parece ter
cabelos e olhos pretos!®. Bem por isso também o diplomata sente que se encontrou
com uma mulher “que ndo seria Lenia Nachtigal mas que tinha falado e procedido
como se fosse uma emanagao dela” (Macedo: 66). Indiferentemente a cor de olhos
e cabelo, as duas Lenias s3o de uma beleza soberba, excessiva, mesmo que um
tanto exquisita ou perturbadora, tal como ¢é Ligeia poeana'’.

A par dos motivos-chave dos olhos e do cabelo, podem ser ainda realgados
outros motivos que sugerem uma analogia com o tema de Ligeia. Trata-se, em
especial, do motivo da musica. O romance esta repleto de referéncias as composi-
¢oes musicais (Traviata de Verdi, Winterreise de Schubert etc.) que, por um lado,
aludem ao facto de Lenia ter estudado o canto de 6pera e, por outro lado, subli-
nham as notas melancolicas e escuras da estoria contada, antecipando o desenlace
inevitavel e tragico. No conto “Ligeia”, como bem refere J. Gerald Kennedy (120),
o papel da musica esta também sublinhado, criando-se uma forte no¢ao da musi-
calidade e harmonia dentro do texto. A propria heroina poeana, ja pelo seu nome e
melodia da sua voz, evoca a figura da sereia, naiade ou, talvez, uma ninfa do Reno
(Lorelei): “her voice creates a melody more than mortal” (Poe, 1966: 593)'%. Tanto
a sereia mitica, como a ninfa do Reno simbolizam as mulheres perigosas e fatais
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que seduzem os homens pelo seu canto, atraindo-os para o abismo, para a morte
nas aguas. A Lenia macediana, sem duvida, ja pelo seu apelido (Nachtigal — rouxi-
nol), encarna este poder feminino, acabando por dominar o seu namorado. Apos o
seu reencontro em Londres vinte anos mais tarde, porém, a suposta Lenia explica
que perdeu a voz em Paris, em consequéncia duma pneumonia. Esta segunda Le-
nia, portanto, ja nao dispde da sua arma mais poderosa, tornando-se entdo no seu
reverso, na mulher passiva, fragil e submissa'®.

No contexto desta reflexdo sobre o papel da musica delineia-se mais um
simbolo poderoso que entrelaca a narrativa macediana com a poeana: o poder da
vontade. Também este motivo ¢é frisado por Kennedy na sua analise de “Ligeia™:
“Poe emphasizes the power of that presence by recurrent references to Ligeia’s
enormous will — her ‘gigantic volition’ — thus preparing us for the possibility of
her return from death” (120). A primeira Lenia ¢ igualmente dotada de uma von-
tade férrea, e também de um certo dogmatismo e pedanteria, detetaveis na sua
réplica repetitiva “¢ a lei”. E essa enorme vontade que a leva a seguir o seu rumo
rigorosamente delineado, a dedicar-se ao canto, dispensando quaisquer distragdes.
Talvez seja essa mesma vontade que a forga a reaparecer, metamorfoseada, vinte
anos mais tarde. Para além disso, tanto Ligeia como Lenia representam o femini-
no dominante. O narrador poeano sente-se como uma crianga na companhia de
Ligeia, sua mestra de um saber enorme. O namorado de Lenia também se deixa
dominar, ao menos nas relagdes intimas: “Dentes carnivoros, de fome concentrada
por jejuns. A deixar-lhe marcas de sangue no corpo. A segurar-lhe as maos se ele
procurava impedi-la. Era a sua maneira de amar. A dele foi submeter-se, desejar
que assim fosse” (Macedo: 34). Alias, como a mae do diplomata queria ser tam-
bém cantora, insinua-se nesta relagdo um certo complexo edipiano?, ironizado
pelo narrador macediano, porém detetavel igualmente em “Ligeia”:

Hoje em dia os desmancha-prazeres das psicologias de otomana re-
clinada teriam gulosamente anotado — “ach so” — que a Friulein Lenia
Nachtigal era sete ou oito anos mais nova do que ele, como a mae tinha
sido do pai, e que estava a iniciar uma carreira de cantora de opera,
como a mae nunca conseguira. Ah, e que ambas eram mezzo capazes de
registo de soprano.

(Macedo: 27)

A duplicidade feminina, na qual assenta a invencao do escritor, ¢ ainda
refletida na duplicidade dos sujeitos apaixonados: o ex-namorado é na historia
ficticia duplicado pelo pai de Lenia Benamor que trata de Lenia Nachtigal
enfraquecida, “cultivando” a sua morte simbdlica (i. é. a sua impossibilidade de
cantar). Sabe que, se esta ganhasse a voz, tornava-se poderosa e independente.
O final da historia, e consequentemente a sua interpretagdo como um conjunto
romanesco, sdo assim regidos por uma forte ambiguidade, sublinhada ainda pelas
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referéncias ao mito de Eros e Psique e ao mito de Primavera que imprimem a
historia um cunho literario, transcendente, ou mesmo irreal:

Por isso fez muito bem em imaginar, em vez de mim, um velho pos-
sessivo que cultivasse a morte da mulher amada, noite apos noite, na
escuridao do leito incestuoso. A encontrar nela o seu proprio vazio. Eros
e Psique, ndo foi o que vocé disse? E até fez muito bem em contrapor-
-lhe uma outra Lenia que representasse a sua face solar, que fosse a danca
de que a minha Lenia era o canto perdido. Duplicando-as para as fundir
numa espécie de Perséfone, metade luz, metade escuridao, uma metade
libertada por Eros, outra metade aprisionada por Plutdo. Mas Psique néo
sabia se era Eros ou Plutdo quem estava ao seu lado na escuridao e quis
ver a face dele para se certificar, ndo doi? E por isso Perséfone regressou
para sempre a escuriddo e nunca mais pdde haver Primavera.

(Macedo: 169)

A luz do mito da Primavera, as duas Lenias representam a complementaridade
das duas faces do feminino (solar e lunar), ja observadas nos contos poeano e
davidiano. E mais, encarnam ainda a dicotomia mitica de principios dionisiaco e
apolineo: a Benamor ¢ uma dancarina, sanguinea, vital e libidinosa, ao contrario
da Nachtigal, que € cantora (de canto perdido) melancolica.

Um amor eterno?

Cotejando os dois textos portugueses, o davidiano e o macediano, evidenciam-
-se varios paralelos que, por sua vez, testemunham a sua ancora¢ao no solo mitico:
aperda da mulher amada e o seu regresso misterioso evocando o mito da Primavera
ou de Euridice. As alusdes a conjugacao dos principios solar e lunar, em ambos
os casos, reforcam o seu carater ambiguo. Nos dois casos, assim, seria possivel
vislumbrar um processo de transformacdo imaginaria da mulher numa esséncia
feminina, seja o arquétipo do feminino eterno, seja o conceito junguiano de anima.
Relembremos que igualmente Ligeia encarna este principio, devido a sua beleza
extraordindria e a sua presenga indefinida, parecida a uma sombra ou a uma visao
divina:

She came and departed as a shadow. I was never made aware of her
entrance into my closed study save by the dear music of her low sweet
voice, as she places her marble hand upon my shoulder. In beauty of face
no maiden even equalled her. It was the radiance of an opium-dream —
an airy and spirit-lifting vision more wildly divine than the phantasies
which hovered about the slumbering souls of the daughters of Delos.

(Poe: 590-591)
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Refletindo sobre tal questdo, C. Cather, por inspiracdo da analise de Mathe-
son, argumenta que as carateristicas de Ligeia, sublinhadas no final do conto, pro-
blematizam a sua conce¢do como anima. O seu regresso ndo ¢ descrito como um
evento triunfal, mas ao contrario, ¢ acompanhado pela atmosfera terrifica, parali-
sadora, que nada tem a ver com a representacdo de um evento feliz (Cather, 53).
Matheson, conforme Cather, até sugere que as mortes de duas esposas podem ter
sido provocadas pelo narrador através do envenenamento, aludindo a transforma-
¢do fisica de duas mulheres durante a agonia, bem como as gotas vermelhas que
caem no vinho de Rowena (ibid.)*'. Os gestos do narrador, ao ver a figura de Ligeia
ressuscitada no corpo de Rowena, também ndo sdo de uma alegria nem felicidade,
mas antes de um medo horrivel (de puni¢do?) e de uma veneragdo. Neste tipo de
leitura é, portanto, dificil falar de um amor eterno, desenvolvido em versdes pos-
teriores do mito, de Rodenbach ou de Villiers. Por consequente, C. Cather oferece
a leitura de Ligeia como uma musa, poderosa e talvez vingativa, que apesar da
tentativa de ser subjugada, regressa sempre, mesmo que transfigurada (55).

Os textos portugueses demonstram, parcialmente, uma visdo parecida. O nar-
rador davidiano, evidentemente, sofre de algum remorso recalcado em relacao a
sua primeira paixao. A sua Vera ‘“regressa” ndo para alegrar, mas para torturar (com
as recordagdes, com os gestos maliciosos, com a sugestdo da morte), enquanto os
“regressos” de Lenia em forma de outras mulheres sdo punidos pelo herdi mace-
diano:

Porque o que ele ainda nao tinha dito, o que no teria tornado claro,
foi que passou a desejar nessas outras mulheres, naquelas que se sentiam
desejadas por ele, ndo a Lenia que elas ndo eram, mas a sua auséncia.
O que era uma coisa diferente, ndo era? Nao uma presenga viva mas
uma esperanga morta. Um corpo morto sepultado dentro dum corpo
vivo. Como se a Lenia estivesse sempre a ser encontrada morta dentro
do corpo de cada uma dessas mulheres. E como se a Lenia que estivesse
morta fosse a esséncia oculta que ele procurava e que as outras lhe ofere-
ciam julgando que era a esséncia delas que ele desejava encontrar.

(Macedo, 2013: 166)

Deste modo, o romance macediano encaminha para outro rumo a refle-
xdo acerca da esséncia e transfiguracdo da mulher perdida, retida pela memoria.
Quando, afinal, o her6i encontra a sua Lenia, esta parece outra, portanto ja morta.
A salvagdo do amor eterno pode ser entdo feita, segundo o herdi, através da morte
verdadeira: “Um de nos teria de matar o outro, vocé ndo acha? Como um acto de
caridade. Como uma expressao de amor” (Macedo, 2013: 168).

Neste sentido, o romance macediano, ao contrario dos contos poeano e da-
vidiano, parece desenvolver muito mais o arquétipo do amor fatal e eterno, alids
refor¢ado pelas referéncias musicais a Winterreise de Schubert, cujo tema reflete
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o drama do romance. Toda a tradi¢do ocidental de um grande amor tragico com
o seu impulso da morte, poderia ser, alias, invocada. Como demonstra Denis de
Rougemont, o proprio mito de Tristdo e Isolda ndo se baseia no amor reciproco,
mas numa paix@o sempre renovada pelos obstaculos, pelo desejo da auséncia do
amante (Rougemont, 2001: 34). O que, porém, mais interessa neste contexto, ¢ o
facto de o romance macediano ser também solidamente enraizado no imaginario
portugués, saturado de saudade e amores fatais, com o mito inesiano a frente. No
entanto, a perspetiva do her6i macediano talvez possa ser comparada a uma outra
obra literaria, ao conto “Teorema” (1968) de Herberto Helder, cujo protagonista,
Pero Coelho, um dos assassinos de Inés, esta convencido do bem que fez ao matar
a amada de Pedro, salvando assim esse grande amor do perigo da degradagao e se-
lando a sua eternizacgdo. E possivel que o heréi macediano tenha tentado matar (ou
tenha morto) a Lenia que ja ndo o era, para salvar o amor. Mais um nome deve ser
ainda invocado: o de Antonio Patricio (alias também referido no romance), cujas
pecas Pedro o Cru (1918) e D. Jodo e a Mascara: uma fabula tragica (1924) se
debrucam precisamente sobre o tema da obsessao e possessao do eterno. A morte
final do her6i macediano, apds a noite passada ao piano, pode ser assim, por inspi-
ragdo de A. Patricio, percebida como um acolhimento no regago daquela unica que
amou, a Lenia morta, a Morte, a presenca da auséncia de Lenia noutras mulheres.
Ou terd sido a sua musa terrifica que regressou pela tltima vez?

Concluindo, ndo s6 o conceito do amor eterno, mas também o tema do re-
gresso da morta eternizou-se, contando-se entre os arquétipos ou mitos literarios,
cuja presenga ja esta bem documentada em obras de diversa proveniéncia®’. A ver-
dadeira aventura literaria, no entanto, nao assenta na exploragao fiel de um certo
tema, mas no seu desenvolvimento criativo, releituras e ramificagdes inovadoras.
E isso que se atesta no conto de Mourdo-Ferreira e no romance de Macedo, nos
quais as reminiscéncias ao tema ligeiano aparecem ligadas a outros mitos do le-
gado classico, salientando, simultaneamente, a tradi¢ao portuguesa. Bem propicia
¢ neste contexto a frase do herdi macediano: “Os mitos ddo sempre muito jeito,
vocé também nisso tem toda a razdo. Até se podem fundir uns nos outros, como os
corpos dos amantes” (Macedo, 2013: 169). Pois apesar do eco poeano e apesar do
espago estrangeiro em que ambas as prosas estdo situadas (Nova lorque e Berlim/
Londres), ndo se trata aqui so de historias insolitas, animadas pela tradicao litera-
ria, mas também de reflexdes sobre o ser e o imaginario portugués.

Notas

! Ja varios estudiosos apontaram para a construgdo da figura de Jane como se fosse
uma amalgama da estética naturalista (avatar de Nana) e simbolista (mulher-visdo, pura
alucinagdo, criada na mente deformada de Hugues). Ver mais nos artigos de S. GUIO-
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CHET (“Jane Scott: une femme de spectacle naturaliste?””) e P. ARON (“Jane, entre Nana
et Nini”’) (Bertrand, 1999).

2 A ambiguidade e uma certa propensdo ao onirico na representagdo da figura de
Marta é, semelhantemente a Jane Scott de Rodenbach, instalada logo no primeiro momento
do seu aparecimento, parecendo ao narrador uma “visdo sobrenatural” (Teixeira-Gomes,
1989: 125).

3 No seu estudo, R.S. Brandio cita a leitura de Morella por H. Cixous, a qual pre-
cisamente relacionou o nome de Morella com a morte (Brandao, op.cit.: 90). Lembre-se
ainda que na variagdo do mito da Ligeia/Morella de José de Alencar, intitulada Encarnagdo
(publ. péstuma, 1893), aparece igualmente o nome de Juliana representando a esposa morta
e duplicada pelas sucessoras, a segunda esposa Amalia e sua filha Juliana (ibid.: 72—-111).

4 José Martins Garcia oferece uma linha de leitura interessante, baseada entre outros
no cotejo com os arquétipos de Northrop Frye, em que o Mito da Primavera ¢ relacionado
com a comédia, o Mito do Verdo com o romance, o Mito do Outono com a tragédia e o Mito
do Inverno com a ironia e a satira (Garcia, 1982: 101).

’> De qualquer maneira parece que o conto poeano, apesar de todo o arranjo gotico e
decoracdo oriental, entdo em voga, beba bastante da tradicdo da Antiguidade, testemunha-
da p. ex. pelas referéncias a Homero, Apolo, Cleomenes etc.).

¢ A importéncia da memoria no conto é também acentuada por M. Braga Neves na sua
estimulante leitura do conto (Neves, 2006)

7 Nido ¢ sem importancia, como recorda M. Braga Neves, que os dois contos de 4s
Quatro Estagoes, o primeiro e o Ultimo, foram inspirados pelos guaches de Jorge Barradas.
Segundo M.Braga Neves, “Uma figura que ¢ ainda memoria (ou reminiscéncia?) da agua-
rela de Jorge Barradas, a qual, na sua aparente simplicidade, representa a parte superior do
corpo de uma rapariga: os ombros e o colo, o pescoco alto e fino, como os das mulheres de
Modigliani, e a cabeca de uma jovem de vermelho, com o rosto redondo e a face esquerda
iluminada, enquanto a face direita permanece na sombra” (ibid.: 262).

8 Os motivos do fogo e da agua, referidos também por M. Braga Neves, sdo os dois
elementos naturais que se salientam na poesia de Mourdo-Ferreira e cuja harmonizagao
exprime erotismo e amor (Seabra Pereira, 1997: 141).

° “E assim pude concluir que a faceta primaveril de ‘Vera e o Acidente’ se encontrava
escamoteada na projeccdo de um paradigma relativamente simples: diluida a imagem da
‘verdadeira’ Vera, o paradigma era quase s6 ‘uma rapariga loura’. A recorréncia construia
a obsessdo.” (Garcia, 1982: 116).

10 Nos dois contos, a ambiguidade ¢ também instalada pela linguagem. O conto da-
vidiano ¢ assim veiculado pelas expressdes como “alucinante”, “oculta inten¢do” ou “nem
sombra da rapariga”. O fim do conto ¢ também ambiguo: serd que o tempo se tornou de re-
pente reversivel e, numa espiral temporal, a rapariga loura no aviao (parecendo ter a idade
de Vera quando esta morreu) anuncia o desastre?

' Neste artigo sdo propositadamente omitidos todos os outros niveis narrativos
(a questdo metanarrativa, o problema politico israelito-palestiniano etc.) cuja importancia
na construgdo romanesca exigiria outros instrumentos analitico-interpretativos, bem como
outro espago mais abrangente.

12 A este respeito, recorde-se também que o cabelo figurava, na literatura do século
XIX, como um dos motivos-fetiche, como se v€, por exemplo, no conto “La chevelure”
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de Guy de Maupassant. Em 1908, Manuel Teixeira-Gomes parodia este motivo-fetiche no
conto “Album (conto grotesco)”, no qual a tranga loura de uma senhora, um pélo de atra-
¢a0, se revela artificial.

13 Trata-se de uma alusdo a dicotomia em Ivanhoe de Walter Scott, onde aparecem
duas mulheres, a loura Rowena e a morena Rebecca, mas inversamente (em Poe privilegia-
-se a morena, enquanto a loura paulatinamente empalidece até ficar dominada e possuida
pelo vampiro da primeira mulher) (Levin, 1976: 158). Este aspeto ¢ a seguir desenvolvido
por J. Gerald Kennedy que, na polaridade das mulheres, deteta os diferentes principios ro-
manticos, referentes ao espago germanico, mistico e misterioso (Ligeia provinha do Reno)
e anglo-saxdo (lady Rowena Trevanion of Tremaine representa a aristocracia inglesa, tam-
bém através da alusdo scottiana) (Kennedy, 1993: 119-120).

14O motivo da redoma de vidro pode ser interpretado, na sequéncia de G. Sicotte
(1999: 119-134), como um arquétipo cultural, inserido nos contos de fadas (Branca de neve
etc.), simbolizando um feminino latente, pré-sexual. Curiosamente, 0 mesmo motivo, mas
com outro significado, encontra-se no conto “A Caveira” (1853) de Camilo Castelo Branco
em que o protagonista venera como reliquia a caveira da sua amada morta, guardada numa
redoma.

5 A importancia deste motivo é igualmente frisada no conto “Incesto” de Sa-Car-
neiro, em que a cor do cabelo (louro arruivado) serve para estabelecer a ligacdo entre as
mulheres.

18 Diz-se da segunda Lenia: “A pele do rosto era de um branco levemente esfumado,
de mulher do Levante, os olhos mais negros do que verdes, os labios da cor do pefume,
o cabelo muito escuro, preso sobre a nuca, a fazer imaginar uma cascata negro-rubra quan-
do se soltasse. Como se fosse a Lenia em cores de carvao candente.” (Macedo: 54). A des-
cricao do cabelo da primeira Lenia sugere também o de Ligeia. Compare-se: “and then the
raven-black, te glossy, the luxuriant, and naturally curling tresses” (Poe, 1966: 591) e “En-
tao soltou o cabelo, que habitualmente trazia preso na nuca. Era uma cascata negra, com
matizes vermelhos” (Macedo: 33). No contexto da literatura portuguesa, curiosamente, o
cabelo de Lenia, que ¢ descrito como “trevas luminosas”, trai uma inspiragao cesariana,
bem conhecida de H. Macedo. Trata-se do poema “Meridional (Cabelos)” de Cesario Ver-
de, em que o cabelo da amante é também descrito com base na polaridade treva/luz (“No
baratro febril da vossa grande treva,/ Que tem cintilagdes e meigos céus de luz”, Verde,
1999: 41).

17 Ja Catherine Cather reparou que a descrigdo do retrato de Ligeia segue os esquemas
literarios, ndo podendo ser percebido como o retrato de uma personagem (“Her beauty,
despite its strangeness, partakes of a classicism impressive even among Poe’s female cha-
racters [justly notorious for their ethereal beauty], and partakes equally of a gothic or ro-
mance trope that becomes at times trite”, Cather, 2003: 49). Para além disso, o retrato de
Ligeia corresponde a figura retorica de effictio, sendo enumeradas as varias partes do rosto
a partir da fronte até ao queixo, passando pela pele de marfim, o cabelo, o nariz, a boca e
os dentes. O maior relevo, no entanto, ¢ dado aos olhos, deslumbrantes, propositadamente
deixados para o fim. Embora no conjunto da descri¢do predominem os atributos de ma-
jestade, o narrador ainda sublinha a “estranheza” da sua beleza. A reflexdo deste tipo da
subversdo inovadora do modelo da beleza classica/idealizada ndo ¢, porém, desconheci-
da no contexto portugués. Basta lembrar, a este respeito a famosa redondilha camoniana
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“Béarbara Escrava”, em que a donna angelicata é representada por uma mulher morena, de
cabelo e olhos pretos, cuja beleza é assim também “estranha“.

18 Recorde-se, a proposito, que o nome poeano Ligeia ¢ de origem grega Aiysia, sig-
nificando o som claro e doce. Alids, uma personagem chamada Ligeia, desta vez como a
verdadeira sereia mitica, aparece no conto homénimo (Racconti, 1961) do famoso escritor
italiano Giuseppe Tomasi di Lampedusa (1896—1957).

19 Na narrativa ficcionada pelo escritor aparece uma Lenia que repete o destino de
Ligeia (e de outras heroinas poeanas), adoecendo e transformando-se num ser débil, des-
colorido. Repare-se na descri¢ao da Ligeia enfraquecida: “The wild eyes blazed with a
too — too glorious effulgence; the pale fingers became of the transparent waxen hue of the
grave; and the blue veins upon the lofty forehead swelled and sank impetuously with the
tides of the most gentle emotion” (Poe, 1966: 593). Na descri¢do da Lenia adoecida sao
sublinhados os efeitos da anorexia: “Os seios, que haviam sido fortes e firmes nos tempos
de jovem cantora em Berlim, foram ficando reduzidos, tornaram-se frageis, tremulamente
suspensos, com agressivos mamilos salientes e auréolas de um vermelho sanguineo que
parecia mais escuro pelo contraste com a brancura da pele tatuada de azul por veias en-
grossadas. (Macedo: 123)

20 Para além deste complexo freudiano, a historia também explora, ndo sem ironia,
o complexo de Electra (na relacdo de Lenia Benamor com o seu pai e na relagdo de Lenia
Nachtigal com o pai de Lenia Benamor e com Otto, seu “pai” adotivo).

2l Alude-se a esta situagdo, curiosamente, no romance Sem Nome de Macedo, em que
Julia, numa das suas fantasias motivadas pela parecenca com Marta, imagina um crime
possivel (assassinio de Marta pelo seu amante): “Oh Duarte, tenho medo. Se ele souber que
eu sei tudo. Eu que sou igual a ela. Como se ela tivesse ressuscitado em mim para o acusar.
Para se vingar” (Macedo, 2005: 142).

22 Para além das obras ja referidas, mencione-se, a titulo de exemplo, o romance
A Sucessora (1934) de Carolina Nabuco, o romance Rebecca (1938) de Daphne de Mau-
rier (adatado ao cinema por A. Hitchcock em 1940), a reescrita deste romance feita por
Ana Teresa Pereira (O Verdo Selvagem dos Teus Olhos, 2008), o filme Vertigo (1958) de
Alfred Hitchcock (adatacdo do livro de Boileau e Narcejac), o conto “La Morte amoureu-
se” (1836) de Théophile Gautier ou o conto “La resucitada” (1908) de Emilia Pardo Bazan.
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AHTUYHUAT TpaKTaT 3a cvuemasanemo Ha JIMOHUCUI
XaJMKapHACKU MEKY JUHTBUCTUKATA U TIOCTUKATA
Ha TeKCTa!

Mupena Cnasosa

Codmiicku yausepcutet ,,CB. Kimument Oxpuacku® (bbarapus)

Mirena Slavova. DIONYSIUS OF HALICARNASSUS’ CLASSICAL TREATISE
ON COMPOSITION: BETWEEN LINGUSTICS AND POETICS OF THE TEXT

Abstract. The article discusses the work of Dionysius of Halicarnassus On Compo-
sition in the context of literary criticism and grammatical studies in the Hellenistic period.
After a brief overview of the tradition in the study of language and literary art in Antiquity,
the article highlights the concept of combining sounds and syllables to achieve beauty and
pleasure as the ultimate aim of the poet. The focus of the work is on four of the 26 chapters
of the treatise, which contain important evidence of ancient Greek phonetics and phonolo-
gy, which elegantly incorporate Dionysus’ analysis of exemplary verses of Homer’s Iliad
and Odyssey.
Keywords: Dionysius of Halicarnassus, On Composition, ancient stylistics, alliteration,
phonetics of ancient Greek.

Mupena Crnasosa. AHTUUHUAT TPAKTAT 34 ChYETABAHETO HA NMOHU-
CUM XAJIMKAPHACKH MEXOY JIUHTBUCTUKATA NTIOETUKATA HA TEKCTA

Pesrome. Crarudra pa3miexia CbUMHEHUETO Ha JJnonncuil XanukapHacku 3a cvue-
maearnemo B KOHTEKCTa HA aHTUIHUTE JTUTEPATYPHOKPUTHICCKH ¥ TPAaMaTHUECKA 3aHIMA-
HUS TIpe3 eNrHUCTHYecKara ernoxa. Cien KpaThK Iperiea Ha TPAAUIUATa B H3y9aBaHETO
Ha €3WKa M CIIOBECHOTO M3KYyCTBO B AHTHYHOCTTA CTaTHATa OTKPOSBA KOHIICHIIHATA 3a
ChUeTaBaHE Ha 3BYKOBE M CPHUKH, Upe3 KOETO € MMOCTUTA KpacoTa W Haclia/ia KaTo BHCIIa
IIeJT Ha TToeTa. AKIIEHTHT Ha padoTara ¢ BEPXY YETHPH OT 26-Te IIaBH HAa TPAKTara, KOUTO
CBHIBpPXKAT BAYKHU CBUACTENICTBA 32 CTApOrphIKara GoHeTHKa U (POHOIOTHS, B KOUTO elre-
TaHTHO Ca MHKOPIOPHPAHH JIUTEPATYPHOKPUTHICCKH aHAN3U Ha JlnoHmcHii Ha 00pa3imo-
BH cTuxoBe oT Omuposara Mruada u Oduces.
KurouoBu aymu: Jlnonucuil XanukapHacku, Tpaktar 3a cvuemagaHemo, aHTUYHA CTH-
JUCTHKA, 3BYKOITUC, (DOHETHUKA Ha CTAPOTPBHIKHUS €3HK.
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Juonncuii XanukapHacKd € CTaporpbLKU aBTOP OT EIMHUCTHYECKATa eIo-
Xa, HO HETOBOTO ChUMHEHHE 3a cbuemasanemo ce BIUCBA B IbJIra TpagulMs Ha
W3y4yaBaHEe Ha €3MKa U CIOBECHOTO M3KYCTBO B AHTHYHOCTTA. 3aTOBa B HAYAJIOTO
€ 3aIBJDKUTENTHO HAKPATKO Ja ce oYepTae HEOOXOAUMHUST Kaabp, B KOMTO MOXeE J1a
ce pasbepe TpPaAULIHOHHOCTTA U OPUTHHAIHOCTTA Ha TO3U TPAKTAT.

E3uKbT KaTo 0OEKT Ha M3CJIeABaHE B MPENEIMHUCTUYECKO Bpeme € B ce-
para Ha ¢unocopckute 3anuManus. Omie Hail-paHHUTE GUIOCOPCKH LIKOIU Ha
MUTAaropeiuTe U HaTypQuiIocopure TEOpPETU3NPaT BbPXy MPOU3X0Ja Ha €3HKa
n onomaroreta. Kakro cBuzaerencra [lnmatoHoBusiT nuanor Kpamun, equH OT
Hall-Ba)KHUTE BBIPOCH € TO3M 33 OTHOLICHHUETO BEIl-MME U Jajd UMEHYBAHETO €
a) 1o mpupoa (MIpUpoHaTa TeOpHs), WK 0) 10 KOHBEHITUS (IOrOBOpHATA TEOPHS,
KOSITO NOAKpensT coducture, [Imaron, Apuctorein) 1 TOKOJIKO € HCTUHHO MJIH HE
TOBa UIMEHYBaHe. APUCTOTEI OT CBOSI CTpaHa Ce MUTa MO-HATaThK a1 U JOKOJIKO
€ UCTHHHO WJIM HE OTHOLIEHUETO BEII—BEIl IPH TIXHOTO CBHP3BaHE MM pa3ieisi-
He. Taka B JIoruKaTa Bb3HUKBA yUCHHETO 3a CyOeKTa M MPEANKaTa 1 3a HAINIHETO
Ha UMe U miaron (Pfipa) B peura. BesSko OTKIOHEHHE NMPU UMETO, KOETO HE MY
MO3BOJISABA /1a Ob/Ie CYOEKT, M IIpH IJ1aroja — Bcsika (hopMa U3BBH CErallHo BpeMe,
e TT®GC1C, T.6. IMEHHO WMJIM IVIAarojiHO MpoIaiaHe, maiex.

pyra nocoka Ha pedeKcusiTa BbpPXy €3UKa ca eTUMOJIOTHYECKUTE 3aHuMa-
HUSI, C KOUTO c€ MPaBH ONUT Ja Ce pa3pylId Hepa3wieHNMaTa U HepepuBHA BPb3-
Ka MEXIY BeIlTa U MMETO, XapaKTepHa 3a MUTOJIOTMYECKOTO MHUCICHE, B KOETO
Te ca B3auMoO3aMeHsieMH. 11 OT TpeTa cTpaHa, C €3UKOBHU MPOOIEMH ce 3aHUMaBa
W TpaMaTuKara, KosTO B MPEACTMHUCTUYECKO BPEME € LIKOJICKH MpeaMeT, HICH-
THUYEH C HalleTo YeTMo u nucMmo. Ho ¢ omien Ha oOy4yeHueTo olle cera ce 3aia-
ra TPUCTENICHHOTO WIEHEHHE Ha e3MKOBHTE (hakTH: OykBa (oTOlyelov) — cpuyKa
(ovArafn) — mme (dvopa), KOETO KaTro ONepalioOHeH MUCIOBEH MOJIEIN BIIHsIE Bbp-
Xy TEXHUKaTa Ha YeTeHe M 0 AeH-THemeH. | pamaruueckuTe 3aHUMaHHA OILIE OT
CBOETO 3apax/aHe He pa3inuyaBar (oHema u rpadema (3ByK — OykBa), HapHUaiKu
'l ¢ 001110 UMe oTotyElov, Yphupa nnn littera, a oT gpyra cTpaHa — OTHOBO 3a HYX-
auTe Ha 00Yy4EeHHETO — T€ OTPAaHO c€ OOBBP3BAT C KOMEHTHPAHETO Ha CTApUTE JIH-
TepaTypHHU 00pa3Ly U Mpean BCHIKO Ha OMHUp, ¢ KOETO CTHIIBAT B 3ara3eHara JHeC
TEPUTOPHS Ha JTUTEPaTypHUs aHanu3. Taka, 3a 1a 00sCHU HepazOupaeMuTe TyMH,
rpamaTHKara ce BIyCKa B M3cJieBaHe, KOMCHTHPaHEe 1 00sICHEHHE HA CTApUHHH U
JMAJIeKTHHU JIEKCEMH, T.Hap. YADGGOL.

o ce oTHacs A0 CIOBECHOTO M3KYCTBO WIIM XyIOXXECTBEHara ped (mpo3a-
WYHA U [TOETUYHA), TAXHOTO M3y4aBaHE € MOJIOKEeHO Hai-Hampes npe3 V-IV B. ¢
PBKOBOACTBATa MO peTopuka, Toa Ha Kopaxkc, ['opruii, U3okpart, Apucroren, kou-
TO ca cBoeoOpa3Ha MPECKPUITUBHA IMOETHKA Ha MPO3aTa B CMUCHI HA HOPMATHB-
Ha Teopus. B TIX myOnM4YHOTO roBOpeHEe Karo cHenu(UYHO CIOBECHO M3KYCTBO
3a CTpaTeruuTe U €3UKOBUTE CPENICTBA, KOUTO OPaTOphT TPsOBa Ja MpHUTEXaBa U
W3I0J13Ba, 32 Aa yOenu aynuTopusiTa B IIPaBOTaTa HAa CBOMTE apryMEHTH, € U3Y-
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YaBaHO OT Pa3NU4HU mieaHu Toukd. OT eAHa cTpaHa, KakTo nokassa Il kuura na
ApucrorenoBara Pemopuka 3a adeKTUTe, T€3U ChUMHEHHUS Ca Ce MHTEPECYBaIH
OT roBOpeIUs ¥ HeroBus NO0C, KOeTo MM MPHAABA OOIUKA HA HCHXOJIOrUYECKH
U eTUYecKHu Tpakratu. OT Ipyra — OT TO3H, Ha KOTOTO CE€ TOBOPH, T.€. OT ayAUTO-
pusiTa u 00IIEeCTBEHATa Cpe/ia, B KOSITO peura ce MPOU3HACs, KOETO TH Jo0IKaBa
JI0 ChBPEMEHHUTE aHTPOIOJIOTHYECKH H3CIIeIBaHUsA. TpeTn 00eKT Ha WHTEpeC B
MOETUKHUTE Ha MPo3ara, TEXVOlL PNTOPIKai, € CaMUST OOCKT Ha pedTa U HETOBUSAT
aHaJm3, KOETOo Mperoiara KOMIIETEHTHOCT B JIOTHKATa ¥ FOPUCTIPYACHIIUATA U 1I1e
JTOBeJIe TTO-KBCHO JI0 Bh3HUKBaHE Ha TeOopHsTa 3a npeHusTa (otdoeic). Ho npenn
BCHYKO IMOETHKATa Ha OpPaTOpCKaTra ped B Ta3W €IoxXa, a W 3aHamlpel], ce MHTepe-
CyBa OT TOBa Kak OBJCUINAT OpaTop /1a HaO0aBs €3MKOBU CPEJCTBA 32 Bh3/IEHCTBHE
BBPXY CIYIIATEIUTE CH, IPH MTOJIOKESHHE Y€ € JINIIEH OT Haii-MOIITHOTO OPBKUE Ha
Mmoe3usiTa, MeTprUUecKaTa OpraHu3aIus, Kak Ja OopaBU C YaCTHTE HA PEeUTa U KbM
KaKbB CTHJI Ja ce puabpka. Taka omie [ opruii u3anra 61aro3By4neTo Karo BakKeH
MPUHLMI B OpTaHU3aIUsATa HAa peduTa U Yuyoyoyio-Ta Ha opaTopa, a ApUCTOTelN
M3BEXKa KaTo OCHOBHO M3MCKBAaHE KbM CTHJIA C OTIIE] Ha pa30HpaHeTo sICHOTATa,
COPTVELD, CXBalllaHa KaTO ChOTBETCTBHE HA MPEAMETa, XapaKkTepa Ha TOBOPEIIHS,
pPUTBMA U JIEKCHKaTa. B To3u mocieneH myHKT peTopryecKaTa TeOpHs HITH MTOETH-
KaTa Ha Mpo3ara HEMHHYEMO HaBJIH3a B TEPUTOPHATA HAa COOCTBEHO €3UKOBEICKHUS
aHaIn3.

He e 3a0paBeH aHanmm3bT W OLEHKaTa Ha TOE3HSTA KAaTo TPOSBICHHE Ha
METPUYECKN OpraHu3vpaHa (uUrypaTuBHa yrnoTpeba Ha e3uka. [lmatoH, W3Xox-
JalKU OT MOPAJIEH KPUTEPUM, 51 3aKJIeHMsBa, 3all0TO, ,,oMaiBailku® ciymiarens,
TS € crocoOHa J1a 3aMbIVIH UCTHHATA. TeopeTH3NpaHEeTO BPXY HelHaTa THITOJIO-
TUsl 1 0COOCHOCTH 00ade B TO3W MEPHOJ € HAIUIIE U JIOBEX/IA 10 Bh3HUKBAHETO
Ha CBHIIMHCKHTE MIOSTHUKH Ha TIOE3HTa, TEXVOL TOWNTIKA, 00pa3el] 3a KOUTo € ApH-
crortenoBara /loemuka. Kato HapbYHHUK MO TBOPYECKO MUCaHE APHCTOTEIIOBaTa
Iloemuxa HsIMa KaK J1a HE 3aCerHE YHCTO €3WKOBH BBIIPOCH KaTro MpUpojaTa Ha
JacTUTE Ha Jymara (eJIeMeHT, CPUYKa), YaCTHTE Ha pedTa — ChI03, MMe, TJIaro,
YJIeH — W CHIHOCTTA Ha m3pedeHuero (XX rmasa), a BB XXII maBa ga moscHu
KaK ITOETHT JIa C€ OTTIacHe OT OOMKHOBEHATA M HEMapKupaHa ynorpeda Ha e3uKa,
3a J]a MOCTUTHE MOETHYEH eEKT.

W Thii, IpenenMHICTHYECKUTE TEOPETUYHN 3aHUMAHHsSI C €3UKa U ChC CIIO-
BECHOTO M3KYCTBO — IPH IsJIaTa UM CIIOKHOCT, CHHKPETHYHOCT U CIIeI(HKa — ca
TSACHO OOBBP3aHU C MPaKTUKaTa ¥ B3aUMHO C€ JIOITBJIBAT, IPEIUBAT U BIMBAT KH-
BUTEJTHA COKOBE €JTHH B JIPYTH.

3a eNMMHUCTHYECKOTO BpeMe ocTaBa 0000IIaBaHETO, CIEIUAIN3UPAHETO
1 3aIbJIO0YABAHETO, MOCIIEBAHO OT (hOPMAIM3UPAHETO HAa aHAIIM3a B TE3U JIBE
MIPOSIBJICHUST HA €3WKOBUs y3yc. C MpOoMEHEeHHUTe OOIIECTBEHO-TIOJUTHYECKH yC-
JIOBHSI M C Bh3HUKBAHETO HA SIMHUCTHYECKUTE MOHAPXUH, C TIIOOaIM3aIusITa U
CHITBTCTBAIIATA ST MHIWBUYATH3AIHs Ha YOBEUIKOTO MPEXKUBSIBaHE, OTPA3CHA BHB
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¢unocodusTa, M3KyCTBOTO M JUTEpaTypaTa Ha €roxara U He Ha MOCIEAHO MACTO
C MOsIBaTa HA KHUTaTa eIMHUCTUYECKATa eroxa MPOMEHs MMOJXOANUTE B U3CIIeqBa-
HETO Ha €3MKa U Xy[JO)KECTBEHOTO cJIOBO. Ha mbpBO MsICTO IMyOIMYHOTO KpacHOPe-
Yre, KaKTO ChBEIIATENIHO, Taka U CheOHO, € 00E3KbPBEHO MOPAAN SAHOINYHHUTE
MOHAPXHUYECKU PEKUMHU. TeopusiTa ce oTAajedaBa OT NpaKTHKaTa U Ce ChCPeno-
To4YaBa BbB (PMIOCOQCKUTE M IPaMaTUYECKUTE IIKOJIHM, KOETO HEMHUHYEMO BOIH
70 CXeMaTH4YHOCT, BKYC KbM KaTajloru3auusi U pyOpukuzanusa. HaciaeqHukbsT Ha
ApucToTen B nepunareTudeckara mkona, Teodpact, 0000maBa B CbYMHEHHETO
cH 3a cmuna TMOCTUTHATOTO 0 HEro M M3MECTBa IO BIMSHUE ApHUCTOTENOBara
Pemopuxa. Toii BHacsi MHOKECTBEH MOAXO/ B TPETUPAHETO HA AOCTOMHCTBAaTa Ha
peuta (OCBEH SICHOTaTa cera ce J00aBAT YHCTOTaTa, yMECTHOCTTa M KpacoTara)
U TEOPETH3MpPa BBPXY CHUIHOCTTA Ha CTHJIA KaTo M300p HA AyMH, ChUETaHHE Ha
IOyMH U QUTYpaTHBHA yroTpeba Ha TyMHU.

Enunncriueckara enoxa € 1 BpeMETO Ha eMaHLIMIIMPAHETO Ha rpaMaTHKara
oT punocoduaTa, IHIDKAIIO CE KaKTO HAa HOBAaTa €3MKOBA Cpesia, KoATo mpoliema-
TH3HpPa OTHOIICHUETO MEXKAY OOIIHS e3UK (KOvT) O1AAEKTOG) U CTAPUTE AUATIEKTH,
Taka M Ha pakIaHeTo Ha (UIIOJOTHATA, CBbpP3aHA ¢ KOMCHTHPAHETO Ha CTapuTe
JUTEpaTyPHU 00pa3Liy U yTOYHSBAHETO HAa €3MKOBUTE XapPAKTEPUCTUKU HA N3AaHU-
ara Ha kiacuuute. Ho Ta3u ernoxa e u Bpeme Ha crienuanu3aiys BbTpe B rpaMaru-
gyeckara Teopus U npaktuka. CeriacHo aeununmara Ha Junonucuii Tpakuiicku,
XKUBSJ 1pe3 | B. Ip.H.€., B HEroBara cTaHaja HEM3MEHHA 32 MHOTO BEKOBE Hampes

Téyvn ypappoTiky?

I'pamamukama e onumHocm no OMHouleHUe Ha OHO8A, KOEmo 0OUK-
HOBEHO ce Ka3ea npu noemume u nucameiume. Yacmume u ca wecm —
VMeHUSL 3a YemeHe CHoped npo300usmad, Npuoobumu ¢ ynpaxcHeuue;
8MOpPO — O00SICHeHUe Ha Jymume Cb2lACHO noemudeckume obpamu;
mpemo — CnOCOOHOCM 34 UHMEPRPEMAayusl Ha 210Cume U MUmMono2ude-
cKume CroJcemu, 4emevpmo — OMKPUBAHe HA eMUMONOSUSMA, Nemo —
u30posasane HA USMEHEHUAMA 8 CKIIOHEHUeMO U CNpPeNCeHUemo Ha Oy-
mama (Gvoloyiar); wecmo — npeyeuka (kpioig) Ha meopoume, Koemo
BCHUHOCH € HAI-XYOABOMO OM BCUUKU eleMEeHMU HA 2PAMAMUYECKOMO
UBKYCMBO.

AKo ce BrienaMe B Taszd Je(UHUINS BHUMATEITHO U ¢ MpenyOeeH0oCTTa Ha
ChBpeMeHeH (PHUII0JI0T, MOXKEM CIOKOWHO J1a sl ONPUJIMYUM Ha HSIKOE OT MHTOJIO-
TUYECKHUTE XUOPUIHH ChINlecTBa. 3ammo? 3amoTo, Taka neuHupana, rpaMaTiKara
€ He HayKa, a OMUTHOCT, IpUJ00UTa UYpe3 yIpakHSIBaHE U YCBOSBAaHE Ha HIKAKbB
MPEIBAPUTEITHO HAMYEH KOPITYC OT Hal-pa3HOOOpa3HH 3HAHUS 3a CIOBOTO — 3a
PETOPHUYECKUTE TPOIH U GUTYPH, 32 TIIOCUTE, MUTOJIIOTHIECKUTE CIOKETH, CTUMO-
JIOTHUsITa, TPaMaTUKaTa B TECEH CMUCHI Ha AyMmara (CIPEeKEeHUS U CKIOHEHWUs), H
Hali-HaKpas — KpUTHYecKa OIleHKa Ha TBopOara. Ho Taka wiu nHave BbB BpB3Ka C
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BCEKH OT T€3U JSUI0BE HAa rpaMaTHKara IIpe3 Ta3H ernoxa Bb3HUKBAT MHOKECTBO Ch-
YMHEHHS ¥ CIPAaBOYHHUIM, HE3aMa3€HH B ITO-TOJISIMATa CH 4acT — IO JIGKCHUKOJIOTHS,
JIUAeKTONIOTHsI, MUTOJIOTHS, METPUKA U TpaMaTHKa, pa3OupaHa B CbBPEMEHHHS
CMHCBJI Ha TIOHSATHETO.

Taka HarmpuMep Npu AT IETH Pa3IMYHOTO MHTEPIPETHPaHE HAa U3MEHEHUS-
Ta Ha IYMHTE B €3MKa JOBEXJa A0 0(QOpMSIHETO Ha JBETE FOJIEMH TPAMAaTHIECKH
IIKOJIM MIPEe3 eNMHUCTHYECKaTa enoxa — AJleKCaHApHICKaTa, MM aHAJIOTUCTUTE, B
nuueto Ha Apuctodan or busantuon, u IlepraMckara, 1M aHOMaIUCTHTE, B JIU-
nero Ha cronuute Xpusui U Kparer. [IspBara, B uneTo pycio ce pa3BuBa rpama-
Tukara 10 HoBoto Bpeme, ce cTpemMu KbM Ch3/1aBaHEe HAa HOPMaTHBHA IPaMaTuKa ¢
NpaBuJIa M IapaJurMy Ha MPUHIMIIA HA aHAJIOTUATA U €AHO00Pa3HOTO (DIEKTUBHO
M3MEHEHHUE Ha CXOIHU JyMH, a BTOpaTa HacOuyBa BHUMAHUETO CH KbM HU3KIIOUCHH-
ATa, JIUIICaTa Ha ChOTBETCTBUE MEKAY IpaMaTHuecka (JopMa ¥ CMUCHI (HaIpuMep
BB3BPATHU IVIAr0JIM C ACATEHO 3HAYEHUE MM €CTECTBEH POJ, MPOTHBOPEYAI Ha
rpaMaTHYECKusl).

Haii-BucmmsaT nsm, pasbupa ce, € mecTHsIT. 3aHUMaBalluTe ce ¢ Hero ce Ha-
pUYaT KpUTHLM U [ojlaraT HadyajoToO Ha ChbBPEMEHHATa JIMTeparypHa Kputuka. 1
THH KaToO PeTOpHKaTa € JHIIeHa 0T O0IIeCTBEHAaTa CH 3HAYMMOCT, IPO3anIHUTE U
MOETUYHUTE TEKCTOBE Be4ye HE MPEIonaraT pasiudHd TCOPETHYHH IOIXOAH, a
3aI104BaT J1a ce Pas3rIeskKaaT KaTo O0I CBOJ OT Xy[JOKECTBEHA ped, B KOUTO pa3iiu-
YHATA CE U3PA3sIBaT CaMO B KOJMYECTBEHATa XapaKTEPUCTHKA HAa MEIOIUYHOCT U
puThM. B narepa Ha Te3u BHCLIM CHIHUIHN 332 €CTETUUYECKUTE XapaKTEPUCTUKU Ha
JIUTepaTypHara TBOpOa HaAMUpPAT OTINIAC M MIPOTHBOIOCTABSIHUATA Ha COOCTBEHO
rpamaruyeckusi GpoHT. Taka aHAIOTUATA KATO HHCTPYMEHT 32 KpUTHYECKA OLICHKA
€ MpeHeceHa 0T ApUCTapX BbPXY JIMTepaTypHUTE TBOPOM, KOUTO CE CpaBHSBAT U
CBIIOCTABAT ¢ 00pa3uuTe Ha aTMUeckara mposa ot IV Bek, u craBa TeopeTHdHaTa
OCHOBa Ha arunu3Ma. OOpaTHO — aHOMAJIMCTUTE BABXHOBSIBAT APYT MOAXON, MPU
KOWTO C€ OTYMTa MHOTOOOpa3nueTo Ha TBOPOUTE U PEaTHUTE UM JI0CTOMHCTBA, KaTo
ce ToJsaraT OCHOBHUTE Ha TEOPHATA 33 TPUTE THIMA (YOPOUKTHPES) CTUIOBE — BEJIH-
YEeCTBEH, CPE/ICH U CyX, KOSITO BIIOCIIECTBHE 1€ c€ 000raTsBa U BUAOU3MEHS. Te-
OpHsITa 32 TUIIOBETE XY/IOXKECTBEHA PEU OLIE BEIHBXK aKTyalIn3upa OT CBOS CTpaHa
BBIIPOCA 32 U{|LNC1G-a M OTHOLIEHUETO KbM KJIACHUECKUTE 00pasLu.

ApeHa Ha IPOTUBOIIOCTABSHETO HA JIBETE JIUTEPATyPHOKPUTUIECKH TEUCHHUS
craBa Pum mpe3 Bropara Tpera Ha I B. np.H.e., T.e. 60—30 . HopmaTuBHOTO Ha-
NpaBJIeHUE, KOETO C€ CTPEMH KbM ChOMpaHe Ha MHOXKECTBO (PaKTH, TIXHOTO Kia-
cUUUUpPaHEe U CHIOCTAaBsIHE C KIACHYECKUTE 00pasly U CMsTa, Y€ CTHIMUCTUY-
HHUTE II0XBaTU HE ca OOBBP3aHM C JIMYHOCTTA HAa TBOPELA, € OJHIETBOPSIBAHO OT
rpamaruka Anononop ot [lepram, xoroto Lle3ap onpenens 3a yunresn Ha ABrycT U
KOTOTO CMsITaMe 3a aBTop Ha Mumonoeuueckama 6ubnuomexa. Teogop ot ['agapa,
yuuTesaT Ha Tubepuii®, mpeAcTaBsBa B IKOJIATa CH Ha 0. Po1oc T.Hap. MaTeTHu4IHO
HarpasJIeHHE, KOETO 3aCThIIBa HICSTA 3a MaToca U NPOMEHIUBHS THUII Ha peduTa B
3aBHCHMOCT OT YMECTHOCTTA M YKPEIBa TPAAUIMUTE HA a3HaHCTBOTO®.
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Hamwst aBrop, Jlnonncuit XanukapHackd, € IPUBbPKEHUK HA HOPMaTHBHO-
TO HampaBJIeHUE® B TUTEpaTypHaTa KpUTHKA mpe3 I B., KosITo — He 3a0paBsaMe — ¢
Hal-BHCIIATa CTETICH HA TPaMaTHYECKH 3aHMMaHus. ToBa O3HadaBa, ye OIIe I10-
paau camata IpUpoAa W TPAIAHINS HA TUTEPATYPHOKPUTUICCKUTE 3aHUMAHHS HE
Ou TpsiOBaJO Ma ce M3HEHaJaMe, ako 3a cvuemasanHemo € KOJIKOTO €3MKOBEJCKO,
TOJIKOBA U JINTEPATYPHOKPUTHYECKO ChUMHEHHE, MaKap 4e BCe MaK TO H3HEHA [BA.

Hsxonko mymu 3a aBTopa u npousBezieHueTo’. JIMOHUCHIA € pojieH B Xamukap-
Hac (mH. bonpym B Typums) u xuBee u TBopH mpe3 I B. mp.H.e. (60 I. np.H.e.—8 L.
or H.e.). Oxono 30 r. mp.H.e. cie TpaKIaHCKUTE BOWHU 3aMUHaBa 3a Pum u 22
TOIMHY M3y4yaBa PUMCKaTa MCTOPHS W JIATHHCKH €3WK. B pe3ynrar HamucBa UCTo-
pudecko chunHeHne Pumcku opesnocmu B 20 KHUTH ( 3ara3eHH OTYACTH), €IUH OT
IIEHHUTE W3BOpU 3a rctopusaTa Ha PuM. Ho emHOBpeMeHHO ¢ ToBa TOil mpenoaaBa
TPBIIKO KPAaCHOPEYHE U CE 3aHMMAaBa C JINTEPATYPHOKPUTHIECKH MPOYIBAHUS, TTON
Ha KOWTO Ca HSIKOJKO PETOPHUUECKU ChUMHEHUS — 3a Opesnume opamopu (Jluzuti,
Uszoxpam, Uceii, /lunapx, [emocmen), 3a cmuna na Tyxuouo, 3a cunama na /e-
Mocmenogusi cmui, 3a noopadicanuemo (Qpr.) U YeTUPHU JTUTEPATypPHU IHCMA — JIBE
1o Awmeit (3a ocobenocmume na Tykuoudosus cmun, 3a Pemopuxama na Apucmo-
men), eqao no I'meit [lommeit (3a docmotincmeama na Ilnamon, anpecarbt My €
ocBoOoxxenen Ha ['ueit [lomrmieit) u eqHo 1o Metmmuii Pyd (3a cvuemasanemo).

3a cvuemasanemo’ mpeACTaBNABA MHUCMO — MOJAPBK 32 POXKICHUS JCH Ha
Metunuii Py}, cuH Ha HIKakbB mpusTen Ha Jnorncnii XamukapHacKd, ¢ Hame-
PEHHETO Ja My TIOMOTHE B YCBOSIBAHETO HA M3KYCTBOTO 3a MPOM3HACSIHE Ha PEUH
Y TI0-TOYHO — Jia N30Mpa U3MEXK]Ty YACTH U OIaropoJHY JYMH U Jia TH TOJpex/Ia
B ChUETaHHUE, KOETO 00CIMHSIBA MIPHUSITHOTO C JOCTOHHOTO. ChCToM ce oT 26 TiiaBu
nmogo0HO Ha ApucToTenoBara [loemuka.

OcobeHocT Ha roxBara Ha J{lnoHncHit XanmkapHacKy € IPUBEKIAHETO U aHa-
JTU3UPAHETO Ha MHOXECTBO MpUMepH OT Haj 40 aHTUYHU aBTOpH, OlarogapeHue
Ha KOETO B HETOBOTO ChUMHEHHE € 3ala3eHo0 W CTHXOTBOPEHHETO Monumea KbM
Agpoouma na Cado kato mpumep 3a U3ANIHO chUueTaBaHe. Bropara nHTepecHa xa-
paKTepUCTHKa Ha MOXO0Aa MY € METOABT Ha TpaHC(HOpPMHpaHE Ha pa3IIekKTaHUTe
IUTATH, C KOETO CE OMMTBA J]a IOKAXKE yAa9HOCTTa MM HEYNauHOCTTa Ha eTHO WIIN
JpyTO chYeTaBaHe. A3 IIie ce CIpa HaAKPaTKo CaMo Ha HIKOM TIIaBU OT ChUMHEHHUETO
C OIJIeNl HA TeMaTa Ha MOETO M3JIOKEHHE, KaTo 3a yI0OCTBO IIie MPEACTaBs ChAbp-
KAHUETO MY B aHAJIUTUYCH TOPSIBK:

1. BeBenenue. [Ipuponara Ha crueraBaHeTo U HeroBute edexru. Crydan Ha
npeHeOpersane Ha cbyeTaBaneTo (1-5).

II. OcHOBHYM NpuHIMTIY HA chYeTaBaHeTo (6—20).

1. Tpu acmiekra Ha chueraBaHeTo. | pynupane, odopmsHe U TpeodopMsHE
(cxbcsiBaHE W yIbIDKaBaHE) Ha KOJIOHU U miepuoan (6-9).

2. Hacnanmara u kpacorara npu chueraBaHeTo. CriocoOu 3a TOCTUTAHETO MM
(10-20).

a. Illo e nacianma u xkpacora? (10—13)
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6. Uetnpu cioco0a 3a MOCTUTAHETO UM:
Méhog (MenonuaHOCT) — 14-16;
PvOudc (purmuanoct) — 17-18;
Metafoin (paznoobpaszue) — 19;
[Ipénov (ymectHoCT) — 20.
II1. Tpu Tuma crueraBane (21-24).
IV. OTHomIeHneTo Mpo3a—Toe3us U nmoe3usi—posa (25-26).

Jdepunuuus 3a cbueTaBaHe

Cvuemasganemo e HAKAKEO pasnoaazane eOHa 00 Opyea Ha uacmume Ha pey-
ma, KOUmo HAKoU asmopu Hapuyam u eremermu. CRaumanemo u noopexcoanemo
HA OCHOBHUME YaCmu HA peuma npasy m.Hap. YieHoge (KOI0HU) Ha uspedeHuemo,
nocie mAXHOMo C8bp36aHe 0hopms nepuooume, KOUMo om c80s CMpaHa NvK Npa-
6sam ysnama peu.

Llen na cvuemasanemo e u umenama 0a ce NOCMABANM NOOX0OSAULO €OHO 00
0pyeo, U KooHUme 0d ce Hanaceam nooobasawo, u peuma 0oope da ce paznpede-
a1 6 nepuoou (J1.X., 3a crueraBanero, 2)°.

3agauuTe HA HayKaTa 3a Cb4€TaBaHETO

3aoayume na Haykama 3a cb4emasanemo ca mpu: nopeo, 0a 8UOU KaKve ele-
MEHM C KaKb8 0d c8bvpoice, 3d 0a cb30ade Xy0daso u NPUsmHo couemanue; 6mopo —
0a pazbepe OMHOCHO c8bp38aujume ce eOur ¢ Opye eleMenmu KaK 6ceKu eOut 0a
ce opopmu maxa, ve 0a OONpuHece Co4emasanemo 0a u32nencod no-6b30etcmed-
wo, u mpemo — 0anu He mpsaoea HAKAKEO Npeodpa3ysane Ha elemMeHmume, OmHue-
Mane, 000aesaHe U npenpaesane, a CbUo U 3HAHUE KAK 0d 000opMum ROOX00AUL0
meKcma ¢ 02ied Ha npedcmoauomo my npeonazuadenue (6).

I_ICJII/ITC Ha CbY€TABAHETO Ca NMNOCTUTAHECTO HA HAcCJIala U KpacoTa

Haii-enasnume newa, kom koumo mpsbea 0a ce cmpemu asmopvm Ha noe-
MUYeH Uiy npo3auder mexkcm, ca 08e — Haciadama u Kkpacomamad. 3auomo muk-
MO me3u 08e Hewya Mbpcu CIyXvm Hu, N000OHO Ha ouume. U me, kocamo enedam
CKYINMYpU, JHCUBONUC, MATKA NIACIMUKA U BCAKAKGU OPY2U MEOPEHUsL HA H08ell-
Kama puKa, 3bPHAM Ju 8 MIX HACIA0d U Kpacomad, Y0061emeopsisam ce u HUujo
noeeye He um ce uckd.

A xax ce nonyuasa Haciradama u Kpacomama 6 eOur mexcm?

Yemupu ca Hati-6ajxcrume u Hatl-MowHUme cpeocmea —Men00UUHOCH, PUmMsM,
PazHoobpasue u yMecmHocm, ConbmMCemeauyd 6CSIKO eOHO Om mpume Kauecmea.

100 nacraoa pazoupam ceedicecm, ussujecmeo, onazozgyuue, ciadocm, yoe-
oumenHocm u 0p.noo.
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1loo kpacoma — eenuuagocm, medxcecm, 0ocmonenue, 3HAYUMOCH, NAbM-
Hocm Ha mexcma u 0p. (10).

[IspBOTO CpeacTBO 3a MOCTUraHe Ha HAcJIaAaTa U Kpacorara cnopen JuoHu-
CHii € MEJIOMMYHOCTTA U THKMO Ha Hesl HCKaM Jia Ce CIIpa MO-MPOCTPaHHO, 3a10TO
TS ce sIBsIBa CBOeoOpa3Ha MpeceyHa TOUYKa HA HETOBUTE JIMHTBUCTUYHU U JIUTEpa-
TYpHOKpHUTHYECKU nHTepecH. [Ipu pasriexxgaHeTo Ha TO3M acleKT Ha ChueTaBaHe-
TO B 1. 14, 15 1 16 Toii ce 0ka3Ba Hal-IIEHHUAT U3BOP I10 CTAPOTPBIIKa (POHETHKA
U QGoHoNOrHs, T.e. IO (QyHKIHOHATHA (hoHEeTHKa’. ABTOPBHT JlaBa €IMHCTBEHATa
ISUIOCTHO 3ama3eHa AeUHHULMS 32 CHIIHOCTTAa Ha CTAPOrPBLUKOTO TOHUYHO yIa-
peHHE, KOETO Ce ChCTOM B IIOBUINIABAHE HA TOHA €IHAa KBUHTA, a ABETE MYy Pa3HO-
BUAHOCTH C€ pa3luyaBaT caMo MO MSCTOTO Ha NOHIKEHHE — Ha ChIIaTa WM Ha
cienBamara cpuuka. Ciex ToBa TOH ce BITycKa B pa3ChbiKACHUE KaKBa € pa3iiuKara
MEXIy MEJIOANS B My3UKaTa 1 MEJIOAUYHOCT B peyTa.

Mejgoagu4HOCTTA

1. o e mesoauunoct? (11)

MeJoTUYHOCTTA Ha peuma ce usmep8a KOIKOMo Modice HAll-MO4YHO ¢ eOUH
m.Hap. unmepsan ,,npe3 nem‘* (m.e. kgunma). Ilpu mosa monvm HUMO ce NOGU-
wiaea omewv0 mpume moHA U NOJOGUHA HA2OPe, HUMO ce CNywad noseye om moea
Haoony. He 6csika dyma no omuouieHue Ha 8CAKA C80si CPUUKA Ce NPOUSHACA C eOHA
u cvwya npomaHa na moua. llpu eonu om cpuuxume moHwvm ce NOSUWLABA, NPU
opyau ce NOHUdICABA, a Npu Mpemu Modice 0a ce ROGUULYU U NOHUICU.

2. Kak n1a nocturaeMm mejaoaudnoctra? (12)

Upes nodxo0sauo cvuemanue, 3a KOemo HAMA NPeOnuUcCanus u Koemo mpsoea
0a ce onupa Ha 3HAHUS 3a 38yKogeme.

Ilo npupooda ue cuuxu wacmu Ha peuma no eOUH U Cvbly HAYUH NPEOPa3No-
J1a2am yxomo, Kakmo He 6CUYKO 8UOUMO pAdea OKOMO, HUMO BCUUKO, KOEMO ce
s0e, — 8Kyca, KAKMo U 6b00we ce Cyued ¢ 6ceku Opa3HUmen Ha Hauume 6b3npus-
musi. Hanpomus, Haxou 38yyu 2o ycaaxcoam, Opyeu 20 Opawysm, eOHu 20 OpasHsam,
mpemu 20 1acKasm u 6b00uje My 6b30eticmean no MHO20 U PA3IUYHU HAYUHU.

Tpuyunama 3a moea ce kpue, om eOHa CMpaud, 8 NPUPOOAMa Ha 36yKoseme,
OM KOUMO € CbCMABeH Y08CWKUAM 21AC, NOHEeNHCe MOU CbOBPIHCA MHO20 U PAZTUYHU
BBIMOJNCHOCU 3a 8b30€licmeue, a om 0pyea — 8 CHAUMAHeMOo Ha CPUYKUme, Koemo
Modice 0a cmaea no Hau-pasHoobpasnu Hayunu. Lllom eremenmume na oymama
UMam makasa 2onama CUIA U He € 8b3MOICHO Oa NPOMEHUM KOUMO U 0d e om msix,
ocmasa upe3 cmeceame, CIUBaHe U NOOPeHCOane 0a CKpuem npuopyxicasauiama eu
HeobuuaiiHocm — m.e. 04 cmeceame CMwbpICeume Ciyxa 36yKose ¢ eaneuu 2o,
mevpoume ¢ HeXCHU, 01a2038yHHUME C HEeONA2036YUHU, TEeCHONPOUSHOCUMUME C
mpyOHOnpousHocumume, Kpamxkume ¢ ovieume... Hewjo maxosa npaesm ymuume
B0EHAYATIHUYYU, KO2AMO NOOPEHCOAm apMUuama cu. 3aujomo u me npukpueam cia-
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Oume CcvC CuIHUMe CU 60UHU U MAKA HUWO 0Nt 6b3IMOJMNCHOCMUmME HA BOI:ZHML;MI’I’IG um
He ocmaea Heonoi3onmeopero.

3. KakBa e npupoaara Ha 3BykoBete? (14)

a. ledmaumms

Cvwecmsysam Ha4aIa HA YOBEWKAMA YIEHOPA30EIHA pey, KOUmMo He Noo-
Jledcam Ha no-HAmamvuiHo pasoeisine U KOUmo Hapuiame elemeHmu uiu OyKeu:
OYK6U, NOHedice ce 03HAYABAM C HAKAKBU Yepmu, d eleMeHmU, 3auomo 6caKa pey
NbPBOHAUATIHO Bb3HUKEA OM MAX U 00 MAX cnupame npu ananusa u. Ha mesu 6yx-
8U UNU elleMeHmMU NPUPOOama He e eOHa U Cvblyd.

b. Kitacudukarnuu Ha craporpbikus poHeMeH (OH] B 3aBUCUMOCT OT HaJIH-
YMETO Ha IIIAC WM LIYM.

I'macuuTe ca cemem — ABe KpaTku (ENCHIIOH U OMHUKPOH), IB€ OBIrU (omera
U €Ta) U TPH, KOUTO Morar Ja ObJar IBJITH M KpaTku — alida, HoTa U IOICUIIOH,
THH KaTo MOrar Jja ce ChKpaliaBaT U jAa ce yabkasar. IlomyracHu ca ciegnute
0CeM 3ByKa, OT KOWUTO IET ca eAUHIYHH, a UMeHHO J1am6a /1/, Mo /m/, Hio /n/, po
/t/ u curma /s/. JIBoiinu ca Tpu — a3eta /dz/, keu /ks/ u icu /ps/. Ot neBette doHe-
MU, Hapu4yaHu Oe3TNIaCHH WM HEMU /mutae/, TpH ca THHKH /tenues/, Tpu — I'bCTH
/aspiratae/ u Tpu 3aemat cpeaHo mscto /mediae/. TpHKU ca kama /k/, i /p/ u Tay
/t/, reeTr — Teta /th/, du /ph/ m xu /kh/, a Mexnmy exaute u npyrure — 6era /b/, rama
/g/ n nenra /d/.

CrenBa onvcaHue Ha MPOU3HOLIEHUETO IIPHU BCEKU €IUH Kiac (POHEMH, KaTo
JvoHucuii onucBa HaYMHA M MSICTOTO Ha TSAXHOTO apTUKYJIHMPAaHe, a cjiel TOBa U
AKyCTHYHOTO BB3/ICHCTBHE HAa OTACTHUTE 3BYKOBE C OIIE/ Ha TOCTUTAHETO Ha XKe-
naHus eeKr.

B ckanara Ha cBosATa ecTeTHUecKa OLCHKA 3a 3ByKoBeTe uoHMcuil Xamm-
KapHACKH ITOCTaBs Hail-BUCOKO KOJIMYECTBOTO HA TJIaC MJIM 3BYK IPH MPOU3HOLIE-
HUETO Ha 3BYKOBeTe. Taxa 3a He2o uszmexcdy 21acHume Hal-6b30eticmeay u ¢
Hau-npusamen 36yK ca Ovieume, 3auWOMo 38y4am nNpoOvIANCUENHO 8pemMe U UH-
MeH3umemvm Ha 36yKa He ce npexvesa. 1lo-cnabo ev3delicmeawu ca Kpamxume,
3au0mo ca KpamkospemenHu u 36yueHemo e nedocmamuvyno. Cpeo camume dvizu
2nacHU Hali-6nazo38yyHa e angama /a/, Koeamo ce NPOUHACA Kamo 0bied 2ACHA.
Om kpamxume 21acHu HUMo eoHa He e xybago ogopmena, Ho 6ce NAK eNncuioHbM
/e/ e no-manko 6e3obpazen om OMUKpoHa /o/.

3amosa u om nonyenachume OgounHume (K¢, nc, 03) ca noO-6vb30elcmeauu
om eQuHUYHUmME, 3AUOMO ce NPOUSHACATN NO-NPOOBAICUMENHO OM Opy2ume U u3-
anexcoam no-cv8oputenu. Jokamo edunuunume ca no-ci1abu u He 6CUHKU OM MAX
Mozam eOHaKs8o 0a ev30eticmeam Ha cayxa. Jlamboama docmass yoogoncmsue Ha
cayxa u e Hau-cradkama, 00Kamo po 20 opawiu u e Hat-ev3oeticmeawa. Haxax no
cpedama ce Hapexicoam NOLY2AACHUME MO U HIO, NOHEdCe NPU MAX NPOU3BEHCOa-
HUSAM 36YK caAKaw uznuza om poe. [lpomusna u nenpusmua e cuemama u ynompeou
JU ce noseye, OpA3HuU, Myl KAMO U321ex4cod, 4e CbCKA80CMMmA Ui NO-CKOpo ce 00-
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orudicasa 0o 38yyume, U30ABAHU OM 36ePose U DE3CI08ECHU HCUBOMHU, OMKOIKO-
mo 00 cMuUcieHume 38yyu.

Ot Ge3mnitacHUTE 3BYKOBE criopen J{MoHCHIT Hali-CHITHO BB3/ISHCTBAT OHE3H,
KOWTO C€ MTPOU3HACAT ChC CHIIHA BB3AYIIHA CTPYs (XH, (OU, TeTa), Ha BTOPO MACTO
ca Te3u, KOWTO ca 1o cpenara (rama, Oeta, enra), a Hail-caabo e(eKkTHH ca ThH-
kuTe (K, I, T).

4. 3a npuponara Ha cpuykara (15)

Om maxa onucanume no Opou u 6v30elcmaue 36yKoge ce Noy4asam m.uap.
cpuuku. Om max Ovlieu CpUtKU ca OHe3U, KOUMO ce CbCmosim om Ova2u 2NACHU, a
Kpamxu ca me3u CpUdKU, KOUmo ce CbCmoam om Kpamka enachua. JJMOHACHi mosic-
HSIBa, Y€ MPUPOJATa Ha IBJDKMHATA M KPAaTKOCTTA Ha CPUYKHTE HE € eJHa U ChIIa,
3aI10TO Cpell IBJITHTE UMa HIKOH, KOUTO ca MO-IBJITH, a CPeJ] KPaTKUTE — TaKUBA,
KOUTO ca Mmo-KpaTku. Heka a nam npuMepu ¢ Kparkara cpuyka, ChIbpKalia Kpa-
THK OMHKPOH B Ha4aJ0TO Ha CJIETHUTE TyMHU:

0-00¢ : 'P6-d0g : TPO-mOG @ GTPO-POG

npT  : Pomoc : obpar : BpBB

CoracHo JluoHucuii ¢ TpuTe n00aBeHM CHIVIACHUM B I'bpBaTa CpUYKa Ha
6TPO-QPOG TA ce MpOU3HACA 3a CIyLIaTeNsl MO-IPOABKUTETIHO OT Hai-Kparkara
B 0-00G (T.€. Hy’)KJae ce OT IIoBeue BpeMe, 3a Jla Ce MPOU3Hece), HO BBIIPEKH TOBA
ocraBa kpatka. [Ipu Te3u yeTupu pa3HOBUIAHOCTH Ha €IHA U ChILA KpaTKa CPUIKa
MsIpKa 32 I3MEHEHUETO U € HAIlleTO MHCTHHKTUBHO ycelmane (1] dAoyog aictnoig).

Cobimoro cTaBa U npu Abjirara cpuuka. OT gbjrara cpudka 1 MOXe Jia ce Ho-
JIyYH 110 ChIIaTa Npoueaypa uype3 npuodassiHe Ha TpU GOHEMH OTIIPE M eIHa OT3a]
ayMmara GmANV (Jajnak), KOsTO Ie c€ MPOM3HACS IHO-IBJIT0, OTKOJIKOTO IbpBaTa,
cheTosIIA ce OT eqHa onema'’.

Ilo mo3u nauun ce okazea, we eOHa KPAMKA CPUYKa Moxce 0a 6voe no-Kpam-
Ka om Opy2a Kpamka u eOHa 0viea no-0vled om opyed Ovled U Ye 6CSKa eOHd
Kpamxa uau 0bi2a CPUtKa UmMa pasiuyHo 6b30elcmaue @ npo3ama, 8 noesusma u
6 necnume. 1o6a e NbpP6OMO NPABUNO OTMHOCHO USMEHEHUSIMA, HA KOUMO MO2am
0a ce noonodNcam cpudKume.

Bmopomo npasuno 3acsiea cieOHomo: muii Kamo 38yKogeme uMam 201emu
Paznuuus nomedncoy cu He camo no OmHouenue Ha ObANCUHA U KPAMKOCH, HO U O
OMHOUIeHUE HA 38YUEHEMO CU, HAMA KAK CbCAGeHUme Uiy ,,Oniemenu " om msx
CpUuuKU 0d He 3ana38am eOHOBPEMEHHO U 8b30eliCINEUEMO HA BCeKU eOUH 38)K, U
00uomo 38yueHe, NOIYYEHO OM BCUYKU MAX upe3 ciugane uiu dobaeaue. Taka
Om MSAX MOJiCce Od ce NOAYYABA HENHCHO UL MEbPOO, 2A0K0 UIU 2PANAB0 38YUeHe,
VCAAACOAULO UTU CHIBPIHCEWO CYXd, COUMO UNU Jleewyo ce U BCAKAKEU Opyeu ec-
mecmeeHu KOMOUHayuu, KOumo ca Xuisiou Ha Opotl.
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5. lIpumepu (15)

Yeeounu mosa npasuno, noemume u nucamenume, 4usAmMo peu e HAU-Kpa-
cuea u NpusIMHA, NO C80U 8KYC noopexcoam oymume, CHIUMAUKY 2U NOOX00AUO
eoHa ¢ opyea, a 3a 38yKogeme U CPUUKUmMe ca Maucmopu 0a 2u NOCmaeam 6 pas-
Hoobpasua ¢ghopma cnoped mosa, koemo uckam oa sHywam. Taka npasu wecmo
Omup. Hanpumep, kocamo 2o6opu 3a mopckume dpezose, yopanu om eemposeme,
MO UCKA 0a U3PA3U HENPECMAHHUsL eKOM Ype3 pA3maeaHemo Ha CPUdKume, a npu
ocnenenus Lluxnon — npooviscumennocmma Ha 6oakama u OAGHOMO U ONUNOM
HAMUpAaHe HA U3X00a Ha newjepama:

Kokhoy 6¢ oteviymv te Kai ddivev 0dbvnot,
YEPCL YNALPO®V...

A HMCTIONUHBT, puaciy ot 60JIKa, Mpe3 I'bPUYOBE TPOIHU
0bp30 onumna 3uaa... (Oauces, [X, 415-416)!.

Tyk TBPBUAT CTUX MMa JIBa CHOHJES, ChABPKAIINA MO JBE IBJITH CPUYKH B
[ u IV Mersp, 10 aparu cpuyku — 2 ABJITH MO MO3ULMSA, 6 ABIATH MO MpUpPOAA,
2 cBpBXBITH (TIO IPUPOAA U TIO TIO3UIHS) U 7 KPaTKU CPUUYKHU, KAKTO MOXKE JIa ce
BUJIH T10-JIOITY:

v’ 71Ba CrIOHJEs Kvokhowy I8¢ oteviyov te kol ladiv lov ddvvnot,
v’ 2 mearu no nosumms  Kokloy 82 eteviyov te kol ddivov 6d0vnot,
v 6 mearu no npupoga  Kokhew 8¢ oteviyav te kol @divav 630ynot,
v’ 2 CBPBXIBITH Kokhow 8¢ oteviymv Te kol odivav 660vnot,

Hma u Opyeu cpuuru, usmaticmopeHu npomugoONoI0#CHO HA Me3U, maxa ue
Oa sHyuiam Kpamxocm, 6vp3una, cmpemumenrHocm u op. noo. Hanpumep:

AUPANOMV YOOmoO HETA SUMTOLY EEITEV. ..
OyiHO 3aruTaKka, 3aBUKa U Thii cpe Tposiaku npoayma (Mmnana, XXII, 476)'2...

B T031 xex3ameThp ca Hajwile OTHOBO ABa crioHes B | u IV meTsp, HO camo
8 IBIITH CPUYKH — 2 JIBIITH 1O MO3UIHS, 5 IBITH 0 MPUpoa, 1 cBpBbXapira (110
MPHUPOJIa U TIO TO3UIMsI) U 7 Kparku cpudkd. [lo To3u HaumH J{noHMCHE cmsTa,
Ye ce BHYyIlIaBa HacHM4YaHe Ha JJbXa U 00BbPKBaHE B IJ1aca, KaTo BCEKU €IUH OT Te3U
e(eKTH e MMOCTUTHAT Ype3 yMallsiBaHe Ha CPUUYKH U 3BYKOBE:

v’ J1Ba CrIOHEs apupinony yodmoao pLeTd dpmiic Egimey
v’ 2 earu no mozumus  auPrndny yodwoo pezd dpoijowv Esutey
v’ 5 1bearu no npupoga AUy yodowoo petd dpoictv Egutev
v' 1 cBpBXaABITA AuPAnoNY yodmwaoo petd dSpmijow Eeutev
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6. 3a 3Bykonoapaxanuero (16)

[lo-HaraThk aBTOPBT MOCOYBA, e noemume u RUCAmenume camuy Cmposm
cpuukama c oeneo Ha npeoMema cu, Kamo aiedam oymume 0a 6vOam uzpasumer-
HU U n00X00Awu Ha cvovpoicanuemo. Te 3aumcmeam mMHO20 noxeéamu om npeo-
Xoocoawume 2u A8MoOpU, KAKmMo me ca 20 HAnpasuu u OOKOIKOMO Modice 0a um
ce noopasicasa.

Tonamo nauano u yyumen 6 moga e npupo0dama, Kosimo Hu e Hanpasuia ma-
Kusa, we oa modcem 0a noopazcasame u 0a uzodopemsgame Oymu, upe3 KOUmo
obexmume ce pasKpusam 6b3 0CHO8A HA HAKAKEU NACEAWU U 8b3OEUCMBAWYU NO-
0obus 6 npedcmasama Hu. llpupodama Hu e Hayyura oa Hanoodobseame u pesa
Ha bukoseme, U YSUIEHEMO HA KOHeme, U BPewjeHemo Ha Ko3ume, U npaujeHemo
Ha 02bHA, U GUEHEMO HA Gempogeme, U NPOCKLPYBAHEMO HA 8bICEMama u Opyeu
MHO200pOUHU ROOOOHU HA Me3U 36V YU, eOHU Hano0obseawu 36yK, hopma unu oeti-
HOCm, Opyeu — emoyus, 08UNCEHUE, NOKOU UL KAKEOMO U 0d e Opy20 Heuwjo.

U muii, xoe e Hatl-eadxichomo no masu mema? Ye om cnaumanemo Ha 38y-
Kogeme 6b3HUKEA PAZHOOOPASHOMO 6b30elcmeue Ha CPUUKume, a om Cbyemasd-
HEemo Ha CpuyKume pasHOCMPAHHAmMa npupooa Ha oymume, a Om XapMOHUAMA
Ha Oymume — MHo2onukama pey. Taxka ue HAMA Kax eOHa ped 0a e xybasa u 6 Hes
dymume 0a He ca Xybasu u HAMA KaK cpuukume Ha oymume 0a ca Xyoasu u npu-
uuHa 3a mosa da He ca xybasume 36ykose 6 msax. Ilo cvwus Hayun npuamuama
peu cmasa om NPUSMHU 3d YXOMO ULU NOOOOHU HA MAX OYMU, CPUYKU U 38yKo8e. M
ouye — OOKOIKOMO CbeCmey8a U3eCmHd pasnuxd, ms ce ObIXCU HA MO8a 0alu ce
BHYUIABA NPEOCMABA 30 XAPAKMEPU, eMOYUU, HACMPOeHUs U OelCMEUsl Ha NepCo-
Haoicume, unu opyau xapakmepusupawu 2u newa. Ho ecuuxo mpwesa naii-nanpeo
om cenobasanemo Ha 36ykoseme. Lle cu nocnysica ¢ Maiko npumepu 3a sSICHOMA...

Haii-mnoeoenacuuam noem, Omup, axo dxcenae da noxasxce xybocmma Ha
Kpacusus 6bHUEH U0 U KpAcomama, KOAmo U3GUKea HAcaaod, wje Cu NOCaylcy ¢
Hati-ev30elicmeaujume 21ACHU U C HAli-HeNHCHUMe NONY2AACHU, a HAMA 0d CmezHe
cpuykume ¢ 6e321acHy, HUMo e Hacede 36y4eHemo upe3 mpyoOHONpoOUsHOCUMU
38YK08€, pA3NONoNHceHU OaAU30 eOur 00 0pye, e Cb30a0e HAKAK8A CNOKOUHA Xap-
MOHUSL HA 36YKOBeme, KOSIMO we ce jiee 0e3npensamcmeeHo 8 YXomo Hu.

11 8" 1ev ék Baddporo mepippwv [nvehonein
Aptépot ikéAn Mg ypooti Appodity.

Crese ot cBos uepTor u pazymHara [lenenomnes,
C obpa3za Ha Apremuna u 3inatHara Adpoauta (Oduces, XVII, 36-37)".

B mepBust ctux uma 31 3Byka, ot kouto 16 ritacHwu, § ,,momyrmacHu (4 HOCO-
BM 1 4 IJIaBHK) U caMo 7 ,,0€3IIacHH
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v’ 4 HocoBH 11 8" ey ék Baddporo mepippwy [Invelonein
v’ 4 ninaBHM 11 8" 1ev éx Badrdporo mepippwv [Inveroneia
v 7 ,6e3macan” 1 8 fev ék Bardpolo mepiopov Mnvelomeio

v 16 macHH i} 0" iev gk BaAdpere epiopav [nverdnara

A BBB BTOpHS ca Hamuue 28 3ByKa, OT KOMUTO 15 mmacHu, 5 moiyriacHU
(1 HOCOBA M 4 TTABHHU) B caMo & ,,0¢3MIacHu "

v 15 rnacHu Aptéudy ikéhn 1€ xpuoi] Appedity.
v' 1 HOoCcOBa Aptémidt ikéAn M€ xpvot] Aepoditn.
v’ 4 ninaBHM Aptéudt ikéin NE ypuoti Appodity.

v’ 8 ,0e3mmacHn  Apzéudt ikédn Mg xpuot] A@podizn.

A Koeamo 6veexHcOa MuvICHA, CMPAXOBUMA UIU 8EIUYABA KAPMUHA, MOU
HAMA 0a CNOJCU HAL-000pume 21ACHU, A HAL-HENPUAMHO 38yyawume, U uje g3eme
Hatl-mpyoHO NPOUBHOCUMUME UMeNCOY CbCKagume U Oe321acHume u ¢ msax we
VIILMHU CpUYKUmMe, Hanpumep:

2uepdaAréoc & anTiiot AV KEKAKMUEVOG AAU.
Crparien 6e TOHM 32 MOMHUTE, OBAJISIH B 3achXxHaia THHs (OQduces, VI, 137)14,

CruxbT chabpka 0010 35 3ByKa, oT KoUTO 16 mmacHu, 5 HOCOBH, 3 IIaBHH,
4 cubunanTta u 7 ,,0e3MacHA":

v' 16 macuu Tpgpdarfoc 8 avtiicl eavn KEKAK@UEVOS .
v’ 5 HOCOBa 2uepdoAEog 0’ oOTH|OL PAVT KEKOKOUEVOS GAUN.
v’ 3 miaBHM 2uepdoiéog 8’ avTi ol PAVN KEKOKOUEVOS QAT

v 4 cuOunanta  Zpepdoaréog 8 avTiiGlL AV KeKaK®UEVOS BAuT.
v 7 ,6e3mmacHn Zuepdoréoc & avTiict @AV KEKOK®OUEVOS GAun.

CpueTaBaHeTo Ha JTUTEPATYPHOKpUTHYECKATa Aap0Oa U JIMHIBUCTUYHUTE TIO-
3HaHUA Ha JloHucHit XanukapHacKu o06ave ce OTKposiBaT 0codbeHo B XX rasa ot
CHUMHEHHUETO MY, KBbJIETO TOM MOAJIara Ha aHaJIu3 MOCIEIHOTO CPEICTBO, Ype3 Koe-
TO aBTOPBT MOXKE J1a IOCTUIHE KPacoTa M Hacjaaa B OPOPMSIHETO Ha CBOS TEKCT —
YMECTHOCTTA.

7. 3a ymecTHocTTa (20)

Ilo 6ceobujo MHeHUe YMECHOMO e HAKAKBO CbOMBEmcmaue Ha CbObpiICa-
HUemo — Ha nepconaxcu u Ha newa. 11o cvwusn HauuH, no Koumo uzbopvm Ha Oy-
Mume modice 0a bvoe n0006asaw Ha CbOBPICAHUESMO UIU Henodobasauy, maxa e u
CbC Cvbuemasanemo um. 3a 00KA3amencmeo Ha moea mebpoeHue mpabea oa e3e-
Mem camama Oeticmeumennocm. He cu cuyocum ¢ eOnakeo cvuemasane Ha Oymu,
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K02amo ce 2HeUM U K02amo ce paodsame, HUmo Ko2amo puoaem uiu ce cmpaxy-
same u 6b00We NPU HAKAKEO OPY20 NPeNHCUsA8ane Uil Hewjacmue, Kakmo Ko2amo
pascvoicoasame u 6b001e HUWO He HU CMYWasa Uiy oneyansisd.

U owe — eOHu u cvwu xopa 6 eOHa u cvula cumyayus, ako cboouasam 3a
CvLOUmUs, HA KOUMO Ca NPUCLCMBATU, He U3NON36aM eOHAKE0 Cbyemasaune npu
npedasanemo Ha 6cexu eour dematin. Hanpomue, me nanodobsgeam mosa, Koemo
cvobwasam, 0Opu U 8 Cob4emagaHemo Ha oymume, 6e3 ycuiue, a eCmecmseeHo 60-
Oenu 00 mosa. Tvkmo mosa mpsibea da cvo0asa d0OpUAmM NOem Ul pemop —
0a nodpadicaéa Ha Hewjama, Koumo onucea ¢ oymu. Ilpu mosa ne camo 6 uzbopa
Ha oymume, HO U 8 MAXHOMO cvuemasare. Toea npagu uHazu HAU-MALAHMAUBU-
am, Omup, Makap 4e e 02panuier om Mempuyeckama opeanu3ayus Ha Cmuxa u
om manodpotiHume sapuayuu 6 pumvma. Ho mou nenpecmanno npednaza Heujo
HOB0 8 MAX U NOKA36A MALUICMOPCMB0, MaKa ue 0a He GUICOAMe HUKAKEA pa3IuKa
MexcOy OHe3U Hewd, Koumo cmaeam, u Oymume, ¢ KOUMo ce ONUCeam.

Kozamo Oouceii paskazea na gheaxume 3a ceoume CKUMAHUsL U ONUCEA CIU-
3anHemo cu 6 yapcmeomo Ha Xadec, mou npedasa KapmuHume HA MAMOUIHUME
Hewjacmus. Mexcoy dpyzomo moil paskaséa u 3a cmpaoanuama na Cuzugp, na
K020mo noodzemMHume 60206e onpedenuiu, e ue ce CHAcu om CMmpautHomo cu Ha-
Kazanue, ako U3mvpKaisa eOHd CKaia 00 8bPXa HA HAKAKBHE XbaM U 20 npesanu. Ho
Mo6a U0 HEBBIMONCHO, 3AUJOMO BCEKU NbM, KO2AMO CMU2al 00 8bPXA, KAMBbKbIN
ommnoeo nadan oony. Cmpysa cu 0a eudum xkax Omup wje sHywiu u wje noopasxcasa
Ha Mo8a CbC Camomo cvbyemagane Ha oymume.

Kol Py Ziocveov eloeidov kpatép’ diye’ Exovra,
Adav BaoTtalovio TEADPLOV AUEOTEPTIOLV:

fTO1 O Hev GKNPUTTOUEVOG XEPGLV TE TOGTV T€
Adav dvo dBeoke moTi AOPoV:

Ome cprienax Cusnda, MOAXBBPIIEH HA MBKa YXKacHa —
KaMbK OTPOMEH U TEKbK ThPKAJISAIIE C ABETE CU JIJIAHU.
MHUIImTe TOi U HO3eTe HAITbHAT IO CETHUTE CHITH,

THKaIlle KaMbKa Bce o Haropawuiie (OQduces, X1, 593-596)".

Tyk cvuemasanemo e Mmoea, KOemo NOACHABA BCEKU Oemaiil Om Cmasaujo-
Mo — medcecmma Ha KAMbKA, MbUUMETHOMO OBUICEHUE OM 3eMAMA HA2ope, KAK
Cusug noonupa kamvka ¢ M0, KaK ce u3Kayea KoM 6bpxd, e08a USMUKEAHUS]
Kkamwk. U xax ce nonyyasa mo3u epexm? Kvana ce 6 3eec, ne ciyuaiino u e om
camo cebe cu.

Ivpeo, 6 06ama cmuxa, 8 KOUMO MO MUKA KAMBKA HA2Ope, C USKIIOUeHUe HA
08a 2nazona ocmananume OYMU €a Uy 08YCPUYHU, ULU eOHOCPUUHU.
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fTo1 O HEV SKNPTTONEVOG YEPTIV TE TOGLV TE
Adav dveo @Ogoke TOTi AOPOV:

Tlocne — 6v6 6cexu cmux Oveume CpUKU ca HANONOBUHA NOGeYe OM KPAMKUMe.
Tyk JInoHucit XanvkapHacKU HE € ChbBCEM TOYEH U € IMPUYMHUI HEMAJKO
OTHMTH HA MPETIMCBAYN U U3AATENH 1 ,,IpUcoco0aT OMHPOBHS TEKCT KbM TBBP-
JIEHUETO MY, Thi KaTO B JEHCTBUTEIHOCT IBITHTE CPUYKH ca caMo ¢ | moBeue B
IIBPBUTE TPU CTHXA, & B TIOCIEIHUS ca JJaxke U ¢ | 1mo-mako.
I ctux — 8 gpnru / 7 kparku
II ctux — 8 mweoru / 7 xparku
III cTux — 8 oparw / 7 KpaTku
IV ctux — 5 nenru / 6 xparku

Koi p1y Xicveov giogidov kpotép @hye’ Exovia,
Adav Bactdlovio nep®@plov aupotépnoty

1701 0 puév SKNPITTOLEVOS YEPGIV TE TOGIV TE
Adov dyve GOgcKe moTl AOPOV

Ha mpemo msacmo — npexodvm om dyma Ha OymMa NpU 8CUYKU COHUEMAHUS e
NPOOBIdNCUMENEH U e OMCMOosm eOna om opyea mewvpde 3abenexcumo. Tosa ce
nocmuza 6uno Kamo ce convckeam 21AcHU,

I ctux — dhyg” Exovra
IV ctux — ve ®bsoke,

OUnO Kamo ce HA8bP368AM NONY2NACHU U OE32NIACHU 38YK08E:

I cTux —eilceidoy Kpatép’
II ctux — Aday BasTalovta
III ctux — pgy gxmpntoOpevVog xePGiy Te ToGiy TE

Oceen moga pumvMvm HA Yeaus NAcaic e CbCMaser om OaKmuay u Ovieu
CHOHOeU, NPexo0bi MexcOy KOUMO e 8b3MONCHO HAll-NPOMSNCEH.

HaucTtuna nenusat macax chabpxka 22 MeThpa, OT KOUTO 7 CHIOHEs, TPpUOITH-
3UTEJIHO I10 2 Ha CTHX:

Koi pjyv Xicveov gieegidov kpatép’ dlye’ Exovra,
Adav Bactdlovto meEldplov AueoTéPNoLY

1TO1 O HEV GKNPUTTOUEYOS YEPCIV TE TOGLV TE
Adov &y GdBscke ToTl AOPOV
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U kaxeo ce nocmuea ¢ éceku om mesu noxeamu? — numa Juonucui. Amu
eOHOCpUHHUmME U 08YCPUUHUME OYMU, OCMABAUKU MHO20OPOUHU UHMEPBAU NO-
mexncoy cu, nanooobsisam Cuzugosomo Oeticmsue. [Jvieume cpuuku, om opyea
CMpaHa, cvc C80AMA 02PA0EHOCH U 82HE30CHOCH CPe0 Cb2IACHU 8 KPAsl CU Cb30a-
6am eneyamieHue 3a npomueoOelcmeuemo, medxcecmma u Opememo Ha KamvKa.
Hakwvcanume naysu mesxcdy oymume u Hapexicoanemo eOur 00 Opye Ha CHvbpiice-
W YXomo 38yK06e 6HYWA8a nay3ume 6 0elicmeuemo, CNUpaHemo u 201emMuHama
Ha ycunuemo. Habrooasanume yowiudiceHu pummu cvb30a8am enedamieHue 3d
Hanv»8aHemo Ha YjieHoseme My, 3 HANPENCEHUEMO NPU MBPKAISHEMO U 3d CbNPO-
MUGIEeHUEMo Ha KAMBKA.

H mosa ne e pezynmam om umMnpoguzayus, a Ha usKycmeo, KOemo ce Onumed
0a nodpascasa Ha OeticmeumeIHoCmma.

JIrobonuTHO € Aa oTOeNeXnuM, Y€ HaTPYIBaHETO Ha JBJITH [JIACHU B 3€Ba Ha
IV ctux nparu BekoBe ocTaBa yOenuTeNeH mpuMmep 3a MaiictopcTBoTo Ha OMUp
Jla BHYIIM MPOTSDKHOCTTa W MbuHTeNnHOCTTa Ha CusndoBoTo nBumxeHue. Toszn
IprUMep He JIMICBA B HATBTCTBUATA HA [lemMeTpuii 3a MOCTUTaHETO HA BEIMYECT-
BEH CTHI B 3a cmusa'® u B koMeHTapa Ha EBcraruii kbM ctux 596 Ha Oduces ot
XII B."” AHanu3bT Ha JIMOHHUCHUI BEPOSITHO € BIBXHOBWI U CTHXOBEe 365-371 B
noemara Ece 6bpxy kpumuyusma Ha I1oym, KOHTO € T03HaBajI ChYNHEHUETO My'™

And the smooth Stream in smoother Numbers flows;

But when loud Surges lash the sounding Shore,

The hoarse, rough Verse shou’d like the Torrent roar.
When 4jax (sic) strives, some Rocks’ vast Weight to throw,
The Line too labours, and the Words move slow;

B pasmienanust BrbxHOBeH aHanu3 Ha Omuposute ctuxose 3a Cuzud du-
OHHUCHH € TIPOSIBUJI €AHOBPEMEHHO THHKHS CH YCET 3a €D(QMVIOL M PUTHM U MO3HA-
HUSTA CH BbPXY XapaKTEPUCTHKHUTE HA 3BYKOBETE B €3MKa U TIXHOTO €CTETHUECKO
Bb3/eIHCTBUE C IBIO0KO yOexkaeHHe, Ye 3a MOCTUTaHETO Ha TaKOBa MalCTOPCTBO
€ HYXXHO yCHJIME M TOIpakaHue Ha BUcOkuTe oOpasuu. U kakro xa3Ba PoOwpcer:
Ye 3a evpyume aumepamypama e u3KyCcmeo, e 3a msx 36yKvbm e exo Ha CMUCHIA,
ue me ca OUY OCMpPo 4YSCMEUMNENHU KbM YANAA MAa2usl U My3UKa Ha xybaeama
pey —Kvoe 0a HaMepum me3su UCMUHU, USNONCEHU NO-ICUBO, OTHKOIKOMO 6 HACHO-
awus mpakmam'®?

OpuruHanHOCTTa Ha TpakTaTa 3a cvuemaganemo odade € He TOJIKOBa B K-
BOTO M3JIO)KEHHE Ha TaiHaTa Ha Xy0aBaTa ped, KOJIKOTO B HAXOJUYUBOTO CIUIUTaHE
Ha JIMHTBUCTHYHH U JIUTEPATYPHOKPUTHUYECKH HaOmonenus. Ha rpannnara Mexay
cTapara U HOBaTa €pa, B 30para Ha eBpornelckara ¢uionorus, Jnonucuii Xamm-
KapHACKH 3a/1aBa CBOCOOpa3eH CTaHAApT 3a U3y4aBaHE Ha CIIOBECHOCTTA, B KOWTO
(oHema, ceMaHTHKa U ecTeTHYecKa Haclaa oOpa3yBar Hepa3puBHA LSUIOCT.
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Abstract. Many significant plays and novels were written in the Qing age; however,
they could never completely replace poetry. Qing poetry outpaced the literary production
in previous dynasties in terms of the number of composed poems. This shows that plays
and novels could by no means substitute poetry. The love for poetry writing persisted. In
Russian Sinology, Qing poetry has not been studied thoroughly enough. In the 1960s the
journal “Peoples of Asia and Africa” hosted a discussion concerning the periodization of
Chinese literature, primarily, of Qing literature. The main question was whether the whole
Qing literature or only that part of it which was written upon the onset of the ‘Opium Wars’
should be considered as belonging to the modern cultural movement. Another general
problem was the idea of Chinese Enlightenment. The majority of researchers, when speak-
ing of 18th century literature, focus primarily on this period’s prose, and the fact that these
authors also created poetic works is skated over. The poetry of the 17th and 19th centuries
is also represented by a few poets. So Qing poetry has not yet been studied sufficiently.
Keywords: Chinese literature, Qing dynasty literature, history of literature.

Eseenus Mumxuna. U3CJIEJIBAHE HA TIOE3USTA HA TUHACTUATA IUH
B PYCUA

Pe3rome. [1o Bpeme Ha enoxara [{uH ca cb3aaieHH MHOTO 3HaYUMU IMECH U POMaHH,
HO ¥ T€ HE MOT'aT J]a 3aMEeCTSIT M0e3UsITa, OILE MO-MaJKO Aa 5l UBMECTST OT MSICTOTO ¥ B Oe-
nerpuctukara. [Toesusira na I{uH, pasrieaana karo Opoit moeMu, H3NpeBapBa 3HAYUTEITHO
NpEIULIHUTE JUHACTUU. bposAT HEe € KpUTepuil, HO HU II0Ka3Ba, Y€ IIMECUTE U POMAHUTE
Morar aa opaar gact ot noesusra. [Ipe3 60-te ronunu Ha XX Bek B cucanue ,,Hapogure
Ha A3us u Adpuka“ Bb3HHKBA CIIOP OTHOCHO MEPUOAM3AIMATA HA KUTalCKaTa JINTepaTy-
pa — manu nsuiara aureparypa Ha LluH TpsOBa /a ce pa3miexkia KaTo NpuHajiexala Ha
CHBPEMEHHOTO KYJITYPHO JBWXeHHe. JIpyr ocHOBeH npobiem Owmina uiesra 3a Kuraiicko
npoceuienue. [loesusira npe3 X VIII Bek e Haii-c1a00 3acThlIeHa B pycKara KUTauCTHKA.
IToesusara ot XVII n XIX Bek chio BKIOYBA HE3aJ0BONMTEeH Opoit aBTOpH. Jocera
Ioe3usITa Ipe3 ernoxara Ha AnHacTuATa L{uH He e u3cnenBaHa 10CTaTbyHO.
KutiouoBu aAymu: KuTaiicka IuTeparypa, JuTeparypara no Bpeme Ha auHactus L{uH, ucro-
pUs Ha JIMTeparypara.
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Many significant plays and novels were written in the Qing age; however, they
could never completely replace poetry and supplant it in belles-lettres. Literature
cannot exist within just a single genre, since it cannot encompass the whole variety
of ideas and sentiments, as well as to satisfy various spiritual needs of people.
The main condition for literature development is exactly coexistence of various
genres; it is the variety of art forms that leads to their complementarity and mutual
borrowing of the best. “Genres are in a certain, by no means random correlation
between each other. This is a sui generis ‘plant association’ that embraces a joint
existence of various breeds, species, units. Every age has its own correlation of
genres, which changes depending on the literature function alteration, on a given
literary school (in cases when literature schools have already emerged), on ‘the age
style’, etc.” (Likhachyov, 2012).

Qing poetry, if regarded from the perspective of the number of composed
poems, outpaced the previous dynasties by a long way. Xu Shichang, the President
of the Republic of China in 1918-1921, published “The collection of Qing Poetry”,
wherein over six thousand poets were represented. “The catalogue of Qing
Literature from private collections” published under the editorship of Li Lingnian
and Yang Zhong mentions over 40 thousand private collections of literary works
(2008: 3). These numbers exceed approximately 10 times the same values for the
Tang dynasty', 3—4 times those for the Song dynasty and 6—7 times those for the
Yuan and Ming era. Furthermore, there are so many works of Qing poets that their
precise number has not been determined by the present time; one can be sure,
however, that it is higher than in any other dynasty. Number, of course, cannot
be the sole and most important success or achievement criterion for poetry of a
particular age. However, it shows us that plays and novels by no means could
substitute poetry. The love for poetry writing persisted.

As was mentioned above, there is a certain prejudice towards Qing poetry.
Nevertheless, many researchers of the history of poetry (including the famous Qing
poetry researcher Qian Zhonglian) agree that “the Qing poetry, as compared to the
previous three dynasties, achieved a great success in poetry writing” (ibid.: 7).
Some even deem that the Qing poetry can be regarded as the third golden age
of poetry — on the morrow of the Tang and Song eras (Yuan Mei Novye, 1977).
Such opinion is explained not only by the great number of extant poems, but also
because of their high aesthetic distinction. Some scholars consider that the return
to classical specimens represents the main distinctive feature of this period’s poet-
ry. Others, however, express rather different judgements. In their view, Yuan and
Ming poetries also addressed to the classics — i.e. this is not a feature unique for
Qing poetry. Therefore, Qing poetry must have its own, distinct from other ages,
unique character. Throughout almost three hundred years, the Qing poetry did not
remain unchanged. At each stage of its development, it had its own particularities;
more importantly, the difference even within one and the same stage could be
enormous.
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The fact that the Qing dynasty was the last for the old society and the lore
of tradition accumulated by that time was immense, should also be taken into ac-
count, for this was not observed neither in the Tang age nor in the Song age — hence
the unprecedented dependence on traditional art forms. Nevertheless, Qing poetry
managed not only to level with, but in some cases even excel the achievements of
Yuan and Ming literature because it in general fitted in its age, reached the depths
of spiritual life of people of that time, and had a common heartbeat with the era.

As to peculiarities of the age itself — or rather of the period of the Qing dynas-
ty reign, it was in many respects an extremely difficult phase of history, especially
for those who aspired to devote their talent to classical literature that was based on
ages-long principles of the Chinese concept of the world order. On the one hand,
Manchurian rulers extended every possible patronage to scholarship and book
learning. A system of examinations to engage talented people in public service
was restored. In the Kangxi and Qianlong Emperors’ reign, boxue hongci (exami-
nation in deep knowledge and literary talent) became widely practiced; men of
letters were invited from remote parts of the country to compile the history of the
preceeding Ming dynasty. Considerable human resources were used to compile the
large-scale collections “Siku Quanshu” (“Complete library in four sections”) and
“Gujin Tushu Jicheng” (“Complete collection of illustrations and writings from
the earliest to current times”). On the other hand, extensive campaigns against
opposition-minded writers were carried out; actions and even ideas contradicting
the ruling ideology were punished severely. Under such circumstances, the society
was unavoidably becoming conservative and closed; people’s interests, previously
related to day-to-day existence, were now shifting towards researching and order-
ing of classical literary monuments. This is one of the reasons for the unparalleled
worship of classics in the period under consideration.

Expectedly, such an exorbitant cultural conservatism was unfavorable for so-
cial thinking development. Nevertheless, it led to unprecedented systematization
and making of highly detailed commentaries to monuments of Chinese cultural
heritage. This process reminded the textual work with canon books in the Han dy-
nasty — that is why Qing scholarship was called Hanxue ({{%%) — ‘the Han learning’.

The Qing dynasty was the age of transformation from the old society to a
new one, which was stipulated by the very march of history and contacts with the
West; hence, it is not surprising that numerous deviations from tradition emerged
in various cultural fields. Thus came out, for example, the novel “The scholars
(the unofficial history of the forest of the literati)”, wherein the author, Wu Jingzi,
sees tartly into the lifestyle that was traditional for scholars and refuses to choose
the life path of a classical writer. As to poetry, a new xingling school, which will
be reviewed in detail below, formed here. By the end of the Qing dynasty, many
poets were already seeking for a fuller innovativeness (they were trying to write
poems in baihua, use borrowed words and concepts in classical — in form — poems,
etc.). Thus, two major trends can be observed in this period’s poetry (as well as
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in literature in general): old and new, conservative and innovative standing in op-
position to each other. Part of the poets adhered to the old, classical tradition, but
there were some, who sought the way to popularity through innovations in writing.
Thereby, it can be said that the first ones were outnumbered, but it was them who
were recognized as the quintessence of the Qing dynasty’s literary rise (in prose it
is, without doubt, Pu Songling and Cao Xueqin, whereas in poetry — Yuan Mei and
Huang Jingren).

In Russian sinology, Qing poetry has not been studied thoroughly enough.
Before discussing papers of orientalists researching works of individual writers,
we should say some words about general studies.

Let us start with the issue, the discussion of which began in the 1960s in the
journal Peoples of Asia and Afirica, — concerning periodization of Chinese litera-
ture, primarily, of Qing literature. The main point of the discussion can be formu-
lated as follows: whether the whole Qing literature or only that part of it which was
written upon the onset of the ‘Opium Wars’ (that is, after the first major collision
with the West) should be considered as belonging to the modern cultural move-
ment. V. Semanov stated that it was necessary to set its own timeframe for each in-
dividual country and suggested to deem the period from late the 17" through early
the 19" century as the late medieval period, whereas everything written from 1840
through 1919 — as ‘modern’ literature. V. Petrov disagreed with this opinion, “In
the same way as there could not be and there was not any special Chinese modern
age in Chinese history, there could not be and there was not any special ‘modern
age’ in the history of Chinese literature. In Chinese literature, modern age as an era
begins not in 1840, but in the 17" century, although for various reasons it obtains
the features intrinsic to developed European literatures of modern age... much lat-
er — in fact, only in early 20" century.” (1977: 177)

V. Petrov proposed his own periodization of the Manchurian-age literature.
First, he divided it in two large stages: stage 1 — the second half of the 17" century
and the entire 18" century; stage 2 — the 19" century and early 20" century. Within
the second stage, he, in turn, distinguished 5 more stages, which we shall not re-
view in detail here?, since our subject concerns the 18" century.

Speaking of general problems discussed by Russian orientalists researching
Qing literature, works of O. Fishman, who suggested the idea of Chinese Enlight-
enment (Fishman, 1967, 1966), should be mentioned. In her opinion, similar his-
torical conditions generate similar literary phenomena. In China of the 17%-18"
centuries, like in Western Europe, educational sentiment arose. First enlighteners
called to restore the ideal order of antiquity with due account, however, for con-
temporary needs, whereas later ones spoke of reforms on the model of Western
countries to adopt experience, science and technologies from. As to literature, it
should not, in their view, be limited to Confucian classics. It should be connected
to life, influence people and morals of the society. Literary works must reflect the
spirit of the age. However, O. Fishman elaborates her conception of Enlightenment
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in Chinese literature only through the example of fictional prose — namely, satirical
novels.

In her book “The Chinese satirical novel”, she mentions several most eminent
representatives of the Chinese Enlightenment, characterizing only Huang Zongxi
as a poet. Other enlighteners appear in her paper merely as thinkers and politicians,
but not as poets.

A. Maslov’s article “On the art form of Gu Yanwu’s poems” is devoted to
the poetry of Gu Yanwu (1613—-1682), one of the enlighteners. The author notes
that Gu wrote principally octets in form of the ancient regulated verses guti shi,
whereas the works written in the form of the modern regulated verses /ii shi com-
ply strictly with the Tang versification system, “firmly observing the sequence of
tones and applying the compensation rule” (1970: 51).

17th century poetry is also represented in the studies of E. Bervers (Karymo-
va, 1979, 1976) devoted to poetic works of Wu Weiye (1609—-1671), the creator
of a special literary style called meicun ti. Her candidate’s thesis “Works of the
17"-century Chinese poet Wu Weiye” (Bervers, 2007) defended in 2007 is also
devoted to him.

S. Merinov’s article (1970) is devoted to the heritage of Wang Shizhen
(1634—1711). The author familiarizes readers with the poet’s biography and his
views on literature. The paper also provides translation of Wang Shizhen’s poems
and analysis of some of them.

18th century poetry is represented in Russian sinology least of all. As a matter
of fact, a special study is devoted only to one writer of this period. O. Fishman, in
her preface to a translated collection of Yuan Mei’s short stories and notes “New
[notes] on Qi Xie, or What the Master does not speak of”, characterizes him as a
poet (“Despite all the virtuosity, Yuan Mei’s poems are always a fruit of strenuous
work” (Yuan Mei Novye, 1977: 30). The monograph also provides information on
the conception of literary creation elaborated by Yuan Mei along with translations
of some of his poems. Besides, O. Fishman mentions that Yuan Mei had many
friends and followers, among whom names of famous poets of that age — Zheng
Xie (1693-1765), Zhao Yi (1727-1814), Huang Jingren (1749-1783), Zhao Wen-
tao (1764—-1814), Jiang Shiquan (1725-1784) — can be found.

As mentioned above, the majority of researchers, when speaking of 18th cen-
tury literature, focus primarily on this period’s prose, and only when some novel-
ists are characterized, the fact that these authors also created poetic works is skated
over.

We can find such information concerning the famous novelist Pu Songling
(1640-1715) in O. Fishman’s book “Three Chinese novelists” (1980) and in
D. Voskresenskiy’s article “Distinctive features of Chinese culture in the 17
century and some new trends in literature” (1969). Voskresenskiy notes that Pu
Songling “clothes... pieces of advice concerning medicine, agriculture, etc. ... in
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poetic form...” (ibid.: 334). O. Fishman writes about sorrows and troubles pervad-
ing Pu Songling’s poetry. Her book also mentions that the novelist authored many
poems in shi and ci genres; the author, however, does not provide any examples.

O. Fishman mentions Ji Yun’s (1724—-1805) poetry merely in connection with
the publication of the collection of his poems and essays titled “Postmortem collec-
tion of works of the honorable Ji Wenda” (Fishman, 1980: 161). As to the famous
18-century satirist Wu Jingzi, D. Voskresenskiy writes about him, “There survived
a part of his works that speak of him as of a gifted poet and essayist. Rudiments of
Wu Jingzi’s critical talent can already be observed in his poetic works...” (1962: 8).
Nevertheless, no examples of poetic works of Pu Songling, Ji Yun or Wu Jingzi
are provided.

Several works by E.Mitkina are devoted to the famous poet of 18th century
Huang Jingren (1748—1783). In her articles the author gives the biography of the
poet (2006, 2016, 2013, 2010), describes the major images and themes specific for
Huang Jingren (2010, 2008, 2015).

We shall not consider few papers devoted to 19-century poets in detail. We
shall only note papers familiarizing with works of Huang Zunxian (N. Petrov,
“Huang Zunxian”, 1955), Tan Sitong (V. Semanov, “Tan Sitong”, 1960), Qiu Jin
(T. Zayats, “Qiu Jin. Life and Works”, 1984), “Main Topics of Qiu Jin’s Poetry”,
1974, “Qiu Jin’s Landscape Lyrics”, 1976 and “Chinese Literary Theorists on
Modern National Poetry (Qiu Jin’s Works)”, 1970. K. Golygina’s book “The the-
ory of fine literature in China of the 19"-early 20" Centuries” (1971), wherein the
author characterizes the majority of schools and styles of the Qing literature, also
merits attention. The main part of the paper is devoted to the so-called Tongcheng
school, which emerged as early as in the middle 17" century and was officially
recognized by the Manchurian dynasty.

Translations of Qing poetry can be found in “The history of world literature”
(1987): works of Wu Weiye, Yuan Mei, Gu Yanwu, Zheng Xie, Huang Jingren,
He Shaoji (1799-1783), Zheng Zhen (1806—1864), Wei Yuan (1794-1856), Zeng
Guofan (1811-1872), Huang Zunxian and others are presented in O. Fishman’s
and V. Petrov’s articles.

Around fifty poems of forty-two poets, among which there are Wu Weiye,
Wau Jiafan (1618-1685), Wang Shizhen, Xu Qiu (appr. 1650 — ?), Xing De (1655—
1685), Zheng Xie, Xie Fanglian (appr. 1700 — ?), Cao Xueqin (1724—-1764), Gong
Zizhen, Huang Zunxian, Tan Sitong, featured in the four-volume anthology of Chi-
nese poetry (Mitkina, 2006). V. Vozhaninov’s article in the Great Soviet Encyclo-
pedia (1973) mentions names of such enlighteners as Huang Zongxi, Gu Yanwu,
Wang Fuzhi, and also the Tongcheng school along with its opponents Dai Zhen
(1723-1777) and Gong Zizhen, as well as patriotic lyrics of Lin Zexu, Wei Yuan
(1794-1856) and Huang Zunxian. The Concise Literary Encyclopedia also con-
tains V. Sorokin’s article on Chinese literature. Besides, the Concise Literary En-
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cyclopedia features articles of T. Zayats on Huang Zunxian and Qiu Jin, of P. Ustin
on Gu Yanwu, as well as articles of V. Sorokin, A. Zhelokhovtsev and I. Lisevich
devoted to Wang Shizhen, Gong Zizhen and Yuan Mei respectively.

In 2008, the third volume of the encyclopedia within the “Spiritual culture
of China” series (2006-2008) was published. However, it also provides only
small articles on 12 poets and writers of the Qing dynasty, among which there
are Gong Zizhen (A. Zhelokhovtsev), Pu Songling (K. Golygina), Wu Weiye
(E. Bevers), Huang Zunxian (E. Serebryakov), Ji Yun (K. Golygina), Cao Xueqin
(D. Voskresenskiy), Shen Deqian (I. Smirnov) and Yuan Mei (K. Golygina).

Thus, it should be noted that up to now Qing poetry has not yet been studied
sufficiently. Therefore, researchers of this period’s literature are currently facing
a great challenge to translate and analyze the poetic heritage of one of the most
interesting periods in Chinese history.

Notes

! This estimation, without doubt, cannot be entirely unbiased, since a considerable
number of the Tang, Song and Yuan literature works were lost — therefore, their entire
number cannot be calculated.

2 For more details see V.V. Petrov’s article “Periodization of the history of Chinese
literature of the 19"-early 20" CC.”
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Hosara HYBCTBUTCIHOCT B MOACPHATA apa6c1<a IIpo3a
Basn Patixanosa

Codmiicku yausepcuret ,,CB. Kimmment Oxpuncku® (boarapus)

Baian Rayhanova. THE NEW SENSIBILITY IN MODERN ARABIC PROSE

Abstract. This paper deals with the Arabic Prose of the 1960s and 1970s through
an analysis of the novels by Najib Mahfuz, Mikha’1l Nu‘ayma, Yasuf al-Qa‘1d and Imil
Habi1bt who represent different countries, generations and schools of literature. In spite of
their thematic and stylistic diversity, the authors are united by a new sensibility related to
their common endeavor to get out of the frame of the external plausibility and the literary
canons. Thereby, they are able to create a new everyday reality through the strengthening
of the artistic convention and rethinking the archaic models in their works.
Keywords: renovation, sensibility, identity, antirealism, convention.

baan Paiixanosa. HOBATA YYBCTBUTEJIIHOCT B MOJIEPHATA APABCKA
IMPO3A

Pe3tome. B crarusra ce pasmiexna apadckara rmposa ot 60-te u 70-te roquau Ha XX
BEK Bb3 OCHOBA Ha aHann3a Ha poManuTe Ha Hamknb Maxdy3s, Muxaun Hyaiima, FOcyd
an-Kaniin n EmMun Xabubu, KOUTO MPENCTaBAT pa3InuHU JbPKaBH, TIOKOJIICHUS M JIUTeE-
parypHH WKoiu. Berpekn pasHooOpa3neTo Ha TEMHTE U CTHIOBETE Ha aBTOPUTE, TSIX T'H
o0eMHsBa €/1Ha HOBA YYBCTBHUTEIHOCT, CBBP3aHa C OOLIMS MM CTPEMEIX J1a M3JIsI3aT U3BBbH
paMKHTe Ha BHHIIHOTO Ipasaononobue. Te chymsBar aa npech3anar Ta3u KUTeHCKa pe-
AJTHOCT Upe3 3aCHJIBAHETO Ha XyNOXKECTBEHATa YCIOBHOCT U MPEOCMUCIISHETO HA apXauy-
HHUTE MOJIETIH B TBOPOUTE CH.
KaiouoBu xymu: oOHOBIIEHHE, UYyBCTBUTEIHOCT, HICHTHYHOCT, aHTUPEAT3bM, YCIOBHOCT.
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[pe3 mocnenuute necetmwierns Ha XX Bek apaOckara mposa, MpeacTaBeHa
OT Pa3JIMYHU Pa3HOBHIHOCTU HA pOMaHa U pa3Kasa, IPEKUBSIBA eCMemuiecko 00-
noenenue(tajdddjamAlD)'. Cpentsax ce oTkposBaT MeTaOPUIHI U IOKyMEHTAJHH,
HEHTPOCTPEMHUTEIIHH U IEHTPOOSIKHH, OOEKTHBHH U CyOCKTHBHU ITOBECTBOBAHUS.
OcBeH (hopMaTHO-CTHUIIOBOTO M MPOOJIIEMHO-TEMaTUYHOTO MHOrooOpasue Te ce
OTJIMYaBaT OT MPETUIITHUTE HAPATHBHU OOpA3IH C yCIOKHEHATa CHCTEMa Ha Bb-
TPEIIHUTE ChENHEHHS U B3aUMOBPB3KH, KOUTO OpPTraHU3UpaT HEIOKYITHOCTTa Ha
Tekcra. [Ipuposara Ha 1aOupuHTa HA TE3U CHEIMHEHUS € 00yCIOBEHa OT MHIHM-
BUJIyaJIHUSI MUPOIJIE/l Ha TBOpEIla M € MOJBJIacTHA Ha JIOTHKaTa Ha BpeMeTo. T
HpesCcTaBisiBa 0cOOCHA MSUIOCTHOCT, KOATO IO JyMUTE Ha JINTEPATYPHHUS KPUTHK
v mucaren Exyap an-Xappar otpasssa nosama uyecmeumennocm (al-lassAsDya
al-jadbda)’ na apabckure nmucaresu u € 00bpHATa KbM CaAMHUS YOBEK.

MG)K,Z[y YCJIOBHOCT U pCAJIHOCT

Enyap an-Xappar cBpp3Ba Ta3u HOBa YyBCTBUTEIHOCT C €CTETUKAaTa HA aH-
tupeanusma (al-IA-wAqiYDya), 6e3 1a oTunTa CBOE0OPa3UETO HA MOJEPHU3MA UITH
MOCTMOJICPHU3Ma KaTO CaMOCTOsTeNTHU napagurMu’. Criopes] Hero peHOMEHBT Ha
aHTUpEeaIN3Ma Cce YTBbPXKIaBa B IPOU3BEACHUATA HA JIUTEPATOPUTE, IPEACTABSILT
noxojieHueTo Ha 60-te 1 HayasioTo Ha 70-Te TOAMHM U NpeCch3IaBalli JOMUHHPA-
LIUTE OOIIECTBEHO-TIOIUTUYECKA HACTPOCHHUS ClIe/l MOPaAXKEHUETO B ApaOCKo-13-
paernckaTa BoiHa npe3 10HU 1967 . ChlieBpeMEeHHO TBOPUECTBOTO UM CE OIpere-
7 OT pefula IPyTU U3clenoBarent karo mooepuucmro (ladAthD) u asanzapono
(OaIDYD)sapaﬂHHHOBaTHBHaTanoeTHKa,Hono—quToceo6o6maBcheHaquaeKc—
nepumenmanno (tajrbbb). Toa 06001IeHHE € TPOJUKTYBAHO OT CBOCOOPA3HUETO HA
caMus JJUTEpaTypeH MPOLEC, ChIPOBOJICH OT KaHPOBO-CTHIIOBUTE EKCIICPUMEHTH
Ha MPEICTaBUTENUTE Ha Pa3HONOCOYHNUTE XyJO)KECTBEHN HAIIPABJICHHUS U TCHCH-
L[UH, BKJIIOYUTEIHO U HA MUTOJIOTMYHATA 1IPO3a.

AKo Tpe3 mbpBaTa MojoBUHA Ha XX BEK aBTOPUTE KaTo LSUIO C& OPHEHTH-
par KbM MOCTH)KEHHUATA HAa EBPONEHCKUTE IUTEpaTypH, A0PU KOraTo npepadorBar
COOCTBEHOTO CH KyJATYpHO HACJIEACTBO, TO MIO-HATATHK T€ BCE MO-YECTO CE BPBLIAT
KBbM KOPEHHTE CH C IIe]l yTBbpKJaBaHe Ha HAllMOHAJIHATa UICHTUYHOCT U OCMHC-
JsiHE Ha OBP30 MPOMEHSIIATA ce AEHCTBUTEIHOCT IPe3 MPU3MaTa Ha yCTOHYNBUTE
MUTOJIOTHYHH, (OJKIOPHH U KIaCH4ECKU MadaoHu. OpHUeHTaIHNCTUTE HHTEPIIPE-
TUpAaT TOBa SIBIICHHE 1O pasnuueH HaunH. Criopen Pomxbp AibH HapacHaIHST
WHTEpEC OT CTpaHa Ha apaOCKUTE MPO3anly KbM ONHTA Ha MpeAunTe Ha popMa-
HO-CHIBP)KATEIHO HUBO ce 00yciaBs OT ApamaTHyHuTe chOuTHa mpe3 1967 r,
KaKkTO U OT Pa3MHUCIHTE UM 3a HACTOSIIETO M OBACLIETO, KOUTO HE Ca TOJIKOBA
ontumuctuyan’, Tlon Craku cMsATa, Y€ ChBPEMEHHHUTE MMUCATENN YEPISAT BIbX-
HOBEHHE OT CPEJHOBEKOBHOTO apaOCKO HACIEICTBO B CTPEMEKa CH HE CaMo Jia ce
MPOTHBOIIOCTABAT Ha 3aaJHOEBPONCHCKUS MOAEPHU3BM, HO U 1a U30eTHaT LeH-
3ypara’.
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Hsikou TBOpIH Ce OCTAHST Ha IPEBHUTE JITCHAN U MUTOBE M T'l IPEBPBIIAT
B OCHOBEH CHO)KETEH MOJIe] HA POMaHa WITH I' BbBEXK/AT KaTO MUKPOCIOKETH, KO-
UTO MPECTaBIsIBAT CBOCOOPA3eH aHANOr HA BMBKHATHUTE HOBENH. T€3U HOBEIH
NPHUHIMITHO HE OKa3BarT BIMSHUE Ha CTPYKTypaTa Ha Xy/lI0KeCTBeHara TBopOa u ce
acotuuparcyumonouunamaunmepmexcmyaniocm(al-tanAOal-mBthUIUjD). dpy-
'Yl JIATEPATOPH MPepaboTBaT caMO OTACIHUTE U3PA3UTEITHH CICMEHTH U MOTHBH,
XapaKTepHHU 3a CPEAHOBEKOBHATA apabcka 1mpo3a (Kiaachuyecka U (ONIKIOpHA), U 1
CHHTE3UpAT C MOJICpHAaTa JINTEpaTypHa TEXHUKA, CBbp3aHa ¢ MOTOKa Ha Ch3HAHH-
€TO0, BBTPEIIHHS MOHOJIOT, CHHTE3a Ha PEaTHOTO U MPEaTHOTO, HAapyIlIaBaHETO Ha
BpEMeBaTa MOCIeI0BATEIHOCT, ACOLMATUBHUSI MOHTAX U .

[TpeocMHUCISIHETO Ha U3BECTHUTE MPUKA3HO-MHUTOIIOTUYHH aPXETHIIOBE U Bb-
BOXKIAHETO Ha MOJICpHATA HAapaTHBHA TEXHHKA HE caMO 000raTsBaT €CTETHYSCKHU-
Te BB3MOYKHOCTHU Ha JIMTEpaTypaTa, HO MapKUpaT HOB MOAXOA KbM H3CIICIBAHETO
Ha aKTyaJHaTa mpobiieMarhka, CBbP3aH C MPOMEHHUTE B OOLICCTBEHO-TIOIUTHYC-
CKHTE HAIIacH, KaKTO U C TBOPYECKHUTE aMOHMIMK Ha JuTeparopute. Kakto moka-
3Ba XyJ0)KECTBEHATa UM MPAKTHKa, apXaudHHAT MaTepual MOXKe Ja Ipuaooue B
eKCIePUMEHTAHUTE [0 CBOSI XapakTep U hopMa NPOU3BEACHUS HOBO 3HAYCHUE U
ChABPIKAHUE: COLUAIHO, MMOJTUTUIECKO, HPABCTBEHO, QUIOCOBCKO 1 JIp.

OcBeH TOBa TOBHUIICHUAT HHTEPEC HAa IPO3aUIIUTE KbM pazHooOpasHuTe dhop-
MH Ha Xy/I0)KECTBEHATa YCIOBHOCT, BKJIFOYBAIllA MUTA, TIPUKa3KaTa, ()aHTaCTUKATA,
CHMBOJIA, aJIETOPHUSITA U JIP., CE MPOSIBSIBA SIHOBPEMEHHO C OITUTUTE MM JIa 3aMa3sT
BEPHOCTTA KbM TPAAUIIMOHHHUS MOJIET Ha poMaHa, 6a3upall] ce BbpXy pazHooOpas-
HH UCTOPUYECKH U PEIUTHO3HHU U3BOPU U MEMOAPHO-TOKYMECHTAJIHUS MaTepHall.
Te3u TeHACHIMU M3INIEKAAT HA MPBB MOINIE] HECHbBMECTUMH, HO EMOHCTPUPAT
KaKkTo quBepcu(HKalMATa Ha apabckara JuTeparypa, HacoueHa KbM MacoBara U
eMTapHaTa myOlnKa, Taka pa3mMaxa i THHaAMHKaTa Ha )KaHPOBO-CTUIIOBUTE SKCIIe-
PHUMEHTH Ha CAaMHUTE MTHCATEITH.

leyama om nawus xeapman

PomansT Jeyama om nawus xeapman (AwlAd TAratinA) e em6nemaruuen
KaKToO 3a TBOpUECTBOTO Ha camusi Hamku6 Maxdys (1911-2006)°, vapudan Evup
Ha apabckusa poman 1 Papaon Ha aumepamypama cieq noxydasaHero My Ha Ho-
OernoBa Harpaga npe3 1988 ., Taka u 3a apaOckara mpo3a Karo Isy10. 3a IbPBH BT
Ta3u TBOpOA € MyOIMKyBaHa B €TUTIETCKUS BECTHUK ai-Axpam tipe3 1959 ., Ho e
HaJIOXKEHA LIEH3ypa OT KOHCEPBAaTHUBHUTE KPBIOBE, BKIIOUUTEIHO OT AKajeMUsITa
3a UCISIMCKY M3cieBanus pu an-Asxap’. Karo otnenno usnanue /Jeyama om na-
wus keapman w3nusa B Jluau nipe3 1967 1., a B Eruner — enBa pe3 1994 1.8, cien
KaTo MPOM3BEICHUETO € OMIIO MPEeBEeICHO HAa MHOTO e3uIM. HeratuBHOTO OTHOIIE-
HHe KbM poMana Ha Hamku® Maxdy3 oT cTpaHa Ha paguKaJHUTE UCISIMHUCTU C€
3acuiiBa B Kpas Ha 80-Te ToAuHu, Korato Toi myonnuno noakpens Canman Pyman
3apagyl PeIMrHo3HaTa CMBbPTHA MPUCHIA, U31aAeHA OT UPAHCKUS AYXOBEH JHIEP
XomeliHN BbB Bpb3Ka ¢ kHurara My Camanuncxu cmpogu (1988). Ilpes 1994 r.
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camuat Hamxnb Maxdy3 e HamagHaT OT eKCTPEMUCT M NOJTydaBa HapaHsBaHE, B
pe3yniTar Ha KOETO phKara My € OCaKaTeHa.

Pomxbp AnbH BB3NpueMa /Jeyama om Hawius Keapman KaTo aJerOpU4HA
KapTHHA Ha PETMTHO3HATa UCTOPHS Ha Y0BeuecTBOTO’, a Banepus Kupnnuenko —
Karto pomaH mapaborna, 6a3upaly ce BbpPXy MHTONIOIHYHHs Matepuan'’. Maxmyn
AMHH an-AJuM ro oueHsBa KaTo Hadanxo Ha (GuiIoco(CKusl eran B TBOpUECKATa
ounorpadus Ha Hamxn® Maxdys. Toit cMmsTa, 94e B CTHIMCTUYHO U 00pa3HO OT-
HOLICHUE TPOU3BEAICHUETO My c€ IOOMIKaBa 10 00pa3uuTe Ha HapOIHUS €roc,
MMOCBETEHHU Ha JieTeHnapHuTe repon AuTapa noH lllangan, 3ar an-Xumma, Xamza
an-baxjayaH u Jp., HO TH IIPEBB3XOXK/A M0 KpacoTa Ha (opmara, Ab100YMHA HA
CHABPKAHUETO M IOSTUYHOCT Ha M3Kaza''.

B Jeyama om nawus xeapman Hamxub Maxdy3 ce ocnaHs BEpXY HCISM-
CKara M XPUCTUSHCKATa MUTOJIOTHS U 51 CTUIM3UPA B IyXa Ha CPEIHOBEKOBHHUTE
apabcky QONKIOPHHU POMaHM KaTo LUKbJ Pa3Ka3y I JETSHIH 33 TPH MOKOJICHUS
ot pona Ixabansyu. Te3u nerenau ca paskazaHu OT HapaTropa, KOHTO HE € yJacT-
HUK, a € oueBUAel Ha chOuTHATa. OIIe B CaMOTO Hayaao Ha IOBECTBOBAaHUETO TOH
CTIOIIEJIS:

[1e BM pa3kaxka HCTOPHSI 32 HALIMA KBAapTaJl, IO-TOYHO UCTOPUH. bsx
CBHJIETETl CaMO Ha HSKOM OT TAX, Thil Karo ce cliyyBaxa Ipea OYuTe
Mu. Beekn, KoiTO j)xuBee B KBapTaja HU, Ipepa3ka3Ba HCTOPUUTE TaKa,
KakTO TW € 4yyBal B Ka)eHEeTO WIN OT JenuTe cu. Te3u ucropuu Osixa
eIMHCTBEHUTE MM M3TOYHHIM Ha mHpopManusa. ViMa MHOTO mpuYMHH,
Mopaay KOUTO T€ C€ MOBTApSAT OTHOBO M OTHOBO. AKO HSIKOM ce MOvyB-
CTBa 3JI¢ WIK € OOMIEH OT HELIO, 3aJBJDKUTEIHO 11 [TOCOYU C MPBCT
roisiMara Kbllla, pa3loyIokeHa B Kpas Ha KBapTasla, OTKBAETO 3aro4yBa
nyctunara. [locne ThKHO 1m1e Kaxe:

— ToBa e xbIara Ha A4710 HU. Bcuuky cMe mpousiesin OT HeTOBUS
POA ¥ UMOTHUTE MY HH C€ TI0JIaraT 1o mpaso. 3al1o Hue TpsAOBa /a ramry-
BaMe U J1a ThPIUM yHIDKCHHs'*?

B KOMITO3HITHOHHO-CTPYKTYpHO OTHOIIIEHHE HOBaTa KHHUTra Ha Hamknod Max-
dy3 ce mobausKaBa 10 cemeitnara My Xxponuka baiin ar-kacpaiin (Bain al-gaOrayn,
1956) n e cbcTaBeHa OT TET IVIaBHU, BCSKA OT KOATO € pa3apoOeHa Ha 4acTH U €
MOCBETEHA Ha OT/eJIeH repoid. Ho 3a pasnmka oT mpeiuIrHoTo Npou3BeaeHHEe Po-
MaHHOTO JieHicTBHe B /leyama om Hawius Keapmai HE c€ BMECTBA B KOHKPETHH
XPOHOJIOTHYECKH PaMKH. BpemeTo m mpocTpaHCTBOTO MpUAOOUBAT B IMOBECTBO-
BaHMETO YHHMBEPCAJIEH XapakTep. XpOHOTONBT MY NPEMHHABa OT JIMYHOCTHHTE
MICHXOJIOTUYECKH M3MEPEHUSI KbM COLMAITHUTE H UCTOPHUYECKHTE, a OT TAX — KbM
cdepara Ha BEYHOTO.

ChIeBpeMEHHO B IOBECTBOBAHMETO Ha MPEIEH IUIaH Ce U3BEXJa TPOOIEMbT
3a companHara crpaseyMBocT. Hampkund Maxdy3 cBbp3Ba paspemiaBaHeTo My C
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Hay4YHHsI IPOTPEC U HPABCTBEHOCTTA HAa YOBEKA, KAKTO U ChC CTPEMerKa Jia ce JI0-
Omku 10 AGCOITIOTa WK 10 Hai-BUCILIUS H7eall, B KOMTO ce CIMBAT JyXOBHUTE U
oOmecTBeHnTe Hadana. C Ta3u 1e Toi ce o0phIina KbM HUCTOPUATA Ha Bb3HUKBA-
HETO Ha I0lan3Ma, XpUCTHUSHCTBOTO M MCJISIMA U 51 PEACTaBsl KaTo pe3yaTar oT
JEHHOCTTA Ha BEJIMKHUTE JTUYHOCTH, MIPUTEKABAIM YyBCTBO 33 CIIPABEUINBOCT U
M3IIBIIHEHU ChC ChCTPaZaHue U J000B KbM xopara. OOpbIIaiiky ce KbM KOPaHU-
HUTE 1 ONOMNEeHCKUTE apXEeTUIIOBE, MUCATENST THPCU OIIOPa U Ch3BYyUHE ChC ChBpE-
MEHHOTO cBeToycemane. ToBa My MO3BOJISIBA 12 IOKAXKE TEUCHUETO HA BPEMETO U
B3aMMOBPB3KaTa MEXy MUHAJIOTO, HACTOSILETO U OBACIIETO U J1a OHATTICOH Hie-
ATa 32 CJUHCTBOTO HAa HPABCTBEHUTE M PEIIMTHO3HHUTE LEHHOCTH KaTO OTIpaBHA
TOYKa 3a Je(UHUPaHE Ha JOOPOTO U 3710TO U KaTO HEOOXOIMUMO YCIIOBHE 3a IOCTH-
TaHeTO Ha XapMOHUYHUS MUPOIJIEA.

Hocurenute Ha 1yx0BHOTO Havano B [eyama om nawus keapmai ca J|xaba-
JsiyW, OCHOBATel Ha pojia, U noroMuure My. OOpa3bT Ha MOT'BLIMS POJOHAYATHHK,
KOWTO ce MOsBSIBa B HAYAJIOTO HAa IIOBECTBOBAHHMETO, Cc€ A0OMMKaBa O oOpas3a Ha
JIECTIOTUYHUS ThproBel] Axman Ao an-Jlxayasn ot Tpuiorusta batin an-Kacpaiit
U eJHOBpPEMEHHO ce acouuupa ¢ TBopeua. Bv3pacTHute My cuHOBe Anxam u
Wnpuc, ponaunute xadan, Puda u Kacum cbio nmar cBoute nereHaapHy npo-
totunu. Taka Hanpumep CebactusiH [ToHTep MpoBeskaa mapanen Mexy oopasute
Ha nenara Ha Jlxabansyn u Oubneiickure mepcoHa)kKu, KaTo CpaBHsIBa AaxaM C
Asen, a Unpuc ¢ Kaun'’. Banepus KupnimueHko Ha CBO# pejt cBbp3Ba 00pasuTe Ha
CHHOBETE Ha POIOHAYAIHUKA C KOPaHWYHUTE mepcoHaxu Anam u Monuc. Ocsen
TOBa TSI MOCOYBA penuruo3HuTe ¢purypu Ha Mouceit, Xpucroc 1 Myxammaz Karo
npaobpasu choTBeTHO Ha J[xkabain, Puda u Kacum!.

Benuku Te3u repon och3HaBaT OTpeeHAaTa MM MHCHS U C€ OIUTBAT Ja BbBE-
JIaT pel M CIPaBeJIMBOCT B POAHUS KBapTall, MOTHHAI B COLHAJICH XaoC U MHU3e-
pust. Ho pedopmaropckara aeliHocT Ha M30paHULUTE HE Tpae IBJIT0 U CaMo Bpe-
MEHHO BHACsl CHIOKOWCTBHE U CUTYPHOCT B KHMBOTa Ha OOMKHOBEHHTE Xopa. Cnexn
CMBPTTa Ha €IWH WIK JAPYT BOJa4 OTHOBO c€ Bh3LapsBa Oe3penneTo B KBapTaja,
a KHUTEJINUTE My CE OKa3BaT B CHIIOTO MOJIOKEHHUE, B KOCTO Ca C€ HAMHUPAIHU IIpe-
mu. [lucarensar ru mokasea KaTo ’KepTBU Ha OOCTOSATENCTBAaTa U BPEMETO, B KOETO
JKUBEAT. Bsipata My B CBIIPOTMBUTENHHUTE M Ch3MIATEIHUTE CHIIM Ha Hapoaa ce
YTBBPKaBa B Kpasi Ha IOBECTBOBAHUETO:

Xopara ThpIENUBO TMOHACSUIA BCHYKU HECTOJM M HE 3aryOBaiu Ha-
nexna. Becekn mbT, Koraro ca ce cO'bCKBAIH ¢ HECIPABEUIMBOCTTA, CH
Ka3BaJu:

— Hskoli geH ¢bC CUTYpPHOCT 1IE J0iiae KpasT Ha Tupanusta. Kakro
HOIITA U JICHSIT C€ CMEHSAT, Taka U 0e33aKOHHETO Iiie ce npemaxHe. [lle
BUJIMM Kak B KBapTaja HU U3rPsiBa CIBHIETO U CE CIIy4Bar dyzecara'.
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PomansT JJeyama om nawus keapman ce okazpa cBoeoOpasHa punocodcka
NpENTIoHs KbM BOJOBBPTEXkA Ha TOCTPEBOIIOIMOHHATA JelcTBUTENHOCT B Ern-
HeT, mpech3/ajieHa B ciensanure npousBenaeHus Ha Hamknd Maxdys. Mexmy
tax ca Kpadeywvm u kyuemama (al-LiOO wa al-kilAb, 1961), ITeonwvovyume u ecen-
ma (al-SummAn wa al-kharbf, 1962), 3a6arayu (ZaYbalAwD, 1963), I[Tvmsam (al-
Oarbq, 1964), Cupomaxwm (al-ShaiiAdh, 1965), bv6pene xpaii Hun (Tharthara
fauq al-NBI, 1966), Mupamap (MBrAmAr, 1967) u zp., oTnMuaBalu ce HE CaAMO
C KOMITaKTHHUSI CH 00eM, HO M ChC cyOekTuBHUS cTwi. Ciex Te3u poMaHu muca-
TENAT IMyONMKyBa MOpEIHa OT pa3kasd M NMUECH W I'M BKIOYBA B COOPHUIINTE
I100 naseca (Tait al-miUalla, 1969), Hcmopus 6e3 nauano u xpaii (likAya bilA
bidAya wa nihAya, 1971), Medenusm mecey (Shahral-Yasal, 1971), IIpecmvnnenu-
emo (al-Jarbma, 1973) u Ap., KOUTO MO CBOSI XapaKTep ChHIIO Ca KCIIEPUMEHTATHH.
OcBeH TOBa MoOziepHaTa HapaTHBHA TEXHUKA U MeTadOopuIHATa 0OPA3HOCT JIOMH-
HUpAT B HOJMTUYIECKHTE My poMann Ozredarama (al-MarAyA, 1972), Jlio6oema
noo ovacoa (al-iubb tait al-maQar, 1973), ar-Kapuax (al-Karnak, 1974) u Vsa-
arcaemusm 2ocnooun (laArat al-multarim, 1975).

C uen na apabusupa (taYrDb) pomannute popmu, Hamxnb Maxdys usnonssa
pa3HO00pa3HU MOXBaTH HA MPUKa3HUS COOpHUK Xunsda u edHa Howy M (HOIKIOP-
Hute pomanu B Enoneama 3a Xapaguwume (Mallamat al-larAfBsh, 1976), Xu-
ns0a nowu (LayAlD alf layla, 1981), ITemyeanemo na Mon @ammyma (Riilat Ibn
FaOOUma, 1982) u zp., kouto cropes Pomxbp ATbH MOBTApAT NPEAUIIHUTE My
XyIO)KECTBEHH EKCIICPUMEHTH'®, HO BIIbXHOBSIBAT MJIAJI0TO MOKOJICHHE IUCATEIH
1a TocJeaBaT HHOBaTUBHUTE My TBOPUYECKH HMIEU. B Te3u mpousBeneHus OTHOBO
NpoJIMYaBa HAcleJeHaTa OT MPOCBETHTEIICKHUS PALMOHAIM3BM BSpa B CUiIaTa Ha
pa3yMa, Ch3/1aBalll HayYHOTO MO3HAHUE, M B HDABCTBEHOCTTA HAa MHIMBH/IA, CIIOCO-
OeH J1a ce MPOTUBOIIOCTABH Ha PEIMTUO3HO-TIOIUTHYECKHS (paHATH3bM, KaKTO U Ha
uzienTe 3a adCypIHOCTTa Ha YOBEIIKOTO OMTHE, XapaKTEPHH 3a MPUBBPKCHUIINTE
Ha eK3UCTCHIMAIM3MA.

Tocneonuam oen

dunocodcro-eTHyecKaTa NpodIeMaTHKa Opeaessi cBoeoOpa3ueTo Ha TBOP-
yecTBoTO Ha Muxaumn Hyaiima (1889—1988)!7, kolTO € eMH OT OCHOBATEIUTE HA
Copyoicenuemo na nepomo B Hio Mopk (1920) u e mpusHAT 3a KIACHK HA MO-
AepHaTa JMBaHcKa iuteparypa's. Cpell IHPOKO H3BECTHUTE MY MPOU3BEACHHUS €
xuurara Cedemoecem. Mcmopuama na scusoma (SabYUn. likAyat Yumar)', my-
omukyBaHa mpe3 1959-1960 r. u BkmrouBama Tpu dacT. [IppBara dact oOxBa-
Ia IoHOoIeckuTe roaran Ha Muxaun Hyalima, npekapanu B buckunra (Jlusan),
Hazaper (Ilanectuna) u IlonTtasa (Ykpaiina), Bropara — IpecTosl Ha MUcarens B
CAlll, a Tperara — )XHMBOTa My cJeJ 3aBpBILAHETO B poAnHaTa. B Te3n Memoa-
pH ce OTKposiBa GpHuII0cOCKO-TeoNornuHara konuenuus na Muxaun Hyaiima. Ts
€ CBbp3aHa C MPEOJOISIBAHETO Ha MEXIYITUYHOCTHUTE M BBTPEIIHOIMYHOCTHH-
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T€ MPOTHUBOPEUHS U COLMATHO-TIOIUTUYECKUTE U PETUTHO3HNUTE KOH(IUKTH BB3
OCHOBA Ha BB3PXKIAHETO Ha JYXOBHO-HPABCTBCHWUTE HMJCANIM M NMPUHLIUIINATE HA
TOJIEPAHTHOCT MEXY OTACITHUTE PEIIMTHO3HUA OOIIHOCTH.

B noerukara Ha Muxaun Hyaiima camoch3HaHHMETO HAa UHAMBUAA € CTPYK-
TypHa OCHOBa Ha XYyIOXXECTBEHHs 00pa3 M € Ha4WH 3a Hal-I'bJIHOTO Pa3KpHBaHE
Ha HeroBoTo a3. [lucarenar My npuaasa ¢uiocodcko 3BydeHe U ype3 HEro pea-
JM3Mpa CBOETO pa3dMpaHe 3a YOBEIIKATa JIUYHOCT, KOSITO HE MOXKE Ja JKuBee 0e3
SCHO ONpeneNeHa 11eJl. 3aToBa MPOLEeChT Ha CaMOOCH3HABAHETO CE MOJIENIUpa B
MIPOM3BEICHUATA MY KaTO ThpPCEHE Ha Bcepas3pellaBalia uiaesi 1 Ha eAUHEH NPHH-
LIUII, KOWTO OpraHr3upa KMBOTa U My NpHaBa CMHUCBHI U LieneHacoueHocT. Tesn
JIYXOBHHM TBPCEHHsI OOCIUHSBAT TEPOUTE OT Hal-paHHUTE N0 Hal-KbCHUTE MPO-
n3BeaeHus Ha Muxaun HyalimMa He3aBHCHMO OT MHAMBUAYAIHUTE UM Pa3IHYMs,
MHUpOITIela 1 0COOCHOCTUTE Ha BbTpELIHUsS cBAT. CaMusT mucaTel MprU3HaBa, ue
CBETHT € MHOTOCTPaH4YMB M MHOT0OOpa3eH U 3aTOBa B IPOM3BEACHUATA CH BUHATU
ce € CTpeMsII J1a pa3Kpre MHOTOCIOHHOCTTa Ha HAallHOHATHATa JEHCTBUTETHOCT U
Jla IOKa)Ke HA YMTATEIMTE OHA3HM CTpaHa Ha )KUBOTA, KOATO € HeBUANUMA 3a Tsx*'.
C Ta3u uen TOH BbBEXAa B TBOPOUTE CH €JIEMEHTHUTE Ha XydO)KECTBEHHATa yc-
JIOBHOCT, KOUTO Ch3/1aBaT AOIMBIHUTEIHO Pe(IEKCUBHO HUBO U My IIO3BOJISIBAT A2
3a0CTpH HPaBCTBEHO-(procodckara um mpodieMarnka.

Ipe3 1965 r. Muxaun Hyaiima my6nukyBa pomana [locreonusm Oen (al-
Yaum al-akhDr), xoiiTo HarmoMHs peanIIHUTE My TTpou3BeaeHus Cnomenume Ha
Apraw (MudhakkirAt al-Arqash, 1949) u Kuueama 3a Mupoao (KitAb MirdAd,
1952)!, xpaeTO Cce mpech3aaBar AyXOBHHTE ThPCEHHs Ha repoute. B TBOpOarta
Tocneonuam Oen POMaHHHST KOH(IUKT CHIIO C€ WHTCH3U(UIMPA B TIPEISIUTE
Ha WHAMBUAYATHOTO Ch3HAHKE, a CAMOTO OBECTBOBAHKE PUI00MBA aJerOpUYeH
CMHCBI. Bpemero n MICTOTO Ha JEMCTBHETO HE ca 00O3HAUYEHM SICHO B TBOpOa-
Ta, KOSATO € pa3felieHa Ha ABaJieCeT M YeTUpH IaBu. Te mpeacrasisBar 24 yaca
OT TMOCJEOHUS JI€H B JKMBOTAa Ha repos Myca an-Ackapu, KOWTO € 57-roguilieH
YHHUBEPCUTETCKHU Ipodecop 1o ¢punocodus 1 € aBTOp Ha HEeU3aAeHaTa KHUTa 3a
cypusma. [logoObHO Ha Apkaml OT €IHOMMEHHOTO NMPOW3BEACHHE TOW M3MHHABa
MBUYHUTEJICH BT Ha JINYHOCTHO CaMOOTIPEENICHHE 1 CAMOOCh3HABAHE.

[IppBOTO M3pedyeHnEe B pomMaHa, KOETO IeposT 4yBa B ChHS cH, € Cmanu u
ce cbocysail ¢ nociednusi den™. V3pa3wpT ce MPENoOBTaps B Pa3iMYHU BapHAaIlMU
MO-HATaThK, KaTo 3a/aBa TOH Ha MOBECTBOBAHHUETO W OMpPENENsl CIOKETHOTO MY
pasBUTHE, KOETO NPOTHYA B XyJOXKECTBEHATa cepa Ha MPEBKIIOYBAHETO U B3au-
MOIIPOHHKBAHETO Ha BPEMEBUTE MOAYCH. B M3MoBe1HNS OPHB IIpe3 MIbPBUTE Ya-
COBE Ha cBOf NocjeneH AeH Myca an-Ackapu cTura 1o pa3OupaHeTo, 4e BpeMeTo
€ €JHOBPEMEHHO ChIIECTBYBaHE HA MUHAJIOTO, HACTOALIETO U ObJCIIETO:

Kaxso e yac? KakBo e MunyTa? Kakgo e cexkynna? Toa ca camo Bpe-

MEBHUTE U3MEpPBaTeIN BbpXy LudepOnara Ha ppUHKUA MU YacOBHHUK. Ho
mo e Bpeme? Bpemero e paBHO Ha camoto cebe cu. To e cBbp3aHo C
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TOBA, KOETO € OUIIO TPEIH, KOETO € cera M KoeTo mie € B Obzere. He e
BB3MOJKHO BPEMETO Jia ObJIE OTIEIEHO OT TOBa, KOETO € OMIIO M KOETO
e ObJ1e. BpeMeTo € MUHAIO0 BpEMe B MHHAJIOTO, TO € CETAIIHO BPEME B
CEramrHoTo u e Objele BpeMe B Objeriero. ToBa CbM a3 BU€epa, AHEC U
yTpe. A3 CbM BpeMe 1 BpeMeTo € a3. To HAMa J1a Me YHHIIOXKH, KaKTO 1
a3 HsAMa J1a To mpeMaxHa®,

B moBecTBOBATETHOTO MPOCTPAHCTRBO, KOETO CE MOIbPIKA OT BHTPEIIHUTE
MPETUINTaHNUS HAa TEMIOPATHHUTE TJIACTOBE, B3aUMOJCHCTBAT M B3aUMOIPOHHK-
BaT YACTHHSAT JKUBOT U BEYHOCTTA, BCCOOXBATHUTE (HOPMYJIM HA OMTHETO U exKe-
JTHEBHUTE TPIKM HA YOBEKA. 32 pa3iivKa OT CBOS €AMHCTBEH CUH XHWIIaM, KOUTO
MPUTEKABA CITOCOOHOCTTA JIa IOCTHTA JIO KUTCHCKUTE UCTUHH UPE3 UHTYHIUSATA,
Myca an-Ackapu ce 4yBCTBa Karo 00e3InYeHa JHYHOCT B CBETA HAa MPEOObPHATH-
T€ MOPAJHU [ICHHOCTH, 3ary0Orl ¢ B3aMMOBPB3KUTE HA MUPOIIICA B KPasi HA CBOSI
3€MEH IBT. 32 TICUXOJIOTHYECKOTO MYy ChCTOSHHE JOMPHHACAT O0JIeCTTa Ha CHHA U
CIIOKHHUTE OTHOIIICHHUSI ChC ChIpyrara. Ts u3ocTaBs mpodecopa 3apaau eIuH OT
CTYJICHTHTE My M 3aMHHaBa C HEro B 4ykOWHAa. EK3HCTeHIIMAHATA CUTYAIHs, B
kosATO Myca an-Ackapu ce HaMupa, He ce Bb3MpreMa KaTo CUMBOJ Ha ayTcaiaep-
CTBOTO, & KaTO ThPCEHE Ha KPUTEPHH 32 HPABCTBEHOCT. Upe3 00pasa Ha CBOs repoit
Muxaun HyaliMa W3cnenBa v OlEHSIBA MPEX BCUYKO THIA HA Ch3HAHWUETO M CE
CTpEMH JIa PasKpue MPUUMHHO-CIICACTBCHUTE BPB3KH, OOYCIABSINU JIOTHKATA HA
m3rpaxaanero my. C Tas3u 1en MUCATENAT JaBa JymMa Ha camus Myca an-Ackapi.
B mosnioxxeHre Ha MOBECTBOBATEN TOM TUCKPETHO CHOTHACS ceOe CH ¢ MUTOOTHY-
HUTE 00pasu, 6e3 1a r'u Ha30BaBa.

Myxamman Mopaxum an-Xacaupu cMaTa, e U300pbT HA UMETO HA Tepos U
HETOBHUSAT MOCJIC/ICH JICH, KOWTO € ¢h00Ta, He ca ciayvaiiHu. Toii mpoBekaa mapanen
CHOTBETHO ¢ Tipopoka Mowuceii (Myca) u mocnennus neH ot CTpacTHaTa CeMHIIA,
npemmectama Benukaer*. ChbIIeBPEMEHHO B MOBECTBOBAHUETO ATFO3MBHUST
00pa3 ce mapoaupa, Kato ce MOMECTBAa B OMTOBHS KOHTEKCT. ABTOPBT CSIKAII MPH-
eMa (hpa3eoNorusITa Ha CBOSI TepOi 3a¢/THO ChC CUCTEMAra My Ha MOCTPOsIBaHE Ha
XyJIOKeCTBeHaTa 00pa3HOCT. BBHIIHOTO ChBIAJICHUE HA JICKCHKAIHO HHUBO MOCTA-
Bs TIEPCOHaXKA B TIOJIOXKEHUE HA OOEKT Ha aBTOpcKara oreHka. CaMusAT HauWH Ha
MOBECTBYBAHETO MY, Oa3upalll ce BbPXY apXeTUITHATA KyJATypHA MATPHIIA, IPEIN3-
BHKBa UPOHUSI.

PaskpuBaiiku MexaHU3Ma Ha HHTEJIEKTYATHOTO MPEOCMUCIISIHE HA apXaryHH-
TE MOJIEJI OT CTpaHa Ha reposi, Muxaun HyaiiMa ce cTpemMu 1a TIOKaXe OIle ¢TUH
ACIEKT Ha TO3U XyIOXKECTBEH MPHUiIoM. B OBECTBOBAaHHUETO Ce MOABSIBA 00Pa3bT HA
OenoOpamus crapeil, KOWTO ce ABSBA HACHH M HasBE Ha TPO(ECOPCKUS CHH XHUIIaMm
M TO CHIIPOBOXK/A MO MBTS MY, 3a JIa MPEMUHE BCUYKH CTHIIANa Ha MO3HAHUETO.
CrapenusT, HapeueH bezumennusam (al-LA musamma), cTaBa HACTaBHUK He CaMO Ha
Xwuiram, HO moMara M Ha 0ara My Jia 3ama3u 4yBCTBOTO Ha COOCTBEHO JTOCTOWH-
CTBO U J1a ce 10Ok 10 bora kaTo HpaBCTBEH aOCOJIOT M CHHOHHUM Ha ChBECTTA.
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ITo To3u HaunH ¢uUrypara Ha HaCTAaBHHKA OPraHUYECKH CE BKJIIOYBA B CUCTEMAara
Ha MUTOJIOTUYHHUTE 00pa3u.

Cnopen Mpuna bunuk yuenunero Ha JleB ToscToil 3a HpaBCTBEHOTO YCBBBP-
LICHCTBAaHE HA JMYHOCTTA € OCHOBATA, BBPXY KOSITO CE I'Pajy ISUI0TO TBOPYECTBO
Ha JIMBaHCKUS nucaren. T mogueprasa:

Muxaun Hyaiima pasBuBa Takusa uneu Ha JI. H. Tonctoi kato ,,3110-
TO € BbTpe B Hac™ (Kunueama 3a Mupoao, [locneonusm oern), ,,miodbenara
HaJ COOCTBEHOTO a3, ,,3aKOHBT 3a OOKeCTBeHarTa 0008 (Kuueama 3a
Mupoaog), ,,IbTAT 3a IpeMaxBaHe HAa BCHUKHU 3JIMHH, " ,,0rpaHUYaBaHe Ha
coOctBenute norpedbnoctu’ (Knueama 3a Mupoao, llocrednusm Oer)
U HAKOM JPYyTH>.

B TO3u KOHTEKCT akTyanHa € KoHUenuusATa Ha J[0CTOeBCKH, KOATO HEBEA-
HBX Ce crioMeHaBa ot camus Muxamn Hyaiima®®. TTodtu cies CTo roJAuHH, KOUTO
pasgensT npousBeneHusTa [Ipecmvnienue u naxazanue (1866) n Ilocreonuam
Oen (1965), Muxaun Hyaiima ce BpbIa KbM HICHTE HA PYCKHS MHCATEN, KOM-
TO MPOBB3MJIACSIBa ChBECTTA 32 Hal-Ba)kK€H KPUTEPHUIl Ha HPABCTBEHOCTTA. [ eposT
Ha Muxann HyaiiMa ciyma miaca Ha coOOCTBEHATa CH ChBECT B MIPOIB/DKEHHE Ha
nocuegHuTe 24 yaca OT XKHBOTA CH, KaTO ChbyMsBa Ja MPEMHUHE TOBA MBUUTEIHO
M3MUTAaHUE U 2 ce Bb3poau. BpB ¢uHanHaTa yact Ha moBecTBOBaHHETO Myca
an-Ackapu ce OKa3Ba B €/1Ha JIOZIKa 3aeJHO ChC CHHA CU U yuuTels. Te rpedar cpe-
1Ty Te4EHMETO Ha pekara, HapedeHa Beruxa (YAUDmM), 3a i1a ce ciesit ¢ Beunocrra.

Tosa ce cnyusa ceca 6 Ecunem

3a pasnuka or Muxaun Hyaiima erunerckust mucaren MOcyd an-Kawmiin
(p- 1944 1.)?” ce ocnaHs BbPXY AOKYMEHTATHUTE U3BOPH U (OIKIOPHOTO HACIE/-
CTBO, 32 Jla Mpech3Aaze MHOrooOpa3HeTo Ha HAIMOHAIHATA JEHCTBUTEIHOCT B
npoussenenusta Tpaypwvm (al-lidAd, 1969), 3umnama nowysxa (al-BayAt al-sha-
tawD, 1974), Hosunumeomgepmamaan-Manucu(AkhbArYizbatal-ManDsb, 1971),
Boiinama na ecunemckama 3zems (al-larb f© barr MiOr, 1978), Onnaxeéanusma na
kpacropeuusus ecunmsanun (ShakAwA al-miOrD al-faObi, 1981-1985) u ap.

B pomana Toea ce ciyusa ceza 6 Ezunem (Yalduth fB MiOr al-Ana, 1977)*
aBTOPBT ce 00pbIlla KbM Ieprosa Ha yrpasieHrueTo Ha Anyap Cagar (1970-1981)
U ce ONHUTBA J1a Pa300IMyu MeXaHu3Ma Ha opunuanHara mutonorus. C tasu uen
TOW IpoeLupa pe3KUTe MPOMEHH B TIOJIMTHYECKATa 00CTAHOBKA B CTpaHaTa BbPXY
€KEHEBUETO Ha ETUIIETCKUTE CEJISTHH, KOUTO ca XBaHATH B KalaHa Ha OEIHOCTTa
U ca 3aBUCHMH OT IPUIIEBKUTE HA MECTHHUTE yrpaBHUIM. CIOXKETHT Ha TBOpOara
€ OpraHu3MpaH OKOJO CKaHJaNa 3a pa3NpeAciIeHHUETO Ha XpaHaTa MEXIY Ces-
HUTE, U3MpaTeHa OT MPEACTABUTEINTE HA aMEPHUKAHCKOTO MPAaBUTEICTBO Mpean
BH3MTaTa Ha npesuzenTa Puaapn HukceH B cTpanara npe3 1974 r. 3agokeanckure
JapoBe MOMaaaT B pbleTe HA YOpOaHKUUTE, KOUTO MO AYMHUTE HAa CaMHs aBTOD
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Cce MpOSIBSIBAT KaTO MCTHHCKU (hapaoHW Ha Beka” M ca TOTOBU HA BCHUYKO 3apaju
MEPKaHTHJIHUTE CU MHTepecH. Bp3MyTeH OoT M3MaMHUTE M MAaIIMHALUUTE UM, CE-
JSTHUHBT aa-Jladuin HacTosBa [a MOMYYH CBOSI sU1, HO MECTHUTE OJIIOCTUTENH Ha
pela ro xapar AUPEKTHO KbM y4acThKa M IO IpeduBaT 10 CMBPT.

CBOTBETHO B IIPOU3BEIACHHUETO CE OTKPOSABAT JIBa IJIaHA, KOUTO CE AOIBIBAT
MOMEXY CH U HEIIPEKbCHATO CH B3anuMoaencTsart. [IpBusT ni1an Ha pomana e dap-
COB U € CBBP3aH ChC CIYXOBETE 32 €BEHTYAIHOTO NMPUCTUTaHE HA MPE3UICHTCKHUS
KOpTeX B cenoTo. HoBruHaTa npeau3BUKBa 0COOEH €HTYCHAa3bM y MECTHUS €JIHT,
KOWTO 3a1104Ba 1a rpaad aMOMLIMO3HH M1aHoBe. CapKaCTUYHO Ce Bb3IPOU3BEKIAT
cyerara U MPUTOTOBJICHUATA 32 OpUIMATHATAa BU3UTA. TyK ca U ChIIEPHUYECTBOTO
MEXIy MEOULIWHCKHS NEPCOHAN 3apay MPaBOTO A2 IPUBETCTBAT YyKACCTPAHHH-
TE€ TOCTH Ha aHIIMHCKHU €3UK, U CIIELIHOTO M3rpaxaaHe Ha OyTad)opHUTE JCKOPH,
3a 1a ObIAT CKPUTH MU3EPHUTE O0apakd W MOIYCPYTEHUTE KbIIHU, M 33AbPKAHETO
Ha TOIO3PUTEITHUTE JIMIA KaTo MPEeBaHTHBHA MSpPKa Cpelly Oe3penuly B IeHs Ha
TBHPKECTBOTO. J[pyrusiT miaH Ha NOBECTBOBAaHHMETO € TParMyeH M pa3KpHBa Ipe-
MEXIUITa Ha CeNsTHUHA af-/la0ui, craHan >kepTBa Ha )kecToK mo0oi. Llenust my
KHMBOT € M3IIBJIHEH ¢ MHOTOOPOMHN NPETSTCTBUS, JIUIICHUS, CTPAAaHus U TIIa.
Ho cnopen norukara Ha MECTHaTa aMUHUCTPALUs T€POSIT € BAHOBEH JOPH 3apa-
1M TOBA, 4e krBee. KMeThT ro cMsTa 3a OyHTOBHHUK, KOWTO M3KYIIaBa ChCEIISTHUTE
CH C >KaJIONTE CH CpeIlly BJIACTUTE U € CBbP3aH C HeJerajlHarta OpraHu3amnus, a 3a
qopOaKUKTE TOW € HOCUTEI Ha 37I0TO M IPEAN BCHUYKO Ha alYHOCTTA.

Cesckure ynpaBHHMLM H3TyOBaT IOKOW 3apaid TParuyHUs HMHIUIEHT C
an-Jlabui, HO He ce mpegaBart JIECHO U C€ OIMTBAT Aa NOTYIAT ciaydkaTta. Cropen
XUTPOYMHHMSI UM 3aMHUCBHJI TOH € u30dAran oT apecrta, 3a Ja BOAM MOAPUBHATA CU
JEeWHOCT M3BBH MpenenuTe Ha cenoTo. Crex Oe3kpaiiHUTE TUCKYCHH H 00CHKIa-
HUS HaJJeNsBa Apyrara UM Hjesi, KoATo o0e3KypaskaBa ¢ mpocToraTta cu. Ts ce
CHCTOM B TOBa, Y€ pa3npaBara He € U3BbPIIBAaHA U CHOTBETHO HUKOW HE € BUHOBEH
3a CIIyqmIIoTo ce ¢ aa-Jlabum, a camusT Toii € MUT. OT IIpaBHA IMIEAHA TOYKA 3€M-
HOTO My OHMTHE HE MOXE JIa ce JOKaXke M J1a ce NOTBbpAu. B appkaBHHUTE OdUIH-
QJIHU JOKYMEHTH He (PUTypupaT HUTO JAaHHHM 32 PaXXIAaHETO Ha TO3HM YOBEK, HUTO
aKTOBETE 3a CKIIIOYBAHETO Ha Opaka My M HaJM4YHeTo Ha aena. Ha npakrtruka HuUKoi
HHUKOTa HE MY € M37]aBajl acIopT WK APYTO YIOCTOBEPEHHE.

B Tosa ce crnyusa ceca ¢ Ecunem ¥Ocyd an-Kamiin mokassa cBera Ha 3J710-
Bemus abcypa, KbAETO OYEBHIHOTO € MHHMO, a MHUMOTO € O4eBHAHO. B To3M
CBSIT Morar ja ObJ1aT MOCTAaBEeHH MO CbMHEHHE HE caMO IpaBara Ha YOBEKa, HO U
caMuAT (PaKT Ha CHUIECTBYBaHETO My. B cBOeoOpa3HMsI €HHJIIOL, BKIIOUYBAL XPO-
HOJIOTHATA HA POMaHHUTE CHOUTHS U Tonorpad)cKuTe OEIEekKKH, aBTOPHT IIOCOYBA!

I/IMeHaTa, Jmnara u CHLOUTHATA HE ca II1oa Ha B’LO6pa)KeHI/ICTO. C

APYTH IyMH, IPUIHKATA UM C JICHCTBUTEIIHH JINIA U CHOUTHS HE € CITy-
JaiiHa, a ¢ HaITbJIHO MpeaHaMepeHa®”.
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Cmpannume cuyuxu

[Momo6Ho Ha FOcyd an-Kawitn nanecruackust nucaren EmMun Xaoubwn (1922—
1996)*' chi110 ce 00pBhIla KbM caTupaTa, HPOHUATA U IPOTECKATA B TIPOM3BE/ICHUSI-
Ta CH, MPECH3/IaBallli )KUBOTA HA ChOTEUECTBeHUIIUTE My B M3paer®?. Cpex Tax ca
Llecm paskaza 3a wecmme Ouu na sotinama (SudAsPyat al-ayyAm al-sitta, 1969),
Jlyka ubn Jlyka... Tpu cedenxu nped canovka na uyoecama (LukaY ibn Lukay...
ThalAth jalasAtamAma OundUq al-Yajab, 1980), 3a6ryoa (IkhOiya, 1985), Capas,
ovwepsama na cmpawunuwe (SarAyA bint al-ghUl, 1992) u nip., u3rpagenu BEpXy
MoOZIepHaTa HapaTMBHA TEXHUWKA W CTHJIM3UPAHH Bb3 OCHOBA HA TPAJULUUTE Ha
CPEIHOBEKOBHATa apa0dCKa CIIOBECHOCT.

Hlupoka nurTeparypHa wu3BecTHOCT Ha Emun XaOubu noHacs poMaHbT
Cmpannume cnyuku, cevp3anu ¢ usyesganemo na Cauo A6y an-Haxc an-Myma-
waun(al-WagApiYal-gharDbafDikhtifAbSaYDd AbPal-Nalsal-MutashApil, 1974)%,
KBAETO Ce MPEIUIMTAT OTACIHU IOXBaTh Ha KlacuiecKaTa Makama, (QOJIKIOpHHUS
pOMaH M MpHKa3KUTE OT COOpHUKA Xunsioa u eona now. Cpen Apyrute My Ha-
paTUBHU cTpateruu e unmepmexcmyanrocmma (al-tanAQ), kosTo ce mposBsBa B
HAaCHTEHOCTTA HA TEKCTa C AJIO3MHUTE U NPENpPaTKUTE KbM UCTOPHUYECKUTE, PEIIH-
THO3HHUTE  JIUTepaTypHUTE H3TOUHUIHU. Popkbp Ansr®* u [Ton Craku® knacudu-
nupar pomana Ha Emun Xabubn karo nukapecka, a [lerbp XuHT H3THKBa MHOTO-
IUTACTOBOCTTA MYy, ChUeTaBalla abCypANCTKHS YEPEH XyMOp, COLlHaTHaTa KpUTHKA
U monuThueckara carupa’® OCBEH TOBa MPOU3BEICHHETO MOXKE Ja C€ OMPEAein
KaTo yCJIOBHO-MeTa(OPHYHO [TI0OBECTBOBAHHUE, Thi KATO B CPaBHEHUE C OOEKTUBHO-
EMHMYECKHUS POMaH, KbAETO KOHLIENIIMATA HA YOBEKA € U3X0JICH MOMEHT 3a XyIOXKe-
CTBEHUS aHAJIM3 Ha ACHCTBUTEIIHOCTTA, TYK CE aHaJIM3HUpa camara KOHLEIIHS Bb3
OCHOBa Ha pa3HOOOPA3HU CPENCTBA Ha XyHAOKECTBEHATa YCIOBHOCT.

[logo6no Ha TBOpOara Ha FOcyd an-Kauiin B pomana Cmpannume ciyuxu,
cevp3anu ¢ uzuessanemo Ha Caud A6y an-Haxc an-Mymawaun puchCcTBaT ABa
acreKkTa Ha nmoBecTBoBaHHETO. IIbpBUAT acniekT e (adyneH M orpas3siBa OUTHETO
Ha YOBEKa, KOWTO ce € MPEeBbpPHAJ B UTpayka Ha OE3TMYHUTE aBTOPUTAPHU CHIIH U
€ 3arpI’KeH 3a OLEISBAHETO CH, & BTOPUAT acleKT MOJEINpPa Leausl YHUBEPCYM U
€ MUTOJIOTHYeH. TsXHaTa opraHMyHa B3aMMOBPB3Ka Ce€ IIOCTHTra OJlarogapeHue Ha
TOBA, Y€ BKIIOUCHHUTE B CIO’KETa ChOUTHS MPEACTABISIBAT €IEMEHTUTE Ha Pasrbp-
Hara metadopa. Ts mpuTexaBa NpU3HALMTE HAa CTHIUCTUYHATA MapKUPAaHOCT U
OCHTYpsIBa CTPYKTYPHO-CEMaHTUYHOTO €IMHCTBO HA HAPATHUBHHUS TEKCT.

3arnaBueTO Ha MPOM3BEACHUETO CE BB3IPHEMa KaTo CTPYKTYpeH BPbBX Ha
KOHCTPYKLUSATA, U3TPaZicHa BbPXY ClokeTHaTa Meradopa. 3a Hes € XapaKTepHO
paspacTBaHETO HA CEMAaHTUYHUS 00eM Ha aymata. CmpanHume ciyuku ¢€ OKa3BaT
peasHu U ca cBbp3aHu ¢ repos nog umeto Cauo (mactius), pamunusta an-Haxc
(HeImAacTHUK) U TPO3BHILETO ai-Mymawaun. CaMuAT repoid HapaTop OOsICHsBA
3HAUYEHHMETO Ha TOBA MPO3BHUIIIE IO CICIHUS HAYMH:
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Bcenuky uneHoBe Ha haMunmsTa OIIe OT MPapOIUTEITHUIIATA HH, KOs~
TO € OWja KHIThbpKa, ce Hapuyar ¢ uMeto an-Myramann. To e obpa3sy-
BaHO OT JBE OyMH, O3HAYaBalld MECUMHUCT M onTHUMHCT. OTTaM HaBa
HMETO Ha ceMmeiicTBoTo HU an-Mytamawi. Ka3sar, ue mbpBHST, KOUTO
HU HapeKbJI Taka, € o camuat Tamepnan. ToBa e cTaHao cies BTopo-
To kiaHe B bargan. Paskassar, de mpansgo mu Aomxap nOH AGmxkap ce
HOCEII BbPXY KOHS CH U3BBH Tpajickute cTeHHu. Karo ce oObpHan Hazas,
BHJISUT OTHEHUTE TIAMBITU ¥ U3KPEIISIL:

— Crnen MeH paspyxara ce BIK/Ia € MpoCTo OKo>’.

Umenno ta3u meradopa, 3agaieHa OT 3arIaBUETO, onpenens cbOUTHiHATa
KaHaBa Ha [TOBECTBOBAHHUETO, Pa3eiieHO HA TpH yacTu. [IbpBUTE ABE YacTH HO-
CSIT CUMBOJIMYHUTE >KeHCKU uMeHa FOao u baxus, YNUTO 3HaUYEHHS CE aCOL[UUPAT
CBOTBETHO C IyMUTE 3a8pblyane U ocmasane, a MOCIEAHATA YacT € O3ariiaBeHa
Bmopama FOao. B eqna unm fipyra cTeleH Te3U XKEHH ca BbBICYCHH BbB BOIOBBP-
TeXa Ha COMEHHUTE Ha nanectuHena Canj, KOUTO ca CHOAENeHH 1oy Gopmara Ha
MUCMa M Cca aJpecHpaHy KbM OE3UMEHHUS MpuATesl. TO3M XyHI0KeCTBEH MPUHOM
no3BosisiBa Ha EMun Xabubu na n30ersne XpoHOMOTHYHaTa MOCIeJ0BATEIHOCT Ha
W3JI0KEHUETO M J]a pa3Kpre BTPEIIHUS CBAT HA TEPosl.

Ocranan na xxusee B M3zpaen, Canp He ce IposiBSBa KaTo XapakTep, a HOCThII-
Ba B 3aBUCHMOCT OT ObP30 CMEHSIINTE CE CUTYalllu, KOUTO CE€ OKa3BaT PeLIaBaIin
3a cpadara My. be3 1a nma cuim 1a ce MPOTHBONOCTaBH HA W3PAETICKUTE BIIACTH,
TOW cTaBa OCBEIOMUTEN U CHOTBETHO C€ MpPEBpbhIIa B anTurepoi. [lanectunenst
3aryOBa He camo cebe cH, HO ce paszaeis U ¢ ONu3KuTe Xopa. [lBere Milaau >KeHu
cbe chIoTo MMe FOax, KbM KOUTO TOH € M3MUTBAJ HEXXHU YyBCTBA, OMBAT JIETIOP-
tupanu. Cenpyrara bakus 1 oOmMAT UM CUH Yais MOoThBAaT B MOPETO NP ONHUTA
na n3berHar apecta. [IpemuHan npe3 MHOTO MaJACHUs U Bb3XOIH, TOH Ce MHUTA:

Koii cem a3? [lecumuct mu cbM, wim ontumuct? Koraro ce ch0yx-
JaM CYTpHH, a3 C€ UyBCTBaM OJIarofiapeH, e He Me apecTyBaxa, I0KaTo
crsl. AKO Ipe3 JIeHs U3HUKHE HAKAaKBa HEMPUATHOCT, TO C€ paJBaM, ue
HE ce € cIay4nyIo Heulo no-jomo. ETo ToBa cbM a3. Ho Bce mak He 3HamM
JIaJI CbM TTECHMHUCT, HJIH ONITHUMHCT S,

Emun Xabubu pazkpuBa TUYHOTO OWTHE Ha IMAajJeCTHHENA B KOHTEKCTa Ha
3HaYUMUTE CHOUTHS OT MHHAJIOTO W ChbBPEMEHHOCTTA U MTOKa3Ba Kak ce hopmupa
XapakTepa My IOJ| BIUSHUE HA KUTCHCKHUTE YCIOBHS U UCTOPHUECKUTE 0OCTOSI-
TEJICTBA, KOUTO TO MPABAT ONTHMHUCT M MIECUMHUCT €THOBPEMEHHO.

ExcniepumeHTaTOpCTBOTO Ha apabCKHUTE MUCATENN HE € CaMOIIETHO U € TIpe-
JTU3BUKAHO OT HOBAaTa MM YyBCTBUTEITHOCT CIIe/ FOHCKUTE chOuTHS Tipe3 1967 1. Te
paspylIaBaT KaHOHUTE Ha MpeAIIecTBaIlaTa JUTeparypa u ce OTKa3BaT OT €CTETH-
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YECKUTE KPUTEPUH Ha €MHHUS CTHII, aCOLUUPAII] CE ¢ TapaJurMara Ha peaan3ma
C SIPKO M3Pa3eHUTE COLMAIHU ACTEPMUHAHTH. EKCIIEpUMEHTAaTOPCKUTE UM Harvia-
CH M CTpaTeruy OTpa3sBaT OOLIMS CTPEMEX Ha aBTOPUTE KbM yTBBPKIABAHETO
Ha coOCTBeHaTa HaIlMOHAJIHA U TBOpPYECKA WACHTHYHOCT Bb3 OCHOBA HAa MIPOTUBO-
MOCTABSHETO Ha MICOJIOTUYECKUTE U JUTEPATYPHUTE ILAMIIH, KAKTO M Ype3 Mpe-
OCMHUCIISHETO Ha (PONKIOPHUTE U KIACHUYECKUTE TPAJULIMU Ha CPEIHOBEKOBHATA
apa0Ocka nuTeparypa.
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Word-formation in slavic languages —
an onomasiological perspective

Livia Kortvélyessy

P.J. Safarik University, Kosice (Slovakia)

Livia Kortvélyessy. WORD-FORMATION IN SLAVIC LANGUAGES - AN
ONOMASIOLOGICAL PERSPECTIVE

Abstract. The paper discusses methodological principles of evaluation word-forma-
tion systems in cross-linguistic research. The emphasis is on an onomasiological aspect
of evaluation that is viewed as complementary with the semasiological evaluation. These
two perspectives are indispensable for obtaining an objective picture of word-formation
at various levels of generalization, including individual languages, language genera, lan-
guage families and language areas. The paper illustrates the proposed method on a sample
of Slavic languages.
Keywords: word-formation, onomasiology, structural richness, saturation value, Slavic
languages.

Jlusus Keopreenitecu. CIOBOOBPA3YBAHETO B CJIIABAHCKUTE E3UIU —
OHOMACHOJIOTMYHA ITEPCIIEKTUBA

Pesrome. Cratusra pasmiexia OPUHIUNINTE HA OHOMACHOJIOTMYEH KPOCIHHIBHC-
THYEH aHAJIN3 Ha CJIOBOOOPA3yBaTEIHUTE CUCTEMH Ha e3UIUTe. AKIEHTHT Ce ITOCTaBs Ha
OHOMACUOJIOTHYHMSI aCIEKT Ha aHAJIM3a, KOUTO ce pa3MiIex/]a KaTo AOIbIBAI CEMaCcHONIO0-
ru4eH aHanus. Te3u [Be TIIeIHN TOUKU ca HEpa3pUBHH C OIvie]] JOOMBAaHETO Ha OOEKTUBHA
KapTHHA Ha CII0BOOOpa3yBaHETO Ha pa3lIMuHK HUBAa Ha 0000IaBaHETO, BKIFOYUTEITHO OT-
JIEJIHUTE €3UIU, €3UKOBUTE POAOBE, €3UKOBUTE CeMeliCTBa U e3UKoBUTE paifoHu. CrarusTta
pasmiexa ONKUCAHUA METO, Bb3 OCHOBA HA IIPUMEPU OT CIIABIHCKUTE €3ULIU.
KatouyoBu xymu: cioBooOpaszyBaHe, OHOMAacHOJIOTHS, CEMACHOJIOTH, METOJ] Ha N34nCIIe-
HUE, CTOMHOCT Ha HaCHUIIAHE.

99



Mainstream research into word-formation relies on the semasiological ap-
proach. Exceptions can be found in the onomasiological tradition established by
M. Dokulil (1962) and developed in works of his followers, mainly (but not exclu-
sively) in the Central and East Europe (for a brief summary of the onomasiological
tradition in word-formation see Stekauer 2005 and Grzega 2015).

This paper presents basic results of cross-linguistic research into word-for-
mation in Slavic languages from the onomasiological point of view. It is intended
as a complementary analysis to the semasiological examination of word-formation
in this language family presented in Kortvélyessy (2016). In general, large-scale
cross-linguistic research into word-formation systems — unlike the other linguistic
levels - is still in the egg, not to speak about the onomasiology-based cross-linguis-
tic exploration of this field. The monograph by Stekauer, Valera and Kortvélyessy
(2012), relying mainly on the semasiological data, appears to be a first swallow.

The scope of the present paper is more modest than that of Kortvélyessy
(2016): it is restricted to the affixation processes in Slavic languages. Neverthe-
less, it is innovative by applying an onomasiological method for cross-linguistic
comparison of word-formation systems. The significance of examining word-for-
mation systems of languages from the onomasiological perspective follows from
the fact that only in the unity of semasiological and onomasiological data one can
obtain a comprehensive picture of the situation in word-formation in a language
genus, language family or language area.

The onomasiological approach employed in my research is combined with
the concept of structural richness the quantitative representation of which is the
saturation value (Kortvélyessy 2015). It will be demonstrated that evaluation
of word-formation from cross-linguistic perspective, based on the parameter of
structural richness, is much more feasible than that based on productivity.

I start with introducing a sample of Slavic languages, the scope of the
parameters analysed, and the method of their evaluation. The second part of the
paper provides an analysis of the data.

Kortvélyessy (2016) analyses individual word-formation systems in 14 Slav-
ic languages by evaluating 98 word-formation features from the point of view of
semasiology. The starting point of a semasiological approach is the form of a com-
plex word. This kind of information tells, however, nothing about the process of
conceptualization. The semasiological saturation value, employed in Kortvélyessy
(2016), informs us about the structural richness of a word-formation system or of
a particular word-formation process but, on the other hand, it does not provide us
with information about how individual conceptual/semantic categories are repre-
sented in the formation of new complex words. The onomasiological perspective
starts from conceptualization of an object to be named and explains how individual
semantic categories are / can be represented by the word-formation system of a
particular language (for details see Stekauer, 2005). No doubt, these two methods
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of word-formation analysis are complementary, the fact that has been ignored in
the mainstream works on word-formation.

Different sources provide unequal numbers of Slavic languages. If one
compares two representative databases, WALS and Etnologue, they differ in
the number of Slavic languages covered. The differences stem from inclusion/
exclusion of languages like Rusyn, Slavomilisano, Silezian, Polabian, and from
treating Serbian and Croatian as a single or two different languages. Given these
discrepancies my sample of languages maps the most recent volume on word-
formation in European languages, notably, Miiller, Ohnheiser, Olsen and Rainer
(eds.) HSK Word-Formation. An International Handbook of the Languages of
Europe. The volume provides the most systematic (though not comprehensive)
information about word-formation in European languages. Table 1 provides a list
of languages whose word-formation characteristics are discussed in this paper:

Name of the language Code of the language Countries
Macedonian mkd Macedonia
Bosnian bos Bosnia and Herzegovina
Slovene slv Slovenia
Croatian hrv Croatia
Serbian Srp Serbia
Bulgarian bul Bulgaria
Sorbian, Upper hsb Germany
Polish pol Poland
Kashubian csb Poland
Czech ces Czech republic
Slovak slk Slovak republic
Ukrainian ukr Ukraine
Belarusian bel Belarus
Russian rus Russia

Table 1. Overview of the language sample!

The problem with the onomasiological analysis of word-formation systems in
general is the lack of data. There are relatively few sources that provide compre-
hensive information on the correlation between semantic categories and word-for-
mation processes/rules/affixes, even though remarkable exceptions do exist, such
as Danes, Dokulil and Kuchart (1967) for the system of derived nouns in Czech and
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Szymanek (2010) covering Polish word-formation system. Consequently, collec-
tion of data of onomasiological nature is a complex, demanding and exigent task
for derivational morphologists.

My data comes from three sources. First, [ have made use of a word-forma-
tion database that has been developed by Stekauer and Kortvélyessy for two de-
cades. The second source includes various language-specific descriptive grammars
and works specially dealing with word-formation of a particular language (e.g.,
Dokulil 1962, Danes 1967, Horecky 1994, Horecky, Bosak and Buzassyova 1989,
Syzmanek 2010, Unbegaun 1957, Lewis 2000) and other publications containing
data on word-formation/derivation. An important, most recent, source of data is
Miiller et al. 2016) even though descriptive grammars mainly focus on the formal
facet of word-formation. Third, any problematic cases were consulted with mor-
phologists with expertise in word-formation of a particular sample language.

The objective of semasiologically oriented research into word-formation in
Slavic languages (Kortvélyessy 2016) was to evaluate the structural richness of
word-formation in the sample languages. Its quantitative expression is the parameter
of saturation value which is calculated as a proportion between the number of word-
formation processes / rules synchronically used for the formation of new complex
words in a language and the total number of word-formation processes / rules covered
by one’s research. The selection of the structural complexity for the evaluation of
word-formation is necessitated by the inapplicability of the productivity index/
degree for comparative purposes in projects that also cover ‘minor’ languages. The
most important theoretical and methodological problems include:

i.  Non-existence of auniversally applicable method of productivity computation:
both Aronoff’s and Baayen’s approaches (Aronoft 1976, Aronoff and Anshen
1998, Baayen and Lieber 1991, a series of other articles by Baayen, e.g.,
1993, 1994a, 1994b) are basically restricted to affixation, thus ignoring the
crucial fact that each act of word-formation results from competition among
all possible ways of forming new complex words of a particular semantic
category (cf. Kortvélyessy et al. 2015, Stekauer to appear). Any attempt
to reduce the computation of productivity to one selected word-formation
process / type necessarily distorts the results.

ii.  Non-availability of comparable and compatible corpora in various languages
of the world; a cross-linguistic research cannot be restricted to ‘major’
languages for which there exist large corpora and representative dictionaries.

iii. The problem of fuzzy boundary between actual vs. potential words (e.g., Aronoff
1983, Bauer 1999, Plag 2001) and fuzzy boundaries between inflectional and
derivational morphology(). Fuzziness of this sort becomes a serious problem
for any productivity computation: it is difficult to arrive at objective results if
we are not quite sure what should actually be included in computation.

The concept of structural complexity of a word-formation system avoids these
obstacles: it takes into consideration all synchronically productive word-formation
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processes and rules without regard to the degree of their productivity. The fuzziness
problem is eliminated in this method by concentrating on prototypical cases. What
matters is the synchronic capacity of a word-formation process or a rule to form new
complex words. This capacity is evidenced by existence of actual complex words.

This approach makes it possible to reveal different word-formation strategies
dominating word-formation of individual languages. Thus, for example, while
some languages may heavily rely on compounding, with no employment of
prefixation, conversion, reduplication and /or other word-formation processes,
other languages may make use of a much wider range of word-formation processes
(see section 3). Similarly, a particular language may express the category of, for
example, Instrument by a single suffix while some other languages may make
productive use of several types affixes, or even various word-formation processes.
Furthermore, the parameter of structural complexity informs us which of these
ways of expressing a specific semantic category are typical for a language genus,
family and/or area. From a different perspective, we can also compare the existing
similarities and differences inside a language and among languages in the way
they represent a set of semantic categories. Knowledge of this sort is important for
understanding the nature and the internal diversity of word-formation systems in
languages of the world.

From this it follows that an important advantage of the proposed method is
that the saturation value allows for comparison of the structural richness of word-
formation systems at various levels of generalization: (i) intra-language level —
comparison of the relative contribution of individual word-formation processes
within one language; (ii) inter-language level (a) — comparison of the roles of
selected word-formation processes in various languages; inter-language level (b) —
comparison of word-formation systems of various languages; (iii) supra-language
level — comparison of word-formation in various language genera; language
families and/or areas (Sprachbunds). All in all, the saturation value provides us
with an important insight into the nature of word-formation systems in languages
of the world.

Analogically to Stekauer etal. (2012) my research maps 21 semantic categories
that are characteristic for Slavic languages, such as Agent, Instrument, Locative,
Causative, Durative, Similarity, Distributive, Iterative, Diminutive, Augmentative,
etc. The data is analysed from the perspective of their representation by individual
affixation processes in the sample languages. The evaluation encompasses
prefixation, suffixation, infixation, prefixal-suffixal derivation, circumfixation and
transfixation. In addition, the one-to-many relation was also examined, i.e., the
possibility to express one and the same semantic category by more than one affix.
The saturation value is calculated as a number of languages in which a particular
semantic category is represented by a specific affixation process (Table 3). From
a different perspective, it identifies the number of semantic categories represented
by a given affixation process in a particular language (Table 4).
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mkd | bos slv hrv SIp bul
Agent suf>1 | suf>1 suf >1 suf >1 P-S | suf>1 suf>1
Patient suf>1 |suf>1P-S |suf>1P-S |[suf>1P-S |suf>1P-S |suf>1P-S
Instrument suf>1 | suf>1P-S |suf>1 suf>1 P-S | suf>1 P-S |suf>1
Locative pr>1 suf>1 suf>1 pr>1 | pr>1 suf >1 pr>1

suf>1 P-S P-S suf>1 P-S
Temporal P-S pr pr suf P-S

P-S
Diminutive suf>1 suf>1 suf >1 suf >1 suf >1
Augmentative | suf >1 suf>1 suf pr>1 pr>1 suf >1
suf >1
Female suf >1 | suf suf >1 suf >1 suf >1 suf >1
Male suf
Causative suf>1 | pr P-S suf suf>1 P-S pr suf>1
P-S

Attenuative P-S
Iterative suf suf suf pr suf pr suf
Distributive pr pr pr pr
Durative pr pr>1 pr pr
Intensification pr>1 pr>1 pr>1
Similarity suf >1 suf >1 suf >1
Action N suf>1 | suf>1 suf>1 suf>1 suf >1 suf >1
Abstract N<V suf >1 suf suf suf
Abstract N<N | suf>1 | sufP-S suf>1 suf>1 P-S suf>1 P-S suf>1 P-S
Abstract N<A | suf>1 suf >1 suf >1 suf >1 suf >1
Collective suf>1 | suf suf>1 suf >1 suf >1

Table 2. Overview of semantic categories and their correlation with affixation processes
sf = suffix, sf>1 = more than one suffix available; pf = prefix, pf>1 more than one prefix
available; trn = transfix, in = infix, P-S = prefixal-suffixal derivation
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hsb pol csb ces slk ukr bel rus
suf >1 suf >1 P-S | suf>1 |suf>1P-S |suf>1P-S |suf>1 suf >1 suf>1
suf >1 P-S | suf>1 P-S | suf>1 suf >1 P-S | suf>1P-S | suf>1 P-S | suf>1 suf >1
P-S P-S
suf >1 P-S | suf>1 suf >1 | suf>1 suf >1 suf >1 P-S | suf>1 suf >1
suf >1 P-S | suf>1 pr>1 suf >1 Pr>1 | pr>1 pr>1suf |pr>1 pr>1
P-S suf >1 >1 suf >1 suf >1
P-S P-S P-S P-S
pr pr>1 pr P-S pr P-S pr>1 pr>1 pr>1
P-S P-S P-S
suf>1 suf>1 P-S | suf>1 suf >1 suf >1 suf>1 suf>1 suf>1
infx
pr>1 suf>1 suf>1 | pr>1 pr>1suf | suf>1 suf >1 suf >1
suf>1 suf >1 >1
suf >1 suf >1 suf>1 | suf>1 suf >1 trn | suf suf>1 suf >1
suf >1 suf >1 suf
sufP-S suf>1 P-S | sufP-S | pr P-S pr P-S suf>1 P-S | suf> suf >1
suf suf 1P-S P-S
P-S P-S
suf suf trn pr pr suf
P-S pr pr P-S pr P-S
pr>1 pr>1 pr>1 pr>1 pr>1 prsufP-S | pr>1 pr>1
suf P-S P-S
suf Suf suf pr pr Pr suf P-S | pr P-S
suf>1 suf>1 P-S | suf>1 suf >1 P-S | suf>1 P-S | suf>1 suf>1 suf>1
suf >1 suf >1 suf >1 suf>1 suf >1
P-S
suf P-S | suf P-S suf>1 suf P-S
suf>1 suf>1 suf>1 | suf>1 suf >1 suf >1 suf>1 suf>1 P-S
suf>1 suf >1 suf >1 trn | suf>1 suf>1 suf>1
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The data presented in Table 2 can be discussed from four different perspectives.

3. Analysis and discussion

Table 2 gives a summary of an onomasiological analysis. It identifies the
type of affixation employed in individual sample languages to express a particular
semantic category and identifies those semantic categories for which a particular
language offers more than one affixal option. This piece of information is important
for the coiner of a new word because it determines the degree of competition during
the act of naming an object of extra-linguistic reality (certainly, as suggested above,
other word-formation processes are as important as affixation in the creative act
of naming). In addition, this sort of information makes it possible to distinguish
between the semantic categories characterized by this kind of competition and
those categories for which there is only one affixal option in a given language.

First, it provides us with the information on correlation between affixation
and semantic categories in individual languages. In Macedonian, for example,
complex words in the category of Agent are coined by means of suffixation and
prefixal-suffixal derivation, and there is more than one Agentive suffix. Second,
it also gives an answer to the question which of the affixation processes are most
productive in coining new complex words in individual semantic categories. For
example, the category of Agent mainly relies on suffixation and, moreover, in each
of the Slavic languages, there are more than one agentive suffixes. Third, it is
possible to identify semantic categories with affixal competition and those without
affixal competition (only one affix available). Thus, the semantic categories
of Agent, Patient, Instrument, Locative, Diminutive, Augmentative, Female,
Causative, Action (noun) and Abstraction are dominantly competitive. In other
words, the affixal systems of Slavic languages establish a competitive environment
for these categories by making use more than one affix per semantic category.
On the other hand, the semantic categories Temporal, Male, Iterative, Distributive
and Intensification are prevailingly non-competitive in terms of affixation. On the
other hand, the latter group of semantic categories do not violate the naturalness
principle of biuniqueness (Dressler 2005). Fourth, Table 2 makes it possible to
draw conclusions on which of the affixation processes has the highest saturation
value in the Slavic languages, i.e., which of them represents the highest number
of semantic categories It is obvious at first sight that suffixation has the highest
occurrence, followed by prefixal-suffixal derivation, while the role of transfixation
and infixation is insignificant. This finding is in accordance with the more general
conclusions of Stekauer et al. (2012) saying that suffixation and compounding are
the most common word-formation processes in languages of the world.

It is for this reason that suffixation has become the focus of the next analysis
summarized in Table 3 below. It specifies the capacity of suffixation to represent
the examined semantic categories in the Slavic language family. As it follows from
Table 3 suffixation in Slavic languages has an extremely high capacity to represent
the examined semantic categories.
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mkd | bos | slv | hrv | srp | bul [ hsb | pol | csb | ces |slk |ukr | bel |rus | SAT
Agent |x X X |x X X |x X X |x X X X X 14
Patient | x X X X X X X X X X X X X X 14
Instru-
X X X X X X |x X X X X X X X 14
ment
Loca-
. X X X X X X X X X X X X X X 14
tive
Tem-
0
poral
Dimi-
. X X X X X X X X X X X X X X 14
nutive
Aug-
mena- | X X X X X X X X X X X X X 13
tivet
Female | x X X X X X X X X X X X X X 14
Male X X X X 4
Cau-
. X X X X X X X X X X X X 12
sative
Itera-
. X X X X X X X X 8
tive
Dis-
tribu- 0
tive
Dura-
. 0
tive
Inten-
sifica- X 1
tion
Simi-
. X X X X X X X 7
larity
Action
X X X X X X X X X X X X X X 14
Noun
Ab-
stract X X X X X X X X X 9
N<V
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Ab-
stract X X X X X X X X X 9
N<N

Ab-
stract X X X X X X X X X X X X X 13
N<A

Collec-
tive

Satura-

. 13 8 14 |15 15 14 | 11 13 13 (14 |15 12 14 |14
tion

Table 3. Suffix-based saturation of semantic categories by languages

The data clearly manifests an important role of suffixation in the majority of
the examined Slavic languages. There are minimum differences inside the Slavic
group: 11 out of 14 languages can express 13—15 semantic categories by means of
suffixation. The only exception to this general Slavic tendency is Bosnian where
suffixation is used to represent only 8 out of 21 semantic categories taken into
consideration in my research. Second, the table shows that there are semantic
categories that are represented by suffixes in all fourteen languages. They include
Agent, Patient, Instrument, Locative, Diminutive, Female, and Action noun.
Contrary to this, the semantic categories Temporal, Distributive and Durative do not
seem to have suffixal support in any of the examined languages, and Iterativeness
is represented by suffixation only in Kashubian.

If the onomasiological saturation values presented in Table 3 are combined
with the saturation values arrived at in Kortvélyessy (2016), the result is the total
saturation value of suffixation (Table 4). While the onomasiological saturation
value is determined with regard to the use of suffixation for the expression of
21 semantic categories, the semasiological data is based on the analysis of 17
suffixation features divided into the class-changing and class-maintaining types of
suffixation, and subsequently subdivided according to the word-class of the input
and the output (only four major word-classes are taken into consideration, i.e.,
nouns, verbs, adjectives and adverbs). The 17" feature concerns the possibility of
recursive application of suffixes.

Based on the cumulative data Table 4 makes it possible to rank languages
according to their total structural richness. According to this data, the structurally
richest languages in terms of word-formation are Slovenian, Croatian, Bulgarian,
Slovak and Czech; on the other hand, Bosnian and Upper Sorbian are languages
with the lowest structural richness. Another important fact follows from a
comparison of the onomasiological and the semasiological data. Evidently, there
is no direct proportionality between these two perspectives of word-formation.
A language may be structurally rich from an onomasiological point of view
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but does not have to rank high from the semasiological point of view (Serbian,
Belorussian, Russian), although a high semasiological value tends to indicate a
high onomasiological value (Slovenian, Croatian, Bulgarian, Czech and Slovak).

mkd [bos [slv [hrv |[srp |bul [hsb [pol |csb |ces |slk |ukr | Bel |rus

Onom | 13 8 14 |15 |15 |14 |11 13 (13 |14 |15 |12 |14 |14

Semas | 10 10 (15 |13 |11 13 |9 10 (10 |13 |13 |10 |10 |10

Total |23 18 |29 (28 |26 |27 |20 |23 |23 (27 |28 |22 |24 |24

Table 4. Total saturation value of suffixation

The present paper pursued two fundamental objectives fundamental for
the methodology of cross-linguistic comparison of word-formation systems
at various levels of generalization. First, it was a typological analysis of word-
formation processes in Slavic languages by application of the parameter of
structural complexity the quantitative representation of which is the saturation
value. The second objective was to point out the importance of a twofold, mutually
complementary analysis of word-formation systems from the semasiological and
the onomasiological perspectives.

If the data on other word-formation processes is processed and evaluated
in a similar way, then the total saturation value can be employed as a tertium
comparationis: a reference parameter that makes it possible to arrive at a detailed
and exact comparison of word-formation in various languages, language genera,
language families and/or language areas.

Notes
The language codes are based on the Ethnologue database.
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Abstract. The paper discusses the various teaching methods and strategies concer-
ning Korean language learning. The main focus is on the problems that arise between
effective and ineffective learners and the reasons for them. The strategies are discussed in
great detail and the differences between the two groups are explained through an exhaus-
tive survey.
Keywords: learning strategies, effective learning, ineffective learning, Korean language
learners.

Iyvou-/wcun  You. CTPATEIT'MUA 3A YYEHE I[IPU (HE)E®EKTHUBHOTO
YYXKIOE3MKOBO OBYYEHME 10 KOPEMCKU E3UK

Pesrome. JloxaasT pasniex/ia pa3nUiIHUTE METOAU Ha IPETNOiaBaHe U CTPaTeTUNTE,
Kacaelly 9yX/10e3MKOBO 00ydeHHe 110 Kopelcky e3nk. OCHOBHO BHHMaHHUE ce 00pbIla Ha
npoOsieMHTe, KOUTO BB3HUKBAT MEX/Y €(DEeKTUBHHUTE M Hee(EKTUBHUTE YUaIlld, U IPUYIH-
HUTe 32 TiIX. CTparerunre ca pasmienand 00CTOWHO M Pa3IMKHUTE MEXIy JIBETE IPYyIH ca
00CHEHHU upe3 MOAPOOHO U3CIIe[BAHE.
KatouoBu nymm: crpareruu 3a ydeHe, eeKTUBHO oOydeHHe, HeeeKTHBHO OOy4eHue,
yKI0€3UKOBO 00yUEHHE 110 KOPEHCKH €3HK.
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There is an enduring and unsolved question of why some leaners do so much
better than others and what differentiates the good leaner from the unsuccessful
ones, though they are taught with the same teaching material, with the same teaching
method and in the same environment. It is well-assumable that language learners
use their own learning methods, handle and keep information via individually
different learning strategies in the whole learning process.

It is necessary to look into types of learning strategies and their effectiveness
in learning, and examine how learning strategies as leaners’ individual differenc-
es are present in the learning process. Analyzing learning strategies used in the
learning process by learners can provide help for language learning, as individu-
al learners’ difficulties are detected and any deficiencies in strategy using can be
supplemented by the results of the analyses. And ultimately the learners can be
offered and introduced more effective strategy use, so that they can be helped to
have much better achievements in learning a foreign language.

The main motive to proceed with this study is to find out any correlation be-
tween the learning strategy use and achievement of those who are learning Korean
as Korean Government Postgraduate Scholarship Program (KGSP) recipients in a
second language learning environment in Korea. Every year about 15% of them
are left behind as unsuccessful learners after one-year Korean language course.
The researcher presumes that the (un)success of the achievement is related to the
(in)effective use of learning strategies. Therefore he tries to know if the Strategy
Inventory for Language Learning (SILL) score may have any sufficient strength to
be used as a predictor for academic achievement.

Theoretical Background

Language learning strategies

Many researchers have tried to define language learning strategies. Wenden
& Rubin (1987) defined them as various devices or measures which learners utilize
in the process of using a certain language. This definition has too narrow a meaning
to exhibit multifaceted aspects of the strategies. O’Malley & Chamot (1990) iden-
tified language learning strategies as specific thinking or behaviors which language
learning individuals use in order to understand, learn and store new information
easily. They identified that language learning strategies are the specific mental and
communicative procedures that learners employ in order to learn and use language
(Wong & Nunan, 2011: 145). Every task and exercise will be underpinned by
at least one strategy, although in most classrooms learners are unaware of these
strategies. One of the hypothesis being tested by learning strategy researchers is
that awareness and deployment of strategies will lead to more effective language
acquisition (Macaro, 2001). According to Weinstein & Mayer (1986: 315), the goal
of learning strategies is to affect the learner’s motivational or affective state, or the
way in which the learner selects, acquires, organizes, or integrates new knowledge.
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Oxford (1990) mentioned that we should understand the term strategy in or-
der to understand learning strategies. She stated that strategy means ability to com-
mand an army and warfare technique, that is, strategy is to lead optimally the mil-
itary units, warships and airplanes in a battle. She extended this idea and defined
that learning strategies are specific actions which learners take with the intention
of transferring well learning to a new situation with an easier, faster, more pleasant,
more self-initiated and more efficient way. Her definition implies how the effec-
tive use of learning strategies is significant in learning a language. Oxford divides
language learning strategies into two main classes, direct and indirect, which are
further divided into 6 sub-groups. She sees that direct and indirect strategies and
these six strategy groupings function as a mutual support network within which
various types of strategies support and enhance each other’s effects in order to
improve L2 learning (Hsiao & Oxford, 2002: 370).

The Strategy Inventory for Language Learning (SILL) developed by Oxford
is organized according to strategy group using a statistical procedure called fac-
tor analysis. This procedure allows the researcher to subdivide an instrument into
dimensions usually referred to subscales or factors. Six subscales were developed
with the intent to facilitate more in-depth research and understanding of the learn-
ing strategies originally for ESL/EFL (Oxford & Burry-Stock, 1995: 5). The fol-
lowing Table 1 shows the construct of Strategy Inventory for Language Learning.

Table 1. Construct of Strategy Inventory for Language Learning (SILL)

categories strategy types behaviors

Memory strategies Direct strategy grouping, imagery, rhyming,
structured reviewing

Cognitive strategies Direct strategy reasoning, analyzing, summarizing,
general practicing

Metacognitive strategies | Indirect strategy paying attention, consciously search-
ing for practice opportunities, plan-
ning for language tasks, self-evaluat-
ing one’s progress, monitoring error

Compensation strategies | Direct strategy guessing meanings, using synonyms
and gestures to convey meaning

Affective strategies Indirect strategy anxiety reduction, self-
encouragement, self-reward

Social strategies Indirect strategy asking questions, cooperating with
native speakers, becoming culturally
aware
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Direct strategies are those involving the direct use of the language. They
include memorizing, analyzing, reasoning and guessing intelligently. These are
specific procedures that learners can use to improve their language skill. Indirect
strategies are those supporting language learning such as evaluating one’s learning
and cooperating with others, which do not directly involve using the language.

The (in)effective language learner

In foreign language education, including teaching Korean, instructors and
researchers usually divide learners into two groups, based on their academic
achievement; good or successful learners and bad or unsuccessful ones. Even the
terms ‘excellent learners’ and ‘retarded learners’ are often used in Korean language
education. As the author presupposes in this paper that a good, excellent (or bad,
retarded) achievement may be a result of using language learning strategies in an
effective or ineffective way, the term ‘(in)effective learners’ are most suitable in
expanding the argument in this work.

Quite many research works are made to find out sources which divide lan-
guage learners into effective and ineffective ones in the realm of learning styles
and strategies. Researchers mainly have tried to identify the source that charac-
terizes the effective language learners. Rubin (1975), Stern (1975), Naiman et al.
(1978) pointed out some major characteristics of effective language learners as
having awareness of learning styles and strategies, autonomy and self-direction in
the learning process, and active language use.

Though much research has been done to identify the characteristics and the
range of strategies of the effective language learners, little attention has been paid
to carry out comparative investigations of effective versus ineffective learners and
to examine their differences in the use of specific learning strategies. That is why
this current study which will attempt to detect possible differences and preferences
in the strategy use of effective and ineffective learners is a meaningful task.

The study

The aim of this study reported here is to explore if there are identifiable dif-
ferences in learning strategy preferences between effective and ineffective learn-
ers taking Korean language courses as a second language in the Korea context.
And the research is ultimately intended to provide practical guidelines for teachers
wishing to add a learning-how-to-learn dimension to their teaching Korean as a
second language. Academic achievement is operationalized in terms of pass or fail
according to the standard of the language training center where the subjects are
learning Korean. The Korean language courses are organized for 2 beginner’s levels
(levels 1 and 2), 2 intermediate levels (Ievels 3 and 4) and 2 advanced levels (levels
5 and 6). Each level of proficiency is provided with Korean language classes 4
hours per day for 5 days per week, which lasts for 10 weeks. One mid-term and one

118



final examinations are administered during the course. Learners are evaluated for
their speaking, reading, listening and writing achievements of the corresponding
levels which learners are enrolled for. The learners who gets average 70 points or
above out of 100 points in an accumulation of all the examination are to proceed to
an upper level, and they are categorized here as effective learners. Those who gets
less than 70 point must repeat the same level again, and they are categorized here
as ineffective learners.

Research questions

The following research questions are posed about the four groups of learn-
ers; effective and ineffective Korean language learners of Korean Government
Postgraduate Scholarship Program (KGSP), and effective and ineffective Chinese
learners of the Korean language. These research questions have the ultimate aim
to find out whether there is any meaningful differences or preferences in terms of
learning strategy use among these four groups and to find out a reliable explanation
for the (in)effectiveness of their Korean language learning.

Instrument

Surveys are commonly used in studying learning strategies, and they are use-
ful for collecting data from a large number of subjects. The Strategy Inventory
for Language Learning (SILL) Version 7.0 (ESL/EFL) developed by R. Oxford
in 1989 is used here with a slight adaptation. It is a well-established instrument
assessing second or foreign language learners, having been tested and applied in
various contexts over the years world-widely, and it is proved to have high reli-
ability and validity.

The data collection instrument consists of a three-part survey of a printed
questionnaire. The first part is for the directions which explain how to answer the
survey. The second part solicits the surveyed for some basic biographical infor-
mation like age, sex and nationality, followed by a short state for the purpose of
the survey and for asking sincere answers. The third part of the survey consist of
a 50-item questionnaire adapted from the original SILL survey, where ‘English’
was substituted for ‘Korean’. This Korean version of SILL (I will hereafter call
it K-SILL), which is reproduced at Appendix 2, asked Korean language learners
to indicate their attitude towards the fifty learning strategies by rating them on a
five point scale. Total possible K-SILL scale scores range from 50 to 250. Higher
scores indicate greater use of strategy inventory items, while lower scores indicate
a less use of strategy inventory items. A questionnaire prepared in English was
administered to the KGSP recipients, and a questionnaire translated into Chinese
was administered to the learners from China.

44 KGSP learners with multinational background and 72 Chinese learners of
the Korean language were given a K-SILL questionnaire and asked to complete the
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survey within a designated period of time. The learners finished within the time
span of 15~25 minutes under control of instructors. The survey was done in June
2016 in the classrooms where the Korean language was being taught. The learners
started to learn Korean at the basic level from September 2015. As was mentioned
above, the learners without any repetition of the same level is grouped as effec-
tive leaners, while the learners with any repetition of the same level is grouped as
ineffective ones. In that way, four comparison sub-groups were formed out of the
total number of valid responses 113; 27 effective learners of KGSP (abbreviated
hereafter as EK), 17 ineffective learners of KGSP (abbreviated hereafter as 1K),
52 effective learners from China (abbreviated hereafter as EC), and 17 ineffective
learners from China (abbreviated hereafter as IC).

1) Overall analysis

The Cronbach alpha reliability of K-SILL used for this study was indicated at
0.928, which secures a strong base for the current research. The K-SILL with 50
questions consists of six strategy scales: remembering (memory strategies, from
No.1~9), using mental processes (cognitive strategies, from No. 10~23), compen-
sating for missing knowledge (compensation strategies, from 24~29), organizing
and evaluating learning (metacognitive strategies, from 30~38), managing emo-
tions (affective strategies, from 39~44), and learning with others (social strategies,
from 45~50).

Table 3. Descriptive statistics for each of the K-SILL sub-scales,
the overall K-SILL score of all learners (n=113)

Strategies Mean SD skewness k(Kutosis)
Memory 3.095 0.655 -0.150 0.140
Cognitive 3.366 0.652 -0.030 -0.152
Compensation | 3.249 0.712 0.088 -0.187
Metacognitive | 3.704 0.705 -0.296 -0.296
Affective 3.080 0.731 0.260 -0.439
Social 3.637 0.853 -0.334 -0.642
Total SILL 3.362 0.549 -0.264 0.395

The table above shows the mean for total strategy use of these learners is at
the slight high level at 3.360 out of a possible 5. With the regard to the subscales,
metacognitive (M=3.704) and social (M=3.637) strategies were high in use, with
each of the other strategies falling in the medium use, and none with low usage.
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Analysis of learning strategies of KGSP learners
The total number of KGSP learners surveyed are 44. The Cronbach alpha
reliability of their K-SILL responses is indicated at 0.912.
The overall statistics shows that metacognitive strategies and social strategies
are used at the high level, respectively at 3.674 and 3.652. The other strategies are
used at the medium level, with compensation strategies at 3.337, cognitive strategies
at 3.195, memory strategies at 3.174 and the least used affective strategies at 2.936.
The table below show 10 most highly and lowly used strategies of the KGSP
learners surveyed in the study.

Table 4. 10 most highly and lowly used strategies of KGSP learners

Effective leaners (n=27)

Ineffective learners (n=17)

Item No. Mean Item No. Mean
Social 45 4.259 Meta 31 4.176
Comp 25 4.185 Meta 38 4.118
Meta 38 4.111 Social 45 4.059
Memo 1 4.000 Meta 32 4.059
10 highly used Comp 24 3.963 Comp 25 4.059
strategies Social 49 3.963 Meta 33 4.000
Meta 32 3.963 Social 50 4.000
Meta 33 3.926 Meta 37 3.882
Social 50 3.926 Memo 1 3.882
Comp 29 3.889 Cog 19 3.706
Memo 3 2.889 Cog 11 2.882
Comp 26 2.889 Memo 7 2.824
Memo 6 2.667 Cog 23 2.765
Cog 23 2.667 Affec 41 2.706
10 lowly used Memo 7 2.630 Comp 26 2.588
strategies Cog 17 2.519 Comp 28 2.529
Affec 41 2.444 Cog 17 2471
Cog 16 2222 Comp 27 2.235
Memo 5 1.889 Cog 16 2.059
Affec 43 1.407 Affec 43 1.706
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The most frequently used strategy by the effective learners of KGSP is social
strategy 45, while their ineffective colleagues use most highly metacognitive strat-
egy 31. The mostly rarely used strategy by the two groups of KGSP learners are
affective strategy 43.

In order to examine whether there are any differences in learning strategy use
between the effective and the ineffective learners of KGSP, a t-test was conducted
as presented below.

Table 5. T-test of learning strategy use of KGSP learners (n=44)

categories group Mean SD t
EK 3.078 0.571

Memory -1.270
IK 3.327 0.721
EK 3.243 0.576

Cognitive 0.702
IK 3.118 0.582
EK 3.481 0.694

Compensation 1.918
IK 3.108 0.507
EK 3.642 0.680

Metacognitive -0.386
IK 3.725 0.727
EK 2.846 0.533

Affective -1.299
IK 3.078 0.646
EK 3.679 0.745

Social 0.316
IK 3.608 0.695

* p<0.05. ** p<0.01 EK(n=27), IK(n=17)

The t-test result shows that there is no meaningful difference in using learning
strategies by the two groups of KGSP learners, as the t-value of their total K-SILL
is 0.006 (t=0.006, p<0.01).

Analysis of learning strategies of Chinese learners

The total number of Chinese learners of Korean language surveyed are 69.
The Cronbach alpha reliability of their K-SILL responses was indicated at 0.939.
The overall statistics of the Chinese learners shows that cognitive, social and
metacognitive strategies are used at the high level, respectively at 3.475, 3.628 and
at 3.723. The other strategies are used at the medium level, with memory strategies
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at 3.045, compensation strategies at 3.193 and affective strategies at 3.171. Any of
the categories of strategies is not used at the low level.

The table below shows 10 most highly and lowly used strategies of the
Chinese learners surveyed in the study.

Table 6. 10 most highly and lowly used strategies of Chinese learners (n=69)

Effective leaners (n=52) Ineffective learners (n=17)
Item No. Mean Item No. Mean
Meta 37 4.346 Meta 32 3.824
Meta 32 4.250 Social 45 3.824
Meta 33 4.173 Social 49 3.765
Comp 29 4.154 Cog 11 3.765
10 highly used Cog 19 4.096 Meta 37 3.706
strategies Meta 38 4.077 Meta 33 3.706
Social 50 4.077 Comp 25 3.706
Meta 31 4.019 Social 50 3.706
Cog 14 3.981 Social 47 3.647
Cog 12 3.923 Cog 20 3.588
Memo 2 2.981 Memo 4 2.706
Affec 44 2.962 Cog 22 2.706
Cog 17 2.827 Affec 43 2.706
Affec 43 2.827 Cog 21 2.706
10 lowly used Memo 3 2.827 Memo 7 2.706
strategies comp 26 2.558 Comp 26 2.471
Memo 6 2.500 Memo 2 2.412
Cog 16 2212 Cog 16 2.176
Memo 7 2.115 Memo 6 2.176
Comp 27 2.058 Comp 27 2.118

The most frequently used strategy by the effective Chinese learners is
metacognitive strategy 37, while their ineffective colleagues use most highly
metacognitive strategy 32. The mostly rarely used strategy by the two groups of
Chinese learners are compensation strategy 27.
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In order to investigate whether there are any differences in using learning
strategies between the effective and the ineffective Chinese learners of Korean, a
t-test was conducted as shown below.

Table 7. T-test of learning strategy use of Chinese learners (n=69)

categories group Mean SD t

Memory EC 3.139 0.601 2.096*
IC 2.758 0.786

Cognitive EC 3.573 0.652 2.147*
IC 3.176 0.687

Compensation | EC 3.263 0.740 1.358
IC 2.980 0.759

Metacognitive | EC 3.859 0.662 2.899%*
IC 3.307 0.740

Affective EC 3.208 0.768 0.664
IC 3.059 0.917

Social EC 3.641 0.905 0.201
IC 3.588 1.044

* p<0.05. ** p<0.01 EC(n=52), IC(n=17)

The table above manifests that the means of the memory, cognitive, and meta-
cognitive strategies of the effective Chinese learners are meaningfully high than
those of the ineffective colleagues at the critical level of significance 0.05 (*p<0.05
** p<0.01). This means that the effective Chinese learners use more actively those
three categories of strategies and that they get better achievement in learning Ko-
rean as a second language.

Discussion

It is identified that the surveyed participants use the learning strategies at the
medium level and at the high level. The Korean language learners of KGSP make
frequent use of the learning strategies as the following order: ‘metacognitive >
social > compensation > cognitive > memory > affective strategies’. While their
colleagues from China employ them highly as the following order: ‘cognitive >
social > metacognitive > memory > compensation > affective strategies’. The af-
fective strategies are the least used by all of the learners. Any of the categories of
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the learning strategies is not used at the low level by the two groups of the learners,
which means that they use the learning strategies quite actively.

Social strategy 45 is the most highly used learning strategy by the effective
KGSP learners, while metacognitive strategy 31 is the most frequently used by
the ineffective KGSP learners. This means that the effective KGSP learners do
not hesitate to ask Korean language speakers to slow down or repeat what is being
said if they have any difficulty in understanding Korean. The ineffective KGSP
learners, on the other hand, try to improve their Korean language abilities by de-
tecting and correcting their own mistakes. Both groups of the KGSP learners save
their energy by making the least effort of noting down what they feel in a language
learning diary.

The effective Chinese learners of the Korean language most frequently use
metacognitive strategy 37, while their ineffective colleagues use most highly meta-
cognitive strategy 32. This shows that the effective Chinese learners have definite
aims for improving their Korean skills, though the ineffective counterparts pay
more attention when somebody is speaking Korean. Both groups of the Chinese
learners is noticed that they do not use guessing strategy in reading Korean and
they do use dictionaries to look up every new word.

The results of the comparative analysis so far represent some seeming differ-
ences between the surveyed participants. The t-test results done in Table 7 and 9,
however, does not render a convincing proof for a substantial difference. Table 7
presents that there is no statistically meaningful difference in using learning strat-
egies between the effective and the ineffective KGSP learners. Table 9 displays
that the effective Chinese learners use more frequently memory, cognitive, and
metacognitive strategies than the ineffective colleagues, while no meaningful dif-
ference is identified in using compensation, affective, and social strategies.

In order to draw a more precise conclusion, the researcher conducted an
ANOVA (repeated measures analysis of variance) test and checked statistical sig-
nificance of the mean differences among the four surveyed groups. Duncan is used
for the post-hoc analysis.

Table 8. Results of ANOVA test

strategies groups N Mean SD F
(different groups)
EK 27 3.078 0.571
IK 17 3.327 0.721
Memory EC 52 3.139 0.601 2.375
IC 17 2.758 0.786
Total 113 3.095 0.655
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EK 27 3.243 0.576
IK 17 3.118 0.582 3 508%
Cognitive EC 52 3.573 0.652
IC 17 3.176 0.687 (2,4,(M)<1).3)
Total 113 3.366 0.652
EK 27 3.481 0.694
IK 17 3.108 0.507
Compensation | EC 52 3.263 0.740 2.051
IC 17 2.980 0.759
Total 113 3.249 0.712
EK 27 3.642 0.680
IK 17 3.725 0.727 2.844%*
Metacognitive | EC 52 3.859 0.662 (4,(1),2)< (1),
IC 17 3.307 0.740 2),3)
Total 113 3.704 0.705
EK 27 2.846 0.533
IK 17 3.078 0.646
Affective EC 52 3.208 0.768 1.482
IC 17 3.059 0.917
Total 113 3.080 0.731
EK 27 3.679 0.745
IK 17 3.608 0.695
Social EC 52 3.641 0.905 0.046
IC 17 3.588 1.044
Total 113 3.637 0.853

*: p<0.05, **: p<0.01

The results of the ANOVA test reveal that the four groups of the learners
do not have a meaningful difference in using memory, compensation, affective
and social strategies. But significant differences are manifested in using cognitive
strategies (F=3.598, p<0.05) and metacognitive strategies (F=2.844, p<0.05). But
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it can be said definitely that only the effective Chinese learners use highly the two
categories of learning strategies.

It is identified that there is no difference in the individual learning strategy
preferences between the effective and the ineffective KGSP learners of the Korean
language. However it is noticed that there are some differences in using learning
strategies between the effective and the ineffective Chinese learners of the Korean
language. That is, the effective Chinese learners more actively use memory, cog-
nitive, and metacognitive strategies and get better academic achievement than the
ineffective colleagues.

The ANOVA test reveals positively that the effective Chinese learners are
active users of cognitive and metacognitive strategies. But it is identified that there
is no statistically meaningful differences in using the other 4 categories of the
learning strategies among the Chinese participants. It is shown that, in overall, the
differences between the 4 groups of the effective and the effective learners are not
meaningful and the difference is marginal. So the research comes to a conclusion
that the use of learning strategies exerts a slim influence in deciding and predict-
ing academic achievements and that the use of learning strategies cannot be used
a convincing and reliable predictor for the academic achievements of the Korean
language learners. The analyzed research result rather insinuates that the academic
achievements possibly are consequences of a series of complex learning behaviors
like learning styles, motivations, psychological conditions, age, gender, attitudes
and so on, which are required to be examined further.
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Une ¢tude éclairante du theatre d’Agota Kristof

An Illuminating Study of Agota Kristof’s Drama

Heop llemxosg

Coduiicku ynusepcurert ,,CB. Kinument Oxpuncku® (buiarapus)

Yavor Petkov

Sofia University “St. Kliment Ohridski” (Bulgaria)

Yotova, Rennie; De Balsi, Sara. Trois piéces d’Agota Kristof.

Gollion, Infolio, 2016, 106 p.

La monographie des deux chercheuses, consacrée exclusivement au théatre
de I’écrivaine translingue suisse d’origine hongroise Agota Kristof, s’articule au-
tour de I’analyse détaillée de trois piéces, et notamment Un rat qui passe, La Clé
de ’ascenseur et Le Monstre. Rennie Yotova a déja publié chez Infolio une étude
influente sur La Trilogie des jumeaux d’Agota Kristof (2011) et Sara De Balsi pré-
pare une thése de doctorat sur I’ceuvre de 1’autrice neuchateloise, en s’intéressant
plus particuliérement a la figure de la frontiére (laquelle fera également 1’objet

Trols pléces
dAgotn Kristo

d’une des sections de la monographie). L’étude s’inscrit
donc d’emblée dans un contexte de recherche consis-
tant, impression de départ que la lecture attentive ne fait
que raffermir. C’est un ouvrage concis mais dense qui
réussit a mobiliser une solide érudition au profit d’une
exégese claire, accessible et trés bien articulée.

Trois pieces d’Agota Kristof débute par un cha-
pitre introductif, Zaik, avant Agota Kristof, qui présente
plusieurs aspects notoires de I’ceuvre de 1’écrivaine, en
insistant plus particuliérement sur les passerelles biens
visibles entre sa prose et son théatre. Les chercheuses
retracent tout d’abord la chronologie des événements
marquant la vie d’écrivaine de Kristof et en particu-
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lier la place du théatre dans son devenir écrivaine, en s’appuyant avant tout sur
le récit autobiographique L’Analphabéte. L’accent est mis sur le probléme de la
surconscience linguistique de Lise Gauvin (caractéristique des écrivains translin-
gues qui fait que la langue d’adoption « ne cessera jamais d’étre questionnée »,
p.- 9) et surtout sur son statut d’interdépendance avec 1’écriture théatrale. En effet,
chez Kristof, la dramaturgie advient en méme temps que 1’abandon du hongrois et
de la poésie comme moyens d’expressions. C’est le frangais, langue « ennemie »
pour I’autrice, qui ameéne en quelque sorte le théatre.

Les chercheuses se penchent ensuite sur 1’étape suivante du parcours de Kris-
tof — le passage au genre romanesque dans les années 1980. Le succes remarquable
de ses romans encourage, précisent-elles, la diffusion de ses textes dramaturgiques.
Cependant, il ne faudrait surtout pas, soutiennent les chercheuses, séparer les ro-
mans de |’écrivaine de ses pieces. Comme elles le démontreront de fagon convain-
cante tout au long des pages, par un procédé de « transposition générique » (p. 23),
I’ceuvre kristovienne se fait remarquer par une cohérence d’ensemble prononcée.
Le théme du totalitarisme (présent le plus souvent allégoriquement), la proliféra-
tion des espaces indéfinis, refermés sur eux-mémes et des personnages a I’identité
incertaine, le théme de I’exil ou encore le « pole dysphorique de son ceuvre »
(p. 14) sont autant d’éléments partagés entre les romans et les piéces de Kristof. En
outre, des techniques dramatiques se laissent observer dans sa prose. L'« humour
gringant » et I’ambiance de « conte noir » sont également des indices d’une esthé-
tique mire et indivise.

Vient ensuite un passage en revue des manifestations de la violence sur scéne
(qui procedent, selon les chercheuses, d’une vision dystopique s’attaquant aux ré-
gimes totalitaires) et des changements incessants de roles (la « réversibilité des
situations », p. 21). Yotova et De Balsi évoquent aussi I’existence d’un « filon »
« intimiste » dans la dramaturgie kristovienne, notamment celui représenté par des
picces comme Line, le temps ou John et Joe, qui traitent des relations intimes et
plus généralement humaines. Il sera représenté dans leur corpus d’étude par La Clé
de ’ascenseur. La place de I’humour, la présence d’une palette large de procédés
comiques est elle aussi signalée dans I’introduction. Celle-ci se termine par une
présentation des piéces inédites de la dramaturge, que les chercheuses ont consul-
tées dans le fonds « Agota Kristof » aux « Archives littéraires » de la Bibliotheque
nationale suisse. Cet ¢largissement de vue leur a permis entre autres de mettre
en perspective les choix éditoriaux quant aux pieces déja publices et d’y dégager
des stratégies ayant influencé les représentations dominantes du théatre kristovien.
Dans ce bref mais trés consistant chapitre introductif, les chercheuses réussissent a
retracer un mouvement important dans I’évolution artistique de 1’écrivaine — d’une
écriture expérimentale et polyphonique vers un style minimaliste et une écriture
« blanche ».

Ensuite Yotova et De Balsi proposent leur analyse de Un rat qui passe, « un
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des sommets de son ceuvre théatral » (p. 25). Elles voient dans cette piece une il-
lustration particuliérement €éloquente du motif de la « réversibilité des situations »
et des roles sociaux déja mentionné : « En méme temps 1’autrice montre que dans
un régime totalitaire méme 1’homme le plus puissant peut immédiatement sombrer
dans la déchéance et 1I’oubli, car le pouvoir qu’il détient est illusoire » (p. 26).
L’analyse opte donc pour une lecture contextuelle, politico-historique de la piece :
« Agota Kristof démasque un régime qui a divisé I’Europe du XX siécle »
(p. 27). Division intériorisée a travers le dédoublement des personnages, qui
trouve sa matérialisation spatiale par le biais de la division de 1’espace scénique.
Ici les chercheuses tracent des paralléles perspicaces avec des idées de Todorov,
d’Orwell, d’Arendt, de Fernand Schwarz, de Kundera, etc. L’identité ambivalente
des personnages véhicule également 1’idée de I’insignifiance, de I’inconsistance de
I’individu, qui apparait dés lors comme un étre non individué et vide. Les person-
nages sont interdépendants, privés d’identité qui leur soit propre. Leur déchéance
corporelle (mutilations, alcoolisme, etc.) et intellectuelle, celle-ci aboutissant a la
parole creuse comparable au newspeak d’Orwell et a la « tragédie du langage »
chez lonesco, est au méme titre un signe de la « diminution des personnages »
(p. 35). Les personnages féminins, marqués par leurs positions secondaires, tri-
butaires des hiérarchies instaurées par I’idéologie totalitaire, s’inscrivent toujours
dans ce paradigme. La fragilisation de la vérité, ’inquiétante désintégration de
I’illusion, serait renforcée aussi par la mise en abyme que I’on trouve dans un dia-
logue entre Brig et Roll (p. 32).

L’¢éthique que I’Etat totalitaire tAche d’inculquer révéle son caractére dénaturé
et morbide : elle procéde d’une fascination devant la mort, le meurtre, la destruc-
tion, mais également devant le mensonge et la trahison. Si Keb se retrouve trahi
par son meilleur ami (p. 30), il ne s’agirait pas d’un simple accident de la vie que
tout étre humain est susceptible de traverser mais bien d’une attitude glorifiée par
la société totalitaire, qui a érigé en valeur la trahison au nom de I’Etat. En général,
I’univers kristovien est un « univers du masque » (p. 30), puisque les personnages
ne sont pas les mémes en public et en privé. Kristof offre, selon les chercheuses,
un conflit dramatique tourné en dérision : la lutte des classes, « concept majeur de
la philosophie politique marxiste » (p. 31), est ainsi minée de I’intérieur, puisque
I’opposition prétendument socio-économique entre 1’intellectuel, bourgeois, et le
geolier, prolétaire, s’aveére une simple confrontation entre ceux qui détiennent le
pouvoir et ceux qui lui sont soumis.

L analyse propose aussi une interprétation freudienne du personnage de Bre-
dumo, a travers le prisme du triptyque ¢a-surmoi-moi, en voyant dans la figure du
rat un signe des pulsions ténébreuses de I’ame. La piece peut ainsi étre lue comme
un « psychodrame » (p. 34). Les personnages kristoviens sont comparables a ceux
de Beckett a ceci preés que leurs mobiles sont différents, puisque Kristof situe le
conflit dramatique (ou plutot son absence) dans un contexte hautement politisé, ce
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qui le dote de significations historiques bien concrétes. J’ai pensé spontanément a
cette idée maintes fois énoncée a propos de dramaturges bulgares comme Stanislav
Stratiev, et notamment que I’absurde s’avére, dans la sémiosphere est-européenne
(post- 7)soviétique, moins un artifice esthétique que 1’émanation d’une réalité quo-
tidienne.

L’analyse de la piece se termine par un développement sur le motif de la
« lucidité sarcastique » (p. 40) qui dénoterait ce cynisme que 1’on retrouve chez
Kristof face a toute forme de pathos moralisateur : attitude véhiculée a travers
I’humour noir et les solutions narratologiques qui font des héros les plus viles, les
moins nobles, les gagnants de I’action dramatique (cf. Rat). C’est un geste pro-
vocateur, un « pied de nez » (p. 41) qui « interpelle le spectateur sur le message
dont ce personnage est porteur » (idem). Ce personnage désabusé, débrouillard,
odieusement lucide est rapproché du probléme de la lucidité chez Brecht tel qu’il
est interprété par Barthes (p. 42). De mon c6té, j’ai pensé a la vision dialectique
de Diderot dans Le Neveu de Rameau, qui met en dialogue un antagonisme moral
semblable.

Le chapitre consacré a Un rat qui passe se termine, tout comme ceux traitant
des deux autres piéces étudiées, par un apercu (la non exhaustivité est assumée par
les autrices) des diverses mises en sceéne dont le texte kristovien a fait 1’objet dans
le monde.

L’interprétation de la piece Le Monstre évoque elle aussi la teneur allégo-
rique du texte tout en signalant la relative opacité de 1’allégorie ; si dans le texte
précédemment étudié celle-ci était plus ou moins évidente, grice aux éléments
thématiques du juge et de I’Etat, elle est ici a la limite de 1’énigme, la dramaturge
posant des « obstacles a I’interprétation » (p. 47) et présageant de la sorte la 7rilo-
gie des jumeaux, ou la question de 1’identité (Qui est qui ?) retentira avec le plus
de force. Le spectateur est amené a s’interroger non seulement sur I’identité du
Monstre, mais aussi sur les divers « masques », ¢’est-a-dire roles sociaux prédéfi-
nis, assumés par les personnages. L’interchangeabilité, la réversibilité des roles va
ici jusqu’a mettre en doute le sens global de I’ceuvre : « Le changement de masque
installe de nouveaux doutes, sur lesquels se referme la piéce : et si Nob n’avait tué
ses camarades qu’afin de prendre le role de ’Homme Vénérable ? » (p. 50).

Pour aborder I’obscurité du texte, I’analyse de Yotova et De Balsi adopte ici
une approche plus immanentiste, en étudiant tour a tour la construction de 1’es-
pace et du temps dramatiques. Celui-la, notent les chercheuses, se signale par son
aspect contracté, renfermé, quelque peu détaché de la réalité, puisqu’il conjugue
le mythique et ’utopique et que son évolution va dans le sens d’un rétrécisse-
ment progressif qui finit par enfermer les protagonistes. Le cadre temporel baigne
quant a lui dans I’indéfini, le vague ; le temps dramatique est interrompu par des
ellipses, des pauses narratives et des visions oniriques, des récitations de poemes,
des cheeurs.

L’exégese se poursuit par I’étude des personnages, et notamment Nob, le
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Monstre, Tim, Lil, I’'Homme Vénérable et le personnage collectif de la population
du village. Nob serait ainsi « le héros dont le public se sent presque obligé de
prendre le parti » (p. 57) mais qui, pareillement a Roll de Un rat qui passe affiche-
ra tour a tour 1’idéalisme et I’avilissement, I’¢lévation et la bassesse. C’est lui qui
incarnera le « second monstre » (idem). L’Homme Vénérable est un protagoniste
non moins ambigu : s’il incarne la sagesse et la spiritualité ancestrales au début, il
apparait peu a peu comme un manipulateur qui sera la proie de son propre Fran-
kenstein, Nob.

Dans La Fabrique des interprétations, les chercheuses passent en revue dif-
férentes interprétations que la critique a proposées a ce jour, en les classant selon
le critere de 1’allégorie. On cite tout d’abord les lectures allégoriques, en commen-
cant par celle de Purkhardt. Celle de Beausoleil, aux implications écologiques,
mérite une attention particuliére puisque, comme les autrices le rappellent, elle est
encouragée par Kristof elle-méme. A ces approches allégoriques la monographie
oppose des « interprétations ouvertement universalisantes » (p. 62) comme la mise
en scéne d’Arlaud, la lecture de Cutcan ou encore 1’approche religieuse de Bene-
dettini. L’exposé se termine par 1’articulation du point de vue mis en avant par les
autrices, qui tentent de se refuser a 1’allégorie, laquelle consisterait a « montrer
que le texte dit autre chose, que tous ses éléments » (p. 63). Ainsi, la monographie
met en relief la maniére dont « le théme religieux [...] s’entrelace avec le théme
du pouvoir » (idem). La conclusion est que la population du village manifeste
une attitude ambigué face a la religion professée par 1’Etat incarné par L’Homme
Vénérable, qui n’y croit pas vraiment non plus, a la différence de Nob, qui donne
libre cours a une aspiration authentique au monde divin. Il me semble toutefois que
celle structuration du rapport a la religion et au pouvoir se réduit dans tous les cas
a ’opposition entre la rigueur religieuse et sa mise en doute, entre I’idéalisme et sa
négation, entre le fanatisme et la modération, voire entre 1’essence et I’existence.
Dans ce sens, le traitement du théme de la religion s’ouvre spontanément a un élar-
gissement possible, a une généralisation, sans toutefois en spécifier les modalités
précises, d’autant plus que la piéce ne fait aucune mention de croyance concreéte :
on a affaire a la religion tout court, a la religiosité en tant que telle. La lecture non
allégorique et son actualisation allégorique me paraissent donc constituer un en-
semble cohérent et intérieurement nécessaire.

La monographie répartit fort judicieusement les différentes mises en scéne
du Monstre dans deux catégories, respectivement celles qui opérent dans le re-
gistre du comique (et plutot du grotesque) et celles qui font dans le sérieux (ou
I’on exploite « les potentialités tragiques du personnage de Nob », p. 66). Dans la
premiére catégorie, les chercheuses ont recensé un spectacle tres récent, celui de la
troupe théatrale lycéenne bulgare Les strapontins, avec la mise en scéne de Lubo-
mir Sapoundjiev, qui achemine 1’allégorie dans une direction inattendue mais per-
tinente : celle des « réseaux sociaux et [de] la communication de masse » (idem).
Pour illustrer la deuxiéme catégorie, la monographie cite la mise en scéne de Guil-
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laume Pidancet, laquelle s’apparente a un « conte absurde et tragique » (p. 67).

La troisiéme piéce étudiée, La clé de I’ascenseur, comparée a La Prisonniere
de Proust, est explorée a travers la coprésence de trois niveaux narratifs : celui du
conte de fée, celui du récit de la femme et celui du présent de la représentation, des
dialogues scéniques. La piéce est vue comme une histoire atemporelle traitant des
rapports entre I’homme et la femme. Le motif traditionnel de 1’attente féminine,
véritable lieu commun de I’amour dans I’art, serait, selon les chercheuses, tourné
en dérision. Ainsi, la lecture de la piéce s’engage nettement, et en toute légitimité,
dans une approche féministe. En appuyant leur propos sur des faits historiques
(la situation de la femme dans les années 1970), les chercheuses rappellent que
la piece de Kristof laissait entendre des résonances tout a fait réalistes auprés de
son public contemporain. De plus, elle présente une teneur biographique sensible :
comme beaucoup de femmes, 1’écrivaine a elle-méme vécu une soumission totale
a son mari. Comme les chercheuses le précisent, « [c]ette différence entre les sexes
deviendra un théme récurrent dans son ceuvre, méme si elle ne se réclame d’aucune
revendication féministe. » (p. 74).

L’analyse s’arréte ensuite sur le réle et les propriétés de la parole dans la picce.
Ainsi, on observe de nouveau un changement d’outillage analytique par rapport
aux analyses des deux autres piéces. La confrontation de deux paroles distinctes,
celle de la femme du conte et celle de la vie réelle, produit son effet dramatique
particulier. La parole de la vie réelle est rapprochée de la notion de sous-conversa-
tion de Nathalie Sarraute, mais son intransitivité, son incommunicabilité accusent
« toute la solitude et le désespoir d’une femme enfermée et coupée du monde »
(p. 76). L’argumentation présente ensuite, de fagon détaillée et convaincante, toute
une théorie de la notion d’incommunicabilité, dans le sens non pas de confidentia-
lité mais d’incapacité a dire causée par un obstacle intérieur émotif qui réduit au
mutisme. La parole de la femme évolue, estiment les chercheuses, vers une prise
de conscience de la situation, sans toutefois expliciter comment cette évolution se
rapporte a la catégorie de I’incommunicabilité.

Une autre isotopie thématique relevée par I’analyse et celle de la violence.
Grace a ce motif, I’ceuvre kristovienne forme son propre engagement féministe :
méme si elle est « par excellence antiféministe par le manque de sentimentalisme
» (p. 77), elle est féministe de par sa valorisation sociale, de par son geste séman-
tique. Le théme de la mutilation et de la voix qui seule subsiste a la destruction du
corps est assimilé a la dramaturgie beckettienne, tandis que le théeme du meurtre
donnerait lieu a des comparaisons avec La Maladie de la Mort de Marguerite Du-
ras. Le théme de la violence est aussi exploré a un niveau plus global dans 1’ceuvre
de Kristof, p. ex. la destruction de la nature, qui se présente aussi bien dans La clé
de I’ascenseur que dans des ceuvres comme la nouvelle La Campagne.

Etant donné que la piece a fait [’objet d’un grand nombre de représentations,
la section portant sur sa réception est plus étoffée en comparaison avec les deux
autres pieces. La méme section s’arréte €galement sur « 1I’horizon symbolique dans
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lequel s’inscrit la piéce » (p. 83), en se référant a Simona Cutcan et a Vladimir
Propp : c’est celui d’un « anti-conte ».

Dans le chapitre conclusif, la monographie opére un positionnement impor-
tant, puisqu’elle situe I’ceuvre de Kristof « dans la lignée des auteurs du théatre
de I’absurde » (p. 85) — Beckett, lonesco et Adamov — et ce en insistant sur I’im-
portance de 1’étrangeté, de I’extraterritorialité (donc du c6té (im)migrant) des dra-
maturges de 1’absurde. L’insignifiance de I’individu, I’absence de vérité absolue,
I’écriture « blanche », I’humour noir et le nihilisme sont, selon les chercheuses,
autant de traits qui permettent d’associer 1’écriture kristovienne au théatre de déri-
sion : « Aucune transcendance ne vient éclairer une existence qui n’est qu’attente
vaine et vide de sens. » (p. 87).

Le méme chapitre contient une section consacrée a la figure de la frontiére,
« théme omniprésent dans son ceuvre » (p. 90). Ici aussi, la monographie exprime
une réticence face a 1’allégorie : « Il ne s’agit pas d’un usage métaphorique ou
allégorique : la frontiére garde toujours son sens fondamental de limite physique
infranchissable et pourtant franchie, avec des conséquences incalculables pour les
personnages. » (p. 91). Les exemples d’une telle présence de la frontiére au sens
propre du mot sont la division de 1’espace scénique dans Un rat qui passe, la tra-
versée de la frontieére déclenchant des changements de personnalité ; le Monstre
qui, dans la piéce éponyme, devient lui-méme une fronticére circonscrivant le terri-
toire des villageois ; le protagoniste Nob, qui se cloitre dans sa propre obsession et
érige ainsi une autre frontiére ; les multiples couches de frontiéres qui se resserrent
autour de la Femme dans La Clé de [’ascenseur, etc.

En conclusion, les chercheuses soulignent le statut d’ouvre globale de 1’en-
semble des textes de Kristof et justifient la constitution de leur corpus : montrer
le double engagement de 1’autrice (dénoncer 1’hégémonie masculine et I’Etat
totalitaire). Elles abordent aussi, de facon synthétique, le probléme de la langue
d’écriture chez I’écrivaine. Comme les autres écrivaines et écrivains translingues,
estiment Yotova et De Balsi, Kristof crée une ceuvre ou le probléme de I’identité
se retrouve au cceur de la littérature, d’ou la nécessité d’adopter une approche
pluridisciplinaire quant & I’interprétation des textes. Sur le plan strict de I'usage
du frangais, Kristof innove en introduisant des thématiques nouvelles et en décon-
struisant le stéréotype du francais comme langue de la clarté. L’analyse conclut :
« L’écriture permet ainsi de dépasser le statut de victime de I’Histoire tout en
restant peu cathartique et sans prétention moralisatrice. » (p. 98). Des repéres bio-
graphiques et une bibliographie partielle closent I’ouvrage.

Trois pieces d’Agota Kristof sera désormais, sans aucun doute, une référence
majeure pour les études kristoviennes au sens large. Par ailleurs, les vertus péda-
gogiques incontestables de la monographie de Yotova et De Balsi, résidant dans
la clarté et la lisibilité du développement, dans la concision qui ne nuit point a
I’étendue du contenu et dans 1’autorité spontanée émanant de la démarche analy-
tique, dotent I’ouvrage d’une utilité pratique pour quiconque s’intéresse a I’ceuvre
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de Kristof et offrent des repéres essentiels pour de nouvelles mises en scéne des
pieces kristoviennes. Méme si les analyses des trois pieces se servent d’approches
exégétiques différentes et échappent ainsi a un éventuel principe de symétrie,
d’uniformité méthodologique, le choix des procédés analytiques découle en toute
logique de la spécificité des textes et constitue ainsi une réponse organique aux
problématiques qui leur sont propres. Ce travail jette certainement les bases d’une
¢tude prometteuse de I’ceuvre théatral kristovien.
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HeornaBHa Ha nuTepaTypHusl HA Has3ap ce MOsBH KHMrara Ha npod. Crosx
AranacoB Om aumepamypama Kvm dcusoma. Cpeonogekosue, Hogo epeme’, my0-
JMKyBaHa OT aBTOPUTETHOTO M3AaTelCTBO ,,Komubpu*. OOenuHeHnuTe OT TOBa 3a-
rnaBue oxono 30 eTromu, B 00xBaT OoT 534 cTpaHUIM, CBOEOOPA3HO CHHTE3HMpAT

TBOpPUECKUSI IBT Ha aBTopa. Te mpexacraBisiBar
BO)XHU MyONMMKaLWH, Ch3AaJCHH Mpe3 OTACTHHUTE
eTanu Ha JIUTepaTypHaTa My Kapuepa OT Ha4aJoTo
Ha 80-Te roAMHM 10 THEC, U WIIOCTPUPAT [IIaBHH-
T€ HACOKH B OTPOMHATa My MPOIYKIUSI.

W36panuTte cTyauu ce OTINYaBar ChC CBOSATA
MHOTOIIACTOBOCT M OorarcTBo. B Tax ce 3acsra
TOJISIM TAIa30H OT TEMH U IIPOOIEMH: OT CpeHO-
BEKOBHATA M PEHECAHCOBA XyNI0)KECTBEHA MPOIYK-
LSl 10 JIMTepaTypHaTa KpUTHKA U KyATYPOJIOTHs-
Ta, OT KOMIIAPaTUBUCTUKATA TEOPHSI K TEOPHUSTA HA
npeBoJa A0 HAKOU MO-00IIM CTaTHH C HOMYJISpH-
3aTOpPCKa HaCOYEHOCT.

Bxnrouennute B KHMrara TEKCTOBE ca pa3HO-
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00pa3Hu U B KaHPOBO OTHOIIEHHE — OT HAay4YHATa CTaTHA 10 CBOOOTHOTO ece, OT
peneH3usITa 10 JITeparypHHus KOMEHTap.

Paznuunu ca 1 TBOPUECKUTE LIETH, a OTTaM M aJipecaTHTe Ha Te3U €TIONH, Ha-
COYEHH KaKTO KbM €IHA MO-CIIC[UaIN3UpanHa, Taka 1 KbM IO-IIHPOKa YUTATEJICKa
ayAUTOPHSL.

Hecnyuaiino cpen myOnmkyBaHHTE CTaTHM HpeoOianaBaT H3CIeIBaHHUATA
BBPXY KHHKOBHOTO TBOpUeCTBO Ha CpeqHOBEKOBHETO M B NO-MajKa CTENEH Ha
Penecanca. Te3u aBe o0nacTu Ha JMTeparypara ca CBbP3aHU ¢ TpPAaHUTE HAYIHU
uHTEpecH Ha mpod. AranacoB. ToBa ca ¥ JUCHUIUTMHHUTE, KOUTO TOH Mpernoaasa B
MPOIBJDKEHHE Ha MHOTO TOIMHM Ha CTyeHTHTe 1o (ppencka dunonorus B Coduii-
CKUS YHUBEPCHUTET.

AHaIM3UPaHUAT KOPITyC B T€3U MPOYUBAHUS 3acsira eMONeMaTHYHH 32 eIo-
XaTa MPOM3BEICHNUS, KOUTO WIIOCTPUPAT XapaKTEPHUTE M €CTETHUECKH HACOKU U
cneuu¢uyHa MoeTHKa. [TaBHO BHUMaHNE B CPEIHOBEKOBHATA JIUTEPATypa € OT-
JIeTICHO Ha PUIIAPCKHS pOMaH, MPEACTAaBEH OT Hall-M3BECTHUTE My oOpa3mnu. Tosa
ca apTypOBUSAT LUKBII, 3aBbpIIBal] cb¢ Cubpmma Ha Kpan Apmyp, aHOHUIMHOTO
npousBeneHue Onacnama epobHuya, CBbP3aHO C €AUH OT OCHOBHUTE CPEAHOBE-
KOBHHU TNEPCOHaXH, puuaps [oBeH, HAKOW BapHaHTH Ha JOOpe MO3HATara MCTO-
pus 3a Tpucman u M3on0a, a cpio u u3BectHara TBopOa llepcesan unu Paszkasz
3a Ipaana or Kperuen npo Tpoa, cunTan 3a IbPBHUsI TOJISIM aBTOP HA PUIIAPCKH
MOBeCTBOBaHMs, U T.H. OOEKT Ha BHUMaHHUE ca U JPYTHM OCHOBHU CPEAHOBEKOBHU
XKaHpoBe U (JOPMH KaTo Bb3HUKHAIM ole npe3 XI BeK reporyeH enoc, npencTa-
BeH OT lloknonnuuecmeomo na Kapn Benuxu 6 Epycanum u Koncmanmunonon,
KakTo ¥ aneropuynara TBop6a ot XIII Bex Pomanvm 3a Pozama, Be31pueTa KaTo
cneundunyHa eHuukiaonenus Ha CpenHoBekoBueTo. OT CBOS CTpaHa PeHECAHCOBa-
Ta JIUTeparypa € pasrienaHa IFIaBHO Ype3 TBOpUECTBOTO Ha Muien 150 MoHTeH,
ellHa OT Hal-3HaYMMHUTE (PUTYPU Ha CBOETO BpEMe.

B Te3u pazpaboTku ce MocTaBsT, OT €AHA CTpaHa, IUCKYCHOHHH IPOOIeMH,
000pBaT ce HSAKOW IIMPOKO BB3MPHETH TPAKTOBKH, NpEIJIaraT ce€ HOBHU E€CTETH-
yeckd n3Boau. OcoOeHo Mokas3aTesHa B TOBA OTHOILEHHE € OPUTMHAIHATA UAEs
3a CTPYKTYPHOTO €IMHCTBO Ha pomaHa Tpucman u M30o10a, IpeacTaBeH CIOpen
Beprckus prronuc. Bp3 ocHOBa Ha 00CTOEH aHalIM3 HAa MOTHBA 3a JIyAOCTTA,
pasmienaH Ha QalyaHO, HHTEPTEKCTYalTHO M TEKCTyalnHO HUBO, CTOSH ATaHacoB
yOenuTeTHO OTXBBPIIS TPAAULMOHHNS Bb3IJIe] 3a (PparMeHTapHUs U XeTEPOreHEeH
XapakTep Ha TOBa MPOU3BEACHHUE, BBIPEKH HIKOU IPOTUBOPEUUBH Ha IIPBHB MO
cuTyanuu u enusoqu. OT apyra cTpaHa, peaulia U3cieIBaHus, BKIIOUYECH! B KHH-
rara, 3acsiraT ¥ HelOCTaThbuHO MPOYUYCHH MJIM 300110 Heu3cleABaHu npodieMu
BBPXY CPEIHOBEKOBHATA TUTEeparypa. B TIX ce pa3kpuBar BaKHHU aCIEKTH OT IO-
eTHKaTa Ha PUIIAPCKUS POMaH, KOMTO OTKPOSBAT TEKCTyajHaTa My crenuduka.
Taka aHAJIN3BT HA HAPATUBHUTE MOZCIH U HAa PA3JINYHUTE 110 TUI BPB3KH MEXIY
MEPCOHAKUTE OUEPTABAT CTPYKTYPHUTE MEXaHU3MH IPU U3rPaXKIaHe HA HHTPH-
rara. M3cnenBanusTa BbpXy HeBepOaIHaTa KOMyHHKALUs MEKAY T€POUTE U BBP-
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Xy TIOBECTBOBATEIHUTE (PYHKIMH HA OTACTHUTE MPEAMETH Pa3KpHUBaT Xapakrepa
Ha CHMBOJIM3Ma B CPEIHOBEKOBHATA MoeTUKa. [IpoyuBaHMsTa BBPXY KECTOBETE
Y B3aWMOOTHOIICHUSITA MEXAY T€POUTE Pa3KpHBaT PEAHla CTPaHU Ha CPEeIHO-
BEKOBHATa KYJITypa U 0COOCHO KOIOBETE M CTUIIOBETE Ha OOILIyBaHe. 3a U3sICHA-
BAHETO Ha JINTEPaTyPHUTE )KaHPOBE U (DOPMHU AONPUHACIT HE caMO OOCTOHHHTE
AQHAJIN3Y U COJIMAHATA apTyMEHTAlMs Ha U3JI0KEHUETO, HO M 100pe ouepTaHHuTe
CXeMH U KJacu(puKaLuu.

B penmuna THUNONOTMYHO-CHIIOCTABUTENIHM H3CIECIBAHHUSA CPEIHOBEKOBHA-
Ta JUTEpaTypa € BKIIOUCHA M B KOHTEKCTa Ha OOIINTE €CTETUYECKH MPOLECH OT
AHTHYHOCTTA 0 MOJECpHHUTE BpeMeHa. To3M MaHOpaMeH IOTJeN TOKa3Ba Xapak-
TEpHUS 32 aBTOPa MOAXO0A KbM MHOTOCTPAHHO U 33bJI00YCHO H3CIeIBAHE HA JIU-
TepaTypHUTE NMPOOJIEMH, KOHTO T pasmiexia OT Pa3IuyHH IJISIHH TOYKU U TH
BKJIIOYBA B PA3IUYHU KOHQUTYPALHH.

B etrogure ce mpocnensisa, OT eHa CTpaHa, Pa3BUTHETO HAa HAKOU TEMH, MO-
TUBY WM €CTETUYECKH KaTeTOPUH OT 3apa)KAaHETO UM JI0 HaIllM AHU. Taka MOTH-
BBT 3a J[pyrus cBAT e pasmiefaH OT MosiBaTa My Ipe3 AHTHYHOCTTa U pa3lBeTa
My B XpPHCTUSHCKaTa U KEJITCKaTa MUTONOTHS Npe3 CpeaHOBEKOBHUETO 10 MPEBPH-
IIaHETO MYy B OypIiecka o BpemeTo Ha PeHecaHca mon BIMsSHUE HAa U3MECTHIIMTE
ro ceBpeMeHHH yronuu. OT Apyra cTpaHa, ChbIIOCTAaBSIHETO Ha CPEJHOBEKOBHATA
TBOpOa C TEKCTOBE OT CJICABALIN €IIOXH Bb3 OCHOBA HA CXOJHH IPUHLIUIIH MTOKa3Ba
KaKTO MSICTOTO ¥ B JIUTEPATYPHOTO pa3BUTHE, TaKa U IPUHOCUTE HA HOBHUTE CTH-
JIMCTUKH.

PaznuuHOTO XyZ0oXkeCTBEHO M300pa3sBaHe Ha YOBEIIKOTO TSJIO B CPEAHOBE-
KOBHAaTa M peHecaHcoBara TBOpOa, KaKTo M creuu@uYHaTa MposiBa HA OTHOLIE-
HUETO TyIa—TsAI0 B PULIAPCKUTE POMaHU M B Onumu Ha MOHTEH OTKpOSBAT /iBE
OTAETHU MOSTUYHH CUCTEMHU M CBBP3aHHTE ¢ TAX (unocodcku Muporienu. Oury-
para Ha OIJIeaNoTO U HAYMHBT Ha BIPAXKIAHETO My B CPEAHOBEKOBHUS Poman 3a
Pozama v B ceBpemennust Mmemo na posama na YmM6epto Exo mokassat HoBaTop-
CKOTO M3IOJI3BaHE HA CPEAHOBEKOBHUTE CTPYKTYPH BbB BTOPHYHHSA JTUTEPATYPEH
TEKCT, JOBEJH JI0 XapaKTepHaTa 3a IIOCTMOJIEpHU3Ma ()parMeHTapHa CTPYKTypa.

CBIOCTaBUTENTHOTO M3CJIeBaHE Ha (PPEHCKOTO CPEAHOBEKOBHO TBOPUYECTBO
1 I0KHOCJIaBSHCKOTO CPEAHOBEKOBHO HACIIEICTBO OTKPOSABA HIKOHM OOLIM THUIIOJIO-
TMYHM TPWINKKA M CPOAHHU TEHACHIIMU Ha pa3BUTHE. 1€ XBBPIAT HOBA CBETJIMHA
U BBPXY XapakTepa Ha ObJrapckara KyiaTypa. SICHO U3BEJCHUTE CXOACTBA MEXKIY
3anagHoeBponeiickus repondeH ernoc oT XII Bek U ClaBsHCKUTE IOHALIKH MECHU
3a Kpanu Mapko ot XIV Bek moka3BaT yOSAUTETHO CAaMOCTOATEIHOTO, a HE UMH-
TATOPCKO Pa3BUTHE Ha IOXKHOCIABSHCKHA (OJIKIOP. A MPOCIENCHUTE PAa3THYHH
MOJIEJIM Ha eCTETHYECKO OOHOBIICHHE, BH3NPHETH Ha 3anaj 1 y Hac, pa3KpuUBar Hsi-
KOW MHTEPECHU 0COOEHOCTH Ha (ppeHCKaTa M ObJIrapckara KyJlTypHa HASHTHIHOCT,
odopmMuIH ce Mo BIUSHIE HAa CIIEHU(PUIHNS UM COLIMO-UCTOPHUECKH KOHTEKCT.

MHoroacnekTHUTE IPOyYBaHUs BBPXY JuTeparypara Ha CpeJHOBEKOBHETO U
Penecanca nokasBar pa3HOCTpaHHHUTE 3aIbJI00YCHN 3HAHUS Ha aBTOpPA, IMO3BOJIS-

143



BaIlld MY /1a IOCTHTHE A0 UHTEpecHH (Prinocodcku, TUTepaTypHHU, €CTETHYECKH U
KyATYypOJOTHYHH U3BOAM.

Bropa TemarnuHa Hacoka B KHUTaTa MPEACTABISBAT CTIOAWTE, MOCBETEHU
Ha ChBpPEMEHHATa JINTEpaTypHa U KyITypoJOrnyHa KpuTuka. OOEKT Ha M3CIea-
BaHE B T€3U pa3pabOTKU ca €CTETHUECKUTE Bb3IIIEAN Ha BUAHU (HPEHCKH U (ppaH-
KO(hOHCKH KyATypos03u, GUIocodu, IUTEpaTypOBEIH, H3KYyCTBOBEIH, HCTOPHULIH,
COLIMOJIO3H, aHTPOTIOJIO3H, OUEPTANIM PA3BUTHETO HAa ChbBPEMEHHATAa XyMaHUTAPH-
cruka. ToBa ca NTaNMAHCKUAT OEJEeTPHUCT, KPUTUK M mpesonad Knaynuo Marpuc,
¢dpenckuTe uctopuuu Kynryponosu Ppancoa Apror u Iluep Hopa, apkeHTrHHO-
KaHAJICKUAT aHTPOIIONOT U eceucT Anbepro MaHreln, ppeHCKHUAT JINTepaTypoBes,
¢uocod u kyaryposor ot Oenrapcku npousxon Lseran Tomopos, Ha koroto ca
MOCBETCHU 4 OTAEIHU CTyIuH. BCcekn equH OT Te3M MHTENEKTYaJILH € IPEICTaBeH
HE caMo 4pe3 Hall-XapaKTepHUTE My HJEH U TEOPETHYHHM ITOHSTHUS, HO U C OIJIEA Ha
cneunpUIHITE UM METOJOIOTMYHHU MOAXOIH TPH JINTepaTypHHs aHaiu3. TakuBa
ca TepMHHUTE ,,MecTa Ha namerTa‘“ Ha IIuep Hopa, ,,cyOekTHBHOCTTA 1 AUATOTHY-
HocTTa® B uTeparypHus TekcT oT Lietan Tomopos u np. UHTEepecHuTe napanenu
MEXIY OTACTHUTE XyMaHUTApUCTH U J0Ope MO3HATH Ha MyOJHMKaTa KPUTHLIH U
MUCaTeNy AONPUHACAT 3a U3SICHABAHE HA KOMIUICKCHATA UM KYJITYPOJIOTHYHA MH-
cbi. Taka ngenre Ha L{Betan Tomopos ca cBoeoOpa3HO OCBETICHU B KOHTEKCTA Ha
TBOpLM Kato baxtun, Punke, O. Yaiing, Mapuna L{Beraesa.

Usrpagenute no TO31 HaYMH U3CIEIBAHUS TIOKa3BaT YMEHHETO Ha aBTOpa J1a
MPEACTaBs 110 TOCTHIICH HAYMH CJIOKHH BBIIPOCH OT COLIMOJIOTHYEH, JIUTEPaTypo-
BEACKU in Gr1oco(CKU Xapakrep, 3a Aa Obae pa3OpaH AOpU U OT eIHa IIHPOKa
YUTATEJICKA ayAUTOPHSL.

Cpen u3bpanuTte eTroau GUrypupaT U HAKOJIKO 3aIJIaBHUS C MO-00I KyITypo-
JIOTHYEH U IUAAKTHYEH XapakTep. B TAX ce pasmieskaaT OCHOBHU HACOKH IPH Tpe-
MIOJaBaHETO Ha JINTEPATypa W MOAXOIUTE KbM TEKCTyalleH aHanu3. OuepTaHu ca
OT/IEIHUTE €Taly MPH pelenuusITa Ha (PpeHcKara JUuTeparypa y Hac OT Ha4aJIoTo
Ha XIX Bek 10 gHec. OTKpOEHH ca HIKOU poOsieMu Ha PpaHKO(POHUSTA U CTpaTe-
TMMATE Ha MYJITHJIMHIBU3MA 3a KyATYpHOTO pa3sutue Ha EBpomna. Tyk mpucscTBar
n cnoMeHute Ha CTosH ATaHacoB 3a JEMHOCTTa My KaTro MpeBojad 10 BPEMETO
Ha KOMYHUCTHYECKHS PEXUM, NMPEICTaBEHU C THHKO YYBCTBO 3a Xymop. Llenra
Ha BCUYKH T€3U KPUTHUECKU TEKCTOBE € Ja 3al03HASAT (PPEHCKUS UUTATEN ChC Ch-
BpeMeHHaTa ObJrapcka Kynrypa, a ObJrapckara ayquToOpHsl ¢ HIKOH criequ(puaHn
MPOsIBH Ha (PPEHCKOTO KYJITYPHO pa3BUTHE U (paHKODOHUSATA.

Pa3znoobpasHara npobieMaTnka M TEMaTHYHOTO OOTaTCTBO Ha BKIIIOUYEHHUTE
B KHWTaTa €TIOAM PasKpUBaT MHOTOCTPAaHHHUTE MHTEpPECH Ha Mpod. ATaHAcOB U
oYepTaBar MopTpeTa Ha €IUH SAPKO U35ABEH (HUIOIOr XyMaHUTApUCT B Hal-IIHUPO-
KHS ¥ ITBJICH CMUCBHII.

Brnpeku sicHO m3sBeHaTa Ha MPBB MOIIEN MHOTOIIACTOBOCT HA OTHEIHH-
T€ CTaTHH, T OCBILECTBSIBAT U PA3IMYHN KOHTAKTH MOMEXIY CH. Te3n B3auMo-

144



OTHOUICHUS €a MOACKAa3aHU Ype3 yAaYHO MOAOPAHOTO MOJIMCEMHUYHO 3ariaBue Ha
kHHTata Om aumepamypama KoM JiCU60md, KOETO HacOYBa KbM TEKCTyaJlHaTa M
CBBP3aHOCT.

HaszBanmero moackassa, OT efHa CTpaHa, CIEHU(PUIHOTO ABMKEHUE OT TEK-
CTa KbM OIPEIeNsIIus TO KOHTEKCT U OM MOIJIO J1a Ce CBBbPIKE C M3MOJI3BAHUTE OT
aBTOPA METOMOJOTMYHU MOAXOAN — OT CTPYKTYypalIu3Ma U CEMHOJIOTHTA B Hada-
7010 Ha 80-Te TOAMHH KbM €IHA MO-IIUPOKa XyMaHUTAPHA KPUTHKA B TIEPHOIA HA
TBOpUECKara 3psu1ocT. ETo 3amo pasnnuyHuTe eTionn 61xa MO Jja Ce pa3IIexaaT
KaTo WIIOCTpalMs Ha OOII MpoLec Ha aHaJIM3, 3all0YHAT C UMAHEHTHHUS IPOYHT U
3aBBPIIWI C AMAJOTH3Ma U KyITypPHO-HCTOPHUYECKOTO ThIKyBaHe Ha uaeute. OT
Jpyra cTpaHa, KakTo OOSICHSBAa M CaMMAT aBTOpP B IPEAroBopa Ha TBopOara cH,
3ar1aBUeTo M OM MOIJIO J1a C€ CBBPIKE M C OTpeleHaTa Ha JuTeparypara pois Aa
OCMHCIIHY ICHCTBUTETTHOCTTA Upe3 CIEUU(PUIHUTE CU TEXHUKH, €CTETHUKH, HHCTPY-
MEHTapuyM U BboOpaxkeHne. He3aBHCcHMO OT KOHKpeTHaTa MposiBa Ha MOTHBA 32
OCMHCIISIHETO Ha CBETa TOHW ce ChIbp)Ka MAJIKO WIIM MOBEYE BHB BCAKA OTAEITHA
CTaTHs — OT MPeACTaBaTa 3a APYTHs CBAT B CPEIHOBEKOBHATA JIUTEPATYpa U XyIO-
JKECTBEHOTO M300pa3sBaHe HA YOBELIKOTO TSJIO B TBOPUYECTBOTO HA Penecanca 1o
peuenuuaTa Ha Y4eTeHEeTO M CTPaTeTHUTe MPH IPENoAaBaHe Ha JIUTEpaTypa.

U nakpasi, 3armaBrueTo, KOETO He MPOTUBOIIOCTABS, a 00eTUHSIBA Pa3HOPOAHU
MOHATHS, HACOYBA KbM YMEHHETO Ha aBTOPA J1a OTKPUBA CBbP3BAIlM 3BEHA MEXKIY
MIPOTUBOIIONIOXKHU €MOXH, ECTETUKM WJIM MOTHBH, 3a Ja I'M H3Cle/Ba B TIXHATa
KOMIUICKCHOCT ¥ B3aMMO3aBHCUMOCT. IMEHHO AMAJIOrbT MEXIY OTACIHHUTE TEK-
CTOBE Ompezess INIABHOTO TEMaTu4yHO E€AMHCTBO Ha HACTOSINATAa KHUTA U € €IHa
OT OpUTHHAJIHUTE 1 4epTH. HeciryuaiiHO enuH OT eToanTe, pa3rieaal Ha MIHPOK
KyJITypoJoTu4eH (oH, ce OTHACS A0 TUIIOJNOTHITA HA TPAHULUTE M TCHICHIUUTE
IIPY TIPEOAOISIBAHETO HM.

Taka peanna nszciaeqBaHus BbPXY NpoOJEeMH Ha CPEJHOBEKOBHATA JIUTEPATY-
pa ce OCBeTIsABAT M Ype3 Moriiesia Ha ChbBPEMEHHU KPUTHLH, GHIIOCODH U XyMaHH-
TapUCTH, HA KOUTO CE€ IOCBETEHHU OTIEJIHU TEKCTOBE.

Wurepnperauusita Ha [lecenma na Ponan ot nuteparyposena JKan-Mapcen
[TakeT mombiIBa OCTaHATUTE NPOYYBAHUS BEPXY (PPEHCKHS T€POMUCH €M0C, BKIIIO-
YeHU B KHUTaTa. M3ciensanusTa 3a TAIO0TO B CPEAHOBEKOBHATA M PEHECAHCOBATa
MPOAYKLHUS CBOCOOPA3HO Ce JOU3ACHSBAT U OT IPOYNTA, JaJIeH OT COLIHONIOra Qu-
nocod Mumen @yko. OT cBOS cTpaHa M MMOETUKATa HA ChBPEMEHHUS KaHAICKH
nucaren XKax ®epoH, pasrieaana B KOHTEKCTa HA JIUTEpaTypHaTa TPaJULIus, ChIIO0
CBOE00OPA3HO JUAJIOTHpa C TEKCTOBETE BbPXY CTapara Jureparypa. Besmenure Ha
KyaTyposora Kiaynuo Marpuc, n3noxxeHu B TBopOara My Ymonus u pasouaposa-
Hue, XBbPIIST AOMBIHMTENIHA CBETIIMHA BbPXY KapTUHATA HA OTBBIHOTO, MPOCIIE-
JIeHa B HEWHOTO THUIIOJIOTUYHO Pa3BUTHE.

MHOX€eCTBOTO CHIIOCTABKH MEX/Y UACUTE HA BUIHUTE CbBPEMEHHU HHTEJIEK-
TyaJly, MPEACTaBeH! B KHHUTAaTa, JOM3SICHABAT (PMIOCO(PCKUTE U JIUTEPaTypHUTE
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uM cxBamanus. Taka penuna komeHtapu Ha Ponan bapt u Lletan TonopoB BEpXy
OTZIEJIHY JINTEPATYPHHU BBIIPOCH ca CBOCOOPA3HO MPOABIDKEHH OT Pa3ChKACHHUATA
Ha AnGepro MaHren, H3II0KEHU B HeTOBaTa Mcmopus Ha uemeHemo.

PazHooOpasHuTe KyNTYpOJNIOTHYHH W JIUTEpaTypHH BPbB3KH, HPOKapaHu
MEXIY OTAEIHUTE €TIOAH, U3IU3aT Aajiede N3BbH I'paHuuTe Ha QpaHKo(pOHCKATa
JUTEpaTypa U BIEYaTJIsIBaT CbC CBOETO OorarcTBo. Te ch3maBaT mpencraBara 3a
KOMIUICKCHHSI XapakTep Ha XYIO0XKECTBCHHTE MPOLECH, WIIOCTPUPAHU OT Lisia
miesiaa BuaHU TBopiH Kato Janre, CepBanrec, PoGept My3un, Maiictep Exxapr,
Xepman Xece, JIlync Kapom, E. T. A. Xodman u ap.

BruttouenuTe B KHUraTa u3cjeBaHus [MOKa3BaT He CaMO OTIIMYHOTO ITO3HaBA-
HE Ha JINTepaTypHUTE TEKCTOBE, 0OCKT Ha aHAJIN3, HO U YCEeTa Ha aBTOpa 33 aHAIIN3,
Hay4yHa apryMEHTUPAHOCT ¥ MPELU3CH U3Ka3.

TBopOara Ha npod. Crosn ArtanacoB Om qumepamypama KvM HCUBOMA,
HalycaHa Ha TOYEH W SICCH (PEHCKH €3HK, IIe MpeACTaBisiBa OE3CIOPEH WHTE-
pec KakTo 3a MO-TACHO CIieluain3upaHa (ppaHKoOHCKa MyOluKa OT H3CIIEHO-
Bareid, GHUI0I03H, MPENoJaBaTeNd, CTYACHTH, JUTEPAaTOpH, KPUTHLIM, Taka U 32
MO-IINPOKa ayIUTOPHs C JIUTEpaTypHH nHTepecu. He3aBucumo qanm HaCTOSIIOTO
MPOMU3BEICHNE LIE CE BBh3IPHEMa KaTo OCHOBHO PBHKOBOJICTBO KbM MpoOieMuTe
Ha CPEeHOBEKOBHATA U PEHECAHCOBAaTa JINTEPaTypa, KaTo BbBEACHUE B IUTEPATYP-
HaTa TEOpHUsl U METOJOJOTHUS MM KaTO IIbTEBOJUTEN B KYITYPOJIOTHATA U XyMa-
HUTAPHCTUKATa, TO II¢ JJaBa HOBH 3HAHUS HA CBOMTE YMTATEIH U IIE UM JIOCTaBs
€CTETUYECKO YIOBOJICTBHE.
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Yetupunaziecera HayuyHa KOH(pEpEHIIUS Ha
HEXa0MIUTUPAHUTE TPETOaBATENN U JOKTOPAHTU BbB

dakynTeTa Mo KI1acu4ecku U HOBU (DUIIOJIOTHH,
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Fourteenth Conference of Young Scholars and PhD
Students at the Faculty of Classical and Modern
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Anexkcanovp Kocmos
Codumiicku ynusepcurert ,,CB. Kinnment Oxpuncku® (buiarapus)
Alexander Kostov

Sofia University “St. Kliment Ohridski” (Bulgaria)

B PexTopara Ha Coduiickus yHUBEPCHTET Ce TIPOBE/e TPAJAUIIMOHHATA KOH-
(depeHIus Ha HEeXaOWJINTHpPAHUTE TperojaBareay BB DakynTeTa Mo Kiiacuie-
CKU ¥ HOBW (prtonoruu. B ueTnpuHaeceToTo u3nanue Ha HaydHus Gpopym B3exa
ydactue 45 Miaau u3cienoBaren. ,,bux rckana qa Hachkpya KOJETUTE, KOUTO ca
3asBIJIM y4acTHe B KOHPEPEHIUATA, Ja MPOABIDKAT Ja paboTAT B 00IIacTTa, KOSATO
ca n30panu, Thi KaTo Te ca HameTo Ob/emie”, 3asBu npod. n-p Maanen Jlanosa.
Ts Gnmarogapy Ha OPraHU3aTOPHUTE Ha YETHPHHA IeCeTaTa HaydHa KOH(pEepeHIUs Ha
HEeXaOWIUTHPAHUTE TIPETIOIaBaTeN! U JJOKTOPAHTH, KOUTO Ca HAIPaBUIIA Bh3MOXK-
HO MTPOBEXIAHETO Ha TO3M CEPHO3EH HayueH JOPYM C TOJIKOBA MHOTO YYAaCTHHIIH.
[To nymute Ha mpod. [laHoBa pakynTeThT MpOaBIIKaBa Ja ObJe BOIEII BbB (H-
JIOJIOTUYECKHUTE U3CIeIBaHus. ,,BapBam, ue ToBa € CBbP3aHO C B3UCKATEIIHOCT Ha
BCEKH €JIMH OT KOJIETHUTE KbM TOBa, KOETO IMPaBH, a JEKAHCKOTO PHKOBOJICTBO IIIE
MIPOIBIDKY J1a Ch3/laBa YCIIOBUS 32 TOBA pa3BUTHE ™, 3a51BHU JICKAaHBT U [TOTYEPTA, 1€
TO3U (DOPYM € MACTOTO, KBbJIETO BCEKH MOXeE J1a IIPOBEPH HAKbJIe BbPBU, J1a CPABHH
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W J]a CBEPH YAaCOBHHUKA CH C KOJIETUTE CH, KOUTO PadOTAT B CXOAHH 00JaCTH U IO
CXOZIHH IIPOEKTH.

Kongepennusara Oe paznpenencHa B UeTHPH OCHOBHH CeKLUK — E3nko3Hanme,
Jlureparypo3nanue, Ezuk u xynrypa u Meroanka. E3Mko3HaHHETO HU TPEICTaBH
TEMH KaTo ,,3a IpeicKa3yeMocTTa Ha 00pa3yBaHeTo Ha (JOPMUTE 32 MHOKECTBEHO
YHCIIO0 Ha CHIIECTBUTEIHUTE B IATCKUA €3UK™, ,,AZTHOMUHAIHUTE AEMOHCTPATUBU
B HOBOTPBIKHS €3UK B CBETIAMHATA HA KOTHUTHBHO-TMHIBUCTHYHUS MOAXOI KbM
pedepeHunanHuTe cpeacTna’, ,, Ynorpeda Ha HIKOM CIIOMaraTesTHH IJaroju 3a 13-
passiBaHe Ha CJIOXKHU [VIArOJIHU ACHCTBHS B JATCKHU M TEXHHUAT IPEBOJ HA OBJITapCKH
e3uk”, ,,3cnenBanus BbpXy GOHETHUHUTE U POHOIOTHUHUTE XapaKTEPUCTUKU Ha
¢okyca B aHIIIMIICKHS U OBbATapcKus e3uk ™, ,,CTPYKTYpHH 0COOEHOCTH Ha UTAJIH-
AHCKHUTE YCTOMYMBHU CPAaBHEHHMS, XapaKTEpU3UPaLIN YOBEKa, ,,Yuen kamo evcka,
e0vp Kamo Ovbixa WM 3a UPOHHUATA B YCTOHUMBUTE CPAaBHEHMS B OBJITAPCKUS U
¢dpenckus e3uk”, ,Illect 3HaueHus Ha misericordia B TekcToBeTe Ha Tamut®, ,,3a
HAJINYMETO Ha (Pa3eo-pesMKTH B ChbBPEMEHHMS TYpCKH e3uK, ,JTannaHckure
3aeMKH BbB (DMHAHCOBO-0aHKOBATa M THProBcKa cdepa‘, ,,FIpaHCKHUT €3UKOB ITy-
pu3bM Ha auHacTusTa [laxmaBu (1925-1979)“ u ,,Amto3uTe Karo AEHOTaTOPH Ha
penanuu’.

B pazgen ,Jluteparypa“ 0sixa mpeicTaBeHu TOKIAIU Karo ,,[SII0TO U CMBPT-
Ta B Hosu nopmyzancku nucma®, ,,3a yCKOPEHOTO pa3BUTHE HA HOPBEXKKATA JINTE-
parypa npe3 XIX B.“, ,MbapocTTa 1 HeiinuTe nposiienus B Disciplina Clericalis
Ha [lerpyc Andoncu®, ,,[laprmxk nmpe3 XX Bek — npyrusit BepH niu mporpechT Kato
perpec®, ,,O6pa3bT Ha JIncaboH B pomana Ha JXKoao xe Meno Ilnauewu wacmausu
xopa*“, ,Madus u nureparypa B Utanus®, ,,Kpaickomo oenedano — B ThpceHE Ha
MbapocTTa®, ,IIpenanvcBane Ha bubnauara B mocTtMonepHara KaHaACKa JUTEpa-
typa: Not Wanted on the Voyage or Tumbtn ®unmm u Green Grass, Running
Water ot Tomac Kunr®, ,,Oauceii u ceunere’ Ha Jluon ®@oilxTBaHrep — pa3kas 3a
repost Onuceld, 3a gdcera 10 HOBOTO U 3a camus paszkaz®, ,lleHHocTUTEe Ha enu-
YecKHUTe repou B KOHGIUKT", ,,3acTpamienara oouHocT. Habmonenust BbpXy po-
MaHa Mitten im Lande ot bactnan AcnoHk*. UHTepec nmpenn3Buka JOKIATbT Ha
Enronn Huxona ,, Theatre As Propaganda: Arthur Miller’s Death of a Salesman on
the Albanian stage under Communism*, KOMTO MpeaCcTaBU HOBO YETEHE U PeLell-
LM Ha aMepUKaHCKaTa Ieca KbM ajbaHckaTa cueHa. [IpucseTBamuTte Moxxexa aa
9ysIT U IOKJIaJ1 38 KaHaJcKaTa JIMTeparypa, Y1eTo MOCTMOJECPHO pa3BUTHE Oe pea-
craBeHo oT JoktopanTta Anekcanabp Koctos. Toit 00bpHa cienuaiHO BHUMaHUE
Ha JiBa KJIIOYOBH POMaHa, KaTo o4epTa MACTOTO UM BBB BCCOOIIHUS OCTMOAEPEH
KaHaJICKU KaHOH.

B Tperara cexuust — ,,E3uk u KynTypa“, ce u3Hecoxa AOKIAIN HA Pa3InIHU
TeMH, KaTo ,,CTapocKaHAWHABCKAaTa MUTOJIOTUS — LEHHOCTHU OPHEHTHUPU M MO-
Jenu 3a noapaxkanue’, ,,Kogupane u npeBoguMocT Ha KyaTtypa npu denuke Ka-
HuI, ,,CBOU 1 9yX/IM B ChBPEMEHHATa UpaHCKa IMyOIUIIHCTHKA, ,,3a BIUSHAETO

150



Ha MOPTYTaJICKUTE MUCUU U MUCHOHEpH B bpaszunus npe3 X VI sex®, ,,lLlunTto karo
MHCTPYMEHT Ha SIIOHCKAaTa aCHMHJIAIIMOHHA TOJIMTHKA cripsiMo Kopest B ronuHuTe
Ha KoJloHnaHa 3aBUcHMOCT (1910-1945)%, | Tlomntuku Ha PK 3a ocurypsiBane Ha
paBHU TPYAOBU BB3MOXKHOCTH, ,,J 0nara Hy»na ot koHTpon*, ,,l{sernute FOTOpH
Y TEXHUTE TOAMHM Ha CTpAaHCTBaHE (IPOMEHHUTE B OTHOLICHUSATA MEXIY HOJIOBETE
B epuozia Ha noxojenuero KOropn)“, ,,Mnesra 3a TBopsiara KocMuyecka BUOpa-
st spanda B TEKCTOBETE Ha KalIMUPCKUs mmBanu3bM™, , llpenckazanusra 3a uc-
nsMcKus mpopok Myxamman B bubnusita criopen ,,HanmsTcTBHETO 32 00BpKaHUTE
ot U6H Kaitum an-JIxay3us (1292-1350) u ,,ucnsMusupaneTo” Ha OHOIEHCKus
Haparus®, ,,The Creative Endeavour*: Practicing Leadership through Narrative
Discourse in the Youth Organization AIESEC* u ,,IIpaBocnaBHara KHH)KHUHA Ha
TYPCKH €3MK Cpef raray3ure B MonaoBa — 0cOOCHOCTH U €3UKOBH Pa3inaus .

B nocnennara, HO HE W 10 BaXKHOCT CEKUUS — ,,MeTOANKa Ha TyKJOE3HKO-
BOTO 00y4YeHHE", ce pasmieaaxa TeMH Karo ,,J3rpaxnaHe Ha rpaMaTudHa KOMIIE-
TEHTHOCT B OOyYCHHMETO MO CHBPEMEHEH HOPBEKKU €3UK", ,, YMaJIUTECIHUTE Ch-
LIECTBUTEIIHU B YacOBETE IO UyX[ €3HK", ,,HsIKou e3uKOBM XapaKTepHUCTUKU Ha
YHIapCKusl €3MK — JIECHH 3@ YCBOSIBAHE €IIEMEHTH U TPYIHOCTH IPE U3ydaBalluTe
YHrapcku e3uk Opnrapu®, ,,J3cnenBaHe u pa3paboTBaHe HA MOJET 3a OLICHSBAHE
Ha YYUTENH 1O Y7 e3uK™, ,,KoMyHHKaIs 1 KOMyHHUKaTUBHH MPOLIECH B Kilac-
Hara cTas’, ,,Ou3nonornyHr 0COOCHOCTH Ha Jenara B NpelyyHInIIHA Bb3pacT ¢
oryes Ha BbBEKAAHETO HA Uy)KJOE3MKOBO 00y4YeHHE U MYNTUMEIUMHU JUIAKTH-
YEeCKH UTPU™“ U ,,3HaYNMOCTTa Ha 00Pa30BaHUETO U BB3MUTAHHUETO NMPH HopMHUpa-
HETO Ha XKCHCKaTa UJICHTUYHOCT B poMaHa ,,/[piiepure Ha 00acTHUS ynpaBuTen™
Ha Kammuna Komer®.

[IpencraBenure Ha KOH(EpeHLUUATa AOKIaAd HA HEXaOMIMTUPAHHU IPEro-
JaBaTeld M JOKTOPAHTH JI0Ka3axa, 4e M3CIEABAHETO Ha JPEBHH, CbBPEMECHHU H
Ha0oJenu TeMu U NpoOJieMH MPEACTABISIBAT 0COOEH MHTEPEC 32 MIAJUTE YUCHH,
KOUTO ITOKa3axa BUCOKO Hay4YHO HHBO.

Auekcanabp KocToB, 10KTOpaHT

Kareapa ,,AHmuLMCTHKA U aMEPUKAHUCTUKA

DakyATeT MO KIACHYECKH U HOBH (DHIIONOTHH
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