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HeosaMHa eseH npujaTen Me npalla WTo 3a MeHe e yTonuja. OBMYHO, Kora Hekoj heHOMeH
MK e NoAo6po No3HaT, He MoXkaM Aa oAroBopam 6p30 — Mu Tpeba BpeMe Aa pa3MUCIIaM LITO
Ja N34B0jaM 0J cuTe MHOpMaUuKY WTo rv namTaMm. Co KHKEBHW yTOMUU U AUCTONMUN
NMOVHTEH3VBHO Ce 3aHNMaBaM MeTHaeceTMHa roOAMHN U NMOCTojaT AeceTUUM AePUHNLNN 1
UnjaaHnuM noceondaTHW rreauwTa 3a Toa WTO e yTonumja, na OAroBOpOT, Kako U 3a cuTe
KOMMJ1eKCHM (DEHOMEHM, € TeXOK 1 CeKorall HewTo Ke ce nponywTn. Cenak, Mako OAroBOpOT
BO BMJ, HA HeKaKBa AehnHMLMja e MOCTI0XEH, MU A0jAe BeAHALW Aa AaAaM Cy6jeKTUBEH OATOBOP
Ha NpalwarH-eTo: yToMNKnja e MecTo KaAe WTo NyFeTo ce cNo6oAHWN, HeyrHeTeHN, L06POBOSTHO
npucyTHW — 206pa 0CHOBA 3a CpeKa — Ha NpuMep, KachaHa co Aparu rnpujaTesnn; Nin HacTaBHU
4acoBM, OAHOCHO MOjaTa 3aMMCI1a 3a Toa Kakeu Tpeba aa GuaaT.

Konky 1 Aa ce npoTeraar Ha LLeJ10 ejHO OMNLWTeCTBO, a He CaMO Ha HEKOj OFpaHMYeH NpocTop,
cnTe yTonuu ce 6a3mpaaT Ha Toa Kako Aa BOCMOCTAaBaT OMNWITECTBO BO Koe fyreTo ke 6buaaT
cnob6oaHU 1 cpekHW. [lypun 1 AUCTONnUTE Ce 3aCHOBAAT BP3 MAejaTa Aa Ce BOCMOCTaBM NOPeAoK
BO KOj CUTe Ke BnaaT eaHaKBU, HO BUAEJKN KOpUCTAT pasfiMuHM MeTOAM 3a Aa o MOCTUrHaT
Toa, MeTOAM KON HajuecTo ce BO CMPOTMBHOCT CO BOCMOCTaBYBaH-ETO YCII0BM 3a CpeKa, OBMe
ornwTecTBa ce MpeTBOpaaT BO M3pasu Ha Tepop M CTpas..

OBaa KHMra ce 3aHMMaBa CO aHasiM3a Ha 3aMUCSIEHU CBETOBU, CO YTONMNCKN Ninn
ANCTOMUCKN eNTEMEHTU, BO HEKOJTKY NTNTEpPaTypHU Aena. [MopeneHa e Ha TPpU rnaBHU LUeNNHN.

anaTa NCTpa>KyBa KHMXXeBHU yTONMNN N ANCTOMKUN BO MNOTE€CHAaTa CMUCJ1a Ha 360p0T, Kako
npeTcTaByBakb€ 3aMUCIIEHN ONWTECTBa KOW BO AeJ1 OA NOJTIMTUYKOTO ypeayBaH-€ Ce NMONHAKBU
O/, peasiHOCTa Ha aBTOopUTE. OBO] AeJ1 NOYHYBa CO nperyfiea Ha pa330j0T Ha YTONMUCKNOT
XKaHp, KOj NMoOKaXxyBa rosjieMa BUTaJIHOCT ” q'JJ'IeKCVI6I/IJ'IHOCT, n KOj NMoKaXkyBa AeKa BN3NnNTe
3a I'IOAOprBal-be Ha XMBOTOT Ce ce ywTe MOXHW, a NpoAOJIXKYBa CO AeTaJTHN aHaJTM3UN Ha
HEKOJ1IKY ANCTOMNCKK Aena.

BTopaTa uenvHa ce cocTom o4 HEKOJKY TEKCTOBW 3a cepujaTta Mrpa Ha TpoHoBu (1,
ZLenyMHo, cepujaTa KHUTY [TecHa 3a MpasoT v OrHOT), KaKo 3aMUCIIeH anTepHaTMBeH CBET
Koj 046VBa Aa r1 AexyMaHM3Mpa CBOUTE JIMKOBW, MM MpPeKpLlyBa M HAAMWUHYBa HapaTUBHUTE,
VAEOSTOWKNTE N APYrUTe KOHBEHLIMM Ha )XaHPOT DaHTacTMKa, M1 NoAAPXKYBa OMNWTECTBEHUTE
NPOMEHM LWITO HOCAT MorosieMa MHTErprpaHoCT, HUKOTaLl He 3anarajku Bo HoCcTanruja unu
naeanuvsunparbe.

TpeTaTa LenHa BKJ1yuyBa TEKCTOBM KOW MPeKy NpUcTanoT Ha 06paboTka nUnn npeky
COAPXMHATa Ha aHaNM3MpaHUTE KHMXEBHW Aerla Cce 3aHMMaBaaT CO anTepHaTUBHA
VMHTeprpeTaumja Ha HEKOW HUBHUW acnekTu.

M nokpaj Toa WwTo oBaa MOHOrpadpcka CTyAnja ro UcTpaxysa peHOMEHOT Ha yTonucka/
AVNCTOMUCKA TUTepaTypa, OBAE He Ce BKIyUeHN HEKOM MOW CTaTWM 3a MakeAOHCKUTE ANCTONUN
6uaejku Toa UCTpaXKyBarbe CE ylTe Tpae U, Ce HajeBaM, O Hero Ke npounssiese u nocebHa
KHMra 3a MakejoHCKaTa yTon1cKa U AMCTOMNMCKA NnTepaTypa.

OCBeH BO OAHOC Ha UCTPaXKyBar-ETO NTUTepaTypa WTO Ce 3aHMMaBa CO anTepHaTUBHA
CTBApHOCT, Apyra 3aeAHNUKA HULWKA BO OBaa KHMra e MeTOAOT Ha aHasn3a. imeHo, npu
aHanun3a Ha KHKeBHUTe Aesla TPrHyBaM oZ NoCTOjHUTe OCBPTW, BNEryBajkun BO Aujanior co
WM CNPOTUBCTaBYBakbe Ha NMPETXOAHO HAMMUILAHOTO, KaKo NPeAn3BUK M OCHOBA Ha HayueH
pa3Boj. Taka, Aypy 1 KOra KHUXXEBHUTE AeSa WTO ce AUCKYTUpaaT He cnaraaTt Bo yTOMUCKUOT
)KaHp BO NOCTpora CMMUCIIa Ha 360poT, MpyUcTanoT Ha 06paboTKa — Aa Ce NMOHYAN anTepHaTUBHO
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TOJIKYBaH€ Ha CO34aA€HUNOT KHMXKEBEH TEKCT — € KapaKTepunctmnyeH 3a NpnctTanoT WTo
yTOFIVICKVITe/AVICTOI'IVICKVITe Aernaro 3asemMaaTt KOH CTBapHOCTa.

Ha npumep, nornaejeto 3a packasot “The Minions of Midas” Ha Llek JloHAOH AaBa
nepcrneKkT1Ba pa3fiMuHa 04 OHaa Ha KPUTUUKUTE OCBPTU LITO MOCTOjaT 3a OBOj packas, a Kou
TBpAAT AeKa HapaTMBHaTa nocTanka ro rpasu 0BOj packas HeeheKTUBEH U AeKa TOj CTOM BO
oAbpaHa Ha HaCUJTHUTE MOCTanKM Ha OpraHM3aLMjaTa uMe MMe e Hacs10B Ha packasoT. Bo genot
3a Mirpa Ha TpoHOBM, HaCMpoTK Aocera o6jaBeHMTE TEKCTOBU BO BOAEUKMNTE aMEPUKAHCKN 1
6pUTAHCKN MeAMYMU KOU OCTPO Fo KPUTMKYBAAT KPajoT Ha cepmjaTa Kako pa3oyapyBaukiu,
TBpAAM Aeka KpajoT e OAJNIMYHO 0B6MUCIIeH BO COrMacHOCT CO MAEMTe 3a KoM ce 3acTarnyBa
cepvjaTa ywTe 04 CaMUOT CBOj NMOYETOK.

MoHorpadhmjaTa ce CoCTOM 04 TEKCTOBM LITO ja MCTPaXKyBaaT yTonujaTta (onwT TepMnH
LUITO YECTO BO TeopujaTa r'v BKJyuyBa 1 AUCTONUNTE U aHTUYTOMNUUTE) N Kako (DEHOMEH U
Kako npucTan. [len oa TeKCTOBUTE Ce NLIYBaHM Ha MakeAOHCKM, Aef Ha aHFNIUCKM jasuk, a
CnucaHmjaTa N KHUTUTe Kaze WTOo NPBUYHO ce 06jaBEHN ce HaBeAEeHM Ha KpajoT OA4 KHWUraTa,
BO A€J10T ,,bubnnorpadckm noaaToum 3a TEKCTOBUTE®,

HacnoBoT Busuja, TpaHcghopmaumja ce 0AHeCyBa Ha LienTa Ha YTOMMCKOTO pa3MUCITyBakbe,
He CaMO KaKO KHVXXEBEH XaHp, TYKY 1 KaKo OnwTecTBeH (OeHOMEH, 1 KaKo UOBEUKa TeHAEHLMja,
1 KaKo M3pa3 Ha HajeX. 3aelHNUKM Hanop e Co34aBareTo BM3Mja Koja Hekorauw (Mako He
cekorall) AoBeAyBa U A0 TpaHCopMaLKja Ha MOCTOjHUTE OMIITECTBEHU U MefyUOBeUKM
OZHOCH.

Ckonje, Maj 2023
K. M.
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500 roanHu op YTonuja Ha Tomac Mop: TpaHcdhopmMaumja Ha
YTONMUCTUUYKUTE UAEU

Bo 1516 roamHa 3a npBnat ce nojaBu KHUrata YTonuja Ha Tomac Mop. Mako n npeTxoaHo
nocTojaT Aena WTOo Cce 3aHMMaBaaT CO MAejaTa 3a CO34aBarbe COBPLUEHO OMWTECTBO, 04 KO
BEpOjaTHO Hajno3HaTMOT npumep e MNnaToHoBaTa Jpxasa, nojaBaTa Ha yTOMUCTUYKNOT KaHP
ce NoBp3yBa TOKMY CO AefloTo Ha Mop, KoewwTo 1 My ro AaAe UMeTO Ha OBOj XaHp.

EAHO 04 yUecTUTe Npallarba WTO Ce NOoCTaByBaa BO NocfieaHMBE ABe AELLeHMN BO OAHOC
Ha yTonuuTe e Aafnn e A0jAeH KpajoT Ha yTonujaTta. OBa npawarse ce oAHeCyBa He CaMo
Ha NIUTepaTypPHMOT XXaHP NO3HAT Mo Toa MMe, TYKY M Ha MOSIMTUUKATA M ONwTeCcTBeHaTa
aHTraXKMpaHOCT Ha MHTereKTyanumMTe U Ha CUTe rpafaHn Aa ce cTpeMaT KOH noao6po
onwTecTBo. M ABaTa acneKTW ce MOBp3aHM CO MAEN WITO AOMUHMPAA NpU KPajoT Ha MUHATUOT
BeK, a UMj HajuCcTakHaT NpuMep, UM bapem eseH o4 HajucTakHaTuTe, e PpaHcnc dykyjama
€O cBojaTa Te3a 3a ,KpajoT Ha UcTopunjaTa“ BO HeroeaTa cTaTunja ,Kpajot Ha nctopujata?“
(1989). O6jacHyBajku ja cBojaTa Te3a, Pykyjama Benum AeKa ce COOUyBaMe CO ,KpajHaTa Touka
Ha MAeOosIoWKaTa eBoJ1yLIMja Ha YUOBELITBOTO M CO YHMBEP3aIM3aLmja Ha 3anaaHaTa fimbepasHa
ZLEeMOKpaTMja Kako koHeuHa hopmMa Ha Braseerse” (Fukuyama 1989: 4).

Jokonky nnbepanHaTta AeMOKpaTWja ce CMeTa 3a MOCTUIHaT BPB BO HanopuTe 3a
CO3/aBakbe COBPLUIEHO OMWTECTBO, TOrawW JIOFMUYHO 61 Crieseno Aeka U yTONMNCKUTE BU3UU,
BO (pmno3odumjaTa UM BO KHUXKEBHOCTA, 61 3aBplumsie. Ho, oBoj ecej, HN3 KYC UCTOPUCKM
npernes, Ke ce obuae Aa Nokaxke AeKa 0Ba He e CJyyaj, U AeKa XaHpOT yTonuja e pnekcmbuseH
1 NpUcnocobsiMB Ha UCTOPUCKUTE NMPOMEHU, @ COBPEMEHUTE YTOMUCKN KHVKEBHM Aena
YKa)kKyBaaT TOKMY Ha Te3a NouHakBa 0/ oHaa Ha dyKyjama — UMeHo, AeKa Cé yLITe He NOCTOU U He
€ HUTY Ha MOBUAOK KPajoT Ha MCTOpMjaTa 3alITOo MMa YLITe MHOIY MpOCTOp 3a TpaHcopmaumum
1 noao6pyBarsa Ha UOBEKOBMTE OMLUTECTBA HN3 CBETOT U BO KHVXXEBHUTE Aena.

Mop ja nuwyea YTonuja 3a aa rv ucnpasu HenpaeanTe (Carey, 1999: 38) Ha onwTeCcTBOTO
BO KOELUTO XMBees — AOLHNOT MNeTHAeCeTTU N PAHNOT LWeCHaeCceTTU BEK — WITO € OUMISIeAHO U
O/ CTPYKTYypaTa Ha KHWUraTa; UMeHo, MPBUOT AeJl ja ONuLyBa CUpOMaLITH]jaTa U TELIKMOT XXMBOT
BO AHrnja BO Toa Bpeme, A04eKa BTOPUOT € ONnC Ha MHOTY NomAeariHa 3aejHuua BO Koja
XKMBeaT 34paBu 1 cpekHW fyfe. lako NocTojaT MHOMYy6pOojHN ANCKYCMM BO OAHOC Ha Toa Aafiv
Mop cepro3HO rvi NpOMOBKMPa CUTe NAEU O CBOETO AeS10, CO OrfeA Ha TOa WTO BO CBOjOT XKUBOT
MCKaXKyBaJl MOMHaKBM CTaBOBM, OCTaHyBa (PaKTOT AeKa COBPLUEHOTO OMNWTECTBO BO YTonumja
€ OMNMLAHO TEMESTHO N Ha MHOBATMBEH HAaUYMH. 3eMajKn ro NpeABuA Toraw JOMUHAHTHNOT
norres Ha CBeTOT, CMOpeA Koj XMepapxmckaTa NoCTaBeHOCT Ha KpasioT, deyaanHMTe rocnosapu
1 HajMHOrybpojHUTE KpajHO CMPOMALLHW CeflaHu e NPUpoAHa, naenTe Ha Mop 3a cBeT BO
KOj XWMBeaT rpafaHu Kou ce eAHaKBM, paboTaT UCT 6poj UacoBm, MMaaT obe3beseHa xpaHa U
obrieka, ce peBoNyLIMOHEePHN.

Bo koj cTeneH yToNUCTUUKNTe Aena WTO Ce rojaByBaaT Mo ypHek Ha MopoBaTa KHura Bo
TEKOT Ha BeKOBUTE A0 AEHEeC MM 3a4p)XKyBaaT efleMeHTUTe Ha YTonuja? loKonKy npeMHory
Ce OTKJIOHAT 04 OCHOBHUTE efIeMeHTU LWTO ro KapakTepm3mnpaaT OBa AeJ10 — Aafun Cé ywTe
ke MOXe Aa ce B6pojaT BO YyTOMUCKMOT XKaHp? 3a Aa ce 0AroBopaT OBMe Mpallarba, BaXXHO
e Ja ce HaBejaT OCHOBHWUTE efleMeHTU Ha YTonuja: onncoT Ha UAeasIHOTO OMWTECTBO €
packaxaH og Pacbaen Xuanoaej, coepeMeHuK Ha Mop. Crniopea packaxyBarbaTa, AOAEKA
npecTojyBasl BO YTonuja, XMAnoAej pa3roBapasl co rparaHu KoM My CJly)Kesie Kako BOANUMU
LWITO MY ro 06jacHyBase HAUMHOT Ha XXMBOTOT BO YTonuja. OBa ce 3HauajHW efleMeHTM 3alTo BO
Hajronem 6poj yTonnuckm Aena, cé A0 ABAECETTUOT BeK, TMe OCTaHyBaaT HEMPOMEHETU: YOBeK
0/, CeralHoCTa Ha aBTOPOT Ha HEKAKOB HauMH CTUTHYBa A0 3eMja BO Koja e Co34aAeH naeaneH
OnwTecTBEH MOPEAOK, @ TAMOLWHUNTE XXUTENN MYy M ONMWYBaaT HUBHUTe o6uyaun. Bo Taa
CMMCIa, packa)kyBayoT € HajuecTo A0jAeHeL, 04, ,HaWMOT" CBET, @ He XXMUTeS Ha yTOMUCTUYKOTO

° 10



Busuja, TpaHccopmaumja : YTonuum, ANCTONUK 1 APYT 3aMUCTIEHIN CBETOBM KanuHa Manecka

onuwTecTBO.

Bo YTonuja Hema nprBaTHa CONCTBEHOCT, HeMa Kpaxkbu BUAEjKN UBOTHNOT CTaHAAPA
€ UCT 3a CUTe, Na 3aToa KyKnTe ce OTKITyUeHW, CuTe paboTaT WecT Yaca AHEBHO, He ce nue
arnkoxoJ, nyfeTo BO C/T060AHO BpeMe Ce 3aHV1MaBaaT o Crlyllarbe npeAaBakba Ui ypeayBarse
Ha rpaviH1Te, cMTe jajaT 3aeAHO BO rofieMu canu, Hema 6JIMCKOCT Mely poanTenunTe 1 JellaTa
CO WTO Ce eNUMMHNPa haBopun3npar-eTo, AeLaTa 04 MHOTYAeTHUTE CemMejCTBa MOXe Aa ce
ncnpaTar Ha rpuka Bo cemejcTsa 6e3 AeLa, He ce LieHW 371aToTO M cpebpoTo, NOCTOM Hera 3a
60nHMTe Nako Tewko 60NHNTE ce MOTTUKHYBaaT Aa M3BpLIaT camoybucTBO 3a Aa He 6uaat
TOBap 3a OMNWTEeCTBOTO U Aa He XMBeaT BO B0IKa, XXUTenuTe Ha YTonuja ce cTpemart Aa He
BOAAT BOjHW.

EAHO 04 OCHOBHUTE Mpallarba WTO MM nocTaByBa Mop, a KoM ce NpoBrieKyBaaT HU3
yTOMMUTE CUTe OBME MET BeKa OZ NojaBaTa Ha ¥Tonuja e npalwarbeTo Kako Aa ce co3aasaTt
nyfe ko J0OpOBOJSIHO Ke ja npudaTaT MerycebHaTa eAHAaKBOCT MO LIeHa Ha OTKaXXyBakbe 04
cnobosHaTa Bosija U Ke npudataTt yHUEOPMEH HauMH Ha oAHecyBarbe. Mop ro peluaBa oBa
npawatrbe, cnopeg L. K. Jejsunc (2010), co HaAMUHYBarbe Ha HaTNpPeBapyBaYKMOT AyX. ,[onem
Zen o4 TpaHcopMaumjaTa fexxu Bp3 oTdpriarbeTo Ha CeKkakea npunmka 3a Tpuyma. LWto
€ ylwTe NOoBa)HO, 3aeJHNUKaTa CONCTBEHOCT MM eSIMMUHNPA CUTE MOXHOCTW NyFeTo Aa ce
danat co ronemo npmsaTHo 6oratcTBo® (J. C. Davis, 2010: 42). OnuncoT WTO ro AaBa XMANOAE]
3a YTonuja, Bp3 0CHOBA Ha HErOBOTO MaTyBarse, 38 BpEME Ha KOe HauLWoJ1 Ha OBOj A0TOrall
HEeMo3HaT OCTPOB, € OMWTECTBEHO ypeayBarbe Ha eHO OMLWTECTBO UMja UAeja MOTEKHYBA O4
yoBeukaTa xenba 3a nogobpyBarbe Ha CBETOT.

TewKnTe YCIIOBM 3a XXMBOT BO CPEAHUOT BEK, HO M BO BPeMeTO Ha peHecaHcaTa, ja
NoTTUKHare xenbaTa 3a 3Haorarbe Ha NoA06PO OMNWTECTBEHO ypeAyBatbe, HO UCTOBPEMEHO
ro OTKpuIie 1 MeCUMU3MOT, OAHOCHO COMHEXOT AeKa OMWTeCTBOTO, OHAKBO KAaKBO LUTO €, MOXeE
Ja ce nogo6pu. Toa € UHANPEKTHO BUATIMBO BO YTOMMUTE LWITO Ce MojaByBaaT BO NpBUTE ABa
BeKa no o6jaByBarbeTO Ha YTonuja Ha Mop, BO KOM MOXHO € ja MOCTOW COBPLUEHO OMNWTECTBO
CaMo Ha Hekoe Apyro, 3aMucieHo MmecTo. Co apyrv 360poBu, OBOj NMEpPUOA Kaj aBTOPUTE He e
BMANMBa Bep6a BO MOXXHOCTA Aa Ce NoA06pY KMBOTOT BO NMO3HATOTO OMKPYXXYBakbe, TYKY ce
HaZeBaaT Ha nouaearneH XXMBOT Ha HeKoja Apyra reorpadcka fokauuja. Cnopea Hukon Mo,
,M1aKo reorpaddckmnTe yTonumn/naTenmcHUTE yTONUM 04 0BOj MEPUOA ce BIINCKM A0 TorawHuTe
HapaTMBW Ha UCTPaXXyBauuTe, OCBOjyBaUMUTE U TProBLMTE, TUE UCTO TakKa MM MNpoeKTMpaaT u
CcTapuTe naeanu 3a pajot Bo Apyru ceetoBu® (Pohl, 2010: 55).

PajoT Moxe aa ce Haora cpeae TuxmoT OkeaH, Kako WwTo e Bo Hosa AtiaHTraa (06jaBeHa
1627 roanHa) Ha ®peHcumc bejkoH, KojawTo ja crieAm no3HaTaTa WeMa Ha CrlyyajHO OTKpUBaH-e
Ha rpas Bo OKeaHOT BO KOj Cé € NoZ06po ypeAeHO OTKOSIKY BO TaTKOBMHATA Ha aBTOPOT. HoBa
ATnaHTVAQ ce CMeTa 1 3a NpBaTa Hay4yHa yTonuja, co WTo e NpeABeCcHMK Ha 6rinckaTa Bpcka
Mery HayuHaTa paHTaCcTUKa W yToNMjaTa WTO HAjMHOTY Aoara A0 M3pa3 BO ABAeCETTMOT BEK.
Bo cnyuajoT Ha The Blazing World (o6jaBeH 1666) oa MaprapeT KaBeHAMLW, CBETOT OA KOj ce
BOOJYLUEBYBA aBTOpKaTa Ce Haora Ha MecTo BO Apyra AMMeH3Mja, TaMHCTBEHO NMOBP3aHO CO
HaWMoT CBeT HeKaae Bo 65113mHa Ha CeBepHUMOT Mon. BepojaTHO eAHO 04 Hajno3HaTUTe Aena
04 0BOj BMA e lynimBeposuTe natysarba (1726) Ha LloHaTtaH CBMdT, BO KOe npu NocieaHOTo
natyBarbe, [yrMBep NpUCTUIHYBa BO 3eMjaTa Ha XyMHaMUTe (Ha aHINIMCKK, MOCTojaT HEKOSTKY
Bep3un Ha nsrosop Ha Houyhnhnms), paca Ha pauVOHaNIHM KOHW KOW XKBeaT BO crlora,
6paTCTBO M MefycebHa MOYUNT, Kako LWTO My packaxkyBaaT AoMaKkuHUTe. OBOj CBET € HaBUAYM
coBplleH 6uaejkn o4 Hero ce efIMMUHUPAHW HEraTUBHUTE acneKTW Ha CBETOT BO KOj XKMBees
CBUMT: BOjHUTE, BoSecTUTe, CMpoMaliThjaTa, MapuTe, asIkoXosloT.

Hekaze npu KpajoT Ha OCYMHaeceTTMOT U MOYETOKOT Ha AEBETHAeCeTTMOT BEK BO
YyTOMUCTUUKMTE Aena ce peddrieKTUpaaT U CMEHETUTE HaUMHW Ha pa3MUCITyBarbe: pa3BojoT
Ha HaykaTa 1 Ha naenTe NpUAOHeCyBa AO 3rofleMeHa HaAeX AeKa CBETOT MOXe Aa Ce CMeHMU
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KOH noao6bpo. Co Taa MAeja 3aNoYHyBa 1 epaTa Ha yTONUUTE WTO Ce CrlyyyBaaT He Ha ApYyro
MeCTO, TYKY BO HaWIMOT CBET, BO MAHMHATA (BO aHMIMCKOTO jasM4YHO MoApadyje HapeKyBaHU U
euchronia) BO koja € MOCTUIHAT TaKOB HAaNpPeAOK LWTO JyIeTo XKMBeaT CPEKHO 1 3aJ0BOJSTHO.

Mery npsuTe yTonnu o4 oBoj BUA e loanHaTta 2440 (o6jaBeHa 1771) Ha Jlyj-CebacTujaH
Mepcue. LLiemaTa WTO ja BOCNOCTaByBa Mepcue 1 Koja ja crieAaT v MHOTY MOAOLIHEXXHWN yTONNU
e CfleAiHaBa: HapaToOPOT KOj € COBPEMEHMK Ha aBTOPOT, Ha HEKAKOB HaUMH (HU3 ciinerbe, Co
BPEMEHCKA MallMHa UM HeKaKBa TauHCTBEHA MNOpTa) CTUTHYBa BO MAHMHATA, Kaje WTo,
CJINUHO KaKOo BO YyTOMUNTE OA MPEeTXOAHMTE BEKOBU, FO MpeYeKyBaaT XUTENNTE CNpeMHU Aa
My ro o6jacHaT OMLTEeCTBEHMOT NOPEAOK BO HMBHATa 3eMja. YTOMUCKUTE efieMeHTH Kaj Mepcue
ce rneAaar BO TOa WTO HeEMa CMpOMaLUTUja, JIYFeTo He Ce CYETHU HUTY JTakOMMW, CUTE Ce rpuKaT
33 ONWTOTO A06PO, a HE 33 CONCTBEHUTE MHTEPECU, a TPALOBUTE CE YNCTU, CO WIMPOKM YIINLMN,
LoJeKka obrekaTa Ha CUTe e CJIMYHA U HUKOj He Ce MCTaKHyBa HUTY Nno obrekaTta, HUTY Mo
6oraTtcTBOTO.

CnnuHa wema kopucTtaT 1 Easapa benamu n Bunnjam Mopwuc. Bo Looking Backwards
(1888) Ha benamu, HapaTopoT o4 1887 roamHa ce 6yam Bo 2000 roamHa, a HeroBMOT AOMAKNH
My objacHyBa Kako ce TpaHccopmupana AMepuka. Bo ytonmjaTta Ha benamu Beke Hema
cMpoMallThja, cuTe ce BpaboTeHN 1 cnTe JobmBaaTt eaHaKoB Aen oA npocuToT. Mopuc, nak,
BO CBOjaTa yTonuncka Busnja News from Nowhere (1890), Bo Koja HapaTopoT ce 6yAn HeKOSKY
CTOTUHW FOAVHM BO MAHWHATA, ONULLIYBA CBET BO KOj LIMBUIIM3ALLMjaTa € HanyLITeHa BO NpUSIor
Ha NpubMXKyBarse Ha YOBELITBOTO A0 NpUpoAaTa: flyfeTo TaMy ce cekorawl JbybesHu, 206po
pacrosioXeHu, BeCcenn — Hema CMpoMalLTUja, HO HeMa HY HanpeAoK, HM MHAYCTpujanu3aumnja,
a cuTe paboTaT He 04 06BpCKa, TYKY 04 3a40BOJSICTBO.

X. L. Benc co ronem aen oa cBonTe poMaHu — 04 KoU MOxebu Hajro3HaT e BpemeHcka
mawmHa (1895) — e NpmMep 3a NpeoaoT Mely 0BOj BUA COBPLUEHM OMNWTECTBA BO MAHMHATA U
3aCTpaLlyBauKKM OMNWTECTBA KOM Ce MMeHYBaaT co 360poT AucTonuja (MM aHTUyToNMja — oBMe
TePMWHM HeKorall ce KOpUCTAT KaKo CMHOHMMU, MaKo cé norosiem 6poj TeopeTuyapu npasaT
AVCTUHKLUMjA MEFY HUB), MPaYHW BU3MM Ha MAHMHATa, BO KOW € BOCMOCTaBeH TOTannTapeH
peXuvM 1 Brasee CTpaB 1 NeciMm3am.

Mako 6pojoT Ha ANCTOMUCKM AeSa e rofeM, HajMHOTy CMTOMHYBaHM BO KHXKEBHaTa Teopuja
M KPUTUKA U HajueCcTo NOBP3yBaHM CO MOAEMOT Ha halM3MOT M1 CTaNIMHMU3MOT ce Hiue (1924)
Ha EBreHunj 3amjatuH, Xpabap Hos cBeT (1932) Ha Anaoc Xakcnv v Unjaaa AeBeTcToTUHN
ocymaeceT v yetspta (1949) Ha Llopy OpBen. Mako oBre TpyM poMaHM YecTo ce CMOMHYBaaT
BO 3aeAHNYKWN KOHTEKCT, pa3siIMknTe Mery HUB ce rofieMn: JoAeKa, Ha npumep, Xakcnm
MCKa)KyBa CTpaB 0J nperosieMnoT nmnbepansam 1 pa3BojoT Ha MOTPOLLYBAYKOTO OMNWTECTBO BO
Amepuka, cTpaBoT Ha OpBen e HacoUYeH KOH HeraTMBHMUTe NOCeANLM O BOCNIOCTaBYBaH-eTO
TOTaNIMTapPHU PEXNUMU N OA3EMaHbe HA crloboaaTa Ha yreTo.

MpuunHUTe 3a TpaHcdopmMaumjaTa Ha »kenbaTa 3a COBPLIEHO OMNWTECTBO BO CTPaB 04,
COBPLUEHOTO OMLITECTBO C& MHOTYOPOjHW, a F1aBHO Ce A0SIXKAT Ha UCTOPUCKUTE U MONTNTUYKNTE
cNnyuyBarba BO MpBaTa MOSIOBMHA Ha ABAECETTUOT BEK, NMPeA Cé ABeTe CBETCKU BOjHU, WTO
JL0BeAyBa M A0 LeslocHa NpoMeHa Ha CTpyKTypaTa Ha yTonuuTe, ako ro 3eMemMe noumoT
,yTOMnMja“ Kako onwT TEPMUH 3a CUTe BUAOBU YTOMUU — N YTOMUU, N AUCTONUN, U APYrUTe
noA>xaHposWw. /IMeHo, MecTo CoBpeMeHMK W corparaHVH Ha aBTOpoT/KaTa Koj maTyBa Ha Hekoe
ApYro MecTo UIn BO APYro Bpeme, ANCTOMMUTE 3a CBOj MPOTAarOHNCT MMaaT rpafaHuiH OA
CaMOTO AMCTOMMCKO OMWTeCTBO. HajuecTo NpoTaroHUCTOT U He 3Hae HULLTO UJTN 3Hae MHOryY
MaJIKy 3a TOa Kako 13rneAarn cBeToT npej Aa 6uAe BOCMOCTaBEHO OMLTECTBOTO BO KOE XMBee.

Jloneka BO npBaTa NMOSOBMHA Ha ABAaeCceTTUOT BeK AOMWHMpaaT ANCTONUUTE, BO
ceayMAeceTTUTe Ce NojaByBa NPecBpT, CO HEKOSIKY MO3HATU YTOMMUCKN POMaHM HanuiuaHm
0/, aBTOpU CO naen 6nnckn Ao peMmnHM3MOT 1 HoBaTa nesuLa. Bo 0Boj KOHTEKCT MOXe Aa ce
crnomMeHe poMaHoT The Dispossessed Ha Ypcyna ne suH, Woman on the Edge of Time Ha Mapu
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Mupcu, The Female Man Ha LloaHa Pac uTH. PomaHoT Ha Jle BuH, Ha npumep, ce oABMBa Ha
ABOjHMOT CMCTeM NaHeTn Ypac n AHapec, npu WTo creabeHnLmMTe Ha peBostyumoHepoT O4o
emurpmpane Ha AHapec 1 U3rpaansie COBpLUeHO OnwTecTBo. lako BO pOMaHOT AOMUHMpa
HayUHOaHTaCTUUHNOT efIeMEHT, Ha e4HO NOCMMOOSTIMUYHO HMBO Ce 3aberieXxxyBaaT BPCKMU
€O NoNIMTMYKaTa CUTyalmja BO CBETOT 04 cerawHocTa Ha Jle IBUH, KojalwTo aBTopKaTa oCcTpo
ja KpUTKNKYBaA, MICTOBPEMEHO M3Pa3yBajKN 1N yBepyBakbe AeKa MOXe Aa Ce BOCMOCTaBW, ako He
COBpLUEHO, Torall cekako no4o6po onwTecTBo.

lMoNHTEeH3MBHMTE COMHEXM BO ONCTAHOKOT Ha yTonujaTta ce n3pasysaaT BO CJiIeAHNTe
JeLeHnn, a yTOMMCTUYKMOT XKaHp ce TpaHcdopMupa, CNopes HeKOW KpnTuyapu Aypu v Ao
Henpeno3HaTAMBOCT. [leHec, BO paMKMTe Ha KpUTUUKMTE AUCKYCUM 3@ yTONNUTE, NocTojaT
MHOry AnriemMu 3a Toa Aasiv NOCTanoKaIMNTUUHMTE BU3UM KoM He 360pyBaaT 3a co3jaBarbe
COBpLUEHO OMNWTECTBO BOOMIWTO 61 Mpunarane Bo XXaHPOT yTonum (kako wTo ce Matot, 2006
Ha Kopmak MekapTun nnu ounmosute The Day After Tomorrow, 2004; | am Legend, 2007, n
rosfiem 6poj Apyru) Unu KHUrMTe 1 hnIMOBUTE BO KOW A€jCTBOTO Ce CJTyuyBa BO MAHMHATA, HO
CMeHeT e CaMO HeKoj acrekT 0/, CBETOT (Ha npuMep, Aa CIOMHAaM Camo ABa 04 MHOTy6pojHUTe,
ManumnHckn nssewTtaj Ha dPunun K. Ank nunv Hukoraw He me HanywTaj o4 Kasyo Nwurypo).

Co apyrv 360poBU, MpawareTO € KOJIKY U KOW YTOMUCKU/ANCTONMUCKN eneMeHTH Tpeba
Za Ma eHO Aer1o 3a Aa ce BOpou BO KaTeropujaTta yTonuu. AKo Kateropmjata € npeMHory
rekcnMbuHa 1 WKpoKa, U MOXe Aa Fo BKJTyUM CeKoe AeNo CO HEKaKBa 3aMmCIa 3a co3jaBarbe
noaobap NpocTop, Aypu M Kora HaCTaHUTE Ce CrlyuyBaaT BO CErawHoCTa, U1 MOXe Aa ro
BKJTyuU CeKoe Hay4HohaHTaCcTUUHO Aefo, 6e3 ornea Aann 360pyBa 3a Hanop KOH co3aBarse
COBpLIEHO OMNwWTeCTBO — TOrall KaTeropusaumnjata 6u ja nsrybuna ceojata cmmcna. Ako e
npekpyTa, Toraw Tyka 61 npunarane camo ¥Tonuja Ha Mop 1 yliTe HeKosKy Aefa WTo ce
MHOFY CIIMYHU Ha Hea. Oco6eHO ce CTakHyBa PakTOT LUTO BO MOHOBUTE KHUMM U (pUIIMOBU
He ce 3abere)KyBa TakBa NMOCBETEHOCT Ha MAejaTa 3a CO3JaBarbe e/JHO LIeSTOCHO COBPLUEHO
OnwTeCcTBO, BO BUA Ha MOJES, Kako WTo e YTonuja.

M nokpaj coMHexuTe aeka yTonmjaTa AOLWIa 4O CBOjOT Kpaj, Cenak, Kako LTO MCTaKHYBa
HoBuua MNeTpoBuK, HeoAdaMHelwHaTa cTyamja Ha Ppeapuk Llejmuncon Archaeologies of the
Future nokaxkyBa Aeka VMa ,rnacoBu BO MOSIUTUUKATA JleBMLLA C& ylITe NMOCBETEHU Ha
CNpOTUBCTaByBakbe Ha TBPAEH-ATa A€Ka YTOMUCKUTE COHULITA Ce NMOSINTUUKN 6eCKOpUCHN®
(2014: 655). MHory6pojHuTe HajHOBM UcTpaxkyBarsa (D. MiloSevi¢, M. Cuk, A. Johns, N. Petrovi¢,
A. Dodeman, M. Zivkovi¢) Ha cOBpeMeHVTe poMaHU 1 TEOPUCKM CTYANM MOBP3aHU CO YTOMMUCKM
MAen yKaXKyBaaT Ha Toa AekKa TOKMY CMIPOTUBHOTO € CIyyYaj.

KeHeT Pomep (2010) ja aaBa cBojaTa paboTHa AeduHMLMja 3@ Toa WTO € KHVKEBHA
yTonuja: ,AeTarieH HapaTUBeH OMUC Ha 3aMUCIIeHa KynTypa — (OUKTUBHO AEJ10 WTO ro
MOKaHyBa UMTATENOT NPeKy JIMKOBUTE Aa UCKYCWU anTepHaTVBHA PearHOCT WTO ja KpUTUKYBA
HeroBaTa/Hej3MHaTa peasyiIHOCT CO OTBOpaHbe MHTENEKTYaTHN Y eMOLIMOHAMHN NpOCTOpU
WTO rv oxpabpyBaaT UMTaTeNUTE Aa MV FefaaT peasIHOCTUTE U MOTeHUMjannTe Ha HUBHUTE
KYNTypu Ha HOBM HaunHK“ (Roemer, 2010: 79).

XXVBOTOT Ha HalaTa nyaHeTa OBO3MOXYBa MJI0AHA MOYBA 3a YWTe MHOMY FOANHMN
YyTOMNCTUUKO pa3MuncyBarse. AKO ja 3eMeme npeasua AecbrHuLmMjaTa Ha Pomep, yTonumnTe
LITO He Ce AAaAEHWN KakKo KOHeUYeH MOJAeES 3a CTPYKTypuparse Ha COBPLUEHO OMWTECTBO, TYKY
ce HapaTMBEH OMWUC Ha 3aMUCIIeHa KY/ITypa OTBOpeHa KOH MOCTOjaHO BKJyYyBarse HOBM
npomMeHu (aenata Ha Jle I'BuH, Mupcn nnu Pac, uecTto aHanmsnpaHn 1 o4 PeMUHUCTUUKIN
acneKT); NOCTaNoKaIMNTUUHUTE KHUTU 1 PUITMOBM KOW ja KPUTUKYBaaT HalaTa peasiHOCT
npeky npeaynpeayBakbe Ha MOXHaTa KaTacTpodanHa MAHWHA aKo He ro M3MeHUME CeralHoTo
OnycToLlYyBaH-e Ha NJlaHeTaTa, a HeKorall BK/y4yBaaT 1 efleMeHTU Ha ekoslorvja (pomaHnTe
Ha bap6apa KuHrconsep, AmuTas low, K. C. POBMHCOH); KHUTMTe 1 UIIMOBUTE KOW OTBOpaaT
AVCKYCUW 33 NOTeHLMjaTHW KITOHMParba UM CUCTEM Ha Ka3HyBakbe Ha 3/10CTOPHULMTE Npej,
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Jla O M3BpLUAT 35T0CTOPCTBOTO (HuKoraw He Me HanywTaj nnn ManumHckm 13BewwTaj) — nako He
JaBaaT MO Ha COBPLUEHA 1 CPeKHa MAHWHA, Cenak cnaraaT Bo yTonMcTMUKaTa NnTepaTypa:
ro nokaHyBaaT UMTaTesnoT Aa UCKYCW anTepHaTUBHA PeasiHOCT, Kako WTo Besiv Pomep, co
OTBOpaH-e MHTESEKTYaTHU M eMOLIMOHANHW NPOCTOPM WITO I oXxpabpyBaaTt umTaTenuTe Aa rv
rrneAaat peasiIHOCTUTe U NOTeHUMjanuTe Ha HUBHUTE KYNTYPY Ha HOBU HAUMHW, OAHOCHO '
HacouyBaaT pa3MUCITyBarbaTa Ha UNTaTENUTE U rNeAaunTe KOH Co3/aBarse Noso6pa MAHMHA.
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Clones are Humans: Dystopian Elements in Never Let Me Go by Kazuo
Ishiguro

Introduction, research objectives and methodology

Establishing one’s identity through memory in a world that does not recognize either that
person’s identity or their memory is a theme substantially explored in Kazuo Ishiguro’s Never
Let Me Go (first published in 2005). Various aspects of identity, memory, loss, trauma and lack
of resistance have therefore been examined and discussed by critics (Teo 2014; Matovic¢ 2017,
Kakutani 2015) in regard to this and other novels by Ishiguro.

Although Never Let Me Go does include certain utopian elements, most notably the fact
that its protagonists are clones, most critics do not categorize it as belonging in the utopian (or
more specifically dystopian) genre'. The reason for this is that the novel is concerned with human
experience as we know it, and does not portray a future world in which the landscape has greatly
been altered in comparison to the one that exists in the present, but rather portrays an alternative
reality which largely resembles the present, with a single, yet essential, difference from our own
world. Consequently, its dystopian elements have seldom been discussed. Indeed, Never Let Me
Go is not, strictly speaking, a dystopian novel in the tradition of dystopian narratives that focus
on political issues of totalitarian societies and their power and control over people’s private lives.
Yet, dystopian elements are an essential part of the novel. This research paper explores and aims
to identify and foreground the dystopian elements of Never Let Me Go in the context of identity,
memory and lack of resistance, since the connection with the dystopian tradition may shed light
on these aspects, as well as on a recurring question in regard to the novel: why do the clones seem
to accept their destiny without opposing it.

There is a deep paradox in the setting and characters in Never Let Me Go. In the description
of their life in the boarding school, the Hailsham students seem privileged — the narrator Kathy
H. herself assumes that others see her as coming “from Hailsham or one of the other privileged
estates” (Ishiguro 2006: 4); in her article “Sealed in a World That’s Not as It Seems” in The New
York Times, Kakutani claims that at first sight, the Hailsham students seem “like any other group
of privileged boarding school students” (2005). How does Ishiguro manage to make this group
of students, the protagonists of his novel, seem privileged despite the fact that they represent
precisely an unprivileged group of people — clones whose only purpose is to provide organs for
other people and whose lives therefore end by their mid-thirties at the latest, in most cases even
before they reach thirty? Why have they failed to show resistance to their position and fate? What
are the implications of the technological development on the world created in the novel?

These are some of the questions that this research aims to explore in the context of the novel.
The thesis that this paper attempts to examine and substantiate is that Never Let Me Go contains
numerous dystopian elements — even if they are not foregrounded — which can contribute further
to the understanding of the themes of identity, memory and lack of resistance. The following
aspects will be analysed: (1) the isolation of the clones from the rest of society because of lack
of opportunities for social mobility; (2) the human nature of the clones through their attempt to
assert their existence and their quest for identity by means of individual and collective memory;
(3) the consequences of technological progress in the world established in the novel. Each of these
aspects will be discussed in the context of various utopian narratives in order to examine whether
Never Let Me Go can be placed in the utopian tradition; and, if so, how may the utopian elements
provide insight into the mentioned themes of identity, memory and lack of resistance. Previous
research on the novel will be placed in the context of the specific aspects discussed.
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Lack of social mobility: isolation of the clones from the rest of society

The narrator of Never Let Me Go is Kathy H., who describes herself as a thirty-one-year-old
carer. What exactly is a carer is not so clearly explained in the beginning of the novel, but gradually
readers come to realize that she looks after organ donors. The story is set in an alternative England
in the late 1990s, the time in which Kathy starts her story. Soon enough, however, she goes back
in time in order to explain how she ended up in her present situation. Her memory of the Hailsham
boarding school slowly reveals that Kathy, as well as the donors she looks after, are clones. This is
not explicitly revealed to Kathy and her friends, and it is hinted at only through the fragments of
Kathy’s memories, which eventually compose the larger picture from the disunited pieces scattered
through the narrative.

The clones are completely separated from the rest of the people in the society, resembling a
distinct social class in a hierarchical class division. This is presented in the novel with great subtlety,
and the difference between people and clones “is brought into question by Kathy’s narrative, whose
strategies prevent us from establishing strict boundaries between us and them” (Matovic 2017: 42).
However subtly presented, the distinction does exist, and this kind of a division between various
groups in the society of the novel’s world has its predecessors both in reality and in the utopian
tradition. To relate it to previous utopian visions, it can be underlined that this kind of a division
is one of the two opposite poles of utopian imagination in terms of what would make a society
function successfully: on the one hand are societies in which everyone is equal, and on the other,
societies in which there is strict class distinction.

The former are represented by utopias such as Thomas More’s Utopia or Edward Bellamy’s
Looking Backwards, in which all people are equal, have access to the same resources, the working
day is the same for all, everyone takes turn in jobs that are difficult. On the other hand, certain
utopian works are based on the idea of a strict class division: in Plato’s Republic, people belong
to one of the three categories (four, including the slaves): Rulers, Auxiliaries and Workers. This is
a society with no social mobility since each category has a role to fulfill, and is only a piece of the
mechanism that contributes to the existence of the state. Such strict class distinction is also present
in H. G. Wells’s The Time Machine and The First Men on the Moon, and is especially highlighted in
the dystopias of the twentieth century. In Aldous Huxley’s Brave New World, the separate classes:
Alphas, Betas, Gammas, Deltas and Epsilons are even created through genetic manipulation, as
the D.H.C. explains to the students arriving in the Hatchery (Huxley 2006: 6). Thus, each class has
inherently different physical and mental abilities concomitant to the work they are supposed to
perform in society, which makes it virtually impossible for them to move from one class to another.
Such an impossibility to transfer to another category of citizens, in this case women, is also present
in Margaret Atwood’s The Handmaid’s Tale, although not by genetic manipulation, but by the laws
of society. All women in the novel are marked by the colour of their attire, and are therefore easy
to spot — a convenient device for the government to control their movement.

Never Let Me Go is certainly in line with this latter tradition of class division. The story is told
from the perspective of a clone, and it is clear from the beginning that there is no social mobility
in the society of the novel, no transference from the category of clones to the world of the other
people (in the novel, the other people refers to those who are not clones). Similarly, as in Brave
New World, this is established through genetic engineering. The clones have been created from
the genes of other people. This fact itself establishes from the outset such an insurmountable
difference that whatever the clones do or achieve, they can never belong to the world of the other
people. No amount of education, invested effort or the artistic work they are dedicated to can alter
this situation, since the difference is already prescribed in their genes. This seems to be accepted
by the clones themselves, since they have been taught from young age to know and recognize the
fact that in their twenties they would become organ donors.
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The stark distance between the two categories becomes obvious in many scenes in the novel.
In the very beginning, Kathy H. says that even though she has been a carer for over eleven years,
“they want me to go on for another eight months”, and just a little later she comments on the fact
that “they’ve been pleased with my work” (Ishiguro 2006: 3) and therefore let her choose donors.
“They”, as it is later revealed, are the people who are not clones. “They” are the ones who have
the power and the authority to make decisions; Kathy and her fellow clones are the ones who
obey and implement the decisions, and who never have the power to decide. Later, through her
happy memories of her life in Hailsham — one of several boarding schools for clones throughout
the country — with the other students, especially her best friends Tommy and Ruth, what seems as
a usual opposition between teachers (called guardians) and students is presented. However, the
fact that the guardians can leave Hailsham and go to their private lives after the classes, whereas
the students have nowhere else to go, do not have families and are not allowed to leave Hailsham,
establishes the great gap between the guardians and the students. This is not simply a difference
between those who teach and those who are taught; it is a difference between those who have
freedom and choice, and those who exist only to serve others.

In several scenes, when they go on a journey to look for Ruth’s “possible” (the person she
was cloned from), they comment on the behaviour of the people from the outside world, which
betrays lack of understanding of how it functions, as M. John Harrison notes: “The clones look
at the society that made them, failing to understand its simplest social and economic structures”
(2005). This contributes to the understanding of why the clones cannot rebel — namely, they only
know how their own closed world functions and, before traveling outside of the cottages, they had
not been in touch with the outside world. Therefore, they do not have a reference point against
which to measure how desperate their situation is.

Another visible reminder that the clones are distinct from the rest of society and cannot
belong to it is the over-emphasised concern for their health, which is a motive also present in
The Handmaid'’s Tale, and for much the same reasons: they have a task to perform in society. In
The Handmaid’s Tale, Offred and the other handmaids are taken to medical examination once a
month to check if they are healthy and can bear children, since bearing children for society is the
only purpose in their life, as prescribed by the Republic of Gilead. Additionally, they have to eat
only healthy food: “Healthy food. You have to get your vitamins and minerals, said Aunt Lydia
coyly. You must be a worthy vessel. No coffee or tea, though, no alcohol” (Atwood 2017: 74).
The Hailsham students are not tasked to bear children, but just as in Atwood’s novel, their life
has only one purpose in the society, and in their case, it is to provide healthy organs. Therefore,
similarly as in The Handmaid’s Tale, Kathy and her friends in Hailsham “had to have some form of
medical almost every week” (Ishiguro 2006: 13). And similarly, they were not permitted to smoke
or do anything that would harm their health. It is ironic that while the guardians and doctors at
Hailsham show great concern for the students’ health, which makes them parent-like figures to the
parentless children, their motive for doing so is purely to deliver healthy organs to clients who would
potentially need those organs. This makes the whole overprotection and exaggerated concern for
the students’ health seem only a business investment: in this sense, the guardians belong to the
class of people that are able to act, while the students are dehumanised as they belong to a class
of objects to be purchased in an exchange of goods.

The discrepancy between these two classes eliminates all opportunities for social mobility —
thus, the clones are forever trapped in the class they belong to, without any possibility of avoiding
early death. There is a deep paradox at the heart of this division: the enormous gap between
the two classes is never explicit in the novel, it is something readers can infer from the overall
text, whereas the situation seems to be exactly the opposite. Namely, the novel foregrounds the
closeness of the guardians and students, such as in the scenes when Miss Lucy comforts young
Tommy about his bad drawing, or the long and interesting discussions with Mr. Roger who “as
usual, was making us [the students] laugh and laugh” (ibid.: 32). The torturer-victim relation is
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much more subtly presented than in most dystopias, such as George Orwell’s Nineteen Eighty Four
or The Handmaid’s Tale; the friendly guardians who encourage the students to do well in their
education are accomplices in the system that dooms them to death, as Kathy and Tommy find out
more than ten years after leaving Hailsham.

The difference between the clones and the people “from outside” is striking in the contact
with Madame, who twice a year arrives in Hailsham to select the children’s best artistic works for
her Gallery. Madame is the only person who “wouldn’t talk to us and kept us at a distance with her
chilly look” (ibid.: 32), as Kathy remembers in one of the fragmented accounts about her childhood
in Hailsham. Although in regard to outer appearance, the clones look like anyone else, Ruth believes
that Madame is afraid of them. To test this assumption, several children unexpectedly surround
Madame during one of her visits, and Kathy then realises, to her own horror, that Madame was
indeed afraid of them “in the same way someone might be afraid of spiders” (ibid.: 35).

The main difference between the outside people and the clones —the fact that all of the clones
are sterile — comes to light in the episode when Madame accidently sees Kathy dancing with a
pillow in her hands singing the lyrics of the song “Never Let Me Go” that plays on the tape. Kathy
remembers that at that point she didn’t know yet that she could not have children, but she admits
that the episode deeply upset her, and “although | wasn’t to find out its real meaning until years
later, | think | sensed, even then, some deeper significance to it” (ibid.: 70).

Another emphatic scene that foregrounds the isolation and powerlessness of the clones is the
one near the end of the novel when Kathy and Tommy, after Ruth’s death, visit Miss Emily hoping
to be able to defer Tommy’s fourth donation. During Miss Emily’s explanations about the closing
of Hailsham it becomes clear that the only battle between the humans in regard to the clones was
whether the clones should have been be told of their fate during their early childhood, or later, when
they were supposed to give their first donation. There had never been any discussions about the
ethics behind that practice, or ideas to alter it or preferably stop it, and thus protect the children.
Kathy and the other clones have never had the opportunity to make any decisions about their own
life and death, which undeniably marks them as the underprivileged class.

The nature of humans, the nature of clones

The nature of humans is one of the focal points in utopias. “The aim of all utopias, to a greater
or lesser extent, is to eliminate real people,” John Carey says, explaining that the reason for this is
that “[i]n a utopia real people cannot exist, for the very obvious reason that real people are what
constitute the world that we know, and it is that world that every utopia is designed to replace”
(Carey 1999: xii). Then he illustrates this point with many utopian works in which the human
character has been greatly altered. Louis-Sébastien Mercier’s taxpayers, who happily and willingly
give their money to the state because they are unselfish and concerned much more with the public
good rather than with the individual good are typical in this regard, as Carey points out (ibid.:
160). Bringing the human nature to a certain extreme continues in dystopias as well, although
clearly, dystopias strive to show the opposite: the negative sides of humans become much more
prominent there. Thus, in Orwell’s Nineteen Eighty-Four and Atwood’s The Handmaid’s Tale,
the representatives of the governing structure torment those who may pose potential threat.
In Nineteen Eighty-Four, the members of the Thought Police physically torture Winston Smith
without any trace of remorse because he has tried to join The Brotherhood against Big Brother. In
The Handmaid’s Tale, cruelty is unleashed and empathy is almost completely eliminated among
those in power — the Commanders and their Wives — and the reader witnesses how they do not
hesitate to completely dehumanise Offred and the other handmaids. This aspect, so central to the
majority of utopian novels, is represented in Never Let Me Go with great complexity and intricacy,

° 18



Busuja, TpaHccopmaumja : YTonuum, ANCTONUK 1 APYT 3aMUCTIEHIN CBETOBM KanuHa Manecka

so that neither the clones nor the other humans are recognizably different from the people of our
world. In fact, the human identity of the clones, their memories, apprehension, love, sadness are
so much like the human identity familiar to the people of the contemporary world that perhaps
this is one of the main reasons why Never Let Me Go has seldom been discussed in the context of
dystopian fiction. However, raising questions about what constitutes human identity and exploring
the nature of clones in this context place the novel in the dystopian tradition.

Kathy and her fellow students resemble much more the people familiar to us than most
characters (other than the protagonists) in utopian fiction. Yet, they do share some specific traits
with characters from several dystopias that had spent their youth in a time before the dystopian
society was established; and they also have certain traits as a consequence of their circumstances,
which is also the case with other utopian characters.

The Hailsham children have experiences and characteristics comparable to those of the people
of today rather than characteristics more typically found in utopias, such as Mercier’s taxpayers or
Atwood’s fanatics. Kathy remembers an event at the time she was about eight, when Ruth, acting
as a leader of a group of several girls that Ruth calls the secret guards, claimed that some of the
guardians made a plan to abduct their favourite guardian Miss Geraldine. This childish game goes
on for some time and the girls soon act as if it is true although they are at least vaguely aware that
it is imaginary, just as is the case with most games of children of that age. Kathy also remembers
another event from the time they were about twelve: a few girls were watching the boys playing
football and making fun of Tommy. Tommy had frequent tantrums because of that, which made the
boys mock him even more. The boy’s bullying of Tommy and Tommy’s tantrums, Ruth’s laughter at
what the boys were doing and her statement that it’s cruel but it’s Tommy’s own fault because “[i]
f he learnt to keep his cool, they’d leave him alone” (Ishiguro 2006: 10), Laura’s comic imitation of
the others children’s facial expressions, as well as Kathy’s concern about Tommy because she likes
him —are all part of growing up together in any boarding school. Later, as they grow older, the fact
that Kathy and Ruth are so different brings their close relationship in several crises, typical of the
teenage years. Kathy is more introspective and more careful not to hurt other people’s feelings,
whereas Ruth has a strong desire to be popular. The tensions between become more frequent
additionally due to the fact that they both like Tommy. As they grow older, however, move to the
cottages at the age of eighteen, they become more mature and a calmer atmosphere predominates.
Here, Tommy finally dedicates himself to drawing the small, densely detailed imaginary animals,
which become an important part of his identity in his life in the cottages and after. Discussing
memory of Hailsham in the novel, Yugin Teo points out that the creation of Hailsham and a few
other institutions “brought ethical questions about cloning to the fore” (2014: 76) because they
were different from the terrible conditions in which the clones had been raised in the alternative
history of England from the middle of the twentieth century on. Hailsham “encouraged the students
to produce their own works of art, and then exhibited these works to influential people around
the country, insisting that the clones were in all aspects fully human” (ibid.: 76). As Teo and the
novel itself show, all relations, quarrels, desires, talents of the clones are recognizable human.

The human identity of the clones also comes to light when compared to the humans in a few
dystopian novels. It is significant that Kathy is similar only to those characters that had spent their
youth in a time before the dystopian society was established, such as Winston Smith and Offred,
and, in fact, there is a very strong resemblance between these three characters in several aspects.
Nineteen Eighty Four and The Handmaid’s Tale take place in the near future, and the dictatorial
societies they live in were established at a time when the protagonists were younger (Winston was
a child, Offred was just a few years younger than she is in the opening of the novel), so they both
have memories of the life before. Having no family and no friends, they desperately want to share
with someone, with a person who hopefully thinks like them, their perspective that something is
wrong with the society they live in. Winston starts writing a diary at a risk to his life, while Offred,
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as the end of the novel reveals, has taped her story secretly. The “someone” they both address
their stories to is not a person they know, it is simply a hope that a likeminded soul will somehow
find their testimonies, and this gives them comfort that their lives are not meaningless.

Similarly, Kathy tells her story to someone; it appears that she talks to a person directly, to
another carer, but that person never responds in the course of the novel, so it can be concluded
that Kathy most probably imagines she is talking to someone, hoping, just like Winston and Offred,
that a likeminded soul will hear her, which would give comfort to her life that is soon to end. Her
address to the unidentified person comes in fragments: “I know carers, working now, who are just
as good and don’t get half the credit. If you’re one of them, | can understand how you might get
resentful [...]” (Ishiguro 2006: 4), Kathy says at the beginning of the story. Later, talking about
the collections the children made at Hailsham from the things they bought with tokens, Kathy
addresses her potential listener: “I don’t know if you had ‘collections’ where you were” (ibid.:
38). These statements compose only a small part of the sentences in which Kathy remembers
her past, but they are significant because they clearly show that she wants to make her presence
felt, recognized by someone else, which would confirm her identity. The person addressed is not
known although statements such as “I don’t know how it was where you were, but at Hailsham
[...] (ibid.: 13)” indicate her wish that the person listening to her would also be a clone, like herself,
raised in a similar boarding school. If someone knows her story, she feels her memories would go
on, and not be lost along with her upcoming death. This is also the case with Winston Smith, who
wonders who he is writing the diary for and tries to find an answer: “For the future, for the unborn”
(Orwell 1989: 9); and with Offred, who attaches herself to the message carved in the cupboard
by a previous handmaid, because they both share the hatred towards the regime even if they have
never met, which shows that the story she tapes can likewise be a message sent into the future
and received by someone who can understand. This similarity between Kathy, Winston Smith and
Offred of sharing their stories and perceptions is certainly a strong indication of the link of Never
Let Me Go to the previous dystopian tradition.

The third point about the nature of humans is related to how human behaviour is shaped by
circumstances. In utopias such as More’s Utopia or Atwood’s The Handmaid’s Tale, the continuation
of human species is important and, in the case of Atwood’s novel, the rapidly declining birth rate is
in fact the reason for the establishment of the Republic of Gilead. In such societies the authorities
practice utmost control to pairing off male and female members of society, and reproduction is
seen as the only reason for having sexual intercourse.

It is understandable, then, that among a group of people who are created solely for the purpose
of organ donations and whose reproduction abilities have therefore been eliminated, free sex is
practiced. This is contrary to the above mentioned (and many other) utopias, in which free sex is
sanctioned, precisely because of the different circumstances. Relationships in Never Let Me Go
are not meant to be meaningful, long lasting or strong. While the clones are in Hailsham or the
cottages, they are free from a relatively young age to engage in sexual intercourse with various
partners. This has eliminated the notions of faithfulness or jealousy. Thus, while Kathy seems to
be in love with Tommy throughout the novel, she also loves Ruth as her best friend, and does not
seem to mind, or at least never recognizes explicitly, the sexual relationship between Tommy and
Ruth. It is completely normal to everyone in Hailsham and the cottages that once Tommy and Ruth
break their relation, Tommy and Kathy will become partners, and none of them are concerned about
ethical issues usually attached to intimate relationships. This aspect is convincing in the described
circumstances in which they grow, and may be compared to Brave New World, where, similarly,
free sex is practiced without any of the recognisable “moral” constraints, since reproduction takes
place in laboratories and not through intercourse, and the standard is so high that people are
interested in satisfying their various desires rather than limiting themselves to only one partner.

Many narratives in the utopian tradition describe transformed human nature, whether for
better or for worse; while in Never Let Me Go the clones have identity that is deeply human rather

° 20



Busuja, TpaHccopmaumja : YTonuum, ANCTONUK 1 APYT 3aMUCTIEHIN CBETOBM KanuHa Manecka

than transformed despite their genetic transformation. Yet, Isiguro’s novel is equally focused on
exploring the human nature, just as other utopias, through the attention to the relations between
people/clones, sharing memories with potential listeners and examining the dependence of human
behaviour on circumstances. The comparison with characters from other dystopian works, such as
Winston Smith and Offred, are especially relevant for this point because they display that human
nature cannot easily be destroyed even under difficult circumstances. “It’s about the steady erosion
of hope. It’s about repressing what you know, which is that in this life people fail one another,
grow old and fall to pieces. It’s about knowing that while you must keep calm, keeping calm
won’t change a thing” (Harrison 2005). Both Nineteen Eighty-Four and The Handmaid’s Tale are
predominantly about erosion of hope (Nineteen Eighty-Four even ends with utter hopelessness),
about how people fail one another and fall to pieces (Winston and Julia), and about the futility
of staying calm (Winston and Offred). This shows that although Harrison does not refer to other
utopian works in the article “Clone alone”, his statement certainly reveals how closely the novel
is related to the above-mentioned characters from dystopian fiction.

New, technologically developed world

Technology is certainly one of the most recurring and most prominent elements of utopian
fiction, which is understandable taking into consideration that their setting is the future. According
to Vieira, “scientific and technological progress which, instead of impelling humanity to prosper,
has sometimes been instrumental in the establishment of dictatorships” (2010: 18) is one of the
ideas that are frequently encountered in dystopian discourse. The frightening consequences of
technological advancement are strikingly evident in the artificial production of five grades of human
beings in the hatcheries of Brave New World — they are all clones from a limited number of eggs.
Huxley’s dislike of technology is also visible in the ironic reference to Henry Ford’s legacy of mass
production, which makes the clones of the future call the notion of their supreme being “our Ford”
(based on “our Lord”), as well as in the sexual promiscuity which is enabled by the mass production
of contraceptives, an aspect that is clearly meant to have negative connotations in Huxley’s novel.

Fear from technological development is not unique to Huxley. Exploring various works of
science fiction and dystopia, Evie Kendal has noticed that “while there is great potential for
utopian sf to promote balanced discussion of the ramifications of technological development on
society, at present its use predominantly favors a socially conservative political agenda” (2015:
90). She illustrates this through discussing Brave New World, Mary Shelley’s Frankenstein and
Andrew Niccol’s Gattaca, which exist “both as philosophical thought experiments and as socially
conservative, technophobic cautionary tales” (Kendal 2015: 90), in the context of bioethics
debates. In Nineteen Eighty-Four, technology is used to crush human freedom and privacy through
the use of telescreens, and in the last few years this fear of technology, so prominent in dystopian
fiction, is also emphasised in numerous dystopian films.

Never Let Me Go departs from this characteristic aspect. Rather than cautioning about
technological development, it actually cautions about fear of technological development. Its clones
are not a threat to society, they are not the frightening ramifications of technological progress.
On the contrary, they are the victims of the human technophobic views. They have been created
through advancements made by scientists in the areas of medicine and technology in order to
promote human recovery from illnesses or injuries. A consequence of this advancement in science,
however, is the creation of human beings — as the novel makes it clear that the clones are deeply
and undeniably human. Fearing the clones as unethical results of technology, the society has
isolated them and, as the end of the novel reveals, has gradually closed down the schools such as
Hailsham, that provided better conditions for raising them. This is explained by Miss Emily, one
of the guardians in Haisham, whom Kathy and Tommy visit in order to ask for deferral of Tommy’s
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fourth donation, as mentioned before.

The closing of Hailsham and similar schools was based on a scandal connected likewise with
fear of technological development. A scientist named James Morningdale experimented with
creating enhanced physical and mental abilities among children, and his work was banned when this
was discovered. “It’s one thing to create students, such as yourselves, for the donation programme.
But a generation of created children who’d take their place in society? Children demonstrably
superior to the rest of us? Oh no. That frightened people.” (Ishiguro 2006: 263). The irony of these
words is lost not only to Tommy and Kathy, but even to the speaker — Miss Emily. The people’s
technophobia, as demonstrated although not understood by any of the characters participating in
the conversion, is profoundly hypocritical: people fear technological development when it seems
to threaten them, but is perfectly acceptable when it creates normal humans who can be sacrificed
in case of need. Neither Miss Emily nor Tommy and Kathy see the unethical dimension in this, but
instead focus on the unethical dimension of the fact that Hailsham and other similar boarding
schools were closed as a result of fear from medical advancements. Miss Emily even goes on to
say how dedicated she and Marie-Claude (the woman the children used to call “Madam”) were
in trying to sustain Hailsham.

Miss Emily reveals her fear of technology by justifying the fact that Marie-Claude was afraid of
the children and assuring them that she was on their side. “‘Is she afraid of you? We’re all afraid of
you. | myself had to fight back my dread of you all almost every day | was at Hailsham. There were
times I'd look down at you all from my study window and I’d feel such revulsion...”” (ibid.: 269).
How unfounded and prejudiced this statement is can be concluded from the fact that the children
look and behave exactly as any other children, so Miss Emily’s and Marie-Claude’s fear is based
only on the awareness that they are clones, not on any characteristics that make them different or
threatening. There is an even greater irony in the explanation of Marie-Claude about why she cried
when she saw Kathy as a child holding a pillow and dancing, and how she interpreted the dancing.

[...] When | watched you dancing that day, | saw something else. | saw a new world coming
rapidly. More scientific, efficient, yes. More cures for the old sicknesses. Very good. But a harsh,
cruel world. And | saw a little girl, her eyes tightly closed, holding to her breast the old kind
world, one that she knew in her heart could not remain, and she was holding it and pleading,
never to let her go. That is what | saw’ [...]

Then she came forward until she was only a step or two from us. ‘Your stories this evening,
they touched me too.” She looked now to Tommy, then back at me. ‘Poor creatures. | wish |
could help you. But now you’re by yourselves. (ibid.: 272)

The irony is stark and yet may escape detection since Kathy as a narrator does not seem to
notice it, in spite of the fact that she is exceptionally intelligent and sensitive. This aspect of Kathy’s
character is also discussed by Sarah Kerr, who points out that the voice that Ishiguro has given to
Kathy “is a feat of imaginative sympathy and technique. He works out intricate ways of showing
her naiveté, her liabilities as an interpreter of what she sees, but also her deductive smarts, her
sensitivity to pain and her need for affection. She has a capacity to grow and love that is heroic
under the circumstances” (Kerr 2005). But even the much more experienced Marie-Claude is unable
to interpret some of the things she sees.

Talking about the scientific, efficient, but cruel world, Marie-Claude does not recognize the
fact that the cruelty is not due to the scientific development, but to the way that development
is abused by herself and the people like her. She does not see herself as responsible for the fact
that the clones are kept for organs, although she is a direct participant in that practice. There are
no indications that Marie-Claude manipulates Kathy and Tommy or that she is trying to justify
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herself. She is simply unaware of her guilt, and constructs an essentially nonexistent dichotomy
between older, less scientific, good world and newer, more scientific, harsh world — which would
make her feel as only a powerless innocent survivor in a world shaped by greater powers. This is
also supported by the fact that, as she says, she feels sorry for them, and wishes she could help
them, as if nothing depended on her. Her perception is so twisted that she interprets Kathy’s
holding of the pillow as attachment to the old and kind world, which is virtually impossible since
Kathy, being a clone, is a representative of a new and kind world, a combination not recognised
by either Miss Emily or by Marie-Claude.

How much all the characters understand only the narrow aspects of the story, the ones most
directly related to them, and fail to grasp the larger picture of the outrageous use of clones can
be seen in the comments they all make about Miss Lucy, who tried to reveal to the children what
their future was going to be like. This is considered too idealistic by Miss Emily, who believes that
by not telling anything to the children at Hailsham, the guardians managed to protect them and
give them happiness. After the conversation, Tommy says that, according to him, Miss Lucy was
right, not Miss Emily, which suggests that there is no option of changing what awaits them; the
only option can be between being informed and not being informed of the outcome.

These discussions with the guardian and Marie-Claude in the final part of the novel greatly
resemble a typical utopian characteristic: almost all utopias include characters that arrive in a new
world, where there is a host, who is an insider and therefore has a much better perception of the
functioning of the world, and introduces them to the society they are in. Hythloday in Utopia and
Julian West in Looking Backwards are but two examples of travelers greeted by a host who explains
the ways of the utopian society they arrive in. In many dystopias, this tradition continues although
somewhat altered: the character who knows there is something wrong with society encounters
someone who, in one way or another, is involved in the way that society functions: the Savage in
Brave New World has an encounter with Mustapha Mond, Resident World Controller of Western
Europe; Winston Smith has encounters with O’Brian, high member of the Inner Party; Offred has
a chance to speak to the Commander, a high member of the governing structures of the Republic
of Gilead. Tommy and Kathy visit Miss Emily and Marie-Claude asking for explanations, which
undeniably the latter in the position of oppressors. In Never Let Me Go, the role of Miss Emily and
Marie-Claude is much more ambiguous and much more difficult to determine. They were guardians
and were treating the children with great care, and are kind to the adult Kathy and Tommy. There is
no obvious torture, no demand for obedience, no threats. Yet, if compared to such conversations
that reveal knowledge of the system in other dystopias, the role of Miss Emily and Marie-Claude
becomes more obvious, and their words of concern, empathy or kindness cannot completely cover
their role as oppressors and accomplices in the discriminatory system.

Conclusion

Facing the death of her closest friends and her own impending death, Kathy H. remembers
her childhood, questions her actions in an attempt to make sense of her life and understand her
and her friends’ place in the world. She develops her identity in the interaction with the various
characters in Hailsham and in the cottages, as well as with the doners she cares for, and through
her memory of her past life, she comes to simultaneously construct and recognise this identity.
These themes are in the focus both of the novel itself and of the criticism that discusses the novel.

This research demonstrates that placing Never Let Me Go in the utopian tradition points out
additional ways in which the novel and its themes of memory and identity can be perceived.
Analysing the nature of clones in the context of the frequent utopian theme of the nature of humans
has shown that the clones are no different from the humans: that they have the same concerns,
the same complex inter-human relations, that they establish their identity in the interactions with
other people around them and through remembering past events and trying to grasp their meaning
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and share them with a likeminded person.

On the other hand, their specific circumstances place them in a position in which they are
unable to act as other humans. They have been created as a separate group to serve as a repository
of organs, and are therefore a class that politically, socially and genetically has been placed in a
position of being underprivileged.

The aspect of isolation may shed light on the question raised in some of the previous research
of the novel about why the clones do not rebel against the situation they are in. In his article
“Positive feedback”, Mullan refers to an earlier column in which he wrote that Never Let Me Go
“is made compelling by its characters’ compliance with their fate”; and adds that “[s]everal readers
have strenuously questioned the willingness of the ‘students’ and in particular the narrator, Kathy
H, to cooperate with those who would exploit and finally kill them” (Mullan 2006). Putting the
novel in the context of utopian tradition can contribute to providing a possible explanation of the
characters’ passivity that has perplexed many readers. It shows that the lack of social mobility,
extensively discussed in may utopian works, makes it virtually impossible for individual clones to
rebel. The only way they can oppose the authorities is if they develop awareness of their position
and organise a common front against the practice of organ donation. However, as Winston Smith
explains the paradoxical situation of the proles, “[ulntil they become conscious they will never
rebel, and until after they have rebelled they cannot become conscious” (Orwell 1989: 74). The
clones likewise are not yet aware that they can change the situation.

This is mostly seen in the two situations related to the conversation with Miss Emily and Marie-
Claude. First, Kathy and Tommy regret the fact that Hailsham no longer operates because it is
linked to their happy childhood memories, without understanding that the purpose of its founding
is ethically deeply wrong. Second, Tommy’s main conclusion from this same conversation is that
Miss Lucy was right for wanting to tell them the truth (that they are clones) and Miss Emily was
wrong for hiding it. In this context, neither Tommy nor Kathy even mention how horrifying the
practice of using them for organs is. The comparison with dystopian novels makes it clear that the
clones could not have opposed their fate. It also makes it clear that the kind and caring guardians
are in fact the oppressors.

In light of these two aspects, it can also be argued that the ending is deeply pessimistic,
although it is sometimes interpreted as containing a sense of hope: “Kathy’s yearning for her
past to return to her, and her wish to be reunited with Tommy, represents a painful yearning and
a sense of hope that brings a spiritual element to the novel’s final moments” (Teo, 2014: 141).
Despite the spiritual element, there is no indication that there will be any improvement for the
clones. Lonely after Tommy’s death, Kathy stands in a desolate place somewhere in Norfolk, half
closing her eyes and imagining that “this was the spot where everything I’d ever lost since my
childhood had washed up, and | was now standing here in front of it, and if | waited long enough,
a tiny figure would appear on the horizon across the field, and gradually get larger until I'd seen
it was Tommy, he’d wave, maybe even call” (Ishiguro, 2006: 287-8). Her sadness is the sadness of
a person struggling to come to terms with personal loss, and there does not seem to be any hope
of repairing the social injustice inflicted on the clones.
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liTo ocTaHyBa KOra CKOpO Cé WITO HU e MO3HaTOo Ke ucuesHe?
3a The Road (IaToT) Ha Kopmak MekapTu

HajBneuaTnnBMOT acnekT Ha MOCTaNnoKaIMNTUYHNOT pomaH The Road (MaToT) (2006)
Ha Kopmak MekapTu He e TOJIKy rrno6anHoOTO U3yMUparse Ha XXMBUOT CBET, HU NMYCTOWOT
Ha Mej3aXKoT HM3 KOj MOMUHYBA NaToT O/ HACJIOBOT Ha KHUraTa LTo ro M304yBaaT YOBEKOT
1 LETEeTO, eAHW O/ NOCTIeAHUTE XKMBM CYWITECTBA Ha 3emjaTa. HajBneuaTnMBMOT acnekT e
KOHTpacToT Mefy LieSIocHaTa rnobanHa onycToWweHoCT, 04 e4AHa, U TONANHAaTa Ha pasroBopuTe
Mery YOBEKOT U AeTeTO, 04 Apyra CTpaHa.

MatoT e MpaueH, cTpaweH poMaH. Co HOKM BO MOTMOSH, HeNpukocHoseH Mpak. Co
ZIeHOBW KOW Ce CUBM, TEMHMU, CTYAEHU, CO MePMaHEHTHM 061aLm KO HUKOorall 1 HUKaae He
rv NponyluTaaT 3paLmTe Ha COHLLeTO. Toa e pe3ynTaT Ha HEeKOj anoKaIMNTUUEeH HacTaH LWTO
ce Cryunn AeceTMHa roAvHN Npej AejCTBOTO packa)kaHo BO POMAHOT, a Ha Koj MOBPeMEHO ce
HaBpaKa rnaBHMOT fIMK BO CBOUTE CeKaBakba. ANOKanMNTUUHMOT HAaCTaH KOj AOHEeS CMPT Ha
XWBOTHUTE U pacTeHMjaTa U HEKOSNKYHEeAESTHM MoXapu BO FpajoBUTe, OCTaHyBa HEMMEHYBaH.

,BO LITO Ke ce NpeTBOpMMe KOra MpupoAaTa v XXMBUTe CYLUTECTBA O XXUBOTUHCKMOT U
pacTUTESTHMOT CBET, TOJIKY MHTMMHO MOBP3aHM CO HallaTa UOBEYKa eBOJTYTVUBHA U KYNTYpHa
ncTopuja, Ke McuesHaT UM HenoBpaTHO Ke ce cMeHaT?“ (Fetherston 100), npawysa Pejuen
desepCTOH BO efieH CBOj €Cej 3a eKOJIOLIKM NMOCTXYMaHM3aM.

CIMYHO Npalarse ce NpoBJIeKyBa M HX3 [1aToOT: BO WTO Ce NpeTBOpaaT OHOj Masl 6poj
NpeXKMBeaHW fyle Kora LLeSMOT XMB CBET OKOJTY HMB € Ucue3HaT? Haju3BeCcHMOT UCXoa e AeKa
XyMaHOCTa Ke ncyesHe, AeKa 3a Aa NpexuBearT, Ke HanaraaT npeA Aa 6naat HanaaHaTh, Ke
ybuBaaT npe Aa 6uaat yémeHn. Ho, MaToT ocTaBa MOXHOCT 3a n36op. YoBekoT 1 AeTeTo ce
o6uAayBaaT 4a npexueeaT 6e3 4a y61BaaT BO CBET WTO HE HYAWN YCJTOBM 3a oncTaHoK. Cute
YOBEUKM Xenbu, aMbunumm, akTUBHOCTN 1 NOTPEGU UM Ce EKCTPEMHO peayLMpaHn, OCBEH
MerycebHaTa JbyboB 1 65IMCKOCT. Toa ce riesa Bo CUTe pa3roBopu Mefy UOBEKOT U AETETO.

,1aTO, MOXe HewTo Aa Te npawam?
Ja. Ce pasbupa.

To ke npaBuL ako ympam?

AKO ympelLl, Ke cakaMm U jac Aa yMpam.
3a Aa MoXell Aa 6buaew co MeHe?

lla, 3a aa Moxam Aa 6buaam co Tebe.
Okej.“ (McCarthy 7).

OBMe UCKPEHW pa3roBOpu MMaaT epeKT Ha LWOK M CBET/IMHA BO eAHOSIMUYHATa CMBa U
MauHa aTMocdhepa Ha NycTUOT acdanTeH NaT U yMpeHUTe APBja HAOKOSY, Mel'y KOu ce ABMXKAT
UOBEKOT 1 AeTeTO BO 06U/, Aa Ce COKPUjAT OJ eBEHTYasTHO NpeXmnBeaHUTe arpecBHU GaHAN.

CunTe pa3roBopu 1 Mpawarba Ha AEeTeTO BEPHO ja 0Apa3yBaaT HeroBaTa NpUBINKHO
JeBeTroAMLIHA BO3pacT, Ha Koja AeTeTo Ceé yliTe BepyBa BO J06pUHA 1 anTpymM3am U Nokpaj
rofieMuTe TpayMm 1 CMpTTa CO KOW € OMNKpy»eHo. Ho, 0Ba He e HaMBHO MpUKaXaHo: AeTeTo
€ UecTo npenJaweHo, a BpeAHOCTUTE KOU T HeryBa, 0co6eHo HemamepHaTa xenba 4a UM
NMOMOTHe Ha ApyruTe, ce pe3ynTaT U Ha BOCMUTYBAH-ETO, @ He CaMO Ha BPOAEHUTE 0COBUHM.

YoBEKOT 1 AeTeTO Ce MOCTOjaHO NperfaZiHeTy Mako UOBEKOT BHUMATESHO ja pacrpejeryBa
XpaHaTa Ha Koja MoHeKorall, peTko, ke HauAaT — KOH3epBU CO CYLIEeHO OBOLUje I FpaB, CUTe
€O 0,aMHa NMOMMHAT POk, HO eAMHCTBEH M3BOP Ha Kafiopyu WITO MM ro cnacyBa XUBOTOT. Kora
CIyyajHO Ke HajAaT 3aTBOpeHa JIMMeHKa rasvpaH nujanak, UCTo Taka co 0AaMHa MOMMHAT POK,
UOBEKOT MY ja AaBa Ha AeTeTo:

,LTO € oBa, TaTo?
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HewTo nHTepecHo. 3a Tebe.
Wroe?

CeaHw. MNpo6aj.

[..]

Cynep e, TaTo, peye.

Ja, cynepe.

Hanwj ce n tn, TaTo.

CakaM Tu Aa ro ucnuetdu.
Hanwnj ce n tn.” (13).

Bakos AVIjaJ'IOF Ceé NOBTOpYBa CeKorall Kora cegHyBaaT HeWTO Aa jaAaT. TaTkoTO cekoraw
ce obuayBa Aa My Aaje Ha AeTeTo noBeKe o4, XpaHaTa, a AeTeTO HMKOoraw He 403BOJ1yBa Aa MY
6uae fjaaeHO NoBeKe 04 MOSIOBUHA, I/IHCI/ICTVIpajKVI M TaTKOTO Aa n3eae UCT AeTl.

OBaa Sby60B U1 rpmKa ce AMPEeKTHO CNPOTUBCTABEHM Ha MHOTY MOYECTUOT U MoBepojaTeH
HaUWH Ha OAHeCYyBaH-e BO BPEME Ha LLeJIOCeH HeAOCTUT Ha XpaHa: 6aHAUTE 04 KOU YOBEKOT U
JeTeTo ce KpujaT Mer'y MpTBUTE ApBja r'v yOu1BaaT 1 jasaT nyreTo Ha Kou HavayBaart. [leTeTo ro
3Hae 0Ba M My 13rfiesa NOCTPALIHO 4a Ce NMPeTBOPU BO UOBEKOjaAeL, OTKOSIKY Aa YMPE, a TaTKOTO
NMoCTOjaHO ro yBepyBa Aeka Tue ABajLa Ce ,HOCUTEeNIN Ha OrHOT“ — MeTadhopa WTo AeTeTo ja
nosp3yBa co Ao6pnHaTa — 1 AeKa H1KOrall HemMa Aa CTaHaT KaHub6anu. Ml HaBUCTMHa, oBaa
MAeja 1 BpeAHOCT e LLeSTOCHO MHTerpyipaHa Bo KapakTepoT Ha AeTeTo. Toa My AaBa KOH3epBa
0/ HUBHUTE MUHVMAJIHW pe3epBu XpaHa Ha eAeH CTapel, Ha NaToT, a ro Tepa TaTKOTO Aa My
Jajie xpaHa Aypu 1 Ha eLeH YOBeK Koj MpeTXoAHo ce 061ayBa 4a rv orpabu.

Cenak, lMatoT Ha MekapTu He e HaMBHa B13Mja 3a TOa BO WTO Ke Ce MPeTBOPUME Kora ce
LITO HW € NPeno3HaT/NBO Ke BuAe yHNWTeHO. Haju3BeCHMOT UCX0A e AeKa KpajoT Ha pecypcuTe
Ke 3HauM 1 Kpaj Ha conuaapHoCTa 1 eMnaTujaTta, U A0MUHauUMja Ha 6e3mumnocHaTa 6opba
3a oncTaHok. Ho, Aypu v cpes TakeBu ycrioBU NocTom n3bop: rby6oBTa U anTpyu3MoT ce
BO3MOXHMW, AypU M KOTa UM WITETAT Ha LWAHCKTE 33 XUBOT.

Bo Unjaaa aeseTcToTiHM ocymaeceT v yeTspTa Ha OpBesl, NpoTaroHUCToT BUHcTOH CMnT
BO eleH MOMEHT Ce ceKaBa Kako, Kora 61 aeTe 1 HeMarsle HALWTO 3a jajeHbe, Majka My CUSTHO
jarywHana HeropaTta nomara cecTpa, Koja BeKe yMupasia oA rnaj, Mako oBaa nocTanka HALWTO
He CMeHWna — He ro ybnaxkuna rnasoT, HUTY ja cnipeunna cMpTTa. Ho, paamucrysa BUHCTOH,
3a MajKa MW, ,,aKo Hekoja NocTanka e HeedeKTUBHA, CO Toa He CTaHyBa 6e3HayvajHa. AKO cakall
HEKOro, Fo CaKall, M Kora HemMall LWITo ApYyro Aa My Aajew, My AaBaw sby6os“ (Orwell 172). Toa
e BO OCHOBaA mAejata 1 Ha lNaToT — A06prHaTa Ha AeTeTo U sbyboBTa Mef'y TaTKOTO 1 AeTeTO
MOXe Aa ce HeedheKTUBHW 3a ONCTAaHOK, HO TOA HE MOXe Aa M1 Harnpasu 6e3HayvajHu.

KopucTteHa nutepaTtypa

Fetherston, Rachel. “Evolving a New, Ecological Posthumanism: An Ecocritical Comparison of
Michel Houellebecq’s Le Particules élémentaires and Margaret Atwood’s MaddAddam Trilogy”.
Ethical Futures and Global Science Fiction, eds. Zachary Kendal, Aisling Smith, Giulia Champion,
Andrew Milner. Palgrave Macmillan, 2020.

McCarthy, Cormac. The Road. Vintage, 2006.

George Orwell. Nineteen Eighty Four. London: Penguin, 1998.



Busuja, TpaHccopmaumja : YTonuum, ANCTONUK 1 APYT 3aMUCTIEHIN CBETOBM KasmwHa Manecka

Cpea6u mel'y KyJITypM BO AieJia WITO Ce 3aHUMaBaaT CO KJIMMaTCKUTe
npoMeHU

BoBepg,

MCTpa)KyBaHVITe KOU ' NCTpa>KyBaaT KJIMMAaTCKUTE NPOMEHUN NOTeHUMPaaT AeKa Tpe6a
Aa bugeme BO3HEMUNPEHWN NOpaAn HNB N HUBHOTO OUYeKyBaHO pa3opHO BﬂVIjaHVIe BP3 XXMBOTOT
Ha 3€‘MjaTa. Kako WwTo nocneavuunte o4 KNUMaTCcKUTe NMpoOMeHU CTaHyBaaT ce nOSHaMajHVI BO
CBETOT, HanopuTe 3a NoANrHyBar-€ Ha CBeCTa 3a HMB, NCTO TaKa, CTaHyBaaT ce ﬂOSHaHajHVI.

JlBeTe MpurKa3HM WTO Ce aHanmM3npaaT BO OBOj TPYA, poMaHoT Forty Signs of Rain on,
Knm CteHnn PobuHcoH 1 counmoT The Day After Tomorrow Bo pexuja Ha PonaHa EMepux
- UIHTepecHo 1 ABaTa ob6jaBeHU/eMUTYyBaHW Bo UcTaTa 2004 roaviHa, ce pokycmpaat Ha
KJIMMaTCKMTE NMPOMEHMU LUTO Ce MpeAMeT U Ha HayUYHUTe NCTPaXKyBarba Ha OBaa TeMa Kou ce
CMpoBeAyBaaT M NMpeA 1 BO FOAMHUTE Mo 0BUe (DUKTUBHM NpUKa3HW. EaHa o4 HajBneuaTnveute
KapakTepuUCTVKM BO HapaTMBUTe 3a rnobaniHOTO 3aTonnyBarbe e cpeabata Mery pas3sfinuHm
KYNTYpU, KaKo acrekT Ha TpaHCHaUMOHAJIHOCTa, 6uaejku ,rnobaneH” HaBUCTUHA ynaTyBa Ha
Toa Aeka NpobrieMoT rv HaZAMUHYBa FPaHULIATE U ro 3acera LLesioTo HaceslieHue BO CBeTOT. Forty
Signs of Rain v The Day After Tomorrow ce ooKycHpaaT Ha npallarba NOBP3aHM CO KMBOTHATA
CpeAVHa 1 nNpeaynpeAyBaaT Ha OMacHOCTUTE OZ KITMMATCKUTe MPOMEHMU WTO ce Crly4vyBaat
nocrieHVBE AeLeHNW, a KOW Ce ejHa OJ, HajroyieMmnTe 3aKaHW CO KOU Ce COOUNIT CBETOT.

Bo 0BOj TpyA MocouyBaMm Aeka HapaTMBUTE KOW Ce 3aHVMABaaT Co KJIIMMATCKUTE NPOMEHM
cyrepupaar, eKCnANLMUTHO AN UMANTUUMTHO, AeKa y6raxyBarbeTo Ha MOCreANLNTE O
0BOj heHoMeH Hapa He CaMOo HayyeH OAroBOp, TYKY M MPOMEHU BO NMOSINTUUKUTE CUCTEMMN
Ha 3eMj1Te KOW ce BO rofieMa Mepa OAroBopHU 3a rrnobasniHoTo 3aTonsyBarse. MiMeHo, oHa
WTO € cneundUyYHoO 1 3aeAHNYKO 3a OBME HapaTW1BW € Toa WTO BOBeAyBaaT NepcrneKkTUBY Ha
pasnuuHM KynTypu. OBa BaXXu He CaMO 33 POMaHOT U OUSIMOT WTO M AUCKYTUPaM BO OBOj
TEKCT, TYKY 1 338 HedDUKLIMCKNTe Aerla 3aCHOBaHW Ha MCTPaXkyBakbe Ha KJIMMaTcKaTa Kpmsa m
>XMBOTHAaTa CpeAmnHa, Kako WwTo ce This Changes Everything: Capitalism vs. Climate Ha Haomu
KnajH nnu The Great Derrangement Ha AMuTaB low n apyru. Bo 0Boj TpyA ce dookycMpam Ha
cpeabuTe Mery pasnmMyHU KYyNTypu, Kako 1 Ha MOSTUTUUKOTO Mpallakbe Ha CNpoTUBCTaByBarb€e
Ha KanuTasIM3MOT — CO Orfle/ Ha Toa JieKa OBMe /iBa acrekTa He Ce CaMO Hen3beXXHO NpUCYTHU
BO MpUKa3HWTe 3a rnobasiHo 3aTonsyBarse, TYKY 1 LIBPCTO Ce MOBP3aHMU.

He e cniyuajHO WTO 1 pOMaHOT 1 OUIIMOT KOW Ce BO DOKYCOT Ha OBOj TEKCT My MpunaraaT Ha
XKAHPOT Hay4yHa paHTaCTMKa, BO MOMas unv norosiem cteneH. OBa He € MCKIyUnBO NOBP3aHO
co n3bpaHuTe Aena, TYKY e cneundmUHa KapakTepUCTMKa Ha KNMMaTcKaTa domkumja. Mimajkn
npeaBua Aeka KJIMMaTCKUTe MPOMeHM ce eAeH OJ HajrorieMmnTe NpeAn3BMLN HA AeHEWHNOT
CBET, a 3a CMpaByBakbe CO HMB e MOTPeBHO BM3MOHEPCKO pa3MmNCITyBakbe, HayuHaTa chaHTacTUKa
ce UMHM jAeKa e ajeKBaTeH XKaHp 3a ajpecuparbe Ha oBaa Tema. OBa ro nocouysa EHApjy
MwunHep, Kako W1, O4 Apyra nepcnekTuBa, low. Bo cBojoT ecej “Eutopia, Dystopia and Climate
Change”, MunHep nuiwyBa Aeka HayuHaTa haHTacTUKa ,e MpUMapeH MexaHM3aMm - MoXebu
NPpYMapHMOT MeXxaH13aM CO KOj HallaTa KysfTypa ja 3aMuCIlyBa CBojaTa MOXXHa UAHUHA, U
no3nTuBHa, 1 HeratueHa“ (Milner 2020: 77).

low ce ocBpHYBa Ha (haAKTOT LITO KIMMATCKMTe MPOMeHU peTKo burie Tema BO NinTepaTtypata
WM KHWKeBHaTa KpUTKKA, Na Aypy 1 puKLMjaTa WTO ce 3aHMMaBa Co Toa ,peyuncu no
LehUHNLMjA CepUO3HUTE KHKEBHW CMIMCaHWja He ja cchakaaT CeprMo3HO: CaMOTO CMOMHYBaHbe
Ha TeMaTa YecTo e JOBOJIHO 3a ejeH pOMaH UMK packas Aa ce TprHe HacTpaHa Kako npunaaHmK
Ha XKaHpOT HayuHa daHTacTmka“ (Ghosh 2016: 7). low ja ocnopyBa oBaa uAeja AaBajku npumepu
Ha pOMaHU, Mefy KOW 1 04, XaHPOT Hay4yHa haHTacTMKa, kon 36opyBaaT 3a KIMMaTCKUTe
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NPOMEHU 1 KOU, MAKO He ce MHOTY6pOojHW, I CTaBaaT BO NMpeAeH MnilaH BaXXHUTe eKOJTOLKN
acnekTu, a CO Toa CBeAOYAT 3a haKTOT Aeka HayuHaTa paHTaCTMKa € MCTO Taka XaHp WTo
Tpeba aa 6uae chaTeH Cepno3HO.

OBOj TpyA v cnopeAayBa M36paHNOT poMaH 1 UM, Pa3fINUHN BO MHOTY MOrfeAn,
M3BIIEKYBajKN HEKONKY 3aeAHNYKM acMeKTH LWTO Ce OA4HeCyBaaT KOHKPETHO Ha Toa Kako BO HUB
ce TpeTnpaaT KNIMMaTCKMUTE MPOMEHU: KakKo TUe I 3eMaaT NpeABnA HayUHUTe NCTPaXyBarba
M Kako npuBrieKyBaaT BHMMaHMe Ha Ba>KHOCTa Ha CNpaByBareTO CO 0BOj Npobsiem. Bo
O0AHOC Ha TeopeTCKaTa paMKa, TPYAOT rf1aBHO ynaTyBa Ha NCTpaXKyBarbaTa Npe3eHTMpaHn
BO TeopeTcKuTe Aena Ha KnajH v low, 6uaejkn nctpaxkyBarbaTta Ha OBME aBTOPU ' CTaBaaTt
BO MpejeH MnrlaH HEKOW 04 OCHOBHUTE acrnekTU Ha KJIMMaTCKMUTe NMPOMeHU BO AeHELWHWOT
CBeT 1 nMomaraaT BO NAEHTUPUNKYBaHETO Ha OBMe acnekTn Bo n3bpaHute aena. OBoj TpyA
rv corneaysa 1 aHanmM3mpa rneauwTaTta WTo OBMe Aefla M 3acTanysaaT BO OAHOC Ha Toa WTO
npeAn3B1KYBa 3rosieMeHO HMBO Ha eMUCKja Ha CTaKTEHUYKM racoBu, KoM ce NoCNeAnLInTe O4,
BaKBOTO 3rofieMyBarbe, U KakBM MOXKHM NPUCTanm NocTojaT 3a CrpaByBakbe CO 0Baa 3aKaHa.

The Anthropocene

Forty Signs of Rain n The Day After Tomorrow, 6e3 ornea Ha pa3fiMK1UTe BO OAHOC Ha
HVBHMOT NpUCTan KOH KapakTepm3aumjaTa Ha JIMKOBUTE UM KOH 3anseToT, Ce 3aCHOBaaT Ha
HEKOJTKY AUXOTOMUW: FpUKaTa 3a XKMBOTHaTa CPeAMHA HAaCMPOTU KanuTanMCTUUKMOT NPpocuT,
Hay4HMLM HacMpoTW NOSUTUYapK, anTPyn3am 1 CNoAenyBarbe 3Haere CO ApyrnTe HacmpoTy
cebnuHoCT. Bo cniyyajoT co dmnmoT Ha Emepux, GBriHapHUTE ONO3MLLMK Ce MHOTY MOHarf1aceH
M NMOCTOM NMPUSTUYHO cuMnnndunLmpaHa nogenba Mery NosMTUBHUTE JINKOBU KOU ce
3arpyKeHu 3a MpoOMeHNTe BO XKMBOTHATa CPeAMHA U M1 MOAAPXKYBaAaT HAYUHUTE NCTPaXKyBarba
3a CrpaByBakbe CO HUB, 04, eAHa CTPaHa, 1 JIMKOBUTE MPUKaXKaHW BO MOHEraTUBHO CBETI10, KOU
rfaBHO Ce 3aHMMaBaaT Co eKOHOMCKMW Hamnpeaok, 04 Apyra CTpaHa.

OHa wTo ocobeHO ce HarmacyBa BO CTYAUUTE 32 MPOMEHUTE BO XMBOTHATa cpejunHa
€ MOVMOT aHTPOMoLeH, ,eAeH 04 HajAUCKYTUPAHUTE N HajnpudaTeHUTE KOHLLENTN BO
aKaAeMcKaTa jaBHOCT AeHecC, HajMHOTY BO EKOJTOLWKNTE XYMAaHUCTUUKM Haykn“ (Bartosch 2019:
1). Mako reHepanHo ce oAHeCyBa Ha MePMOAOT Ha M3pa3eHo BrIMjaHWe Ha yfeTo Bp3 KNMMaTa
Ha 3emjaTa, M KOHKpPeTHO Ha PaKTOT WTO rnobasniHOTO 3aTonsyBakbe e NpeAn3BUKaHO,
6apeMm A0 oApeseH CTeneH, 0J NyFeTo, cernak MoMMOT aHTPOMOLLEH BKJTyUyBa MOCIIOXEHN U
KOHTPaAMKTOPHM UMMSIMKaLMK. Bo cMMca Ha BMjaHMETO Ha YOBELLTBOTO BP3 NpMpoAaTa,
Toa ce oAHecyBa Ha PaKTOT WTO KIIMMATCKUTE NPOMEHN Ce HeM36eXHO NOBP3aHN He CamMo
CO NpupoAaTa, 6UaejkM KNnmMaTa e NpupoaeH heHOMeH, TYKY M CO KynTypaTa U NofnTUKaTa,
6u14ejKN TUe UrpaaT rosieMa ynora Bo KSIMMaTCKMTe NPOMeHMU.

3eMajKu ro npeABuA YOBEUKOTO BrfiljaHWE BP3 MPOMEHUTE BO XMBOTHATa CpeanHa,
N PUKTUBHUTE U HAayUYHUTE Aena ce NOTNMpaaT Ha CO3HaHMeTO AeKa YOBeLWTBOTO MMa
OArOBOPHOCT Aa ' ybnaxm nocneanuunTe, U ako He AejcTBYBaMe cera 3a Aa 6apem ro 3abasvme
WKW Aa ro crpeunMe rrobafiHOTO 3aTOMJyBarbe, HACKOpo Ke buae npesoLHa Aa ce cnpeyaT
HeraTMBHWUTe ncxoamn. HayuHata npouerHka Bo 2007 roamHa, cnopea KonuHrg, ,,ce nojasm
npubAVIKHO BO UCTO BpeMe CO AOKYyMeHTapHWOT cpunm Ha An lTop, An Inconvenient Truth, n
ro NOTBPAW WMPOKO pacnpoCTPaHETOTO UYyBCTBO AeKa ako He AejCTByBaMe HAaCKOpO 3a Aa MM
cnpeuviMe eMUCUUTE Ha CTaKJIEHNUKM FacoBu, HajowmnTe edpekTr 04 KITMMaTCKUTE MPOMEHN
61 MoXerne Aa 61AAT HaBUCTMHA CTPALIHU — LITO Ke CTaHe OUUrieAHO BO CIeAHNTE HEKOSIKY
zseueHnn® (Collings 2014: 9). Taka, Bo 2007 roanHa ce unHelle Aeka CMTyaLmjaTa Ke ce Bfowm
Ha AONT POK, a He BO 6IMCKa MAHMHA, HO 0Ba Habp30 Ce MOoKaXa Kako MorpeLlHa NpoLeHKa, Kako
WTo Nuwysa KonnHre, 6UAejK1U camo HEKOSTKY FroOAMHM MNOAOLHA CTaHa jacHO AeKa TOMEH-eTOo Ha
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Mpa3oT BO NoslapHMTe 0611aCTU Ke A0jae MHOTy nopaHo. CIIMYHO, NPOLLEHKNTE 3a TOMNeHeTO Ha
nonapHMTe Mpa3oBu BO B611MCKA MAHWHA Ce AaZleHW Ha MOYeTOKOT Ha The Day After Tomorrow,
KOW Habpry ce NoKa)kyBaaT Kako MPeMHOry onTUMNCTUUKIN, BUAEjKM, BCYLIHOCT, OnacHoCTa
NPUCTUIHYBA BO POK 0J, CaMO HEKOJIKY AeHa 04 MOMEHTOT Ha HMBHOTO 06jaByBarbe. Bo
MoYeTOKOT Ha CBOjaTa KHUra, KnajH untrpa nssewTaj o4 2014 roarHa Ha AMEpPUKAHCKOTO
34pY>KeHWe 3a yHanpeayBarbe Ha HaykaTa, BO Koe ce HaBeAyBa AeKa, CNope/, NoBeKeTo CTYAUN,
eMUCUNTe Ha CTaKJIeHUYKM racoBu AOBeAyBaaT A0 3royieMyBakbe Ha TemrepaTypaTa v nopact
Ha HMBOTO Ha MOpETO, WTO MOXe Ad MMa CEpUO3HM NOCTeANLN: ,BO TOj MOMEHT, Aypy 1 aKo
He goaazeme aononHuTeneH CO, Bo aTMocdrepaTa, NOTEHUMjaNIHO He3anupsIMBn NpoLecu
BeKe ce 04BMBaaT (umTmnpaHo Bo Klein 2014: 1).

low packakyBa 3a HEOUEKYBaHOTO TOpHaAo Bo [lesixv Bo 1978 roanHa 1 3a CilyyajoT co
CyHaapbaHc, rofieMaTta MaHrpoBa WyMa Ha AenTaTa Ha beHran, kaze WTO MMa LMKIIMYHK
NpOMeHW Ha BpeMeTo. Bo oBMe criyyan, BpeMEHCKUTE MojaBu He Buie HY>KHO NpeAn3BUKAHN O4,
rnobanHoTo 3aTONJyBakbe; Cenak, 3roriemMmeHaTa dopekBeHLMja Ha BaKBU HEOOUUHWN BpeMEHCKM
HacTaHW BO MocCreAHNTe HEKOSKY AeLEHUN, CMopei UCTpaXxyBarbaTa, € NoBp3aHa co
KJIMMATCKNUTE MPOMEHM NPeAn3BMKaHM O4 YOBEKOT. [OLW MCTaKHYBa AeKa, NopaAn rnobasiHOTO
3aTONJyBaHbe, HEKOU OZ MPOMEHNTE ce MHOTY 6p3U U ce CIlyuyBaaT Ha CEKON HEKOJIKY HeAenn
MIN Meceumn, AoAeKa BO MMHATOTO UM Tpebasio MHOrY NoAosro. Mlako Hekom o/, 0BME MPOMEHU
ce UMKINYHK, cenak ,,BO NPBUTE rOAVMHWN Ha ABAeCET M MPBMOT BEK MOXKELLE Aa Ce BUAAT U
3HaLLM Ha aKyMyfMpaHu 1 HeMoBpaTHU MPOMeHU, Ha NPUMEP, NOBJIEKYBaHse Ha KpajopexjeTo
1 NOCTOjaH ynaA Ha cofleHa BOAa Ha 3eMjUMLUTE WTO NPeTX0AHO 6uro o6paboTyBaHo” (Ghosh
2016: 6).

MocTon peanHa onacHOCT MokKayyBaH€TO Ha HMBOTO Ha MOpPEeTO Aa ro nonnaswu
CyHaapbaHc, Kako 1 rpaZoBUTE WNPYM CBETOT N3rpaZeHn NOKpaj OKeaHOT 1 MOPCKNTe Bperosu.
KrajH ncTo Taka HarnacyBa Aeka Haj3arpo3eHn 04 KNMMaTCKUTe MpOMeHU ce KpajopexxHnTe
rpasosu. OBa e BU3yesiHO npeTcTaBeHo U Bo The Day After Tomorrow, Kaae wTo Hbyjopk e
MOroZeH v BO roJyieMa Mepa YHULLTEH O LlyHaMu o4 ATNaHTCKMOT OkeaH.

[mobanHUTe KNMMaTCKN MPOMEHN BO peasiHOCTa BEKE A0BEA0A A0 EKCTPEMHM BPEMEHCKMN
YCJI0BM Ha MHOTY MeCTa BO cBeTOT. KJiajH ja 3anoYHyBa CBOjaTa KHMUra CoO M3BELLTAj 3a TOa WTO
ce cnyumno npeg netot 3935 aa noneta oa BawunHrToH. TpkanaTta Ha aBMOHOT MNOTOHAJIe BO
acdanToT KOj CTaHas1 MeK MOpPaAM eKCTPEMHO BUCOKMTe TeMnepaTypu. CIUUYHU HeOBUUHN
BPEMEHCKM HAaCTaHW Ce PermcTpmpaHmn 1 Bo KHMraTa Ha low, co nocebHo CroMeHyBar-€ Ha
2015 roamnHa, BO Koja Ce CJlyumnsie MHOTy eKCTPeMHW BpeMEHCKM HacTaHu: En Hurbo, pasopHun
MonJsiaBu u cywu, ,4yaHN TOPHAAA U LMKJTOHWM Ce pa3BKBaa H1U3 MeCTa Kaje WTo H1Koraw
rnopaHo He 6ue BUAEHU; N N3BOHPEAHU TeMMepaTypHU aHOMaMKM 6ea 3abesieXxxaHn HU3
uenmoTt ceT (Ghosh 2016: 139).

HacTtaHwuTe BO Forty Signs of Rain ce cnyJyyBaaT Ha MOYETOKOT Ha ABaeceT U NPBMOT BeK,
COAPXAT CYNTUMHW eNleMEeHTU Ha 6rMcKa MAHVHA BO KOja MIMa NMOBpPEMeHU eKCTPEMHU
KJIMMATCKM HaCcTaHW BO CBETOT MOpaAn 6p3umTe KIMMAaTCKM NPOMEHU, MOBP3aHU CO UaejaTta
33 aHTPOMOLEHOT, TaKa LUTO PeYMCU CEKOj AeH MMa Npo6r1eMm KaKo LWTO Ce roJieMu CyLIn Uim
TajcpyHM Ha HeoueKyBaHW MecTa. The Day After Tomorrow, UCTO Taka, ro Harflacyesa pakToT
LWTO HEOBUMYHOTO BpeMe Ke ' MOroAn 1 Ke Brinjae Bp3 NyFeTo 1 ApyruTe XXMBU BUAOBU — TaKa,
BO (PUISIMOT HEOUEKYBaHO BpHe CHer BO [lenxu, orpoOMHU napuntba Mpas naraat Bo TOKMO,
A0JeKa cepuja NCTOBPEMEHM TOpPHaAa ro noroAnja Jloc AHuenec.

Tewko e, a BO MHOFY CJly4an N HEBO3MOXHO, A3 Ce KaXke Aaliv OAPeAeHN BPeMEHCKU
HacTaHW, Ha npumep, yparaHoT CeHAM e NpupoaHa 6ypa 1nu e NpeAn3BMKaHa 04 Jyre, Kako
WTO NCTakHyBa MexHepT 6UAEJKM NaKO ,aHTPOMOreHNTe MPUUMHIN 33 KITMMATCKUTE NPOMEHM
urpaaT BakHa yrora Bo aebaTtaTa 3a KJIMMaTa, BeKe He e MOXHO Aa Ce NoBrieye InHMja WTo
npaeu pa3fvka Mery NpupoAHaTa rrnobasiHa (HeaHTpomnoreHa) KMma 1 BeluTaykaTa Knmma“
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(Mehnert 2016: 150). Cenak, cnopes Hay4YHUTE UCTPaXKyBarba, HEKOM OZ OBME EKCTPEMHU
BPEMEHCKN (heHOMEHW MOXKAT Aa UM Ce MPUMULIAT Ha KIMMAaTCKUTe MPOMEHU NpeAn3BMKaHW
04 4oBeKOT. JlokymeHTapHUOT punm Ice on Fire oa 2019 roavHa AaBa NPOHUKINBO
06jacHyBarbe, LMTUPAjKM HAayUHU eKCnepTy, 30WWTO Ce CrlyuyBaaT OBME eKCTPEMHM BPEMEHCKMN
HaCcTaHW, WTO jaCHO NOKaXkyBa KaKo TWe Ce MOBP3aHM CO aHTPONOreHnTe KIMMaTCKN MPOMEHMU.

MOXXHWTe NocreAnLM OA rnobanHOTO 3aToMNsTyBarbe, 3aCHOBAaHW BP3 HayYHW UCTPaXKyBarba
M UMNAWNLMTHO yrnaTyBarse Ha JIyfeTo Kako hakTop WTo NpUAOHecyBa 3a KIIMMaTCKnTe
NpoMeHMU, ce KapakTepUcTUUHK 1 BO Forty Signs of Rain Ha Po6uHCoH. MoBekeTo nornasja
BO POMaHOT 3amoYHyBaaT CO HEKOJSIKY NMacycu co HayuHo objacHyBarse Ha oApeAeHa nojasa
NMoBp3aHa Co XXMBOTHaTa CpeAnHa. Taka, Ha MOYETOKOT 0Z MPBOTO MOrfasje e HaBeAeHOo Aeka
apKTW4KaTa feseHa Maca ,Mmarna npoceyHa aebennHa o4 TpueceT ctanku® Bo 1950-TuTe, a
,»A0 KpajoT Ha BeKoT* Taa 6una Ha neTHaeceT“ (Robinson 2004: 5). Ha noueToKOT Ha TpeTOTO
nornasje ce ynaTyBa Ha HamaJslyBars€e Ha CONeHOCTa Ha CEBEPHMOT Aen o4 ATnaHTCcKMoT OkeaH,
WTO MOXXe Aa Bnujae Bp3 londyckata CTpyja 1 Ha TOj HaUMH Aa AOBeAe A0 eKCTPEMHO JlajeHbe.
OBaa MOXXHOCT UCTO Taka ja CNOMHYBA W FNaBHUOT KK Llek Xon oa The Day After Tomorrow,
Uuja rnaBHa rpuxa e Aeka TakBMOT pa3Boj MOXe Aa AOBeAe A0 HOBO NeAeHo Aoba. CnnuHu
MHopMaL MK 3a edhekTUTe OA r1o6anIHOTO 3aTOMNSyBarse Ce HaoraaT M Ha MOYETOKOT Ha
ApYruTe Mornaeja o4 pOMaHOT Ha POBUHCOH. BakBMOT npucTan ja cTaBa OUKTMBHATa NpMKa3Ha
BO peasieH KOHTeKCT. MIcTo Taka, AMPeKTHO ro NpUBIIeKyBa BHMMaHMETO Ha MNOCTOjHUTE
€KOJIOLKM 3aKaHU KOM MOXaT Aa ce CnopeAaTt CO MeANYMCKUTE M3BELITaM U UCTPaXKyBauKnUTe
Hanucu.

KnvmaTcKnTe NpOMeHM ro 3arpo3yBaar XXMBOTOT He CaMo NopaAM eKCTPEMHUTE BPEMEHCKM
YCJI0BW, TYKY W 3aTOa LITO rO 3arpo3yBaaT LLeNMOT CUCTEM BP3 KOj NyFeTo M 3acHoBaJsle CBOUTe
XUBOTWU. ,XpaHaTa 1 BojaTa Ke 61AaT NoMarsKy AOCTarnHW 1 ywTe noonacHo, 6onecTa Ke
6uze nomarky ondaTteHa 1 noyecTa, 60/1eCTUTE MOTELIKO Ke Ce FIeKyBaaT M MOSeCHO Ke ce
pacnpocTpaHyBaaT®. (Guzman 2013: 185). lako poMaHOT 1 HUSIMOT LWITO Ce ANCKYTUPaaT OBAE
rnaBHO ce POKYCMPaaT Ha BIINMjaHNETO Bp3 KIMMaTa, TMe UCTO Taka YKaXkyBaaT U Ha OBUE
Nnomarsky AMpeKTHU NpPeTCTOjHU ONacHOCTU.

HayKa HacnpoTu NoJINTUKaA

JlnkosuTe Ha Yapnun Kenbnep, AHa Kenbnep n ®peHk BaHaepsan Bo Forty Signs of Rain,
KaKo W LeHTpaJiHWOT nnk Bo The Day After Tomorrow, Llek Xon, KNIMMaToNor n HeroBmTe
copaboTHULN, Ce HAYYHWLLM aKTMBHO BKJTyYeHM BO TOa A3 HamnpaBaT HeLWTo 3a Aa Ce OTKpue
BNUCTWHATA 32 ONAaCcHOCTUTE OA rN106afIHOTO 3aToNslyBakbe Koe ce 3akaHyBa Aa ro 3arposm
LLenMOoT XMBOT Ha 3eMjaTa. CNpoTUBHOCTA Mery HayKaTa U NMosUTMKaTa e 0Co6eHo oumnrnesHa un
BO POMaHOT Ha POBUHCOH 1 BO hnMOT Ha Emepux npeky hoKycoT Ha HayUHULIMTE N HUBHNOT
0AHOC co nonmTuuapuTe. Kora ctaHyBa 360p 3a Kpr3aTa co rnobasiHOTO 3aTomnslyBarbe,
NOSINTUYKOTO € AaboKo MOBP3aHO CO HAay4YHOTO.

Bo Forty Signs of Rain, n Yapnu n AHa, KOu ce MaX 1 )KeHa, Ce MHOTY 3arpu>keHn 3a ehekTuTe
OA KIMMAaTCKNTE NMPOMEHN N Ha Pa3fIMUYHN HAUNHU Ce aHTAXXMPaHW BO CpaByBaH-ETO CO HUB!
AHa npeky Hej3nHaTa paboTa Bo HaumoHanHaTa HayuHa doHaaumja (HCD), aoaeka Yapnu,
KOj e HeBpaboTeH BO BPEMETO Ha HAaCTaHUTE BO POMAHOT U Ce FPVMXKM 3a HUBHUTE ABe Manu
Aeua, NpeKy HeroBMoT aHraXXMaH Kako COBETHMK 3a eKOJI0WKa NOSINTMKa Ha ceHaTopoT dun
Yejc. Yapnn e nocBeTeH Aa rv ybeam nonntmyapuTe Aa ro yCBojaT 3aKOHOT 3a ybriaxkyBarbe
Ha KNiMmaTckmTe npomMeHu Bo KoHrpecoT. ®peHk, koj paboTu eaHa roamHa Bo HCO, ncto Taka
€ MHOTY 3arpu>keH nopaam hakToT WTO NOSIUTUUKUTE CTPYKTYPU Ce MACMBHM KOra CTaHyBa
360p 3a aKTMBHOCTW WTO Tpeba Aa ce Npe3eMar 3a Aa ce HamanaTt edeKkTUTe 04 rnobanHoTo
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3aTonsyBarbe. Toj MOCTOjaHO M CreAn KIMMaTCKUTe BECTU.

JIMKOBUTE KOW Ce MoSIMTUYApK Ce MPeTCTaBeHW BO MOHeraTMBHO cBeTS10. Bo Forty Signs of
Rain, ceHaTopoT ®un Uejc n3rnea kako Aa MMa pa3buparbe 3a rnobanHoTo 3aTonsyBarse U
€ 3arpukeH 3a NocreanUmMTe, MaKo He TOSKY KOSKY WTO 61 cakas HeroBUOT COBETHUK Yapnn.
Mo ronemarta 6ypa Bo BalMHITOH, cemnak, ceHaTopoT Yejc nmokaxkysa norosieMa NocBeTeHOCT
BO CMPaByBaH-€TO CO KIMMATCKNTE MPOMEHM.

Joaeka ceHaTopoT Yejc e MK MOTUBUPAH OZ CJTOXEHW 1N NOHeKoraw CpoTUBCTAaBEHM
MOTUBU, APYT JINK, COBETHMKOT 3a HayKa Ha npeTceaaTenoT, A-p CTpeHrnodT, ro npeTcTaByBa
HECOBECHOTO HaracyBarbe Ha MpoUTOT Kako MPUOPUTET NpeJ rpuxarta 3a nocreamumnTe oj,
rnobanHoTo 3aTonsysarbe. Pa3aMuncyBajku 3a no3unumjaTa Ha aAMUHUCTpaLMjaTa BO 04HOC
Ha rno6anHoOTO 3aTOMNSyBakse, HAPAaTOPOT BO TPETO NuLe Bo Forty Signs of Rain um aaBa Ha
unTaTenuTe yBUA BO MUCIIUTE Ha Yapniv kora Toj ke ce cpeTHe co A-p CTpeHrnodT, Koj ce
UMHK AeKa e NPOTUB MHBECTUpPAaHse BO pecypcum 3a 6op6a npoTumB rnobanHoTo 3aTonsyBarse
co obpa3noxeHue Aeka TakBaTa 6opba 6u 6nna npeckana, a Hej3aMHUTe edPeKTV HEMO3HaTW.
Cnopea Yapnu, rneanuteto Ha CTpeHrNoMT 1N Ha aAMUHUCTPaUVjaTa € AeKa YOBEUKNOT
aKTOp He Urpa HMKaKBa yrora Bo rnobasiHOTO 3aTONJSyBakbe, M HAjJMHOTY Ce 3arpukKeHmu
ZAeka 61 6uno ,ApeMHOry ckano“ Aa ce npesemaT aKTMBHOCTW 33 HEFOBO CripeyyBarse, na 1
rv ocTaBaat npobfieMuTe Ha criesHaTa reHepauwmja. ,Co Apyrn 360poBuM, NO FaBOSINTE CO HMB.
MonecHo e Aa ce yHULWTW CBETOT OTKOJIKY Aa Ce MPOMEHMU KannTanu3MoT Makap 1 Masky“
(Robinson 2004: 158). Yapnu jacHo ce cnpoTMBCTaByBa Ha MPUCTANoOT Ha aAMUHUCTpaUnjaTa,
KOj BO CYWITUHA Ce CBeAyBa Ha Toa Aa He NMpe3ema HULLTO; Co Apyru 360poBun, crnopea Yapnu,
0Ba e KpajHOo aporaHTeH 1 cebuueH npucTan.

BakBUTe MUCIera ce BO COrNacHOCT co objacHyBarbaTa Ha KnajH, Koja ynaTyBa Ha
TeWKOTUUTE NPU CNPaBYBaH-ETO CO KIIMMATCKUTe MPOMEHU BUAEJKN Ap)KaBUTe 0BUUHO ja
rresaat MOMeHTasIHaTa eKOHOMCKa 61arococTojba Kako MpUOPUTET, NaKO AOSITOPOUHUTE
edhekTn o4 rrnobaniHOTO 3aTOMNsyBarbe Bp3 EKOHOMMjaTa CUT'ypHO Ke B1AAT NopasmnTesTHU.
OcBpHyBajku ce Ha CamuToT Bo KoneHxareH, KnajH HaBeayBa Aeka Toj NpeAn3BMKa royieM o4aj
6uaejkn BaanTe He ce corflacuja Aa MMaaT LLesiv WTO Ke M 06Bp3aT Ha KOHKPETHU UeKopW.
low ncTo Taka cMeTa Aeka ,Haomu KnajH n ApyruTe ce Bo NpaBo Kora ro MAeHTUUKyBaaT
MOMEHTAJTHO AOMUHAHTHNOT MOZAEN Ha KanuTaJIM3MOT KaKo eZieH OA rMaBHUTEe ABUraTenu
Ha KJIMMAaTCKMUTe MPOMeHU®, HO UCTO TaKa ro AoAaBa U UMMepujasrin3aMoT KaKo ,acrnekT Ha
rno6asiHOTO 3aTOMNJyBaks€ WTO € 04 eAHaKBa BaXKHOCT* (Ghosh 2016: 87).

KannuTannsmoT e KpUTUKYBaH W NpeKy Apyr CLEeHW BO pOMaHOT Ha Po6uHCoH. Ha snaosuTe
Ha eAHa OA KaHuenapumTe WTo PpeHK ja NoceTyBa peumcu Cekoj AeH, MMa NapymHba XxapTuja
Ha KoM Ce UCMULWaHW CTaTUCTUKA 1 APYr MHpopMaumun. lpeTcesatenoT Ha CeeTcka 6aHKa
BENM JeKa UeTUpu MUNnjapaun nyre XuBeaT CO NMOMAIKy o ABa AONapy Ha AeH®, Benu
elieH Ha HUB; Unn ,AMepuKa: NeT NpoLEeHTU 0J CBETCKOTO HacerneHue, NeAeceT NpoLeHTU
04 KopriopaTuBHaTa concTBeHoCT” (76). MpeKy pasroeopuTe Ha PpeHK, AHa U ApyruTe
JIKOBU BO BpPCKa CO OBME CTAaTUCTUKM, jaCHO e eKa MOCTOM OCHOBHA KPUTMKA 3a rpuxaTa
3a PMHAHCUCKNTE NPUAOOUBKM U MPOPUTU, LWITO ja NCKITyUyBa FpMxKaTa 3a HacesleHMeTo BO
LervHa 1 3a MAHUTE reHepaumm; JOMOSTHUTESNHO, MOXe Aa U3Jie3e AeKa TaKBUTe NpohurTy,
Ha A0S POK, BCYLWIHOCT ce 3arybu 3a CeKoro ako He ce 3arpe rrinobanHoTo 3aTonsyBakbe.

MonnTryapmTe KoM OTBOPEHO ro 6paHaT KAaNMTANIM3MOT U kenbaTta 3a NpoduUT ce NCTO
Taka NpeTCcTaBeHW U KpUTUKYBaHU BO The Day After Tomorrow. JIMKOT WTO rn 3acTanyBsa
BakBUTE nzaen Bo punmoT e notnpetceaatenot Ha CA/L, PejmoHa bekep. Ha namucnerara
KoHdepeHumja Ha OH 3a rmo6anHoTo 3aTonsnyBarbe BO [lenixu, naseoknimmaTonoroT Llek
Xon npeaynpeayBa Aeka rnobanHOTO 3aToMNsyBarbe MOXe Aa NMpeAn3BMKa HOBO SleAeHO A06a
buaejkn ceBepHaTa xeMmncchepa ja LOSKM CBOjaTa YyMepeHa KfiMMa Ha ceBepHoaTaHTcKaTa
CTpyja, Ynj TEK MOXe Aa Ce HapyLlM NopaAn TONeHeTo Ha NosapHUOT Mpas. ,Kora ke ce
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clyun, HemMa BeKe Aa MMaMe Tonsia knnma“ (Emepux, 2004, 0:06:50). Kako HayuHUK, Xon v
npe3eHTMpa CBOMTE NCTPaXKyBarba M MOXXHWUTE NpeABMAYBatba, MpeaynpeayBajku AeKa ,ako He
J.ejCTBYBaMe HAaCKOPO, HalWMTe AeLla M BHYLLM Ce TUE KO Ke ja nnaTaT LieHaTa“. Kako oarosop Ha
HayuHUTe 06jacHyBarba, NOTNpeTceAaTeNoT bekep NpoTecTMpa Aeka eKOHOMMjaTa e UCTO TOSIKY
KpeBKa KaKo M XXMBOTHaTa CPeAMHA, 1 CTaBa aKLEHT Ha eKOHOMCKUTE HeA0CTaTOLM O MepKuUTe
3a CripaByBaHb€e CO KJSTIMMATCKUTE MPOMEHU, CMOMEHYBAjKK AeKa NPOTOKO10T o4 KjoTo ja unHen
»,CBETCKATa EKOHOMMja CTOTULN MUNUjapamn Aonapu®. OAroBopoT Ha Xos Aeka oaJlykaTa Aa
He ce nNpe3emMe HULITO Ke UNHW MHOTY MOBeKe e BO COrMacHOCT CO MPeTNOCTaBKUTE HaBeAeHW
BO CTyAMMUTe 3a rnobanHoTo 3aTonsnysarse. Mako Ha KpajoT o4 mIMOT noTnpeTceaaTenoT
rn cdaka nocneamumnTe oA rnobanHOTO 3aToNsyBar-e, BO HajrofieMmoT Aen Toj 36opyBa 3a
613HNC MHTepecuTe 1 BO Taa CMMCJSIa ce CMPOTUBCTaBYBa Ha JIMKOBUTE KO MV NpeTCTaByBaaT
HayuHWUTe cTaBoBU. [ONIMTUYKMOT eNeMEHT e BO NpeAeH MJlaH 1 Co MpoTecTUTe 3a Bpeme Ha
KoHdhepeHLuujaTa Bo Jlenixu, npu WTo AEMOHCTPAHTUTE 'Y NMOBMKYBAaT NONUTUNYapUTeE Aa IO
3anpat rnobanHoTo 3aTonsyBakbe.

Murpauuu

[mo6anHoTo 3aTonsyBarse HEM36EXHO BIiMjae BP3 XMBOTUTE Ha JTyFeTo, a CO Lies Aa HajaaT
nozso6pu WaHCK 3a NpexXunByBarbe, MHOTY 0/, 3aCerHaTUTe MUrpMpaaT Bo Apyru obnacTu.
OTTyKa, MUrpaumjaTa e rfiaBHa TemMa BO ANCKYCUMNTE 3a KIIMMATCKMUTE MPOMEHU 1 BO rosieMa
Mepa e MpUCYTHa 1 BO ABeTe Aera. KnvmMaTckuTe MUrpaHTU o4 uamMmucreHata 3eMja KembanyHr
ce Mefy UeHTpaJiHUTe NIMKoBM BO Forty Signs of Rain, poaeka donnmMoT Ha EmMepux, nako Bo
HEKOW MorfieAn e KOHBEHLMOHASIeH aKUMCKM PUIM, HYAN MHTepecHa NepcrekTMBa BO Koja
VMIMUrpaLmjaTa 3a3emMa CrpoTMBeH MpaseL, Bo cropeAba Co CerallHMOT MOMEHT BO peasiHoCTa.

Koriky XXMBOTUTe Ha fyreTo 3aBMcaT OA KJIMMaTa U KoKy MUrpaLijaTta e npean3BrKaHa o4
NpOMeHMNTE BO XMBOTHATa CPpeAMHa, jacHO NokaxkyBa oL BO HeroBaTa nprkasHa 3a HeropuTe
npeALy Kow, Cropej, Hero, ,6151e eKOOLWKM 6erasium MHOry Npej Aa ce U3MUCIIV OBOj TEPMUH
(Ghosh 2016: 3). Tne xuBeene nokpaj pekaTa MaaMma, koja Bo 1850-TnTe ro npomeHmna cBojoT
TeK 1 ro nonsasunsa HABHOTO Celo, Na OHWMe MasiKkyMUHa LWTO NMpeXvBearie Moparie 4a ce
npecenaT Ha APyrv NoKaLUmm.

TekoT Ha pekaTa Naama He 611 MpoOMeHeT nNopaau rnobanHoOTo 3aTonsyBare, HO BO
nocneAHUTE HeKOJIKY AeLleHUM ro6asiIHOTO 3aTonsyBarbe NpUAOHECE 328 MHOTY Apyru
eKCTPEMHU NPOMEHW BO XXMBOTHATa CpPeAMHA KO NPeAn3BMKYBaaT Uiv Bo 651McKa MAHMHA
BEPOjaTHO Ke NpeAn3BUKaaT paceslyBarbe Ha MUIMOHK Nnyfe. JIyfeTo Ko XK1BeaT Ha OCTPOBOT
TyBany Ha TuxmoT OKeaH, KOjLWITO MMa H1CKa HaAMOPCKa BUCOYMHA, Ha NpUMep, ce 0COBeHO
paHMMBM Ha NOPACTOT Ha HMBOTO Ha MopeTo. [lpyr npuMep e AaAeH Bo The Great Derangement
co ocTpoBoT bona Bo baHrnazeuw, une AenymMHo nonnaeyBarse ,AOBEAe A0 paceslyBarse Ha
noseKe 04 NosioBMHa MUIMoH nyre® (Ghosh 2016: 88). Crnopegs low, ,eaHa CTyauja cyrepupa
JieKa 3rofieMyBaHbeTO Ha HMBOTO Ha MOPETO MOXE Aa Pe3ynTunpa Co MUrpaLimja Ha NpUBIMXHO
50 Munuvonu nyre Bo MHanja n npubnvxHo 75 MmmunmnoHu Bo baHrnagew* (89).

CdbaKkajkn aeka roneMmnTe MUrpaLMCKL ABUXKEHA Ce peasiHa MOXHOCT BO YCJ1I0BU Ha
rnobanHo 3atonnyesarbe, KnajH UCTO Taka ja Harnacyea notpebaTta Aa ce AejcTByBa 3a Aa
ce ybnaxaT nocreaAnumnTe, Mako He e ONTUMUCT AeKa BflaAuTe Ce MOATOTBEHM Aa npe3emaT
aKumja 3a noAobpyBarse Ha cuTyaumjaTa. Kako wTo Benv Taa, ,HaMecTo Aa NpuU3HaeMe Aeka
MM LOSDKMME Ha MUTPaHTUTE NPUHYAEHWN Aa M HanylwTaT CBOUTE 3eMjU Kako pe3ynTaT Ha
HalMTe NOCTaNKM (M HeAaKTUBHOCT), HALIMTe BfIaAW Ke rpajaT yWwTe NoBeKe TBPAMHM CO BUCOKA
TEXHOJI0rMja 1 Ke yCBojaT yluTe NOAPAKOHCKM aHTUMMUIpaLMckm 3akoHn“ (KnajH 2014: 49).

W Forty Signs of Rain ce 3aHMMaBa co MurpaumjaTa NoOpaAn KIMMaATCKUTE NPOMEHMU.
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BecywHocT, KembanujumTte, Kou ce Mery LLeHTpasHUTe JIMKOBW BO POMAHOT, Ce UMHU AeKa
noTekHyBaaT TOKMy o obnacTta Kaze wTto ce CyHaapbaHckmTe wymmn. AHa KBmnbnep e Taa
Koja rv 3abenexysa 1 rvu 3ano3Hasa Kembanumjunre, a HABHUTE CBETOr€AMN, MAKO Ce TOJTKY
pasnuyHn, He ce cyampaaTt. HanpoTtue, AHa 1 Kembannjumte ro oTBOpaaT NnaToT KOH MerycebHo
pasbuparbe 1 MoXHa copaboTka. PaLlMOHaNHOCTa 1 peAoT WTo AHa rv npeTrnoumnTa ce
NpUKaXXaHU 04, CAMMOT NMOUETOK Ha POMAHOT BO OMMCOT Ha TOa Kako Taa ja LleHu edhmnkacHocTa
Ha CrapbaKkc 1 BHUMaTesIHO CTPYKTypupaHaTa apxmTekTypa Ha 3rpasaTta Ha HC®. OaeaHau,
OBaa ypeJeHa CLieHa CO paunoHaneH W3rfes ce HapyllyBa CO MOWMHAKOB BUA MPUCYCTBO
— Kora TpaHCHaLMOoHamHoCTa cTanyBa Ha cueHaTa — TnbeTaHUUTe ce TMe KOU BHecyBaaT
»,NopeMeTyBaH-e“ CO CBOETO OAHeCyBarbe, 06J1eKa 1N My3uKa.

MpnbnunxyBsajkn ce A0 MpO30peLoT Ha KaHLenapujaTa Bo 65iM3mHa Ha Bre3oT Ha HCO
Ha naToT KoH paboTaTa, AHa ro 3abenexyBa 3HakoT: AMbacasa Ha KembanyHr. MpalyBajku
OA Kaje AoaraaT, AHa A03HaBa AeKka HMBHATa 3eMja e OCTPOBCKa Ap>KaBa BO beHranckmoT
3anuB, a TWe ce No NoTeKs10 04 TnbeT, Kako WTO M KaXKyBa eseH 04 HUB, HO Habp3o cTaHyBa
jacHo Aeka Tue rnyre He ce CaMO AMMJIOMATCKM NpeTCTaBHULIM, TYKY MCTO Taka M KITMMaTCKK
MUrpaHTW. ipenyHr, eaeH oa KembanuvjumTe, objacHyBa Aeka HUBHMOT OCTPOB Ce Haora Ha
ycTMeTo Ha pekaTa [aHr, 6:mcky 40 CyHaap6aHc, wTo e ob6nacTa KojawTo [ow TONKY C/IMKOBUTO
ja onuwysa Bo cBojaTa KHUra The Great Derangement. Pa3rosapajku 3a KembanyHr, lpenyHr
ro onuwysa ybaBmoT rpas Koj 6un nsrpaseH co NoMow Ha XoSlaHACKM coBeTHMUM. [ToToa,
cenak, ja OTKpMBa NpMYMHaTa Nopaau Koja e ocHoBaHa ambacazarta: nopaau rnobanHoTo
3aTonnyBarse, KembanyHr e Bo onacHocT Aa 6u/e LiefIoCHO NonsaBeH, Taka WTo XUBOTUTE
Ha NnyreTo TaMy ce 3arpo3eHu, a TMe Ke Mopa Aa CTaHaT KIMMaTCcKu 6eranum u ja Murpupaat
BO ApYrv AeNOBM Ha CBETOT MM Aa OCTaHaT M Aa ce CoouaT co BepojaTHa CMpT. 3aToa, THe ja
ocHoBarle ambacasaTa co L1 Aa UM ce NpuApY>KaT Ha XonaHraHWTe BO HMBHaTa KaMnarba Aad
BJIMjaaT Ha aMepUKaHCKaTa NosIMTMKA 3a Npalarb-eTo Ha rnobanHoTo 3aTonyBarse. buaejku
ce cTpaHum Bo CA/l, sen o4 HMB He MOXAaT AMPEKTHO Aa KOMYHULMPaaT co AMepuKaHLuTe.
Jloaeka [lpenyHr 36opyBa aHrMcKM, Pyapa YakpuH cé ywTe ro yum 1 Moxe Aa KOMyHULUMpa
CaMo MnpekKy NpeBoA.

TemaTa 3a murpaumjata Bo The Day After Tomorrow e o6paboTeHa Ha Apyr HauuH. HamecTo
Jla ce OAMN OA MOMasIKy pa3BMeHU BO MOPa3BUEHM 3eMjU 3apaZn eKOHOMCKa 611arococTojba; 1
KOHKPeTHO Bo ciiyyajoT co CA/l, HaMecTo MeKkcmMKaHUMTe Aa ja NpeMUHYyBaaT rpaHULATa BO
CA/J, Kako WwTo 0B6NYHO Ce CJTyuyBa, 3aKaHUTE 04 KJIMMAaTCKUTE NMPOMEHU Npean3BMKyBaaT
HaceneHneTo Ha CAJZl aa murpupa Bo Mekcuko. CynepbypaTta BO (pUSIMOT HOCU HOBO
neaeHo ao6a, NOKPMBAjKKM ja ceBepHaTa Xxemucdepa co CHer 1 Mpas, na 6uaejkn BpeMeTo 3a
ZejcTByBakbe M ClpeyyBarse Ha TakBO CLLeHApUO € MOMUHATO, EAVHCTBEHMOT HauNH fyreTo
Jla ce crnacaT e Aa 04aT Ha jyr. Bo ousmoT Toa e A0NONHUTESTHO BU3YeSTHO MPeTCTaBeHO NpeKy
CNIMKMTE Ha HOBUHApUTE KOW M3BECTYBaaT 3a HaCTaHMTE Ha TeslieBM3Kja KaAe WTo ce rnejaaT
»aMepukaHckm 6eranum kom 6eraaT KOH jyr nopaam 6ypaTa wTo Habnvxysa“ (Emepux, 2004,
1:13:03). Ho, Tne ce coouyBaaT Co 3aTBOPEHM FpaHULIA N X ceuaT 6oANTMKaBUTE XMLUM 33 Aa
MOMMHAT, WTO (PYHKLMOHMPA Kako pedbepeHLLa 3a YeCTo 3aTBOpeHUTe rpaHmum Ha CA/L 3a
MEKCUKAHCKUTE UMUTPaHTU. DUIMOT NpurKaxkyBa 1 6erancku kamn Bo MeKcrKo, Kaae WTo ce
cMecTeHU AMepuKaHuuTe Kom 6eraat o cynepbypara.

Pa3nuuHu KynTypu Bo noTpara no rno6asiHu peweHuja

AHanm3aTa Ha Toa Kako Ce KOHCTpyupaaT pasfiuuHun nepcnekTmem Bo Forty Signs of
Rain v The Day After Tomorrow, ro oTKp1Ba HUBHWOT CTaB AeKa peLleHurjaTa 3a rnobanHoTo
3aToNJ1yBar-€ MOXe Aia Ce HajAaT camo BO copaboTkaTa Mefy pa3fiMuHuTe KynTypu. PomaHoT
Ha POBMHCOH HyAM NpencnuTyBakbe Ha TPAANLIMOHASTHUTE 3anajHu pelleHmja 3a rnobanHoTo
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3aTonsyBarbe NpeKky BoBeAyBarbe Ha KynTypaTa Ha KembanujuuTe. NomMow 3a HaceneHneTo
Aoara u oz copaboTkaTa Mery pasfIMyHU HapoAM BO (OUIIMOT BO pexxmja Ha Emepux.

BakBuTe cTaBOBM mpomussneryBaaT oA PaKTOT WTO, Kako ryobaneH cdeHoMeH,
aHTPOMOreHNTe KNIMMaTCKN MpoMeHu Tpeba Aa ce peluaT Ha rrnobanHo H1BO, MpeKy copaboTka
Mery pasnn4yHu HapoAun. KnajH packa)kyBa 3a Toa Kako cTaHasla NocBecHa 3a npalar-eTo Ha
rnobanHoTo 3aTonJslyBakse Kora ce cpeTHana co 6onmeuckaTa ambacasopka Bo CBeTckaTa
Tproecka opraHusaumja, AHiennka Cecnnmja Hasapo JbaHoc, co Koja pa3rosapaJsia 3a naejata
JeKa 3eMjuTe KoM BO rosieMa Mepa npuaoHere 3a rnobanHoTo 3aTonfysarbe Tpeba 4a UM
NMOMOTHAT Ha APYruTe 3eMju Aa Ce CnpaBaT Co MOCeANLIMTE OZ OBaa €KOJIOLLIKA 3aKaHa: ,AKO
cakame Aa rv orpaHuuYMe eMUCUNTE Ha WTeTHW racoBM BO CrieAHaTa AeLieHuja, noTpebHa HU
e MacoBHa Mobunm3sauuja norosiemMa o4 koja 6uso Bo nctopujata. Hu tpeba Mapwanos nnaH
3a 3emjaTa“ (Klein 2014: 5). OBa ja noka)kyBa HEONXOAHOCTa 04 copaboTka Mery HapoauTe
BO CBETOT BO CMpaByBaH-e€TO cO 0BOj Npobriem. CopaboTkaTa e HEOMX0AHA He CaMo nopaau
notpebaTa oz rnobaneH oAroBop, TYKy 1 nopaau notpebarta Aa ce CnoAernat nepcnekTUBUTe
Ha pasnUYHM KYNTYpU KOM MOXaT Aa Ce MoKaXaT 3Ha4yajHu BO CNpaByBaH-eTO CO KpLM3aTa.
OBa ce noTeHUMpa n Kora KnajH npu3HaBa Aeka cnylwajku ja HaBapo JbaHoc, Taa (KnajH)
noyHana Aa pasbuvpa Kako KJIMMaTCKUTe MPOMEHU ,MOXaT Aa CTaHaT rafiBaHM3npayka cuna
33 YOBELITBOTO, OCTaBajKM HE He caMo Nobe3b6eHN 04 eKCTPEMHUTE BPEMEHCKM YCII0BU, TYKY
1 CO onwTecTBa Ko ce nobesbeAHN 1 NonpaBeAHU U Ha ApYrn HAUMHKW® (7).

W low ja Harnacysa noTpebaTta 3a rnobasieH 0AroBop, MOCOUYBajKN AeKa paHMBOCTA Ha
nyfeTo Bo A3unja nopaam rnobanHoOTo 3aTOMyBakb€e YKaXKyBa Ha Toa Aeka ycriouTe Bo Asuja
MCTO Taka Mopa Aa ce 3eMaT NpeaBus BO ANCKYCUUTE 33 KITMMATCKUTE NpoMeHun. Hekon oa,
MCKYCTBaTa 04 A3uja MOXAT Aa Ce MOKaXKaT Kako BUTASTHW BO CTpaTernuTe 3a crpaByBatbe
co rno6anHoTo 3aTonsyBarse. fow r1 Hyan npumepuTe Ha faHAW, HaBeayBajku Aeka MHAW]ja
He Tpeba Aa BOBeAyBa MHAYCTpUjann3aM CNopes HaUMHOT Ha 3anaAoT 6uaejkm 61 6un
HEOAPXKIMB, KaKo 1 npuMepuTe Ha JanoHunja 1 Kopeja kom TprHaa no nat Koj ,,MHOry NoMarsiky
Tpowu pecypcn” (Ghosh 2016: 113).

TpaHcHaLMOHaHa KOMyHMKaLmMja 1 pa3MeHa Ha MCKYCTBa U MUCSIeHa ce 04Bu1Ba U BO Forty
Signs of Rain. AHan13unpajkn ro oBoj poMaH Kako rnpB Aef1 04 TpusiorunjaTa ,Haykata Bo rnaBH1oT
rpas’, MexHepT Benu aeka ,POBMHCOH MOKaXKyBa AeKa KITMMATCKUTE MPOMEHM He MOXaT Aa
ce pasrfieAyBaaT MCKITYUMBO O HayuHa NepcrnekTmBa, buaejkm rn ondpakaat cute obnacT Ha
XKUMBOTOT. [peKy AeTanHO NpMKa)KyBakbe Ha TOa KaKo JIMKOBUTE BO TPUJIOrMjaTa ce CnpaByBaaT
co rnobanHoTOo 3aToNJyBakbe, CepmjaTa NOCTYyNMpa Aeka e NoTpebeH MHTepANCUUNIIMHAPEH
OAroBOp Ha KSIMMATCKMTE NMPOMEHM 3aCHOBaH Ha Nperosopu 1 komnpomucn® (MexHepT
2016: 153). Taka, 3ae4HO CO HayYHULUMTe Kou paboTaT BO BaWMHITOH, pPOMAaHOT NMOKaXkyBa
ZAeka KembanujumTe rv npeTcTaByBaaT JIyfeTO KOU Ce XXPTBU Ha rrnobasiHOTO 3aToNJyBakse,
nopaay MoOpeTo LITO ro NMomnJiaByBa HUBHNOT XXUBOTEH NPOCTOP, KaKo Aerl 04 TakaHapeyeHaTa
»JIvra Ha HauMK WTOo NOTOHYBaaT", N TWe ce 06KAyBaaT Aa HajAaT HAUMHM Aa MY NMOMOrHaT Ha
CBOjOT HapoA. IHTepakuujaTa Ha Hay4HMumTe o4 HC® co Kembanuvjunte Bnnjae Ha ABeTe rpynu
BO MPenNCcnmnTyBareTO Ha HUBHUTE NEPCrNeKTUBK 3a TOA KAaKO Aa Ce CrpaBaT Co KJIMMAaTCKuUTe
NpoMeHW.

®peHk, AHa 1 Yapnu kopucTaT HayyeH nMpucTan BO AUCKYCcKWjaTa 3a rnobasiHOTo
3aTonJsyBarse, AoAeKa NpUcTanoT Ha Kembanujuute e MHory pasnndeH. PpeHk 1 AHa ce
ONMLWIAHM KaKo paLMOHaITHM A0 KPajHOCT, HeWTo WTo PpeHK ro cmeTa 3a rosiema cmna. Cenak,
BO MpezaBarbaTa WTo Kembanujumte rv oap>xyeaaT Bo HC®, ekcTpeMHaTa paLMOHATHOCT ce
onwuyBa Kako doopMa Ha JTYAUSI0 — M TOa e HELUTO WTO OCTaBa CUJTIeH BreYvaTok Bp3 ®peHK u
Nnokpaj akToT LWTO TOj reHepaJIHO He Ce CorflacyBa Co HUBHWOT CTaB 3a HaykaTa. EkcTpemHaTa
paLMOHATHOCT MOXe Aa ce OAHeCyBa Ha (OKYCMParbeTo Ha BIIAaCTUTE CaMO Ha eKOHOMCKMOT
pacT, 6e3 aa ro 3emaT npeaBuj BSIMjaHNETO Ha rNobasiHOTO 3aTonslyBarbe Bp3 CBeTCKaTa
nonynauwja.
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Mpo6nemuTe co Ko ce coodyBa KembanyHr cekako 6apaat MOMHAKOB NpUCTan, CNPOTUBEH
Ha rpmkaTta 3a npoduT. KembanumjunTe, Ha npumep, cnopes AHa, NpoekTUpaaT oApeseHa
CMMPEHOCT KOja Taa camaTa HUKOralw He ja YyBCTBYBa, buaejkn cekoraw 6p3a. HUBHOTO
pasMucIyBarbe € MOEKCNNNLIMTHO MPUKaXkaHo Kora ro noceTysaaTt AOMOT Ha AHa 1 Yapnn,
Kora, W MoKpaj npuTtucoumTe 1 NpobnemMuTe, MMaaT HaUMH Aa NOKaXkaT TprieHWe U Aa
pasMMCIIyBaaT 3a KIIMMAaTCKUTe NMPOMEHU O/ pa3fiMyHU NepcrnekTUBK.

JononHuTenHo, nako ®peHk 1 AHa ce pauunoHanHW, TUe ja MOKa)kyBaaT U cBojaTa
eMOTMBHa CTpaHa, Koja UM HeA0CTura Ha BnacTuTe. Toa e MpuKaxaHO MpeKy nosp3aHocTa Ha
AHa €O Hej3UHNTE CUHOBW, HEXXHOCTa BO OAHOCOT Mery Hea 1 Yapnn, Kako 1 Npeky eMOTUBHOTO
MNCKYCTBO Ha PpeHK BO NIMPTOT CO Heno3HaTaTa XeHa LITO ro Tepa Aa ce HacMee 1 Aa npasu
MpaumoHanHu paboTtu (Ha npuMep, Aa NpoBasin BO KaHUenapuvjata Ha AnjaH YaHr, wednua
Ha HC®). Taka, Tue ja pa3bupaaT HaykaTa, MOXXHaTa doMHaHCKCKa 3aryba npu crnpaByBaH-eTO
CO KJIMMATCKMTE MPOMEHM, HO BO UCTO BpeMe pa3bupaart 1 Aeka ako ce 3aH1MMaBaaT camo CO
eKOHOMCKaTa JIormKka, Toa 61 A0HesN0 YHUWTYBarbe Ha UOBEUKMOT XKMBOT, Kako U Ha XXMBOTOT
Ha ApPYruTe XMBOTUHCKM W pacTUTeNHWN BUAOBKW. 3aToa, paboTaTa NpoTue pMHaHCKCKaTa
£L06VBKa 1 NPOTMB rNo6asHOTO 3aTOMJyBakse € Hajpa3yMHNOT HauWH Ha AejCTBYBaHbe.

Bo The Day After Tomorrow, copaboTkaTa Mefy KynTypuTe BO CrpaByBareTO CO
KSTIMMATCKNTE NPOMEHU € NpUKaXkaHa 04 CaMUOT MNOYETOK, Kora ce oAp>XyBa caMuT Ha OH Bo
Jenxw, Ha Koj, No npe3eHTaumjaTa Ha Llek Xon, Bo pa3roBopoT ce BK/yuyBaaT v NpvnaAaHULA
Ha pa3nnuHu Haumm. OBaa nAaeja HajMHoOry Aoara A0 M3pas3 Ha CaMUOT Kpaj Ha chUIIMOT, Kora
nopaam CMpTTa Ha aMepUKaHCKMOT NpeTcesaTes BO HEBPeMeTo, moTnpeTceAaTenoT bekep
CTaHyBa npeTceAaTenl U ro MMa CBOETO NpBO ob6paKarbe BO OBaa yriora 04 MeKCMKaHCKO Tr10.
Mpu3HaBajKn AeKa TOj, KaKO 1 MHOTY ApYru, 3rpewwmns MUCIejKN AeKa pecypcuTe Ha 3emjaTta
MOXe /i3 Ce KOpUCTAT KOHTMHYMpPaHo 6e3 nocreanuu, Toj u3pasysa 61aro4apHoOCT A0 HapoaUTe
KOW ' 3aCOfTHWUIIe fyfeTo 04 ceBepHaTa xemucdepa.

3aknyuJok

Jlenata Kow ce 3aHMMaBaaT CO KJIMMATCKUTE NPOMEHWN NPe3eHTMUPaaT pesieBaHTHMU
MCTpaXKyBarba Ha OBaa TeMa, CTaBajKu ja BO pOKYCOT Ha jaBHOTO BHMMAHMe, CO WTO
npuAOHeCyBaaT 3a NOAMIHYBaH-€ Ha CBECTa 3a OBaa CepMO3Ha 3aKaHa 3a XXMBOTOT Ha 3emjaTa.
CnpaByBarbeTO CO OBOj NPOBIIEM € MHOTY TELLKO U CIOXKEHO 6uaejkm 6apa TeMeSIHW NPOMeHMU
BO KaNMUTaNIMCTUUKNOT CUCTEM, Kako N 3aeHNUKA U KOOPAMHMPaAHa akLnja o4 cute (Mnm
NOBEKEeTO) HApOAM BO CBETOT.

TeopeTckuTe aena Ha KnajH, lNow, KonuHrc v fyamaH rm naeHTUdUKyBaaT rnaBH1UTe
npo6neMaTUUHM TOUKM BO OAHOC Ha KNMMAaTCKUTe NpomMeHU. Tne cyrepmpaaT Aeka
KSIMMATCKUTE NpOMeHU, 6apemM AenyMHO, ce NpeAn3BMKaHU O4 NyFeTo U npeaynpeayBaat
Ha eKCTpPeMHWN BPEMEHCKU HEernoroAmM Kou MoXaT CepUMO3HO Aa ro 3arpo3aT XXWUBOTOT U
6narococtojbata Ha MUNMOHK Nyfe Wnpym ceeToT. KnajH v low, NCTo Taka, yka)kyBaaT Ha
Ba)XXHOCTa 0J, Kpenparbe A0JSITOPOYHM CTpaTernu 3a CnpaByBakbe CO KITMMATCKUTE NPOMEHMN,
kow Tpeba Aa BKJTydyBaaT TpaHCopMaLMja Ha CerawHVOT KanuTaIMCTUYKN CUCTEM, KaKo U
Ha Ba)KHOCTa Ha MefyHapoAHaTa copaboTka BO HanopuTe 3a y6rakyBarse Ha HeraTUBHUTe
nocneanum.

CuTe OBMe acneKTu ce NPUCYTHU 1 BO ABeTe Aefa kon 6ea ANCKYTUPaHU BO OBOj TPYA.
Taka, Forty Signs of Rain n The Day After Tomorrow ce obuayBaat, Ha pa3fIMYHN HAUNHW, Aa
objacHaT Kako fyreTo BrmjaaTt Ha rnobanHoTo 3aTonyBars€, Npu WTO rn 6asmpaat corneabuTe
Bp3 AOCTAaMHUTE HayUHU UCTPaXKyBakba WTO Ce 3aHMMAaBaaT Co KIMMATCKMTe NpoMeHu. Tue
ja HarnacyBaaT 1 noTpebaTa Aa ce pewn 0Boj NpobrieM Bo Haj6rIMCKa MAHMHA CO Lien Aa ce
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orpaHWuYaT HeroBuTe HeraTVMBHM NocneAnun. NpuToa, ce 3aHMMaBaaT CoO HEKOJSTKY acnekTu
perneBaHTHM BO 061acTa Ha KNMMaTCKMTe MPOMEHN: 3aKaHaTa 0/, eKCTPEMHU BPEMEHCKN
Hemnoroaw, NpeAn3BULATE 3a MEHYBaHbe Ha CeralHNOT KanuUTasIMCTUUKN CUCTeM, MpobnemMoT
CO KJIMMaTCKUTE MUFPaHTK, HEOMXOAHOCTA 04 copaboTka NoMery HaykaTa U nofiMTukaTa u
nomery pasfMuHN HapoAM BO CBETOT 3a y6riaxyBarbe Ha eheKTUTE OZ KIMMaTCKUTe MPOMEHU
NpeAn3BUKAHN 0 UOBEKOT.
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Why has London’s “The Minions of Midas” been a disregarded and
undervalued story?

Introduction

During his lifetime Jack London gained worldwide fame with his stories and some of his novels.
Many subsequent critics (Pizer, Cain, Ward) have discussed various aspects of his works, analyzing
his stories and novels, as well as emphasizing their positive and negative characteristics. London
was criticized, among other things, for superficiality, uneven artistry, unrefined style, supporting
white superiority. Recently, there have been analyses that foreground other perspectives in the
study of his works, so that many of his stories have been discussed in new light, emphasizing
his broad range of topics, from alienation in “The Night-Born” to post-colonial concerns and
justice in “The Chinago” (Labor and Reesman), and reassessing his novels, such as The Sea-Wolf
(Baskett) or Martin Eden (Spangler). Interestingly, a story which, as | will argue in this essay, is of
great significance both in terms of its form as well as in terms of the ideas and questions it raises,
seems to have been almost completely neglected. The story in question is “The Minions of Midas”.

To show the extent to which this story inspires a variety of often incompatible and contradictory
interpretations, | have carried out research, which, among other things, includes a questionnaire
adjusted for collecting qualitative data among 44 respondents in order to explore how and why
this story has caused such conflicting views among its readers. Although the use of questionnaire
is not among the common methods used in literary studies, in this research it is very useful as it
sheds light on some possible reasons why the story has been neglected by critics, and why critics,
literary experts and readers alike (who are not necessarily literary experts) have disregarded or,
perhaps, have failed to recognize the social analysis and warning that, | would argue, London has
expressed in “The Minions of Midas”.

This article will employ various interpretative methods of the mentioned story in order to
show that such approach can contribute to broader understanding of the story than the use of
one method only. Giving a brief overview of the critical texts that have tackled “The Minions of
Midas”, it will attempt to argue that the story’s potential interpretations are much broader than
have hitherto been recognized. The results of the questionnaire composed of questions about the
story will be analyzed, the purpose being to demonstrate that the text of the story itself includes
a multiplicity of meanings that may, but do not necessarily have to be connected to the political
or social views of the author. Finally, the close reading of the story will show that it is not only
a socialist piece of writing as it has usually been seen, but that it may be interpreted as both a
socialist and a dystopian story, thus resulting in implications different from the ones that come as
a consequence of the story’s reading only as a socialist text.

“The Minions of Midas” plotline

“The Minions of Midas” is a story in which London seemingly represents the clash between
two social classes in the United States at the very beginning of the twentieth century — the wealthy
magnates and the proletariat — without imposing his own view in the course of the story. The plot
revolves around the street-railway tycoon Eben Hale, who receives letters from an organization
that calls itself The Minions of Midas (M. of M.) in which it threatens to kill innocent people unless
Eben Hale pays twenty million dollars.

The structure of “The Minions of Midas” is based on a story-within-a-story device, starting
with a story told from a first-person point of view, which, then, bifurcates into two parallel
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viewpoints. The narrator in first person starts his story with a tragedy — the suicide of his close
friend Wade Atsheler, which followed soon after the death of his employer, the money baron Hale.
The mystery is increasing when the reader finds out that Atsheler was a rich man, content with his
life, whose physical and mental state quickly deteriorated all the way to his suicide. The narrator
receives a letter from Atsheler, sent just before his death, which contains newspaper clippings
and facsimiles of letters. As the narrator starts reading, the secret of Hale’s and Atsheler’s tragedy
begins to unravel. The letters sent by an organization calling itself “The Minions of Midas”, and
the commentaries of Atsheler on these letters — are the two parallel viewpoints from the story-
within-a-story. The fact that the whole story, except for the first three passages, consists of the
M. of M.’s letters and Atsheler’s commentaries, enables us to perceive the views of the two sides,
without any mediation of the narrator.

Research questions

The essay will explore the following questions: Why has this story been largely neglected?
Why was it deemed a failure even in the studies where it wasn’t disregarded? Have the actions of
the M. of M. been in focus much more than the situation that has led to their appearance in the
first place? In regard to the questionnaire, why were most of the respondents convinced that the
story expresses sympathy towards Atsheler?

Such questions will be examined, first, examining previous research on the story; second,
through the answers given in the questionnaire; and, third, through a close analysis of the story.

Previous research on the story

Various critics who have been analyzing London’s stories (Wilcox, Gair, as well as the above-
mentioned critics) have not tackled “The Minions of Midas”. The story isn’t mentioned even in the
extensive and thorough study of London’s works entitled Jack London by experts such as Labor and
Reesman. Among the rare studies where this story is mentioned are Philip S. Foner’s Jack London
American Rebel and James |. McClintock’s Jack London’s Strong Truths.

Foner examines London, above all, as a socialist writer, praising London as a true rebel who
was fighting for improving the life of the poor, so London’s political engagement is discussed, as
well as his works that deal with social changes. Among them, Foner considers “The Minions of
Midas” as “anything but “proletarian” in content and orientation and is more revealing of some of
London’s limitations as a socialist than of his contribution to socialist fiction” (Foner 66). Foner’s
interpretation of the members of the M. of M. is that “their goal is purely a selfish one” and that
“they are not interested in changing society; they merely want to share the spoils with the capitalists
and, to achieve this goal, they institute a reign of terror to mulct millionaires of a large portion of
their wealth” (67). Foner also points out that the story doesn’t give any indication that the money
would be used to improve society, which makes him conclude that the organization wants the
money “because it needs capital to compete with the great trusts and business combinations of
the capitalists” (67).

McClintock also considers the story unsuccessful. He starts the paragraph dedicated to
the story by suggesting that it is one of London’s socialist fiction that has “little merit” (130),
later stating that the story is “preposterous” (130). At the end of the paragraph there is a brief
explanation of the reasons for McClintock’s disapproval of this story, which is based both on ethical
concerns — “this evolutionary principle replaces one inhuman and immoral system with another”
—and on the narrative method employed — “the story fails [...] because of the repetitious and trite
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letter device and the problem of an upper-class point of view” (131).

This essay will attempt to show that, contrary to both Foner’s and McClintock’s views, the
story itself (or, perhaps, the author behind it) does not actually support the views of the Minions
of Midas, that the M. of M. are interested in changing society, that the story’s main merit is in the
“letter device”, and that it argues very strongly against replacing one human and immoral system
with another.

Results from the questionnaire

Conducting a questionnaire that requires the respondents to read a story of more than ten
pages is certainly very different from conducting a questionnaire where respondents are asked
to give answers based on their opinion without previously being given a task to read something
specific. | have, therefore, been able to collect material from respondents who were willing to take
the time to read the story or were asked to read it for class (for a course that covers several works
by Jack London), and then answer the questions related to it. The questionnaire was composed of
10 questions, which were distributed to two groups of undergraduate students in Macedonia who
were part of the course One American Author, and they comprise 37 respondents. Additionally,
three professors whose field of research is not literature, and four postgraduate students at Masaryk
University in Brno, Czech Republic, have provided answers to the questions.

As the aim of the questionnaire was to collect qualitative data in order to reveal how
readers experience the story, it includes questions that ask for views and interpretations, and
does not include yes/no questions, or any type of rating-scale. Therefore, no diagram or table is
produced from the answers; rather, the answers will be discussed in the form of explanations and
interpretations.

The first question

The first question was: “What is your general impression about the story: is the author more
sympathetic to Wade Atsheler / Eben Hale or to the Minions of Midas?” Although Atsheler and Hale
are certainly two different characters, the idea here was to differentiate between the ideology of
the money barons, on the one hand, regardless of their individual personalities, and the ideology
of the Minions of Midas, on the other hand. Many of the respondents, apart from providing a clear
and specific answer to the question, additionally gave explanations about their reply. Among the
respondents, 23 (52.3%) answered that the author was more sympathetic to Atsheler, 15 (34%) that
he was more sympathetic to the Minions of Midas, and 6 (13.7%) thought the author was neutral.

Regarding the explanation, in most cases the sympathy for Atsheler (usually Atsheler was
emphasized, and Hale in some cases was not mentioned at all) was supported with the fact that
the readers are given more insight into the emotional response and apprehension of Atsheler, while
nothing is known about the feelings of the M. of M.; that Atsheler is an honest and virtuous man
who feels immense guilt; that there is no hint of justification for the M. of M.; that the narrator is
a close friend to Atsheler and since we hear the story from his (the narrator’s) point of view, we
know he feels sorry for Atsheler.

When it comes to the answers according to which the author is more sympathetic to the M. of
M., the most dominant explanations are: that Hale does not stop the murders even though he is able
to; and that the emphasis is on M. of M.’s accusations that they have been victims of oppression.

In the case of the “author is neutral” answers, the following explanations are given: that both
sides are presented in negative light; or that the letter device makes it impossible to decide whether
the author supports either the Minions or the money barons, that is, the author lets us decide, while
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he remains unbiased in the story by presenting both viewpoints; in one case, the answer was that
that it is a class struggle, so it is irrelevant who the author is more sympathetic to.

When it comes to the interpretation of the results from the first question, the questionnaire
shows that more than half of the respondents (52.3%) have the impression that the author is
more sympathetic to Atsheler (and Hale). This shows that it is wrong to presume that London has
written a story in which he, beyond doubt, defends the violent methods of the Minions of Midas.
Truly, neither Foner nor McClintock claim explicitly that London defends the M. of M., but it is
certainly implicitly present in their claims that this story is a socialist fiction of little merit as it
represents replacing of one inhuman system with another, and that it is not a valuable contribution
to socialist fiction — both claims seem to presume that socialist fiction usually presents socialists in
positive light, as being perhaps somehow more human or more moral than the corrupted tycoons
they oppose.

Concerning the impression that the author is more sympathetic to the M. of M., the percentage
- 34% — does not entirely reflect the realistic situation. Namely, the most dominant explanation
in support of this answer is that that Hale does not stop the murders even though he is able to.
In this case, the answers that the author supports the M. of M. are not based on an opinion that
he justifies their methods or that he is more sympathetic to them, but rather on the fact that the
money barons are presented as corrupted. Thus, the answers are not based on the respondents’
impression that sympathy is expressed towards the M. of M. —in fact, the M. of M. are considered
evil — but on the fact that the money barons are simply worse that the Minions.

The smallest, third, group of answers — that the author is neutral (13.7%) — includes several
explanations, the most frequent being that it is impossible to tell what the author’s position is,
since the letter device enables the author to objectively present both sides. The explanation of
two respondents — that both sides are presented in negative light — means that even in this case,
there is no support for the M. of M.

The high percentage in favor of the assumption that the author is more sympathetic to
Atsheler and Hale (and inversely, the small percentage that he is more sympathetic to the Minions
of Midas) also shows that critics have based their interpretation not on the story per se, but on
their knowledge of London’s biography and positions, which, of course, is the adequate position
of experts, but in this case their knowledge may have hampered the viewing of the story in its
own right. Thus, they have foregrounded a fact from London’s biography — his socialist inclination
— as being unquestionably present in London’s story; whereas the story itself — if we employ
deconstructive reading and analyze the story without any influence from facts that are outside
of the story — very craftily and artistically manages to conceal from the readers London’s socialist
inclination, as the results from the first question clearly show.

The second question

This is closely connected to the second question — “What is achieved with the letter-form?”
— 40 answers (90.09%) convey the opinion that the M. of M.’s letters and Atsheler’s comments
enable us to view both sides without any interference of the author. Thus, viewing this story in
itself impartially, without imposing on it any information concerning London’s life, brings into
light its masterful structure, which, in fact, results precisely from the letters; rather than being
“trite”, the letters are an effective device as they provide an unbiased perspective. The upper-class
point of view, which is also criticized by McClintock, has actually been very fruitful in making the
story experimental and one of the early instances of modernism, as it foregrounds significant
epistemological questions about how much we can know the truth, with its limited and contrasting
points of view. It has also led readers of the story to doubt rather than support the purposes of the
Minions, even if we know from London’s biography that London was strongly opposed to the upper
classes. This makes “The Minions of Midas” a rare case of a story in which the author manages to
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give a voice to a class he opposes in his real life without imposing his/her opinions.

Question three to eight

These questions also shed light on certain interesting aspects of how the story can be
understood. Yet, they are not directly relevant for the theme discussed in this essay, and may
therefore be in focus in another article. They refer to the reasons behind the name Midas that
the M. of M. have taken, to historical events that may bear resemblance to the events described
in the story, to how the respondents expect the situation to be resolved, as well as to how the
respondents have understood specific passages in the story.

The ninth and tenth question

The results of question 9 — “Are you personally more sympathetic to Wade Atsheler or to the
Minions of Midas? Why?” — are relevant in this context since they reflect the general attitudes
towards the story. Among the respondents, 28 (63.6%) answered that personally they are more
sympathetic to Atsheler, 6 (13.6%) that they are more sympathetic to the M. of M., and 10 (22.8%)
that they support neither. That means that an even greater percentage of the readers are inclined
to supporting the money barons rather than the Minions of Midas. In this context, again, the letter
device has played the greatest role, as the results make it clear that the author has managed to
distance his personal views from the structure of the story, and to avoid imposing his own socialist
sympathies towards the M. of M. on the readers. It would not be far-fetched, then, to link his
method in this story to the dramatis personae employed by Robert Browning, because London also
juxtaposes various viewpoints, in this case two social layers, each giving their own perspectives
and justifications for their actions.

How much London has succeeded in foregrounding his characters’ views and hiding his own
can be seen in most of the answers to this question. Those who support Atsheler explain that they

»

do so because Atsheler “fights for ideals that many people would fight for and for freedom”, “is
a part of a war where he is powerless”, “seems to be an embodiment of the position of each of us
in the society”, is “continuously faithful and loyal” and his “last words promise hope and express
genuine suffering”, he “didn’t make the capitalist system and doesn’t have any personal fault”
although he is privileged, “when he writes his letter he confesses everything about himself and
how he can’t take it anymore and commits suicide”, “is really struggling with the situation that he
has found himself in and it is clearly affecting him”; one answer states that the capital made by the
money barons “belongs to no one but themselves”. Another frequent reason for sympathizing with
Atsheler is not so much the opinion that Atsheler is right as it is the condemnation of the M. of M.’s
actions. Thus, some of the answers in this group underline that even though they understand the
goals of the Minions, they “disapprove of their methods”, as the Minions show “no remorse for the

taking of human life”, and what they do is wrong, illegal and cannot be justified.

Among those who replied that they supported the M. of M., it was their (M. of M.) aims to
bring forth changes in society that was underscored, whereas almost all the answers included
the comment that the methods of the M. of M. are not justifiable. Some of the reasons stated
for supporting the M. of M. are the following: “because they give Wade Atsheler and his boss
the opportunity to stop everything even before it happens”, “because they are strong and really
determined in order to achieve their goal”, because “they want more equality (as far as | can tell)
and they are organized and very smart and prepared, subversive as well” but “their methods, the
way they just kill people and the way they fight for power by exerting power” is not appealing.

Those whose answer is that they are not sympathetic to either explain, again, that this is so
because they cannot justify the methods of the M. of M., nor can they justify Atsheler for not
taking decisive action to stop the murders (two answers suggested that this was cowardly on the
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part of Atsheler).

The tenth question was the same as the first, except that it additionally included the following
instruction: “Answer only if your answer is different from the one you gave to the first question.
Otherwise write: Same as the first.” There were four answers that differed from all the others.

Among these four answers, one was: “My answer is not the same but | can’t decide. Perhaps
he is equally sympathetic to both. However, it does feel like he is slightly more sympathetic to
the Minions of Midas” (This respondent’s answer to the first question was that the author is
more sympathetic to Atsheler.) Another explanation is that the opinion is still the same, although
thoughts are shared about the reference to the Gracchi brothers — “maybe by calling the sons of
Eben Hale that (and also ‘a cleaner, saner, wholesomer progeny of sons and daughters’), the author
wants to specify that the social change is inevitable and will happen eventually and naturally, and
will begin from the richest. | don’t know, this seems very vague and inconsequential”. The third is
that although at first the author seemed more sympathetic to the M. of M., after thinking more
thoroughly about the story, the impression of the respondent is that the author is more sympathetic
to Atsheler. The forth states that the author was neutral, which is the same opinion as in the case
of the answer to the first question, with the addition that it seems that “it would be easier to
defend the Minions of Midas”.

The objective was to see whether, after contemplating various aspects of the story when
answering the previous eight questions, the respondents would see the story differently. Except
for the four above mentioned answers, all the other answers are: same as the first.

Interpreting the story as dystopian fiction

While the interpretation of the story by above-mentioned critics largely differs from the
conclusions resulting from the respondents’ answers, my own analysis of the story largely differs
from the explanations of both the critics and the respondents. Namely, my analysis is closely related to
two points | believe are misleading: first, to consider the story only as an instance of socialist fiction;
and, second, to consider the Minions of Midas as people who intended to be socialists but have turned
into an evil force pursuing selfish gains. | shall argue in this part that while the story is socialist to a
certain extent, it is much more an instance of dystopian fiction, and that such interpretation gives
rise to completely different implications about the themes and ideas of the story, as well as about the
aims of the M. of M. The respondents, both those who condemned and even those who supported
the M. of M., as well as critics, do not approve of the Minions’ methods. This analysis is based on a
belief that the story is a dystopian warning about what will happen if injustice prevails much more
than it is an assessment of the Minions’ actions. Seen in that way, the whole interpretation would be
focused on what has led to the formation of the Minions of Midas in the first place.

Dystopian fiction is often defined as negative utopia, a society which is an expression of fear
(Carey, Claeys, Vieira). Although elements of dystopia appeared before the twentieth century, it has
been dominant since the twentieth century, as a result of the greatly transformed social circumstances,
which gave rise to assumptions that any society of equal people would likely need to be upheld by
some kind of dictatorial authority. The two world wars and the totalitarian regimes of the twentieth
century obliterated the utopian beliefs in a more ideal future. “Enlightenment optimism respecting
the progress of reason and science was now displaced by a sense of the incapacity of humanity to
restrain its newly created destructive powers” (Claeys 107). These destructive powers that became
evident in the course of the twentieth century were felt and predicted by some authors even before,
Jack London certainly being one of them, as is visible in his novel The Iron Heel as well as in the story
in question here. This story includes an aspect frequently discussed in the context of utopias — that
utopias are not just fearful predictions of the future, but rather a warning for readers to do what is in
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their power to evade such future. This has especially been prominent in regard to the worlds described
in E. Zamyatin’s We, A. Huxley’s Brave New World and G. Orwell’s Nineteen Eighty-Four —while these
are worlds that seem plausible, the purpose of the novels describing them is usually said to be to
make humankind aware of how important it is to strive to prevent them. Similarly, it can be argued
that this is also the purpose of the story “The Minions of Midas”: to warn us to strive for a more just
society, one which will eliminate the reasons for the appearance of the M. of M in the first place.

The gradual transformation of the downfall of Atsheler’s physical appearance in the first passage
symbolizes his inner agony and demise of his integrity, which is gradually revealed in the rest of the
story, and is a warning that his destiny may have been altered had anyone reacted timely. But his
friends, just like Atsheler and Hale later in the story, never intervene since the thought of something
being wrong is remote from their thoughts even when they witness his downfall.

From their very first letter, the Minions of Midas use a tone which is calm and composed. This
may lead to a conclusion that they are offering a cold and calculating business proposal. However,
such a tone may, instead, signal that through reading and experience they have come to the desperate
realization that no peaceful attempt to raise the awareness of the oppressors regarding exploitation
can ever be successful. Namely, the M. of M. constantly refer to the past, as if they are pleading
for readers to judge the situation that led to their formation. “We are members of that intellectual
proletariat, the increasing numbers of which mark in red lettering the last days of the nineteenth
century. We have, from a profound study of economics, decided to enter upon this business” (45). The
red lettering refers to the blood of those workers living in miserable conditions, who have died due
to the inhuman conditions in which they worked for the gain of the wealthy. The “profound study”
of the economy system prevailing in that time is yet another hint of experience that has made them
painfully aware that the system works in favor of the money barons. This awareness is supported with
the historical records and principles (that bear resemblance to Marxist principles) that they clearly,
though briefly and superficially, explain in the same letter: that the system is, and has been at least
since William the Conqueror, founded on property right, and that this property right rests “solely and
wholly upon might” (45), which in recent times is true of the “captains of industry” whose power is
no longer based on physical strength, but on economic forces.

The whole text of this first letter essentially explains what has brought the M. of M. into existence.
In that sense, it is not intended to provide explanation about their future crimes, but a plea to change
society before any such crimes are committed. The argument for this assumption is that if they only
wanted money, then it is difficult, almost impossible, to provide arguments why they would go
through such lengthy explanations; a simple blackmail — that they would kill people at random if they
are not given twenty million dollars —would be sufficient to try and extract the money. The fact that
they are trying to make Eben Hale comprehend their justifications even before they have committed
any murder indicates that they have unsuccessfully attempted to change the system, and then given
up hope that it can ever be changed, thus they embrace the rules imposed by the money barons:
“we have no foolish ethical or social scruples” (45). Seen in such light, this last statement is not a
cruel and reckless lack of concern, but an evidence of despair of people who, through experience,
have realized that even by “toiling early and late” (45) for decades, they would still barely be able
to survive. It is only after they have realized this from their life in agony that they have “entered the
arena”. The letter is written at a point when in the story it is already too late for the social situation
to be improved, but since this can be read as a dystopian story — one that does not reflect reality,
but articulates a possible grim future — it does imply that there is still time in the reality (though not
in the story) for the rights of workers to be addressed.

The assumption that the M. of M.’s intention is to change the society and system of thinking
may also be supported by the fact that they try to convince Hale, and they prove it with their acts,
that their aim is not to harm or kill him. Judging from the way they perform the other murders, it can
be claimed that had they the intention of destroying Hale, they would have succeeded easily in it.
Taking away power from the powerful, therefore, seems to be much closer to their long-term goals
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than killing a few exploitative businessmen, which would not make any difference in the system. Such
a view is supported not only by the letters of the M. of M., but additionally by Atsheler himself in
his own letters to the narrator. The change of the system becomes evident in Atsheler’s statements
following the letter of the M. of M. of October 21, 1899. After claiming that Mr. Hale was a man of
iron, Atsheler gradually plunges into a grim vision of the future in which an infuriated group — the
“horrible —this awful something, this blind force in the dark” (49) takes control of society. From that
moment on, the captains of industry who have controlled and planned the future can no longer fight
or plan, no longer control their own or other people’s destinies, and begins to see responsibility from
a different perspective: the victims seem to be “just as much killed by us as though we had done it
with our own hands” (49).

What comes as another result of the M. of M. actions, though it is questionable whether they
pursued such a goal, is the fact that Hale’s wealth starts diminishing as it is distributed to thousands
of other people who are engaged to capture the members of M. of M., “till a quarter of a million
flowed weekly from his coffers” (51).

In the context of years of injustice that the representatives of the working classes have suffered,
Atsheler’s statement is strikingly ironic: Hale refuses to give the money and stop the slaughter because
he “insisted that the integrity of society was assailed; that he was not sufficiently a coward to desert
his post; and that it was manifestly just that a few should be martyred for the ultimate welfare of the
many” (51). London here skillfully plays upon the perverted notions in the story about “a few” to be
martyred (the victims killed at random) and the “many” to be saved (allegedly the other citizens). It
is, therefore, easy to disregard the acrimonious irony contained in these words, for the “many” is in
fact only the few wealthy money barons and no other citizens at all, whereas the attitude that it is
worth sacrificing “a few” indicates Hale’s complete contempt for the common people - a fact that
is also, perhaps, inconspicuous because at the surface Hale seems to be a victim. Hale’s statement
that “the integrity of society was assailed” is also ironic, as the society that he has in mind cannot be
said to have integrity; as is Atsheler’s last statement: “let society arise in its might and cast out this
abomination” (54), since “abomination” is meant by Atsheler to refer to the Minions of Midas, but,
in fact, is a fitting description for the corrupted society that Hale and Atsheler represent.

It seems that the critical works by Foner and McClintock have also somewhat neglected the
view of the M. of M. as “culmination of industrial and social wrong” (53). Is it considered as an
untruthful statement, used only as the Minions’ attempt to justify their hideous crimes? The crimes
are certainly hideous, but the responsibility for them is to be shared among all characters in the story,
who represent various layers in society. The close attention to various passages in the story, and their
interpretation as a kind of a dystopian warning against society taking the direction described in the
story, point out that the M. of M.’s description as “culmination of industrial and social wrong” is meant
to be taken as a truthful and desperate cry of a long oppressed group that has been prevented from
obtaining rights and fair opportunities in all other ways, and so resorted to the worst: killing innocent
people. “You have crushed your wage slaves into the dirt and you have survived. The captains of
war, at your behest, have shot down like dogs your employees in a score of bloody strikes. By such
means have you endured” (53), the M. of M. accuse in their last letter. After the revealed fact that
workers who have attempted to fight for their rights have been “crushed” and “shot down like dogs”
(53), it would be inadequate to take literally the statement “we do not grumble at the result” and
interpret it as the Minions’ attempt to simply replace one evil system (the one of the money barons)
with another (their own). The realization of the Minions that they have to follow “the same natural
law” gives the story an utterly pessimistic tone about where society is heading unless it shows more
concern for the oppressed.
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Conclusion

The use of various approaches, such as: experts’ views; a questionnaire that shows results of
readers’ understanding of the story; as well as close reading from a personal point of view — may
not be the conventional way of interpreting a literary text. Nevertheless, in the case of this story all
three approaches together have been valuable for interpreting the story from many angles, which
contributes to a much better understanding than the use of one method only. This juxtaposition
of the different perspectives does not mean that either critics or readers have misrepresented the
story. On the contrary, one perspective supplements the others and vice versa. It is not the case
that London supported the money barons, as the results of the questionnaire may suggest, thus
the critics’ views provide a better supported explanation. On the other hand, the critics’ emphasis
on London’s failure to present in positive light the fight for workers’ rights fails to recognize the
skillfulness in constructing a narrative structure that has foregrounded the perspectives of the
dramatis personae without any visible intervention of the author; it is the answers of the readers
(who are no experts of London) that have brought this fact to the light.

There is no single straight-forward answer to the question from the title: “Why has London’s
“The Minions of Midas” been a disregarded and undervalued story?” Hopefully, however, this essay
has shed some light on why “The Minions of Midas” should not be a disregarded and undervalued
story. It has a skillfully composed letter structure, which has enabled the author to let the characters
speak for themselves without imposing his own views; it has provoked contrary opinions and
impressions among readers who may or may not be experts in literature or in London’s works, a
fact that substantiates its complexity both in terms of form and in terms of content and ideas; it
has foregrounded issues concerning responsibility for social unrest and possible consequences of
creating despair among people in societies where authorities are corrupted or exploitative; and
it contains not only socialist, but rather social and utopian elements that constitute a plea for a
more just society.
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Harmonious Coexistence of Incongruous Worlds in Game of Thrones
Introduction and objectives

The television series Game of Thrones, based on George R.R. Martin’s novel A Song of Ice
and Fire, is often referred to as fantasy due to the use of tropes typically found in the genre of
fantasy (magic, wondrous creatures, supernatural events, among others). A Song of Ice and Fire
has furthermore been analyzed in regard to the closeness of the events it represents to the history
of the Middle Ages (Pavlac 2017, Liedl 2017, Alesi 2017, Polak 2017, Hackney 2015, Gresham
2015). The points made in the mentioned research of the novel are also valid for the television
series based on the novel.

This article, however, aims to destabilize such genre categorization, and explores the relation
of the narrative in the series to postmodernism rather than to fantasy, as well as how it surpasses
postmodernism in various aspects. The foregrounding of the ontological dominant and the concept
of clash of worlds, discussed by various literary thinkers (McHale 1987, Butler 2002, Connor 2004)
is the starting point. The focus is on the clash of the medieval and the contemporary world in
the series Game of Thrones. Unlike postmodernist fiction, which aims to highlight the borders
between the different worlds, the narrative in Game of Thrones efficiently merges the medieval
and the contemporary world, rendering the borders between them almost invisible on the level of
the narrative, even if they are incompatible on the level of the cultures and values they represent.
Jon Snow’s unification of traditional enemies, Arya’s fluidity in regard to gender roles, Tyrion’s
humor and irony, the Sandor Clegane’s atheism, Bronn’s cynicism, among others, are some of the
contemporary world traits existing within the medieval setting. | explore two such traits — Jon
Snow’s unification of traditional enemies and Arya’s fluidity in regard to gender roles and identity
in general —and | argue that they manage to blend in in an apparently medieval setting and system
of values, in which they could otherwise be expected to appear completely incongruous. This
interdisciplinary examination will bring together aspects from film, literary theory, history and
ethics.

The following part will present some general characteristics of fantasy fiction and medieval
narratives, as well as similarities with historical events from the Middle Ages, on the basis of
previous research in the area in order to establish how Game of Thrones differs from them.
Previous research of postmodernist fiction will establish how the ontological dominant typical
for postmodernism is relevant to constructing clashing worlds in this article.

The central part of the article will discuss separately how the characters of Jon Snow and Arya
Stark deviate from the medieval system of values. In order to examine this effectively, in each of the
subheadings focusing on each of the two characters, certain specific medieval views and customs
will be examined, and then the actions and traits of the corresponding character will be interpreted
in light of these views and customs. The similarities between the ways the contemporary world
clashes with the medieval world in both cases, as well as the question why the two worlds don’t
seem incongruous within the medieval setting, will also be discussed at the end of the central part.

Previous research: Similarities with history, genre conventions and postmodernist
approach

George R. R. Martin has discussed the fact that he drew inspiration from British history,
especially the period of the War of the Roses. Numerous critics have explored the links between
events in his novel and historical events from the mentioned period. Finn, in his article “High
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and Mighty Queens of Westeros” (2017), and Alesi, in her article “The Power of Sansa Stark: A
Representation of Female Agency in Late Medieval England” (2017), for example, discuss female
characters, with focus on queens, underlining parallels with history. According to Alesi, “Sansa’s life
is remarkably similar to that of Elizabeth of York”, who was “the first queen to reign after the Wars
of the Roses, the dynastic struggle for the English throne that inspired A Game of Thrones” (161).

In his article “A Machiavellian Discourse on Game of Thrones” (2017), Della Quercia also
examines similarities between the lives of some of the characters in Martin’s novel and certain
historical persons. “Like The Prince, George R. R. Martin’s A Song of Ice and Fire borrows heavily
from the lives and deeds of numerous historical figures, some of whom were Machiavelli’s
contemporaries and even mentioned in his writings.” (34) Not only the characters, but also the
events described in the novel, and consequently in the television series, resemble certain historical
events, such as the impressive “Red Wedding” in Game of Thrones. “The Starks expected hospitality
from the Freys but were butchered instead. It is well known that George R. R. Martin based this
event on two incidents from Scottish history: the “Black Dinner” and the “Glencoe Massacre.”
(Della Quercia 40)

One of the central notions in Game of Thrones that is easily recognizable from medieval history
is chivalry, which, as Muhlberger writes in “Chivalry in Westeros” (2017), is “key to understanding
the culture of Westeros as well as that of the later Middle Ages in Western Europe (roughly the
fourteenth and fifteenth centuries). In both places, chivalry is both a noble ideal to be lived up to
and a set of practices central to aristocratic life and the culture as a whole.” (47)

Apart from the characters and events that bear similarities with historical figures and events,
Game of Thrones also bears similarities with works from the fantasy genre, which has led many
critics to consider the novel as belonging to this genre. For example, The Cambridge Companion
of Fantasy Literature (2012), edited by James and Mendlesohn, lists the individual novels which
compose A Song of Ice and Fire in the part “Chronology” that includes works in the genre of
fantasy.

Certainly, Game of Thrones does contain numerous fantasy tropes. These tropes include magic,
fairytale creatures, monsters, supernatural elements, imaginary lands, adventures, heroic quests
that end with the hero’s victory, battle between good and evil. Attebery’s Strategies of Fantasy
(1992), proposes that texts that share a cluster of such common tropes can be considered works of
fantasy; these tropes may be objects, but they may also be narrative techniques. Finn states that
the “cultural standards in A Song of Ice and Fire and Game of Thrones hew closely to traditional
fantasy tropes, themselves a product of J. R. R. Tolkien’s training as a medieval literature scholar”
(19), although he also points out some differences. James (in “Tolkien, Lewis and the explosion
of genre fantasy”, 2012) also makes a point about Tolkien’s influence on subsequent works of
fantasy: “Tolkien’s greatest achievement, however, in retrospect, was in normalizing the idea of a
secondary world. Although he retains the hint that the action of LOTR? takes place in the prehistory
of our own world, that is not sustained, and to all intents and purposes Middle-earth is a separate
creation, operating totally outside the world of our experience.” (65) According to James, this has
become standard in modern fantasy. “After 1955 fantasy writers no longer had to explain away
their worlds by framing them as dreams, or travellers’ tales, or by providing them with any fictional
link to our own world at all.” (65) This is certainly true for the world created on the continents of
Westeros and Esos in Game of Thrones.

A genre relevant for Game of Thrones and related to fantasy is the medieval or chivalric romance
— fantastic narrative that includes adventures filled with marvel, in which a hero (in the medieval
romances usually a knight) goes on a quest either to search for something important or to right
a certain previously done wrong. These conventions have then continued to exist in romances in
following centuries, as well as in the fantasy genre.

2 LOTR - Lord of the Rings, as written in James’s article.
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Although Game of Thrones includes certain recognizable tropes and the setting of fantasy and
medieval romance, the conventions of these genres — in terms of the narrative, the logic of events
and the values presented — are subverted by the end of the first season of the series (which roughly
corresponds to the end of the first book from the book series A Song of Ice and Fire). As Peterson
explains in “The Language of Ice and Fire” (2015), the conventions have created expectations
among readers that the hero Eddard Stark “will survive and ultimately exact vengeance” (17).
However, Game of Thrones undermines those expectations: “First, Martin demonstrates his
understanding of the tropes of the genre — tropes which must be familiar to the reader to produce
the desired effect”, however “the reader learns that traditional expectations will not be borne out
in A Song of Ice and Fire.” (Peterson 17) This is only one example out of many in which Game of
Thrones departs from the fantasy and medieval romance genres.

It terms of creating a world similar to the one of the Middle Ages, Game of Thrones manages
to achieve that by constructing a setting which contains a lot of medieval characteristics, such as
castles, feudal lords, feudal relations, knights, but also deliberately abandons the system of values
and beliefs existing in that world, which is what the central part of this article focuses on. McHale’s
elaboration of clash of worlds within postmodernist novels may well explain the departure from
the Middle Ages in Game of Thrones in terms of ethics and views on life.

In Postmodernist Fiction (1987), McHale uses the term dominant as a helpful notion in
differentiating between various literary movements: for example, if a novel is characterized
predominantly by a recognizable postmodernist trait, it may be situated in the category of
postmodernism, even if it also has traits of Realism or Romanticism or any other literary movement.
In that sense, literary works do not strictly belong to a certain category, but may have a dominant
feature encountered in other works from the same period. Thus, according to McHale, modernist
works have the epistemological dominant, whereas postmodernist ones have the ontological
dominant, that is, they “typically involve some violation of the ontological boundaries” (16) or,
in other words, involve some kind of a conflict between different worlds. McHale illustrates his
points with examples of novels by Carlos Fuentes, Thomas Pynchon, Robert Coover, among others.
In terms of the “strategies for constructing/deconstructing space” in building zones (in McHale’s
terminology), postmodernist fiction employs various strategies, among them: “juxtaposition,
interpolation, superimposition, and misattribution” (McHale 45)

Game of Thrones does not belong to this group of novels that deliberately foreground the
plurality of worlds, yet it does exploit the ontological dominant through representing coexistence
of and conflict between various worlds. In constructing a zone by juxtaposing the two worlds,
Game of Thrones draws upon a strategy different from the four ones mentioned by McHale.

Contemporary traits in medieval setting and system of values

The wrong side of the wall: Jon Snow and the importance of circumstances

The setting of Game of Thrones is largely medieval: it is a world filled with lords, castles,
knights, vassals, sword fights, tournaments. This, for example, is a description of knights in the
Middle Ages: “In the Middle Ages, knights were highly trained warriors in armor, mounted on large,
powerful war horses, who fought alongside other knights in battle [...] with swords, lances, maces,
and battle-axes” (Muhlberger 47). Knights were required to be loyal to their liege-lords, they were
expected to have prowess and to belong to the class of nobility. These historical descriptions of
knights closely correspond to the knights presented in Game of Thrones, such as Jaime Lannister,
Renley Bartheon, Loras Tyrell, Barristan Selmy, or Brynden Tully.

Muhlberger describes three types of medieval knights — vassal knights, noble knights and
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courteous knights. Explaining that chivalry became identified with nobility, he states that
vassals “themselves could be powerful enough to be feudal lords with their own vassals. Thus
a complicated ‘feudal network’ of sworn loyalties connected knightly lords and vassals to one
another. To exclude the ‘unsuitable’ kind of people, knighthood became restricted to members
of the nobility.” (Muhlberger 48) In this, the system of bannermen in Game of Thrones, sworn to
the service of the highest lord in an area can easily be recognized. To give just a couple of the
many examples in the series, it is mentioned at different occasions throughout the episodes that
the Freys, the Brackens or the Mallisters are bannermen of house Tully, or that the Royces and the
Waynwoods are bannermen of house Arryn.

The medieval ethical system is also generally reflected in Game of Thrones. Jean Porter,
professor of Theology and Ethics, discusses virtue ethics in the Middle Ages, emphasizing that
what dominated in this period was “the idea of a distinctively human form of excellence which is
proper to the human being as such, without reference to particular circumstances or roles” (Porter
71). This means that regardless of whether they are peasants or nobility, people are required to
exhibit the same virtues. In the same context, Porter also adds that “Seneca’s account of the rational
character of the virtues, and his insistence that the ideals of virtue are the same for all persons,
were to have considerable influence on later Christian thinkers” (Porter 74). These cardinal virtues
include: faith, prudence, justice, fortitude, honesty, temperance, and can also be seen in many
medieval works or literary works that refer to the medieval period, such as Sir Gawain and the
Green Knight or Edmund Spenser’s The Faerie Queen. These same virtues are also highly regarded
in Game of Thrones along with the identical idea that virtues are the same for all persons without
consideration of particular circumstances. Even if the characters don’t always live by them, they
all emphasize them as virtues: thus, for example, even the greatest of Ned Stark’s enemies, such
as Cersei Lannister or Petyr Baelish, admire Ned Stark’s prudence, sense of justice, fortitude and
honesty.

There are several elements in Game of Thrones that are completely incongruous with this
typical medieval setting and ethical system. One of them is the idea that what is regarded as a virtue
depends on circumstances, and that in evaluating people’s worth, circumstances of their life must
be taken into consideration —an idea represented by Jon Snow, who thereby repudiates the typical
medieval ethical system. Such views have further implications on Jon’s ethical system, as they make
him recognize that the traditional division between allies and enemies in Westeros cannot hold.
This, along with the fear of the White Walkers, leads Jon to attempt to unify the traditional enemies,
that is, to bring together the people north of the Wall and the people south of the Wall, who had
been killing each other for centuries. The people north of the Wall are derogatorily referred to as
wildlings by their enemies although they call themselves the Free Folk.

Jon Snow introduces circumstances as an essential criterion for considering anyone’s behavior.
His statement that the wildlings “were born on the wrong side of the Wall; that doesn’t make
them monsters” makes his position about the significance of circumstances very clear. This idea
that the wildlings should not be considered enemies since they have fought the members of the
Night’s Watch in order to survive and defend themselves is incongruous with the medieval ideas
that people should be judged “without reference to particular circumstances or roles” since “the
ideals of virtue are the same for all persons”. In fact, his acceptance of the Free Folk is closer to
the twentieth and twenty-first century theories of otherness and deconstructing otherness than
they are to medieval perceptions.

In his article “A Defense against the “Other”: Constructing Sites on the Edge of Civilization
and Savagery” (2017), De Ruiter notes that “Sociologists use this term [‘other’] to describe how
societies (and individuals) represent their own self-identity as normal and correct, but that of other
social groups (and persons) as abnormal and deviant. This distinction often leads to discriminations
and hostility.” (86) Referring to Hadrian’s Wall, which inspired the Wall in Game of Thrones, De
Ruiter points out that “Roman and medieval literature demonstrate that writers viewed the tribes
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to the north of Hadrian’s Wall in terms of ‘the other’”, and that similarly, “the people of the Seven
Kingdoms hold a corresponding image of the wildlings. In both cases, a wall defends against
otherness.” (86) Indeed, the people of the Seven Kingdoms, including even those like Benjen Stark
or Eddard Stark who are represented in positive light by the Point-of-View characters, consider
their own self-identity as normal and see the “wildlings” in terms of otherness, as savages who
should be killed —which is very close to the traditional medieval views. Jon Snow’s ethical system,
on the other hand, is different, and is completely at odds with that of the other people of the
Seven Kingdoms. He rejects the idea of unalterable and absolute obedience to a certain moral
norm valid for all people regardless of circumstances. Even the terminology itself is an indication
of this: namely, in the beginning Jon calls them “wildlings” but in time starts using the word “Free
Folk”, in accordance with his altered views. He observes these people north of the Wall and comes
to understand that they do not represent evil, they are not ‘deviant’ or ‘abnormal’; that they are
not “the other”, since in essence there is no difference between the Free Folk and the people of
the Seven Kingdoms, except for the circumstances — the fact that they had been born north of the
Wall and accustomed their lifestyle to that fact. This is why Jon Snow’s position is completely out
of place and is incongruent with the common views of his own medieval environment.

A girl has no name: Arya Stark and the identity of fluidity

“‘Courtesy is a lady’s armor,” advises Septa Mordane, governess to Lady Sansa Stark, who,
early in Game of Thrones, is engaged to the crown prince of Westeros, Joffrey Baratheon. Sansa is
the perfect aristocratic girl, versed in courtesies, songs, and good behavior, unlike her tomboyish
younger sister Arya.” (Finn 19) The contrast between Arya and other female characters, who are
more typical representatives of the medieval idea of femininity, is stressed throughout Game
of Thrones, as this contrast between Arya and Sansa — presented by Finn — shows. In fact, most
women characters in the series (regardless of whether they are as young as Arya or older) follow
the rules of courtesy and good behavior that an aristocratic woman is supposed to follow: Catelyn
Stark, Margaery Tyrell, Myrcella Baratheon, Olenna Tyrell. Even Cersei, whose secret undertakings
are contrary to all that is considered to be virtuous in the Middle Ages, in public displays the
characteristics expected of women. And even Brienne of Tarth, who has become a knight contrary
to what is expected of women, is in fact an epitome of courtesy, honor and good behavior -
characteristics highly revered in the medieval ethical codes.

As Nicole M. Mares writes in “Writing the Rules of Their Own Game: Medieval Female Agency
and Game of Thrones (2017), in the medieval times “women were key assets in the struggle for
power and the creation of political networks” (148). Noblewomen, Mares explains, “were used
to form alliances through marital networks. Cersei, Margaery, and Dany are all married (at some
point) to men they do not love but who will further the political interests of their families. They
are essentially bartered by their families for access to the political sphere and a chance at the Iron
Throne.” (148)

In such a context, Arya’s lack of courtesy or good behavior, as well as her refusal to get
married at all, appears to be completely incongruous with the medieval expectations and ideas of
appropriate woman’s behavior. Arya often exhibits characteristics that were more typically pursued
by men in the given setting which gives her identity great fluidity as she transforms from one role
to another throughout the series. This does not only include fluidity in terms of gender roles, but
of her identity in general, as she never firmly settles for one stable role.

Arya’s ignoring of the rules of courtesy is visible on numerous occasions. On the King’s Road
she plays at swords with Mycah — something generally unacceptable in her society as he is the
son of a butcher, and then gets into fight with the much higher ranking prince Joffrey. In King’s
Landing, she involves her family into several incidents by behaving wildly and improperly, as Septa
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Mordane notes. In the second season, when she tries to trick Jagen H’ghar into killing more than
the three promised names, he accuses her of having no honor, to which she shrugs, refusing to be
dissuaded from her position.

Arya’s relation to gender is much more complex than that of any other character, including
Brienne of Tarth. From the very first scene in the series where Arya appears, she is presented as
a girl who outrivals the boys in things that were reserved for boys in the Seven Kingdoms — she is
excellent at riding horses or shooting arrows. She shoots an arrow right in the center of the target
better than her brother, during the time of the day reserved for her to train knitting with her
sister. At the same time, she is not proficient at all at activities that were reserved for girls —she is
constantly criticized by Septa Mordane for being bad at knitting and other household activities.
Arya also denies traditional gender roles in regard to arranged marriages, which were very common
among noble families in the Middle Ages. When she tells her father Ned Stark that she wants to be
a knight when she grows up, he tells her that, instead, she will marry a great lord and be a great
lady. “No, that’s not me,” Arya replies, refusing to play the predetermined part of women in the
Middle Ages and preferring what was commonly the path of men.

Nevertheless, her identity is not inclined towards the male, but is much more fluid than it
seems, and this is where her contemporary views and behavour come into light. The statement
“that’s not me” is especially significant because it clearly does not refer only to Arya refusing to
be the wife to a great lord, but to her identity in regard to any other strictly delineated roles. Arya
is not content to settle to either male or female role. Whenever Syrio Forell calls her a “boy”, she
corrects him every time: “l am a girl”. Thereby she establishes her feminine side, but she also does
not mind disguising herself as a boy (which is initiated by Yoren), immediately after her father’s
execution, so that she may survive, have freedom of movement and pursue her goals. Thus, Arya
refuses to pin down her identity in terms of gender.

The fluidity of her identity in general and her empowerment especially come to the fore in
the “temporary sacrifice of her identity in Braavos and in the House of Black and White” (Mares
148), where she is able to become anyone. Here, she not only transcends gender roles, but goes
beyond by exploring the full potential of fluidity, and is able to take over any identity, regardless
of gender, age, race or background. She trains to be an assassin, but in fact she refuses that role
as well. This is clear from her refusal to complete both assignments given to her by the Faceless
Men: she kills neither the thin man, nor the actress.

All these numerous possibilities that she opens to herself, refusing to settle to roles preordained
by the social conventions, make her a representative of more contemporary ideas of identity.

Blending into the Medieval System: Reasons

As described before, Jon’s and Arya’s views and behavior are completely incongruous with
ethical views of the medieval setting. So, how is it that they coexist with their environment without
giving the impression of being in sharp discrepancy with it? Mainly, the reason for that is that
the borders between the medieval world of Game of Thrones and the contemporary world as
represented by a few of the characters — here, specifically Jon and Arya — are not so conspicuous.

The fact that Jon Snow saves the Free Folk and cooperates with them would certainly not be
accepted in the medieval setting. The reason why this act does not seem incongruous with the
setting is because gradually, in the course of several years, Jon is changing and developing as a
character. To present him immediately as a person who has such different views from the rest of
the northerners while he spent all of his life with them would certainly appear to be ineffective.
However, since in the course of time, by listening to the advice of Tyrion Lannister, Lord Commander
Mormont, and by witnessing the life of the wildlings for himself, he gradually adopts more
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contemporary views, the clash between them and the medieval world views is not visible. Jon is
also building up his credibility and integrity: when he trains the inexperienced members of the
Night’s Watch at swordfight, confronts Alliser Thorne, protects Sam, opposes Craster, organizes
the defense against the wildlings at Castle Black, kills Mance Rayder out of mercy when Mance
was supposed to be burnt alive, fights the White Walkers at Hardhome. Such acts, witnessed by
the members of the Night’s Watch, by Stannis and Davos, as well as by the Free Folk themselves
contribute to many of them (though by no means all as can be seen in the fact that he is killed by
Alliser Thorne and several members of the Night’s Watch) accepting his decisions, so different
from those expected in a medieval environment.

Arya’s behavior, also inappropriate in medieval environment, is likewise not so strange. Arya
doesn’t become an outcast because her behavior is actually supported by characters who are largely
medieval, such as her parents and most of her siblings, but who do have some liberal views albeit
to a limited extent. Thus, in Season 7 of Game of Thrones, Arya remembers that once when she
shot an arrow in the bull’s-eye (shooting target), she heard clapping, and it was her father. She
comments: “I raised my head and he [Ned Stark] was smiling at me. | knew that what | was doing
was forbidden, but when | saw him clapping | knew that | had not done anything wrong. It was
the rules that were wrong.” (Thrones S7E6) If her family strictly followed the medieval customs, it
could be argued that Arya’s behavior would have been too conspicuously incongruous with that
system. However, the understanding, or more frequently the toleration, she receives from her
family makes the clash between the two worldviews less discernible.

Conclusion: key findings and implications

As could be seen from the references to Alesi, Della Quercia or Muhlberger, Game of Thrones
does borrow from certain historical events in the history of the Middle Ages in Great Britain. The
characters in it mainly hold ethical views that are close to the medieval ones, as shown by Porter.
It also does include certain fantasy tropes that usually place it in the genre of fantasy. However,
Jon Snow’s ideas that people’s behavior can be understood only if circumstances are taken into
consideration, and Arya’s attitudes towards gender identity and personal identity in general as
being fluid rather than fixed represent a different, more contemporary, world existing within the
medieval world and ethical system. Such findings have implications on at least three aspects.

One of them is that Game of Thrones destabilizes the fantasy genre. Although it does include
traditional fantasy tropes, still, in terms of narrative strategies and ideas, there are great differences
between this series and most of the contemporary fantasy books, films or series, such as Lord of
the Rings, The Chronicles of Narnia, Star Wars, Harry Potter, among numerous others. Many of
the fantasy narratives establish a world that offers a whole ethical architecture, in which a battle
between good and evil is taking place, and in which if a character persists in doing what is right
according to the set ethical norms, regardless of all troubles and challenges, he/she will prevail.
In contrast, Game of Thrones refuses to offer a simple moral compass for differentiating right and
wrong, good and evil, as the cases of Jon and Arya showed in that they do not act in accordance
with the accepted norms of good behavior, yet their acts certainly cannot be defined as evil either
- they are simply different from the dominant medieval ethical codes. Game of Thrones undermines
all semblance of sense or poetic justice in its fictional world. Its fictional world resembles the real
world in that it is absurd, things do not happen for a reason, there is no justice, characters do not
succeed or fail because of their moral characteristics. All these features are in fact recognizable in
twentieth and twenty-first century literature, from existentialism to the dark pessimistic visions of
the present and future, and are alien to the medieval world and the fantasy genre that the tropes
of the series build on the surface.
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The clash of the contemporary with the medieval world as represented by Jon and Arya also
has implications on the notion of the ontological dominant. Although, as McHale shows, the
ontological dominant is present in postmodernist fiction which often includes visible clash of
various worlds, it can be concluded from this research that the ontological dominant is also present
beyond postmodernist fiction, even if it is not so obvious. Thus, although Game of Thrones does
not seem to be about a clash of different worlds, but only about the clash between contenders
for the throne, thorough analysis of the characters reveals them as representatives of completely
different worlds that carry different philosophies and values.

The research also has implication on extending the understanding of the concept of “clash of
worlds” as a phenomenon that can display very different worldviews coexisting without seeming
incongruous or incompatible with each other. In this sense, Game of Thrones moves beyond
fantasy, and represents a clash of contemporary and fantasy worldviews, which is much closer
to the concerns of postmodernism. However, it departs from postmodernism because it merges
the borders, thus showing the potential of the concept of “clash of worlds” to move beyond the
postmodernist form into other literary forms and genres, and to be represented as coexistence
rather than as clash.
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Cripples and bastards and broken things:

MNoTkonyBarbe NAEONOrnu 1 NOTKOMyBarbe 6UOSOWKN AeTEPMUHN3AM BO
Urpa Ha TpoHOoBM

Oa MOMEHTOT Kora 3a npBnaT npo4yuTaB, A0AeKa 6eB BO CPEAHO YUMSULLTE, 3a MOEHTATa Ha
UexoB AeKa ako MMa NULWTON Ha MOUETOKOT OA NPBUOT UKMH, TOj Tpeba Aa NyKHe A0 KpajoT Ha
JpamaTa, nocakas Aa npounTam (NoLouHa 1 Aa Hanuwam) NprkasHa Bo Koja ke MMa NULWTOS
KOj HeMa Aa nykHe. Toa 3a MeHe 3Hauellle CTaB Jeka BakBMTe HAaCOKM Ce CaMo eAeH MOXeH
HauWH Ha NULWyBarbe, a He eANHCTBEHNOT NpaBusieH. [leka KHWKEBHUTE Aerla He Mopa 4a
6uaaT uenmHa BO Koja CeKoj erleMeHT MMa CBoja pyHKLMja.

CepwujaTa Yrpa Ha TpoHoBu (Kako U poMaHOT [lecHa Ha Mpas3oT v OrHOT BP3 Koja e
3aCHOBAHa) e e/leH TakoB HapaTUMB BO KOj MpMKa3HaTa e peariMCTUUHO NPeTCTaByBar-e Ha Toa
KaKo ce 0/BMBA XMBOTOT, 6e3 cMmunca, 6e3 noruka, 6e3 uen. HajronemuTte 3abenewku 3a
oCMaTa Ce30Ha Ha OBaa cepuja ce AeKa e U UAEOSIOWKN U HapaTUBHO NpobfieMaTUUHA 04
HEeKOSKy acnekTun. OBOj TEKCT MMa LLeN 4a M OCNopw BakBUTe 3abesewKu.

Naeonowkn uMmniankaumm

MHory oA cTaTUMTe ja 3acTanyBsaat, Mef'y ApyroTo, Te3aTa Jeka co ybumBarbeTo Ha JleHepuc,
cepwjaTa npudpaka naTpujapxanHa naeonormja 6MAejKn TakBUOT Kpaj 3HauuM oTdpriamse Ha
nAejaTa Aeka XeHa Moxe Aa buae nuaep.

CamarTa maeja Aeka f1iecHO 1 AMPEKTHO MOXe Aa ce AojAe A0 3aKJ1y4yoK 3a Toa Koja e
MAeoriornjaTa Ha aBTopoT UM Ha TEKCTOT, BP3 OCHOBA Ha cyAOMHAaTa Ha jyHaKoT Ha KpajoT
OJ POMaHOT ja nobmBaaT UnjaAHULM packasm M poMaHu, Kou camu no cebe ce HecobopnmBe
apryMeHT 3a HEOCHOBAHOCTA Ha TAaKBMOT 3aKiyuok. Bo ,)KonTtuoTt Tanet® Ha WapnoTt
MepKMHC MMIMaH, NpoTaroHNUCTKaTa e 3aTBOpeHa Bo coba Kako ,Tepannja“ o4 Hej3MHNOT Max
3a A3 3aKpenHe oj NoCcTNopoAnIIHa Aernpecnja. HamecTo Aa 1 NOMOrHe Aa 3aKkpernHe, oBaa
3aTBOPEHOCT, HaNpoOTMB, AOBEAYBA A0 BIIOWYBaH-e HAa Hej3MHaTa cuTyaumja. lanm Toa wto
npoTaroHMCcTKaTa 3anara Bo Aenpecnja 3Haun Aeka [MnmMaH e 6paHMTenka Ha naTpujapxaToT?
Bo necHaTa ,MojaTa nocrieaHa BojBoTKa“ Ha BpaoHWHT, HapaTOpPOT BO MpPBO JMLLE e CBUpen
ybueL, Koj ja ybun cBojaTa MnaAa conpyra u, HekasHeT, MperoBapa 3a CBojoT cfieAeH 6pak. Jann
T0a 3Hauu Aeka bpaoHWHr ro 6paHu 1 ro HarpaayBa yéueuoT? OBa ce camo ABa Merly UnjaAHNLM
CJINYHW NPUMEPU OZ, KOU Ce rfefia HEOCHOBAHOCTa Ha TBPAEHETO AeKa MAELONOrnjaTa Ha eAeH
TeKCT MOXe JIeCHO Za Ce nperno3Hae npeky cyabuHaTa Ha NpoTaroHUCToT. HanpoTums, uecTo,
KaKo BO CJlyyaunTe co MnmMaH 1 co bpaoHWHT, UCXOAOT Ha NPOTAaroHUCTUTE e NoKasaTers Ha
HenpaBeAHOCTa M CYpOBOCTA Ha CBETOT. Bo Apyru cnyuan, cyabrHaTa Ha NpoTaroHUCTUTE e
nocrieAnLLa Ha onwTeCcTBEHaTa KOHCTeNaumja U Ha OKOJSTHOCTUTE, Na HUBHATa cyAbuHa BO
TeKCTOT HeMa HUKAaKBa BpPCKa CO MoeTckaTa npaBaa. Cnopes Toa, yoMeHWOT jyHak unuv ybneHata
XepOMHa HMKOralll He e J0Ka3 AeKa TEKCTOT 611 NPOTUB HEro MW MPOTUB Hea, HUTY AeKa e Ha
CTpaHaTa Ha OHMe KoM OCTaHae XX1BK.

JlononHuTenHo, Te3aTa Aeka co ybrBarbeTo Ha JleHepuc cepujaTa npudpaka naTpujapxanHa
MAEeOoJIoruja e HenorMyHa U HeapryMeHTUpaHa 1 3aToa WTo AeyBa Kako Aa e M3BJleyeHa camMo
0/ nocrieAHaTa env3oza, 6e3 Ja ce No3HaBa JIOrMKaTa Ha LenaTta cepuja.

YwTe o4 npBaTa env304a, Mirpa Ha TPOHOBM NMOCTaBU HEKOU LieSIY KOU HEHAMEeTIIMBO '
NMpUKaXKyBa MpeKy NprKasHaTa: Kako CUCTeM Ha BPeAHOCTU, TOa e KpUTMKa Ha BUOSIOWKNOT
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AeTepMUHM3aM N KPpUTUKA Ha AJOMUHAHTHUTE NAE0STOTMN BO CBETOT Ha NMPUKasHaTta.

Bo onwTecTBOTO NpeTCcTaBeHo BO Mrpa Ha TpOHOBU, BUOSMOWKNOT AETEPMUHN3AM MMa
Ba)KHa yJ1ora: MOBEKETO JIMKOBW CMeTaaT AeKa Heune OAHECYBarb€e 3aBUCK OJ TeHUTE, a He
O/ OKOJIMHATa 1 BOCMUTYBaH-eTO, NMa 1 CaMUTe Ce OAHECYBaaT BO COMfIacHOCT CO OBa CBOE
yBepyBarbe. TajBUH He ro caka CBOjOT CMH TMpMOH 3aToa WTo MMa LyLecT pacT. KejtrimH Crapk
He My 403BoJlyBa Ha LIoH Aa npucycTByBa Ha BeuepaTa CO KpasicKOTO CEMejCTBO Buaejku e
BOHGpauHo AeTe. PeHM e Les Ha NoTCMEB BO MPeCTOSIHMHATA 3aT0a LITO € XOMOCEKCyareLl.
Cepcu He MOXe Aa CTaHe Kpanuua no cMpTTa Ha MakoT 3aToa LTO € XXeHa, Na BracTa npeora
Ha Hej3UHNTE CUHOBM.

Ho, pomaHoT llecHa Ha MpasoT 1 OrHOT BOBEAYBa CUCTEM Ha BPEAHOCTM LWTO ce 6opu
NpoTMB BaKBMTE NpeApacyaun. Bo BecTepoc HMKOral HEMasio KOHBEHLMOHasIHA noaenba Ha
A06PO 1 3110, HATY KOHBEHLMOHASTHW jyHaLM 1 HeraTUBLM, 3aToa WTO CUTE SIMKOBM MMaaT
MOTMBW 3a CBOMTE MOCTanKu. Ho, Toa He 3Hauu pefnaTuemM3aumja Ha 3n0To. Mlako BpegHocTHTe
Ce YeCTo ABOCMMICIIEHMU, CO WITO Ce M3BerHyBa A0rMaTUUHO NpudaKkarbe Ha e4HO FeanLuTe,
a MHOTY eTUUKM Mpallarba OCTaHyBaaT OTBOPEHU, CeMnak cepujaTa rpaam eAeH BpeAHOCEH U
€TUUKM CUCTEM MOMHAKOB 04 AOMUHAHTHUOT.

OBa cTaHyBa 0cO6€eHO jacHO Kora TMPUOH HOCK HaLLPT 33 KOH-CKO CeAI10 3a bpeH, KaxyBajku
My Ha Pob aeka LIoH ro 3amonunn Aa ro cTopm Toa 1 Toj BeAHall npudpati buaejkm couyBCcTByBa
co cripples and bastards and broken things, 0oAHOCHO, CUMBOMNYHO, He T ANCKPUMUHKMPA
rpynuTe WTO TpaAMLMOHANIHO Ce MapriHanmsnpaHm Bo Bectepoc. Hackopo cTaHyBa jacHO
JieKa BO TeKOT Ha CBOjOT NMOHATaMOLLEH XXWBOT BO cepujaTta v TUpWoH, 1 LIoH, n Apuja ro
npaeaT TOKMY 0Ba: pOpMMpaaT MUCTIeHs€ 3a JTyfeTO BP3 OCHOBA Ha HUBHUTE MHANBUAYASTHA
KapaKTepUCTMKU M NOCTarnkm, a He Bp3 OCHOBA Ha NpUMNaAHOCTa Ha CEMejCTBOTO, rpynaTa,
POAOT, HaLUMOHAaHOCTa (CO OrfieA Ha Toa Aeka cesyMTe KpasicTBa CMMBONNUHO 03HaYyBaaT
pas3fINUHN HaLMM Ha KOHTUHEHTOT) UJN BP3 OCHOBA Ha cekcyafiHaTa onpeaen6a. PeHnu,
O6epuiH, Japa, NrpnT, TOopMyHA HMKOraw He 406MBaaT pa3nnueH TpeTMaH o4 TMPUOH U 04
LIoH 3aToa WTO ce XOMOCeKCYyasiLM UKW XXeHWN, UK BUcekcyanum, Unu ctpaHuu. Hiuty mery
cebe TpmoH 1 LIoH He ce rmesaaT HM3 Npr3Ma Ha LyLie 1 BoHBpayuHo aeTe. OAjaneuyBarbeTo
04 BMONOLWKMOT AeTePMUHM3AM Ce I1ela 1 04 TOa WTO TMPUOH e 04 ceMejcTBOTO JlaHUCTep,
HO e pa3finueH o4 HuB, LIoH He caka Aa 6uae NnpecTonoHacIeAHMK Nako npasunsiaTa BO 04HOC
Ha HaCNeACTBOTO MO KPBHA JIMHWMja MY FO OBO3MOXKYBaaT Toa, Apuvja 1 BO MociesHaTa ennsoaa
ro HapekyBa LIoH ,,6paT Mn“, nako He n e 6pat. Co Apyru 360poBM, OAHOCOT Ha TMPWNOH, LIoH,
Apwja KOH eiHa JIMUHOCT 3aBUCU O4 MAEHTUTETOT Ha Taa JIMUHOCT, a He O Hej3MHaTa reHeTrKa
MW NOTEKJ10.

Joaeka onwTecTBeHMTE pa3MUCIIyBakba BO BecTepoc Bo CylITVHA Ce CEKCUCTUYUKA U ja
OMarsioBaXyBaaT XKeHaTa, jacHO e Zeka TpaHCopMaLIMjaTa Ha Toa ONWTEeCTBO Koja MoCTerneHo
Ce 04BVBA O/ MpBaTa A0 NocJieJHaTa enn3oja 3acTanyBa eMaHuunaumja U pa3BmBarse CBeCT
3a 6opba NpoTuB npeapacyanTe. lypy 1 oHWMeE 13jaBu BO KOU Ce yKaXKyBa Ha OMLUTECTBEHUTE
npeApacyau, Kako oHaa Ha Bapuc aeka kHe3oBUTe Ha BecTepoc nmpeTnoumTaaT Max Ha
NpecTosioT, HanAyBaaT BeAHall Ha CMPOTMBCTaBYBarbe — OArOBOPOT Ha TUPUOH e AeKa He e
BaXKHO Aasiv Ha NPeCTOJIOT Ke CeAHEe MaX MU XKEeHa.

BcywHoOCT, rneanwTeTo AeKa HenpeseMarbeTo Ha BJlacTa 04 CTpaHa Ha XXeHCKM JIMK e n3pas
Ha naTpujapxasiHa naeosiorvja e camoTo no cebe 3aCHOBAHO Ha NaTpwWjapxasiHX NPeTNOCTaBKM
3aTo0a WTO ja NOBTOpYBa NaTpujapxasiHaTa MaTpuLa Ha pa3MUCITyBakse BO AMXOTOMUM (KaKo
ANXOTOMMjaTa 32 MaXk-KeHa), LWTO cepujaTta ce obmaysa Aa ja noTkona. CamaTa npeTnocTaBka
JeKa eHaTa Mopa sa buae nprkakaHa BO NMO3UTUBHO CBETSIO BO COBPEMEHUTE POMaHU
nnn onnmosm e Anaboko naTpujapxasiHa Uaeja 3aWTo AaBa HAa3HAKKM M OUeKyBarba 3a Toa
KakBa Tpeba aa 6uae xeHaTta. Bo BosinoHe Ha beH LIoHCOH (noueTok Ha 17 Bek), 04 rnaBHUOT
XeHcku Nk Cunuja ce ouekyBa Aa 6uae NocsywHa, CKpOMHa, CTprSInBa, A3 HEMa CeKCyasHu
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»enbu 1 oBa Aa ro NpeTCTaBM KAaKO CBOja r1aBHa 4061eCT — TOa e COBPLUEHWNOT XKEHCKW JINK BO
3amMucnara Ha LloHcoH. PasouapyBarseT0, MCKaXKaHO BO FrosieM Aef 04 3anaAHUTe MeAUYMU,
0/, MacoOBHOTO y61CTBO WITO ro n3BpLlyBa JeHepuc Bo neTTaTa enmn3oAa o4 ocMaTa Ce30Ha ce
BKJ10MyBa BO BAKBOTO MaTpujapxasiHo rnejarse 61aejkn ryv pa3oTKprBa ouekyBarbaTa XKeHaTta
Aa 6uae cekorall coBplieHa. Bo Mrpa Ha TpoHOBM, HaMPOTUB, XXeHNTE MOXaT Aa 61UAaT U CUIHN
nuaepkn (Japa pejuioj, OneHa), cMTHM NIMUHOCTY 6e3 Aa buaat nuaepkn (Urput, Apnja), XpTeu
KOM CTaHyBaaT xpabpu nnuHocTr (CaHca), HeXXHU 1 nnawnmem (Mmnpcena), AOMUHAHTHU
(Cepcn), xpabpu 1 vecHM (bpueH), MHTENUreHTHU 1 NTpy (MapLiopw). JacHO e 04 0BOj KOHTEKCT
Jeka haHaTU3MOT Ha leHepuc He e CTaB Ha cepujaTa 3a cuTe XXeHu; JleHepuc He e NpeTCTaBHUK
Ha XeHU1Te, Taa e NoeAMHeL,, IMUHOCT OArOBOPHA 3a CBOUTE MHAMBUAYaANHN U360pU, NCTO
KaKO W CeKoj ApYr JINK BO cepumjaTa.

HapaTuBHM enleMeHTU: pacnsieT, Bpakarbe U benn opaum

Bo oaHOC Ha 3abenelwknTe 3a ,3abp3yBarbe” Ha TEMMNOTO, OCMaTa Ce30Ha NpeTCcTaByBalle
pacnsieT 1 Kako TakBa, A406pO WTO He BOCMOCTaByBalle HOBM O4HOCK, HOBW 3ansieTn nnu
HaTaMoLIeH pa3Boj Ha JIMKOBMTE. Ha KpajoT 04 neTTaTa Ce30Ha Ce CITyUum KIIMMAKC — yOUCTBOTO
Ha LIoH, ckokoT Ha CaHca 1 TeoH BO MOXKHa CMpT, MOXHaTa CMpT Ha Apuja Koja Cu ro Buae
CBOETO Tesnlo MpTBO BO KyKaTa Ha LpHO 1 6en10, kameHyBarseTo Ha Cepcu 3a BpeMe Ha 040T
Ha nokajaHue, ybucTtBoTo Ha Mupcena co oTpoB, XXpTByBarbeTo Ha LUnpuH. KnnmakcoT ce
OAp>KyBalle JOJITO M BO WecCTaTa 1 ceAmaTa Ce30Ha Kora JIMKOBMTE Ce yluTe MUHYBaa H13 CBOjOT
pa3BoeH naT — Apuja OTKpUBa AeKa He MOXe A,a CTaHe HUKOj CO WTO Ce 3aLBPCTYBa Hej3UHMOT
naeHTuTeT, CaHCca Hajnocse ycneea Aa M OTKpUe MaHunynaummTte Ha bejnuw, Llejmu pewasa
Za ro UCMOJSIHKW CBOETO BeTyBarbe Aa ce 60pu 04 CTpaHaTa Ha XXMBUTE, LIOH ja HanywTa HokHaTa
CTpaXka 1 ce cnpasyBa co Pem3n bonToH, a noToa ce BOCNOCTaByBa M OAHOCOT Mefy Hero u
JeHepuc. Mo BaKBOTO AOMWUHAHTHO 0pOpMyBaHbe Ha JIMKOBUTE, HUBHNOT NMOHAaTaMOLLEeH pa3Boj
BO OCMaTa ce30Ha 61 6un npeTepaHo N HEM3APXKAHO UCTerHyBakbe Ha HapauwnjaTta.

Bo BTOpaTa 1 TpeTaTa ce30Ha, Ha Pob 1 KejTnnH nm ce noTpebHM HEKOJSTKY enm3oam 3a Aa
ro o6e3besat MocToT 04 Bonaep ®pej. Apuja n CaHaop KnurejH uenn Ae ce30HM NOMUHYyBaaT
HW3 pa3HW aBaHTYpU 3a Aa ce npucnocobat eAeH Ha Apyr 1, BO NpudpakarbeTo Ha ApYruoT, Aa
OTKpMjaT rosiemM Aen o4 CBOjoT KapakTep. /la ce BHeCyBa OBOj BUJ, Ha MOCTENEHO rpajeHe Ha
CUTyaLMM 1 MOCTENEHO CaMO3arno3HaBakbe BO pPacrnsieToT, OTKAKO JINKOBUTE MUHAIe 1 HU3
AOJIT pPa3BOj U HN3 KPUTUUHNTE MOMEHTW COOYEHM CO CBOjaTa CMPT — 61 6LUO HENTOTUUHO
0A HapaTumeH acrekT. OcMaTa ce30Ha rv 3a0Kpy>KyBa HacTaHWUTE U M1 Bp3yBa NPeTXOAHO
OTBOPEHUTE HULWKN (0coBeHO NMpeky BeuepTa Npea ,Jonrata HoK” (BTopaTa enm13oAa) U npeky
CLleHaTa Ha BeyepaTa no ,,Jlonrata HOK“ (YeTBpTaTa €NM304a)) CO WTO Ce ABMXKM CO (PUHO
TeMMo KOH CBOjOT pacnieT. BcywHocT, ce criyuyBale 3abaByBarbe Ha TEMMOTO, @ HE HEFrOBO
3abp3yBarbe. BTopaTa, TpeTaTa 1 UeTBpTaTa €eNM304a NMOKPMBAAT MEPUOA LITO € MOKPATOK O4
ejHa HeJera — WTOo 3Haun, MHOry NobaBHO ce 04BMBaaT HaCTaHUTe OTKOJIKY BO KoM 6110
ApPYrv TpU NocieA0BaTesSTHU eMU304M.

OHa BO WTO OCMaTa Ce30Ha 0CTaHa AoCSiefHa Ha cuTe NPeTXoAHU CE30HUN 04, cepMjaTa e
TOa WTO He npecTaHa CO NOTKOMYBaHe€TO Ha HAPATUBHUTE KOHBEHLNNA.

EAHa 04 TVe KOHBEHLMW Ce OAHECYBA Ha BPAKAH-€TO 04 MUTOT 3a XepojoT. MHOTY NpuKasHu
BO KOM MPOTaroHUCTOT 3aMMHYBa 0/ CBOjOT AOM M CE COOUYBa CO pa3HM aBaHTYpM 3aBpLuyBaaT
CO CPeKHOTO BpaKkarbe Ha3az Bo AoMoT (O4umceja e eaeH cooaseTeH npumep). Mako o4 BTopaTta
enmn3oaa o4 npearta ce3oHa, 04HOCHO 3aMUHYBarLETO Ha AeuaTa CTapk, Ce oueKyBalle HUBHO
BpaKkarbe 40Ma, Toa BpaKakbe € COCeMa pas3SiIMuHO O4 TEPKOT Ha MpuUKasHUTE 3a jyHakoT. Ceé
€ CMEeHeTO — 1 JOMOT U MPOTaroHUCTUTE; TOA 3HAUM AEKa He MOXKaT CaMO Aa MPOoAOSIKAT
CpeKHO Aa XXM1BeaT BO CBOjOT AOM MO TOSIKY MHOTY MPeXMBEaH TpayMu 1 AeKa TaKBUTE Kpaesu
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ce HaMBHW. 3aT0a, HUBHOTO BpaKarbe He e Bpakakbe, TYKy e COOUyBaHbe CO MPOMEHUTE BO
nepuenunjaTta Ha JOMOT.

Jpyr OTKJ10H e Toa WTO 0Baa Cepuja rm Cooun rnejaumTe co aHTaroHNUCTU KOW MMaa CBOj
naeHTUTeT. Toa e coceMa pas3nuuHo o4 OpkuTe Bo [0Cr10Aap Ha NPCTeHUTe NN YyBapuTe Ha
pesoT Ha KOW He MOXe Aa UM Ce BUAM JINKOT BUAEjKM MOCTOjaHO HOCAT KaLmr Bo EKBunbpuym
— Tamy 06e3nMYyBaH-eTO Ha HENPWjaTeNoT NPaBn YNTaATeNOT UK FeAaYoT Aa He 1 rneaa
HenpujaTennTe Kako JIMYHOCTM CO CBOM MOTWBU, KapakTepu, KOMMJIEKCHOCT, TYKy NOTTUKHYBA
Ha CUMANUdULMParbe Ha APYrUTe N HUBHO O3HauyBakbe Kako ,Jown®. bennte ogaum moxat
Aa HanunKyBaaT Ha BakBUTe 6e3/IMUHM HenpujaTesn, HO Ma MHOTY NnokasaTesnn Aeka nMaaT
cocemMa NomHakea pyHKUMja.

EAHa o4 HajronemuTe 3abeneLkn BO MeAMYMUTE 32 0OCMaTa Ce30Ha ce 04HeCyBa Ha b1UTKaTa
co HOKHMOT Kpas 3a Koja, Kako LTOo ce Besu, cepujata Hé MOAroTByBasia yWTe 04 CaMUOT
NOUEeTOK, Kako HajrorieMa 61TKa co HajCcTpalWHWOT HenpujaTen — HeraTueel (the ultimate
villain, kako WTO ro HapekyBaar), a Koja 3aBpLmfa npebp3o. He 3Ham sanu Bo cepujaTa (Mnm
BO KHWraTa) MOXe Aa Ce HajAaT apryMeHTM WTO Ke r1 NoTBpAAT Ui nobunjaT oBMe TBpAEH-A,
HO MOETO JIMUHO FfeAMIITE Ce 3aCHOBA Ha COCEMa MOMHAKBO TOJSIKyBakse Ha bennte ogauu: Tne
He ce HeraTMeLW. bennTe o4aum ce CMpTHa onacHOCT — 6011eCcTu, 3eMjoTpecu, HecpeKK, 3aKaHa
OA KJIMMATCKM NPOMEHU — BO pa3fiIMuHM BUAOBW. 3aToa TUE Ce NojaByBaaT BO NPOSIOroT U ce
NPUCYTHU BO TEKOT Ha CUTE CE30HW 1 U MPOTUB HMB NOCTOjaHO Ce 0ABMBa OUTKA, UM O4 HUB
ce 6era (Bo nposioroT, Kaj KpacTep, kaj Fist of the First Men, Bo XapAxoMm, BO HaceneHUTe MecTa
cnopes ceeZowTBOTO Ha Olwa, BO NewTepaTa Ha TPMOKMOT raBpaH, Kaj 3aMp3HaTOTO e3epo).
Bop6aTta npoTMB CMpTTa e NocTojaHa. Hekoral kora onacHocCTa e norosiemMa W NoHemnocpeaHa,
61TKaTa Ke buae MOMHTEH3MBHA, Kako BO ,,[loniraTta HOK®, 04HOCHO 6UTKATa 04 TpeTaTa enn3oaa
Ha OCMa ce30Ha, Ho bennTe oaaun Kako OTeNOTBOpPEHME Ha 3aKaHaTa O4 CMPT Kako Aes O4
XKMBOTOT C€ MPUCYTHW NOCTOjaHO N He MOXAT Aa 6uaaT 3acekorall nobeseHU, Mako € MOXXHO
Za 6uaat npuBpemMeHo nobeseHu.

MocneaHaTa ennsopaa

OcTaHaTUTe OTKIIOHM 04 KOHBEHLIMNTE HA OBOj B/A HapaTumeu ce HajBMﬂ,ﬂMBM BO nocrieaHata
enmsoja.

Mo ceaymaeceT 1 ABe enmM304M LITO Ce NpoTeraa Bo (hUKTUBEH (1 peanieH) nepuoj of ceaym-
OCYM roAMHW, BO KOM € NpeTCTaBeH peanicTuyeH cBeT — 6ecMUCIIeH CBET, CBET BO KOj CyABMHaTa
3aBUCU O/ CITYUQJHOCTU M OKOSTHOCTU, BO KOj AOMUHMPAAT MOKTa WU HEMpPaBAWTE, BO KOj HULLTO He
Ce CJlydyBa NOpaAM HeKakBa norosiemMa Len unv npuumnHa — ceaymaeceT 1 TpeTaTa ennsosa belle
HajCoOABETHUOT Kpaj KOj A0CS1eAHO MOTKOMA YLITE HEKOU OYEKyBaHba.

PechepeHLMparbeTo Ha KHKEBHOCTA € eJleH 04 acrekTUTe WTo NpuAoHecoa KoH oBa. Bo
COOZBETHUOT 3a Kpaj roBop, TMP1OH 360pyBa 3a BaXKHOCTa Ha MPUKa3HMTe 1 Kako JIMUHa MeMopuja
1 KaKo PU3HMLLA Ha UICTOPUCKM HAaCcTaHW OZ KOW, ako 3HaeMe Aa Ml TOSIKyBaMe, MOXKeME Jia HayurmMe
KaKo Aa He 'l MOBTOPYBaMe IpeLLKMITe.

YwTe eAHa cLieHa CO XyMOp 1 CO TOMJIMHA e MojaBaTa Ha KHuraTa llecHa 3a MpasoT v OrHoT
Koja, KaKo WTO HK coonwTysa Cem, e UCTopujaTa Ha BecTepoc no cmpTTa Ha PobepT bapaTteoH, HO
BO KOja BOOIMLUTO He ce COMHYBa TproH. OBaa KpaTka CLieHa 04, MOMAaJIKy OZ NMosioBUHa MUHYTa
OTBOpa MHOTY NOTeHLMjasHU 3HaueHba: MCTopujaTa Kako CyBOMapHa XpoOHMKa LWTO HaBeAyBa CaMo
VIMMHbA Ha KparieBM 1 KHe30BU M HUBHWTe BUTKM 3a NpeBnacT. VicTopujaTa Koja He rv HaBeAyBa
JIMUHWTE NPUKa3HN Ha CUTe OHMeE KOW Ce 3acerHaTu 04, UCTOPUCKUTe HacTaHW. MicTopumjaTa Koja
3abopaBa Ha JIMYHOCTUTE KOM MMarie 3HauajHa yiora Bo GBUTKMTE 3a MOSIUTUUKA BIACT, HO Ui
VIMUHbA He ce perncTpupaHu. MictopmjaTa koja He rv HaBeAyBa FIMYHUTE NPUKa3HU Ha JTyreTo Kom
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HW3 CBOWUTE XXMBOTHM UCKYCTBA HEMOBP3aHW CO BrlacTa NpMAOHeCyBaaT 3a MpoMeHa Ha CBETOT.
HacnpoTu nctopmckaTa KHUra napanesHo ja uMame hukTuBHaTa flecHa 3a MpasoT U OrHoT,
0HAaa Koja ja rnieAame BO cepujaTta U ja UMTame BO cepmjaTa KHUMM Ha MapTuH, Koja rm CoapXu n
TINYHWTE, U UICTOPUCKMTE NMPUKA3HMN Ha CUTe OHWe JIMKOBM LITO CMe M rfiejarie co roAVHW 1 BO
Koja TMpWOH e eeH 04, NpOTaroHNCTUTe. Taa BO CLieHaTa He MoCcTou BO hm3nuka hopma Kako WTo
NoCcTOM NCTOpUCKATa KHUFA, HO 3a Hac, riejadyunTe (M uMTaTenmTe) e MHOry nopeasHa. A co Toa
Ce MOCTaBYBa M MpaLlaH-eTo Koja 04, HWB MOTOYHO FV NPeTCTaByBa HaCTaHUTe: NCTOPMCKATa, Koja
ce CTpeMU WTO NO06jeKTUBHO Aa MM NMpuKaxke, HO Ha KpajoT 13reryea Aeka e HeLeslocHa; Unmn
PUKTUBHaTAa, Koja Cy6jeKTUBHO M pacKaxkyBa JIumMTe NMpuKkasHW, a Ha KpajoT M3neryea Aeka e
NOBUCTUHUTA.

KpajoT oTcTanysa o4 npeTxoAHaTa peasIMCTUUHOCT U € naeanm3npaH 6uaejkn npeTcTaBysa
1 efieH BUA NAgja, MHAVPEKTHA Nopaka NpeHeceHa Npeky nprkasHara.

Bo BocnocTaBeHWOT cBeT BO BecTepoc Tewwko 61 Moxeno Aa AojAe A0 6p3a TpaH3uLUMja Ha
MOAEMOKPATCKOTO BrlaZeeH-e, OHaKBO KaKBO LUTO e MpeTCTaBeHO Ha cpeAbaTa Mely KHe30BUTe
1 TUpUOH, AypU U MO CUMBOSIMUHOTO TOMEHE Ha MPECTOSIOT Kako cMMBOoS1 3a KpajoT Ha
anconyTUCTUUKOTO Briadeerse. Ho, oBae He cTaHyBa 360p 3a fiowo obMucneH Kpaj. HanpoTus,
TpaH3uumjaTa He foara 6p30, TyKy 6aBHO M MOCTENEHO, MaKo KpajoT e Marky naeanunsmpa. Ho,
KpajoT e Taka 13rpaseH (Mnv 6apeM Taka U3rnesa) 3a Aa UCKaXke eTUUKM reanLTa U Aa r 3acTanm
MOOTBOPEHO BPeAHOCTUTE LWTO OTCeKorall ry 3actanyBar. Kako wro JporoH Bo nocfieaHata
enm30/4a HeoueKyBaHO Ce pa3oTKpMBa MNOKPMEH MOA nenesTa, Taka Bo NnocsieaHaTa enmsoaa ce
pa3oTKpMBa efeH NPeTXOAHO MOKPUEH CUHLIMP WTO ja Bp3yBa, OTCEKOrall ja Bp3yBarsl, LefaTta
npuKasHa — Aeka Toa WTOo NpuKasHaTa UBpCTo 04A61Ba CUMMNNIMdULIMpPaHW NoAenbu Ha Ao6pu n
10N FINKOBM HE 3HauuM AeKa He 3acTarnyBa HeKou BpeaAHOCTW. Toa e NpeHeceHo NpeKy HEKOSKY
CLIEHW.

MpecTonoHaceAHVKOT KOj ja Ma npaBaTa reHeTUKa 1 BUCTUHCKUTE 0COBMHM He caka Aa bue
1 HeMa Aa CTaHe KpaJi. HoBOBOCNOCTaBeHOTO MarsiKy MOAEMOKPATCKO Briajeerse He 3HauM HavBeH
NMOYETOK BO KOj CUTE Ke XKI1BeaT CPeKHO 1 CITokHO. KamepaTa ce oaaaneuyBa A0AeKa YSIeHOBUTE Ha
ManmoT coBeT ce pacnpaBaaT OKOJly NMpUOpUTETUTE, HO OBa BeKe He ce lNajcen v bejnumww co HMBHUTE
MaHuMynaLmm, Na HecorniacyBaH-aTa ce BeTyBarse 3a 6apeM BO M3BeCHa Mepa KOHCTPYKTMBHA
AVCKYCWja.

EAHa o4 OCHOBHUTE MAeN e NpeHeceHa M Npeky NnpalareTo: ,A LWTO e CO ApYruTe Nnyfe Kou
MMUCIAT AeKa 3HaaT WTo e A406po?“ EKCNMUMTHMOT oAroBop Ha JeHepuc Helue Henpudakakbe Ha
TakBWTe nyre. HacmpoTu Toa, UMNANLMUTHUOT OATOBOP HAa HApaTUBHWOT CBET BO Mrpa Ha TPOHOBU
€ JleKa CBETOT e MO3auK 0Z, NMepcrekT1BM 1 AeKa MHCUCTMPaH-eTO Ha CaMo efiHa BUCTVHA e JorMa.
Bo Toa ce BKIIOMyBa 1 OArOBOPOT ,,He 3HaM“ Ha LIoH, 1aKo, BCYLLHOCT, 3Hae Aeka He 61 ro 3ananun
rpasoT —OBa € LiBPCTO NMOoBp3aHa HULLKa CO ,,He 3Haew HMWTO, LIoH CHoy“ Ha VrpuT. He3HaerseTo
Ha LIoH ce noknonyBa co BpeAHOCHNOT CUCTEM LUTO Ce NpOTerHyBa HU3 Mrpa Ha TPOHOBY 3aLUTO
BO KOHTEKCT Ha cepujaTa ,,He 3HaM“ He e He3HaeHbe, TYKY € eTUUKM CTaB KOj 3Haun n3berHyearse
ZLOrMW 1 3eMakbe MpesBUA Ha reauwTaTa Ha ApyruTe.

CaHca, Apwja n bpeH ce cornacysaart LIoH aa 6uae npoTtepaH Ha SnaoT; LIoH ro npudaka Toa.
Mako Toa e HerMoBOJTHO 3a HMB, MaKO MOXe Aa AeS1yBa Kako Aa MonyLwTuie, ce cchaka MAAMLUTHO
JieKa OBa € MCMpaBHO 3aToa LWTO 'Y 3eMa NpeABuA 1 apryMeHTUTe Ha ApyruTe, a U 3aToa WTo
HenpudakarbeTo 61 3HaUeso BojHa U FTMHeHse Ha UnjaaHuum nyre. JlobpaTa BoJija e OHa WTo
MOXe Jia Cripeyur CMpT W BOjHW — a Aann Ke 61aaT ceaymM UIn LWECT, UIv NMoMariky KpaJicTBa, 1
He e TOJIKY BaXXHO. [puxkaTa 3a ApyruTe, a He 3a CONCTBEHaTa CllaBa U 3a MWL Ha LBPCTUHA
1 HernonywTarse, € UjejaTa WTo Ce NpoTera o4 Taa CLeHa HaHa3az Kako AOMWHa LWTo rnaraaT
NnocTeneHo eAHO MO APYro HN3 CUTe enmn3oau, HaHa3az o4 nocrieAHaTa Ao NpBaTa, U 04 KpajoT
JaBaaT HOBA MEePCreKTMBA Ha CUTe A0oTorawHu nsbopu. Toa e naejaTa WTO ro NpaBy UCrpaBeH
1360poT Ha LIoH A3 M NOMOrHe Ha NyreTo CeBepHO OA SMAOT Aa MPEeMMHAT Ha jy)KHaTa cTpaHa. He

° 62



Bu3uja, TpaHcdopMaumja : YTonuu, AMCTONUW U APYrv 3aMUCTIeH CBETOBM KanuHa Manecka

rpeLuKa WTo AoBena A0 Herogarta CMpT, TYKY M360p Koj BpeAu Aa Ce HanpaBsu Ha COMCTBEH PU3UK.
BakBMOT 1360p 1 Apyr N360pK Ha NIMKOBMTE LITO HEKOralll Ce TOSIKYBAaT Kako HUBHU ,TparnuHm
rpewKkn® (Kako Bz Ha HapaTVBHa TEXHWKA), NOreAHaTV OAHOBO H3 NepcrekTVBa Ha NoceAHaTa
env304a, Ce NpeTBOPaaT BO AeJ1 04 ETUUKNOT CUCTEM Ha CepujaTa, LTO OTCeKoraLl 1 6une.
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CrekHyBame 3HaeH>e Bo Mrpa Ha TpoHOBU
KoHcTaTauuja. Unu Hapeaba. Unu 3akaHa. Unu o6BuMHYBambe.

Kora LloH CHoy ro npawyBa TvproH JTaH1CTep 30WTO NOCTOjaHO unTa, TMPUOH MYy OAroBapa:
»,bpaT MU ro nma ceojoT Meu [...] a jac ro Mam CBOjOT YM... Ha YMOT My ce NOTPeOHU KHUTK,
KaKo LITO Ha MeUOT My e NoTpebHO ToUWnJS10, aKo Caka Aa ocTaHe ocTap“® (GoT 13 Tyrion 2).

OBaa cLeHa, BO NpBaTa KHUra o4 cepunjanoT KHUrn A Song of Ice and Fire oa Llopu P. P.
MapTuVH, 1 NCTOBPEMEHO OA NpBaTa ce30Ha Bo cepujata Game of Thrones (MakeAOHCKM NpeBoj,
Ha HBO: Urpa Ha TpoHOBM), BOCMOCTaByBa e4Ha 04 6pojHUTE TeMM BO OBaa Cepuja: NpoLLecoT
Ha CTEeKHYBarbe 3Haerbe. EaeH 04 HauMHNTe Ha kKom TUPUOH Ce CTeKHYBa CO 3HaeHbe, Kako WTO
ce rreja oj cnoMeHaTaTa CLeHa, € MpeKy UNTare KHUMW.

LloH CHoy 1 nukoBuTe o4 cemejcTBOTO CTapk ce CTEeKHYBAaT CO 3HaeH-e Ha Pa3SInUHU
HaUMHW: BO NPOLLECOT Ha yuerbe Ha LIOH HajBaXkeH e NIMHIBUCTUUKMOT eneMeHT, CaHca yum
npeky HabsbyayBarbe Ha AejcTBa, Apuja — Npeky TPeHUHT, bpeH — kora AMpeKTHO ro noAyuJyBsaar.
OBoj ecej ce bokycmpa Ha npouecuTe npeky kou LloH CHoy n CaHca Crapk ce CTeKHyBaaT co
3HaeHbe 3a CBeTOT oKoJly cebe. Pa3bunparbeTo Ha ja3nkoT M MHTepnpeTaunjaTa Ha ANCKYpCOT
vrpaaT 3HauyajHa ynora Bo pa3BojHMoT nat Ha LloH CHoy, aoaeka CaHca Ctapk noedeKTUBHO
yun o4 HabsbyayBarse Ha AejcTBa, HO AhaKTOT WTO He ro pa3bnpa MUMNANLUTHOTO 3HaueHe
Ha AMCKYpCOT ro 3abaByBa HEj3MHOTO TEMMOTO Ha yUeHrse.

Bo New Work on Speech Acts (HoBu Teopum 3a roBopHuUTe UnMHoBM), laHmnen doran,
Janunen Xapuc n MeT Moc, noBukyBajku ce Ha Ll. J1. OcTuH, a co uen Aa o6jacHaT HeEKoU
acneKkTV Ha rOBOPHUTE UMHOBU, MO AaBaaT NPUMEpPOT CO peyeHnLaTa: ,Tpeballe Aa e oBAe
pocera“. Cnopej HYB, LierTa Ha MCKaXKyBaH-ETO Ha OBaa peueHuLa 61 Moxena aa 6uae ,Aa
yKake Ha Toa Aieka Hekoj Tpebano aa 6uie oBAe Aocera, Aa HapeAu HEKOj Apyr Aa ro AoBeAe
UOBEKOT KOj AOLHW, Aa 06BUHW HEKOTO 33 AOLHEHsE, Aa Ce 3aKaHW, Aa OAUTpa CLLIEHA BO Apama,
Ja nojHece ocmumMjariHa nonsaka UTH. AKo He ce pa3bepaT jacHO OBMe 1 ApYry BUAOBU Ha
roBOPHW YMHOBM, HE MOXEMEe Aa Ce HajeBaMe AeKa Ke pa3bepeme Kako JyfeTo ro KopucTaT
ja3unkoT“ (Fogal 1). Bo 0BOj KOHTEKCT, Kako WTo ykaxysaaT ®oran, Xapuc n Moc, eaHa peveHMLa
KaKo UIOKYLIMCKM UMH MOXe Aa Buze KoHCTaTaumja, 06B1HYBarbe, 3aKaHa, 6aparse, Hapeaba,
rnpalamse, BeTyBarbe, 13jaBa npea cy4 UTH. Bo rpa Ha TpoHoBw, LIoH ycnesa Aa rv npoTosikyBa
OKOJIHOCTUTE U CIIeACTBEHO 3HAUEHETO Ha FOBOPHUTE UMHOBW Ha FOBOPUTENIUTE CO KOU €
OMKPY>XeH.

Ako cakaw aa BOAMULI, NPBO Hayyu Aa cJieauil

LloH CHoy MOXe Ha npB norneA Aa U3rfieAa Kako MUTOSOWKKY jyHaK KOj MUHYBA HU3
dasnTe Ha MUTOT 3a XepojoT (3a Ko onwmpHo rosopu Llozed Kemnben sBo The Hero with
a Thousand Faces (XepojoT co nnjaaa nuua)), HO BCYWHOCT NPOLLECOT Ha HEFOBO yUuerbe
YKa)KyBa Ha MOMHAKOB U NMOCSI0XeH pa3BOEH NaT 04 OHOj HAa MUTOSOWKNTE Xepoun. ImeHo,
LloH akymMynupa 3Haerbe 1 co3peBa He NpeKy NpeAn3BULUTE, MPEUKUTE N aBAHTYpUTE CO
KOW Cce CcOOUYBa, TYKY MpeKy MHTeprpeTaLnja Ha ANCKYPCOT, @ 3HAEHETO CTEKHATO MpeKy
jasukoT ro ynoTpebyBa, NoToa, 3a HAAMUHYBak-e Ha NpeukunTe. HerosaTta cnocobHOCT Aa ru
pasbepe roBOPHNTE UMHOBU IO MpaBM yCrneleH HEroBMOT NPOLLEC Ha yuerse 1 pazbuparse
Ha cMMCaTa Ha eKCASMUNTHO KaXaHUTe U Ha UMMJIMLUTHO HaBeCcTeHWTe nopaku. LloH
eHaKBO YCMewWwHOo yun o4, pasnUuHN MaHndecTaumm Ha ANCKYPCOT: AUPEKTEH COBET,
npaeer-e napafienu, NpoueHKa Ha NpeTnocTaBKK, HapeadUu, aHann3a Ha noaaTouu, no
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LWTO 3HaeHeTO ro NnpyMeHyBa BO CBOMTE MOAOLIHEXHW NMOCTaNKW.

Mpu pa3roBopoT BO KOj TMPMOH My ce obpaka Ha LIoH co 36opoT ,,konunne® kora npsnaT ce
3ano3HaBaart, npBaTta peakuuja Ha LIoH e nyTuHa 1 dpycTpaumja. loHaTaMOLWHWOT pa3roBop
r'M BOCMOCTaBYBa KOHBEHLMNTE Ha AaBakbe COBET. VIMeHo, No nyTuHaTa 1 opycTpauujaTa,
HamepaTa Ha TUPUMOH Aa My Aaje COBET e eKCNIIMLUTHO McKaxaHa: ,,’Jlo3sonn aa tm
JAazam coBeT, konure,” My peue JlaHucTep. ‘Hukoraw He 3abopaBaj WTO CU1, 3alWITO CBETOT
CUrypHo Hema Aa 3abopasu. Toa Heka TU 6uae curHa cTpaHa. Ha Toj HaumH, HUKoraw Hema
Aa TV 6uae cnabocT. Hocu ro Kako oKSfon U HUKOraw Hema Aa 6uze ynotpebeHo 3a aAa
Te nospean’“ (GoT 5, Jon 1). OBae TMPMOH He O0CTaBa MECTO 32 COMHEX — UJTOKYLLIUCKNOT
UMH COBET e AMPEKTHO COAP>KaH BO HEroBaTa M3jaBa AeKa Ke Aaje coBeT. Toa WTO BO OBaa
CUTYyaLMja MITOKYLIMCKMOT aKT e COBET, cenak, He 3Hauu AeKa OHoj Koj ro 4o61Ba COBETOT Ke
nocTanu cnopes Hero. Ho, nnkoT Ha LIoH e cneundryeH no Toa WTo BHUMAaTESNHO My ciywa
roBOpUTENINTe OKOSy cebe 1 MpaBm NPOLLEHKN HA HUBHUTE MOTUBW U HamepW. Toj NpaBUIIHO
ja pasbupa so6poHamMepHoOCTa Ha TUPWOH U ja HTepHanNM3upa MHdOpMaLMjaTa WTO My e
npeHeceHa npeky oBoj coBeT. Toa CTaHYBa jaCHO BO C/1IeAHMOT NepUOoA Kora NpunaaHMKoT Ha
HokHaTa cTpaxka Anucep TopH, Koj My e HaapeAeH Ha LloH, ro ynoTpebysa 360poT ,konune“
3a Aa ro ncnposoumpa, Ho LIoH noBeKe He pearvipa co nyTuHa 1 pycTpaLmja Kako npes,
pa3roBopoT o TMPUOH, TYKy CO Npuchakarbe Ha 360poT N UTHOPKMpPaHse HA HaMepUTe Ha
Anuncep.

LloH npeno3HaBa coBeT 1 Torall Kora He ce MCKa)kyBa COBET, NMpekKy NpaBeHse napanenu
Mery OHa WTO ro crylla 1 CMTyaumjaTa Bo Koja ce Haora. Habpry oTkako 3a npenaT Ke
NPUCTUIHAT Ha SnAoT, LIoH Brerysa Bo KOHMOIMKT co NnpunaaHnumMTe Ha HokHaTa cTpaxka
6uaejkn cMeTa Aeka ce HecnoCcobHU U HeMaaT HMKAKBO 3HaeHe HUTY BeWTUHM 3a bopba.
Toraw TUPMOH My Ka)KyBa Aeka rosieMm Aen oA npunagHuumnte Ha HokHaTa cTpaxa ce
CMPOMaLLHU U Ce UCMIpaTeHU Ha SMAOT 3a Aa He UM BuaaT ToBap Ha ceMejCcTBaTa UM Kako
nocrieauvua Ha Toa WTo KpaZerie 3a Aa ce npexpaHart (Thrones S1 E3). Mako oBoj pa3rosop He e
McKaxkaH Bo popma Ha coBeT, LIoH ro cdhaka HeroBoTo 3Hauerse, ja npudaka MHdopmalmjata
WTO ja A06MBa 04 TMPUOH U1 ja NpeHecyBa Ha CBOjaTa CMTyaumja, No WTO ro MeHyBa CBOjOT
04HOC KoH lMun, IpeH 1 ApyrnTe npmnaaHmMum Ha HokHaTa cTpaxa.

YwTe eaHa cuUTyauuja BO Koja Aoara A0 M3pa3 MoTeHUMjasrioT Ha LIoH 3a yuerbe e
MOMEHTOT Kora, MecTo Aa 6uae n36paH 3a U3BUAHMK, KaKo LITO OUeKyBa, LIoH e pacrniopeaeH
Ha MecToTOo cny>xuTern. Kora LIoH ro nckaxyea cBoeTo Araboko He3aL0BOSICTBO 04 OBaa
oAnyKa, HeroBMoT npujaten CeM ja cnoAerlyBa NpeTrnocTaBKaTa AeKa 3arnoBeAHUKOT
MopMOHT MoXkebu ro n3bpan 3a cryXuTes 3a A4a ro NoAroTeu Aa My 6uae HacreAHVK.
LIoH ja npoueHyBa NpeTrnocTaBKkaTa M peLlaBa Aa ce OAHEeCyBa BO COMTaCHOCT CO yrioraTta Ha
CIY>XXUTEN WTO My e JoAeSieHa, 6e3 MOHAaTaMOLWHOTO UCKaXKyBakHbe FHEB.

AKYMynMpaH-eTO 3HaeHse 1 NojoLHeXHaTa ynotpeba Ha Toa 3HaeHbe CUMBOSINYHO
HajMHOTY e BUAJIMBO BO 360pOBUTE Ha 3anoBeAHNKOT Ha HOKHaTa cTpaxa, MopMoOHT, 3a
BpeMe Ha npecTojoT Kaj KpacTep, ceBepHO 04 SnaoT. iMeHo, oTKako LIOH ncKka)kyBa npe3up
KoH KpacTtep, MopMOHT My ce obpaka co 36oposuTe: ,Cakall Aa BOAUL HeKoj AeH? Torau,
npBo Hayuu aa creamw* (Thrones S2 E1). EGoeKTOT 04 OBOj COBET e BeAHall BUATIB: U MOKPa]
npe3npoT KoH KpacTep, LIoH npecTtaHyBa Aa ro KpUTUKYBa, a MOHaTaMy BHUMAaTEJSTHO 1
CIleAn 1 aHanu3mpa 1 NocTankuTe Ha 3arnoBeAHUKOT MOPMOHT, HO 1 Ha CUTe Apyrn nyre
oKoJTy ce6e 04 KOM MOXKe ,a Hayun HeWTo, @ 3HaeH-eTO NoToa ro NprUMeHyBa BO CUTyaLmnTe
CO KOU Ce COOYYBa.



Busuja, TpaHccopmaumja : YTonuum, ANCTONUK 1 APYT 3aMUCTIEHIN CBETOBM KasmwHa Manecka

Kora cakam aa pa36epamM HeuMn MOTUBU, UTPaM e Ha Urpa

CaHca, 04 Apyra cTpaHa, MPBEHCTBEHO yun Npeky HabrbyAyBarse Ha AejcTBa. Bo npeaTta
NMonoBuHa 04 Mrpa Ha TpOHOBM Taa He ' pa3bupa 1 He ycresa Aa ' MHTeprnpeTpa roBOpHUTE
UMHOBM. Bo ncTnoT neproa, CaHca CTaHyBa XXPTBa Ha Pa3fIMUHN MaHUMYSaLMM Ha Jyie KOW T
KpujaT CBOUTE BUCTUHCKN HamMmepu 3a4 HaBUAYyM fby6e3HnoT rosop. laHmena Anecu ro cmeTta
pa3BojoT Ha CaHca 3a ,eAHa 04 HajBNeyaTSIMBUTE HULWKWN Ha CTEKHYBarbe MOK 0Z, CTpaHa Ha
YKEHCKM NnK Bo cepmjaTta“ (Alesi 168). MpuToa, Anecu ro cnean passojoT Ha CaHca o4 caMuoT
NMoYeTOKOT M 0COBEHO Hej3MHaTa Macka Ha MOBTOpYyBarbe Aeka ,KpanebpaH e MojoT 40M“ 1
JieKa Taa e ,,JlojaniHa Ha CBOjoT cakaH Llocbpm“ Bo npBaTa 1 BTOpaTa ce30Ha cé 40 MOMEHTOT
BO LIeCTaTa ce3oHa kora My Besnin Ha LIoH Aeka Tpeba aa ro ocBojaT cBojoT Aom Cypo3unmje 1
ZeKa, Aypy 1 AOKOSKY LIoH He M moMorHe, camaTa Ke ro cTopu Toa.

Bo Meaning in Interaction (3Hauerse Bo HTepakumja), LleHn Tomac ykaxkyBa Ha Toa Aeka
roBOpUTENNTE YECTO CaKaaT Aa KaXkaT MHOTY NMOBEKe O/ OHa LUTO KaXyBaaT HUBHUTe 360poBN,
TaKa WTOo ce NOCTaByBa M NpaLlaHeTO KAaKO MOXE Aa 3HaeMe LITO 3HaUM eHa peyeHnLa BO
AafeHWn Npunuku. Tomac AaBa noBeke NpUMepr 3a Toa KOSIKY UeCTO peUeHNLMTe MOXaT Aa
6uaaT ABoCMUCTIEeHN. Bo KOHTeKCT Ha NIMKOT Ha CaHca, NoperieBaHTHO € Toa WTO, 1 Kora
peueHNLNTE He ce ABOCMUCIIEHW, BO Npalwarbe e npobremM Ha pasbuparbe Ha rOBOPHMOT
uuH. CneaHvBe npumepu ce AaaeHu Bo Meaning in Interaction Kako vnycTpaumja Ha
roBOPHUTE YUNHOBW U HMBHATA NOBP3aHOCT CO 3HAUEHETO: ,MOXaM Aa peuam: Osze e Torso!
(nokyumja), o WTO BCYWHOCT CakaM Aa Kaxkam: My Tpeba masiky ceex Bo3ayx! (nnokyuwja), a
nepJIoKyLIMCKMOT ecpeKT Moxe Aa 6uze 6aparse HeKoj Aa ro oTBopu npo3opeuoT (Thomas 49).
CaHca cekorall ro paz6urpa 3HaueH-eTO Ha UCKa3MTe, HO UECTO He MM Mpeno3HaBa anysmnTe u
VMMSIMLUMTHOTO 3Hauerse, HUTY 6aparbeTo CoAPXKaHO BO MCKA3MTe Ha FOBOPUTENOT.

Ha naTtoT koH KpanebpaH, CaHca e BOOAyLIEBEHa LUTO Ke Ce BO3M BO KouujaTa Ha Kpanuuara
Cepcu, BO Koja Ke MOXe ,,4a ce MOoTMnpe Ha NepHULM O4 NepAyBU U Aa jaje KOMaunksa Co
KpanuuaTa“, NoBMKYBajKu ja 1 cecTpa cn Apuja. Ha Toa Apwja oaroeapa: ,,He Mu ce gonara
KpanuuaTa® (GoT 15 Sansa 1). M3jaBaTa Ha Apuja MOXe Aa ce pa3riie4a BO KOHTEKCT Ha
roBOpHUTE UNHOBW. VIMeHO, peueHuLLaTa Ha Apuja e 13jaBa CO Koja Taa KOHCTaTMpa AeKa He M
ce gonara kpanuuara (Jlokyumja), Ho UICTOBPEMEHO peueHmLLaTa NOTeHLMjaTHO CIY>XM U Kako
npeAynpeAyBarbe 3a JIoWMTe HAMepU Ha KpanuuaTa (nnokyuuja) n 6aparbe CaHca Aa He ce
BO3M CO KpanmuaTa (nepsiokyumja). CaHca BO TOj MOMEHT He ro npero3HaBa npeaynpesyBar-eTo
BO 360poBUTE Ha Apuja, KOe Ce MOKaXKyBa OCHOBAHO Kora NoAoLHa UCTUOT AeH KpanuuaTa 6apa
cTpaBosikoT Ha CaHca, Jlejaun, aa 6uae youeH (GoT 15 Sansa 1). Mlako 6aparbeTo Ha KpanuuaTa
Aa ce ybue Jlejam He e noBp3aHoO o xenbaTa Ha CaHca Aa ce BO3U BO Hej3MHATa Kouwja,
peakummTe Ha Apuja 1 Ha CaHca BO OAHOC Ha KpanvuaTa ykaxKyBaaT Ha Toa Aeka Apuja ycnesa,
soseka CaHca He ycneBa, Aa ro MpoToJSIKyBa KapakTepoT Ha KpanmuaTta o4 Hej3MHMOT ANCKYPC.
WcToBpemeHO, OBOj HacTaH NokaxkyBa Aeka 36opoBuTe Ha Apmja HeMaaT BNWjaHKe, Ao4eKa
ybucTBOTO Ha Jlejam nma ronemo BnnjaHue Bp3 CaHca 1 ro oTBapa NpoLecoT Ha Hej3MHOTO
yuerbe 3a Toa Kako (OyHKLMOHMpPa CBETOT OKOJ1y Hea.

OTKaKo rv urHopupa coBeTuTe Ha TaTko 1 Hea CTapk Aa rv n3berHysa kpanuuata Cepcu m
npuHUoT Llodpwn, npoLecoT Ha yuerbe Kaj CaHca NpoAosXKyBa CO CIeAHOTO TPAarMuyHO AejCTBO
Ha Koe Taa e CBeAOK: yOMCTBOTO Ha TaTko M. OBOj TpaymMaTUUeH HacTaH oCcTaBa AJ1aboku
nocrieAnum Bp3 Hea, no wro CaHca cTaBa Macka Ha Jby6e3HOCT, COKpUBAjKK ja oMpa3aTa, CO L
Ja ce 3aWTuTK. [IpoLLecoT Ha yuerbe, cenak, He 3aBpLUyBa OBAE — ITO CTaHyBa jaCHO 04 haKToT
wTo Mako CaHca CTeKHyBa 3Haerbe 3a cypoBocTa Ha Llocdpu n Cepcun, Taa BO OBOj MOMEHT ce
ywTe He yMee Aa ro NpoueHn ANCKYpPCOT Ha ApyruTe nyre. OBaa cMTyalmja ja 351o0ynoTpebysa
Bejnuw, co wTo cTaHyBa ANPEKTHO OAFOBOPEH 3a yLWTe e4Ha TpayMaTuUuHa cocTojba: 6pakoT
co Pem3n bonToH, Bo Koj CaHca e XpTBa Ha CEMEjHO HAaCUJICTBO U CUJTyBaHse.
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CaHca noyHyBa Aa rn ccpaka BUCTUHCKUTE MOTMBU 3a4 360pOBUTE 1 MOCTANKMUTE OTKAKO Ke
nouyHe Aa ro pasbupa jasuKoT, Co WTO, Kako WTo Besn Anecu, ce 34061Ba co MOK. Pa3rosopoTt
co bejnuw, Ha KpajoT 04 ceAMaTa ce30Ha, e NpecBpTHaTa ToYKa no koja CaHca co3peBa BO JINK
KOj r1 NpoLeHyBa JyFeTo NoAobpo 1 04 OHWMeE SINKOBU Kako LIOH nnun TUpMOH, Kou yLuTe 04
CaMMOT MOYETOK MMaaT CNOCOBHOCT 3a TOSTKYBakbe Ha KapakTepHUTe LpTU.

CnomeHaTnoT pasrosop co bejnunw e knyyeH 3aToa WTo BO Hero bejnuw npasu eaHa
KoBHa rpeLuka co WTo ryéu Bo CONCTBEHATa Urpa Ha CNeTKM Koja ja urpa o4 NoYeToKoT Ha
KHUrarta/cepwjata. 3a Aa OArNyMU AeKa He ro HaMeTHYBa CBOETO MUCTIeHs€, TOj yroTpebyBa
e/iHa TexHMKa Ha MaHuMynaumja, co Koja caka Aa nocTurHe camata CaHca Aa AojAe A0 3aKJTy4OK
JeKa Hej3nHaTa cecTpa Apuja caka Aa 1 HawTeTw. Taka, bejnuw Benu: ,Hekoraw, kora ce
obuaysam Aa pasbepamM HeUMM MOTUBU, UrpaM eAHa urpa. [o NpeTnocTaByBaM HajS1oLWOTO.
LTo e HajnowaTa NpuUmMHa WTOo HeKoj 61 MOXKes Aa ja MMa 3a Aa ro KaXke OHa LUTO ro KaXxyBa
1 Aa ro npasu OHa WTO ro npasm? [loToa ce NpalyBam KoKy A406po Taa npuymHa ro objacHyBa
Toa WTo Toj [MNnu Taa] ro Kaxysa v ro npasu® (Thrones S7 E7). N camaTa urpajku ja oaa ,urpa“,
CaHca Aoara 4o npeTrnocTaska Aeka Apuja caka Aa ja youe. ,,0Tkako Ke Te ybue, WITO Ke CTaHe
Taa?“, bejnunw ja npawysa CaHca, NOTTUKHYBajKU ja Aa ro YBUAW MOTMBOT Ha Apuja, Ha WTo
CaHca oAroBapa Kako efIMHCTBEH MormueH 3aknyuok: ,Ke cTaHe KHernrsa Ha Cyposumje.
Bo T0j MOMeHT, CaHca ja cdaka fakHocTa Ha 360poBUTe N BUCTUHCKATA HaMepa 3a4 HuB, a
ycrieBa Aa ja cpaTy 3awwTo ako MMa eAHa paboTa BO Koja e MOTMNOJSIHO CUrypHa, Toa e Aeka Apuja
HUKOral He cakana Aa 6uae KHernrba.

* % %

CTeKHYBaH-€TO 3HaeHbe e BaXKeH acneKkT Ha Mrpa Ha TpoHOBY CO Orfej Ha Toa AeKa
LleHTpaJiHa yJfiora UMaaT MJlaAnTe JIMKOBU of cemejcTBoTo CTapK Ko, HanyLwTajkn ro
6e36eHNOT ZOM, Ce COOUYBAAT CO PA3JINUHU MPeAV3BULM OA KOU, OHME KOU Ke MpeXMBear,
yuart 1 co3peBaar. [1pnToa, CTeKHyBarbe 3Haerse NpeKy pa3brparbe U TONKYBarbe Ha 3HAUEHETO
Ha ja3KOT M FOBOPHUTE UMHOBW Ce MOKaXyBa U 3a LIoH, 1 3a CaHca (v 3a roniem 6poj o4 apyrute
JIMKOBM) KaKo KJTyYHO 3a CrpaByBaH-e€TO CO TPAyMaTUUHUTE UCKYCTBA U CTEKHYBareTO 6apem
HeKakBa KOHTpOJ1a BP3 CBOjOT XKUBOT.
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JleHepuc: 6e3 ornep Ha nocneamumTe. Bapuc: 6e3 ornea Ha
nocrsieAuMUMTE No MeHe. /nun: 3owTo JleHepuc cTaHa TOSIKY CakaH JInK?

hbyjopk Tajmc, Tenerpach, BawmHIToH nocT v ywTe MHOTY Apyr1 MeAnyMm nocseTuja 6apem
ABe (UecTo 1 NoBeKe) CTaTUM Ha ennU30AMTE 04 NocriesHaTa ce30Ha Ha Mrpa Ha TpoHoBM, a
HajMHOry Ha neTTaTta enn3oAa. lako nmaat pasnumueH npuctan 1 OoKyc, cenak 3aks1yuokoT Ha
peuncu cnuTe HUB MOXe Aa Ce CBeJe Ha Toa Aeka YHULITYBaH-eTO Ha NPecToNIHMHaTa 04 CTpaHa
Ha leHepuC 1 Hej3MHNOT 3Mej, BO HajMasia paka, He Mpom3Jierysa JIOrMYHO O4 NPeTXOAHNOT
pa3BOj Ha HEj3UHMOT JINK.

3aKkyyoumTe Ha OBME CTAaTUM HE CE€ OCHOBAHM W MOKaXXyBaaT CeNEKTUBHO MTHOPUpPaHse Ha
JIOrMKaTa Ha CBeTOT WTO ro rpaan Mrpa Ha TpoHoBM. Tvie UCTO Taka i 3abopaBaaT aBTOPUTApHUTE
0CObMHM Ha JleHepuc.

BcylwHOCT, 04 MOMEHTOT KOra U3r1eryBa o4 OrHOT CO TPUTE WITOTYKY poAeHW 3MejoBu, [leHepuc
e TUpaHWH Bo nogeM. CepuvjaTta AaBa MHOTY jaCHU MHAMKALMM 33 OBa.

MpBo, leHepuc BepyBa Aeka e cnacuTerika, n3bpaHa o4 cyabuHaTa 4a ro 136aBu CBETOT O4
3J10TO, WUTO € Mperno3HaT/IMBa KapaKTEPUCTMKA Ha MHOTY AMKTaTOpY BO CBETCKAaTa UCTOpUja.
Hej3nHaTa Xr1BOTHa MM1CKja, BoAEYKa MAEja U LieSIocHa orcecuja e Aa CTaHe Kpanuua Ha CeaymTe
KpaJiCTBa, A0SITO0UEKYBaHMOT BlaAeTesl, 04HOCHO BraAeTersKa, BeTeHa BO npopowTeaTa. Ho,
KOHTEKCTOT Ha Mrpa Ha TPOHOBY T MOTKOMyBa BakBUTe MAEU 1 yNaTyBa Ha MOXXHOCTA TUeE Aa
6unaaT pe3ynTaT Ha 3ab1yan 3a MecnjaHCTBO. Taka, LipBeHaTa KOMeTa Koja ja rreAaaT pa3finuHu
JIVKOBU U UMe 3HaueHse ro TOSKYBaaT Ha PasSIMUHW HauMHW, NMOKaXyBa KOJIKY Ce ancypAHU
HVBHWTe BepyBarba Aeka KoMeTaTa MMa eAHO BUCTUHCKO 3Hauere 1 AeKa MIMa HeKakBa Bpcka
€O UOBEKOBMOT XMBOT. CrMuHa chyHKLMja Ma W ZOJITOrOAMILHOTO yBepyBarse Ha MenuncaHapa
ZieKa Hej3avHMOoT 60or ro n3bpan CTaHWC Aa BriaZee Co CBETOT, WUTO MO CUTE HACUITHU HaCTaHu ce
NMoKa>kyBa Kako HEOCHOBAHO 1 6eCMUCIIEHO.

BTopo, leHepuc yXmBa BO MOHM3HOCTA U CriernaTa MOCYLWHOCT Ha Hej3nHUTe ceabeHnum.
Toa e jacHO BOCMOCTaBeHO BO CMOMeHaTaTa CLieHa BO Koja JleHepuc nsneryea o OrHOT €O
TpWUTe 3Meja A0AEKa CUTE OKOJTY KIeKHYBAaT Ha KOJSIeHULM BO CTPABOMOYNT, CMETAjKM ja 3a
6oxxecTBO. [leHepuc He rn oxpabpyBa Aa CTaHaT UK Aa He ja CMeTaaT 3a 60XXeCTBO, TYKY ro
3r10ynoTpebyBa HBHOTO CyeBepue 1 My Ce NpeaBa Ha HOBOTO YyBCTBO LUTO ja OMMBA: YXKMBakb€e
BO COMCTBEHaTa MOK 1 BO HEMOKTA Ha MOAAPXKYyBaumTe. ICTOTO yxXmnBarbe BO MOK € yLuTe nojacHo
1 NOAMPEKTHO N3pa3eHo BO CLieHaTa Kora CToTULM ocrio6o4eHn poboBM Ha JyHKaj ja HocaT B
paue. JlonosHUTeNHO, BU3yesTHOTO NpeTCTaByBarb€e 0403/0J1a Ha Toa Kako JleHepuc ceam rope
Ha npecTosioT BO MUPWH, Npu WTO 04 Hej3MHaTa OAJTyKa 3aBUCKU MOHATaMOLWHMOT XXMBOT Ha
MONUTErIUTe KOW KIleuaT npe npecTosioT, e BUATIMBO HaMepeH edheKT Koj ro MoKaXKyBa Hej3MHOTO
HaZAMEHO Y>KMBarbe BO CBOjaTa MOK M BO HEMOKTA Ha MonnTenuTe.

TpeTo, kora ybuBa, rv 06BMHYBa ApYyruTe AeKa ce BUHOBHW 3a Toa buaejku ja ucnposouyparne.
»CaHca ro yéu Bapuc ncto kosky v jac”, Beniv [leHeprc 0TKako camara Taa Ke ro ybue Bapuc.
MpeTxoaHo, TaTKOTO 1 6paToT Ha CemBen Tapsu ce ,,BUHOBHU® LITO He 11 ce MOKJI0HyBaaT. Cnopes,
JleHepuc, )xpTBaTa € BUHOBHA LUTO € XXpTBa bmaejkn ro npoBoLypana HaCUITHUKOT — TELWKO e Aa
Ce 3aMU1CIIM NOTUPaHCKa 0CoBMHa 04 0Baa 1 Kaj MOSIUTUYKMTE 1 BO CEMEjHUTE OAHOCK.

UeTBpTO, 04 HapaTM1BEH acMeKT, BO CepujaTa YecTo ce NpasaT napasiesiv co Apyru JIMKOBM BO
KOW Ce MCTaKHYBa HaKJToHeToCTa Ha JleHepunc KOH aBTOpUTapHO Bajeerse. HacnpoTu HejsnHaTa
ambuumja Aa B1ae Ha NPecTosIoT, MpUKaXkaHa e CnocobHOCTa, a UCTOBPEMEHO HeAOCTUIOT Ha
ambuumja Ha LloH aa 6uae nuaep, npeky Toa wto Cem ro npeanara LIoH aa 6uae kaHanAAT 3a
3anoBeJHWK Ha HoKHaTa cTpaxa, a ocobeHO npeky HeroaTa He3auMHTepecMpaHocT Aa 6uae Ha
npecTonoT. IHcncTparseTo Ha JleHepuc Hej3nHUTe cneabeHnuUm Aa 6UAAT MOHWM3HM U MOCYLLHM
€ CNpOTUBCTaBEHO Ha AeMOKPATCKMOT KanaumTeT Ha CaHca NpuKaXkaH NpeKy Hej3HUTe peakLmmn
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Ha HecornacyBarsaTa co LIoH 1 HMBHUTe npuBp3anHuum Bo Winterfell. Moxe Aa ce Hanpasu u
naparena mery aeknapaTvBHUTe 3a510x6u Ha leHepuc Aa ro cnacu cBeToT co JInjaHa MOpMOHT
Koja ce BKIyuyBa BO 61TKaTa 3a CnacyBarbe Ha CBeTOT 6e3 AeKS1apaTMBHO Aa o MCTaKHYBa T0a Kako
CBOja )KMBOTHa MUCKja. [NoCcTojaHK ce M NapanenuTe Mery 3anallyBareTo Ha HeNpujaTennTe o4
cTpaHa Ha leHepuc 1 obnanTe Ha TUPUOH Aa N1 HaAMYAPW HenpujaTenuTe co Len Aa nsberHe
XPTBU.

OBwe, HO 1 ApPYruTe Hej3NHM ANKTAaTOPCKM 0COBMHM MOXaT HajA06po Aa ce cymumpaaTt npeky
ABa NnaparnesiH1 Anjano3un BO UeTBpTaTa enm3oa o/ ocMaTa ce3oHa. Bo anjanoroT mefy Bapuc
1 TupuoH, Bapuc senu: ,Ke Hanpasam cé, 6e3 ornes Ha NocsieAnLMTe No MeHe* (“no matter
the personal cost”, T.e. 6e3 ornes Ha LeHaTa WTo Ke ja nnaTam). Toa 3Hauu Aeka 1 Aa A0jAe BO
OMacHOCT, U Aa Ce COOUM CO CMPT, Bapuc Ke ro Hanpasm OHa LITO € BO MHTEPEeC Ha XXUTeNnTe Ha
HeroBaTa 3emja. MoTeHUMjanoT 3a TMpaHuja Kaj leHepuc Aoara A0 1n3pas npu crnopeA6a Ha oBaa
€O NapariefiHa CLieHa Bo McTaTa enmsoaa. Toa e anjanoroT mery leHepuc 1 TMpUoH, kora leHepuc
Benu: ,Ke HarpaBam ce, 6e3 ornes Ha noceanumTe” (“no matter the cost” — oaHocHo, 6e3 ornes
Ha LieHaTa). Toa 3Hauu Aeka JleHepuc Ke Hanpasy Cé LITO e BO Hej3MH MHTEepeC, Aypy 1 Mo LieHa Ha
CMPpT Ha xuTenuTe. OBa He e N36p3aHO KapakTepusmparbe Ha JleHepumc Bo ocMaTa ce30Ha, oBa e
OUeKyBaH MCKa3s 04 K LITO Ce pa3BrBa BO OBOj NMpaBeL, 1 WITO ja MMa UcTaTa oBaa hukcaumja Ha
concTBeHaTa HaBOAHO rofieMa CyABMHa yLwWwTe 04 NpBaTa ce30Ha.

3owWTo, TOrall, BakBMOT NIMK Ha [leHepucC cTaHa TOJSKY cakaH BO Mrpa Ha TpPOHOBM LWITO W
PUSIMCKAUTE KpUTUUAPU 1 (DaHOBUTE KOW OCTaBaaT USjaHMLI KOMEHTapy Ha UHTepHeT cMeTaaT
Jleka Taa He 61 n3Bpwmrna ybuCTBO Ha UMjaAHULM JTyfe U JeKa BaKBMOT pa3Boj Ha HaCcTaHUTe
1 Ha NYKOT e HeyBepnvB? OBa npaluarbe He e MOBpP3aHO CaMo €O Mrpa Ha TpOHOBU, TYKY 1 CO
MHTeprpeTaumja Ha KHUKEBHOCTA 1 (PUIIMOT OMLWTO — 3alITO CUTe KHUTU, CUTe (DUITMOBU U
CUTe HUBHM TONKYBaHba HOCaT BO ce6e MAEONOrnn, MorfeAn Ha CBET, CUCTEMW HA BPEAHOCTMU.

3Hauu, 30wTo JleHepunC CTaHa TOJIKY CakaH JINK WTO U PUNIMCKUTE KPUTUYAPU U OFPOMEH
6poj 04 chaHOBMTE CMeTaaT AeKa Taa He 61 n3spmna ybrucTeo Ha nnjaaHnum nyre? Ce LoSXKM Nn
TOa Ha Hej31HaTa yb6aBMHa U XapM3MaTUUHOCT KOM I chprinsie BO CEHKA, 33 MHOTY OA rreAayunTe,
Hej3MHNTE TUPAHCKN 0COBUHM? UnKn ce AOSXKM Ha TOA WTO MOCTOjaT HEKOJSTIKY apXeTUMCKM
cuTyaumm (pararbe o4 oraH, 3406MBarbe MOK, MPOPOLWTBO 3a CNACUTES) KOM MM HaBeCcTUse
Ha rnejaunTe Aeka Tpeba Aa oueKyBaaT Taa Aa 6uae xepojckm NUK? Vnu Ha Toa WTo He 3ene
npeABWA AeKa LieriaTa cepuja e 3aCHOBaHa Ha MOTKOMyBarbe Ha HapaTUBHUTE KOHBEHUMM (Na
Taka, xepouTe ce yb1BaHW, CBETOT e 6ecMUCIIeH, cyabMHaTa Ha JIMKOBUTE HEMA BPCKA CO HUBHUTE
MOpasiH1 0cob1HM)? inu Ha Toa WTo peTKo BO UCTOpMjaTa Ha KHUXKEBHOCTA M (PUIIMOT MMaro
TOJIKY MOKEH >XeHCKM NMK? Vnn Ha Toa WTo rofiemM Aen OA rrejayunTe rv rnesaaT 3MejoBuTe
KaKo er30TUUHM CylITeCcTBa 04 6ajkMTe MeCTO Kako opyje, 3a WTO rn kopucTun JeHepuc? Unn
Ha paKTOT WTO HEj3MHMOT TAaTKO NOSTyAeS, Na aBTOMATCKM YHUWTYBAH-€TO Ha FPaAoT ro rnesaaT
KaKo nocsieAmua Ha HEKaKBO HaceaHo, HO OUIIMCKM Hegopa3paboTeHo, Nyanno? Ha Toa wto
BO 3eMj1 BO KOM NMOCTOM BapeM HeKakoB AeMOKPATCKM CUCTEM Ha OrpaHMYyBakbe Ha BrlacTa ce
3abopaBa KOJIKy ancoslyTHaTa MOK OMvBa, KOPyMNu1pa 1 He OCTaHyBa HemckopucTeHa? nu Ha
YyNOPHOTO MFHOpMpakbe Ha ABOCMUCIIEHOCTA Ha 13jaBaTa ,CakaM Aa ro CKpLaMm TpKanoTo®, WTo
Ce TOJIKyBa Kako: He Cakam Beke Aa MMa BUTKM 3a BracT BO kom nobesyBaaTt eAHW, Na Apyru, na
TpeTu; A0AeKa APYro COCeMa OCHOBAHO TOJIKYBaHbe MOXe Aa B1Ae: He cakamM HUKOTaLl HUKOj Apyr
Ja Bnajee oCcBeH jac? Ha npeTrnocTaBkaTa Aeka TUpaHUTE Ce 3N1 04, pararbe, U AeKa He € MOXXHO
HEKOj UOBEK Aa NpepacHe NocTerneHo BO AMKTATOP Kako KOMBMHALMja Ha conCcTBeHUTe 3abyan
1 Ha OKOJTHOCTUTE? VK ce A0SKM Ha Toa WTO MOKHW JIKOBU Kako JleHepuc Kou AeKapaTuBHO
Ka)KyBaaT AeKa CakaaT Aa ro cracaT CBETOT ce NPUBJIEYHN, AyPU 1 KOra BO MpaKca ro npaeat
CrpoTUBHOTO? Ha cmTe oBMe NpnUuHK 3aeaHO? nn Ha HeKom cocema Apyrin?

He 3HaMm. Ho, Toa WITO e cakaHa CeKako yKaxKyBa Ha (akToT LWITO, Aypy HU AeHEC, CO LieS1IoTo
MNCTOPUCKO 3Haekbe, MOTEHLUM]aNTHUTE TUPaHK He Ce Npero3HaBaaT JIECHO U NOKpPaj CUTe BUANBU
rokasarenmu.
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dokanusaumja u npekpuysar-e Ha BpeMeTo Bo W36paHu packasu Ha
Bupc u Ha YpoweBuk

BoBepg,

Oa 1990-Te roAMHU HaBaMy Ce MojaBuja NoBeKe TEOPETCKN KHUMM KOU BO CBOjOT POKYC
ro CTaBuja NPENCNNTYBaHETO Ha TOA LWTO 3HAUM KOMMapaTUBHATa KHMXXEBHOCT Ha KpajoT Ha
ABaeCeTTUOT M NMOYETOKOT Ha ABaeceT U NpBuMoT Bek (Bernheimer 1995, Guillén 1993, Schram
and Steen 2001). Kon KHUXeBHW Aena Aa ce KOMMapupaaT, Aasiv CaMo OHMe Mery KoM NocTom
jacHa Bpcka Ha BnujaHwWe Ha eAeH aBToOp Bp3 ApYr; UK, NaK, CEKOe KHUXEBHO Aefo, 6e3
HEeKOoj oAHanpeA CTporo 3afaAeH KpUTepnyM, MoxXe Aa ce CropesyBa Co Koe 610 ApYro o4
cBeTCKaTa KHkeBHOCT? Co Koja Lien ce crnopeAyBa — Aafnv 3a Aa ce yTBpAAT 3aeAHNUKN TEMMN
VI 33 AHNYKM HAapaTUBHM UITM MNOETCKM MOCTaNKW BO pa3fiIMUHN HaLMOHATHN KHUXXEBHOCTU?
Januv aa ce npyMeHyBaaT UCTPaXKyBayKmM NOCTaMNKM WTO TPAAULIMOHAITHO Ce KOpUCTaT BO
NiUTepaTypHUTE NCTPaXKyBakba UM M TaKBU LITO Ce KapaKTEPUCTUUHM 33 APYr ANCLUMMANINHA
1 Haykn? Bo KoskaBs cTeneH nuTepaTypaTta Aa ce UCTPaXkyBa eMANPUCKA?

OBOj TEKCT ro cTaBaM BO KOHTEKCT Ha OBMe npalwarba 6uaejkm ctaHyBa 36o0p 3a ABajua
nucatenu, AM6poy3 Bupc n Bnaza YpolueBuK, KOM XX1BEAT Ha pa3SINuHU KOHTUHEHTH, BO
pa3nMYHU BpeMUHba U MaaT pasnmyeH ceHanbunuteT. OCBeH Toa, He MOCTojaT NoKasaTenu
Jeka Bupc man BnvjaHve Bp3 NOAOLHEXHWOT nucaTesn Ypouwesuk. OBue (hakTy MOXe HaBUAYM
Ja ja JOBeAAT BO Mpallarbe OnpaBAaHOCTa Ha HMBHATa cnopeaba. TokMy 3aToa, ropeHaBeAeHUTe
npallarba 3a KoMnapaTMBHATa KHXKEBHOCT Ce pefieBaHTHU 3a MpencnuTyBakse Ha Toa Aanu
M KOJTKY 3aeJHNUKUN KapaKTepuUCTuKK ,Tpeba“ Aa MMaaT ABajua aBTOpW 3a Aa MOXe Ja ce
VHTEprpeTMpaaT HUBHUTE Aerla 04 KOMMapaTUBEH acreKT.

OBOj ecej rm UcTpaxxyBa BpCKUTE Mely packa3mTe Ha aMepuKaHCKMOT nmucaTen AM6poys
Bupc n MmakeaoHCKMOT nmucaTen Bnaaa Ypowesuk. VicTpaxkyBarbeTo ce 0buayBa Aa N3Hajae
OAroBOPW Ha HEKOW OA ropecrnoMeHaTUTe pefieBaHTHM Mpalarba 38 KoMnapaTuBHaTa
KHWKEBHOCT BO LIeNIMHA, Kako W Ha Toa Aanu pasrrelyBaHbeTo Ha oApeseH (heHOMEH 04 acrekT
Ha /BajLLa aBTOPW KOW AoaraaT 04 ABe Pa3fINUHM KYNTYPOSIOLWKM CPeANHU MOXe Aa NPUAOHece
3a noaobpo pasbuparbe Ha Toj heHoMeH. MakeAOHCKaTa KHUXXEBHOCT PeTKO Ce MojaByBa BO
KOMMapaTMBHUTE UCTPaXyBakba Ha CBETCKUTE KHVKEBHU TEOPETUYAPU U KPUTMUAPU 1 OTTaMy
0BOj ecej ce 06mayBa Aa Aaje NPUAOHEC M KOH BOCMOCTaByBaH-€TO BPCKa Merl'y MakeAOHCKaTa
1 aMepUrKaHCKaTa KHYKEBHOCT MPeKy UCTPaXKyBarbe Ha 3aeAHUNUKN TEMU.

Nako Bupc 1 YpolueBnKk BpeMeHCKM XmnBeaT BO pa3fIMUHM Nepnoan — bupc xueee Bo
BTOpaTa nosioBMHa Ha 19 n noueTokoT Ha 20 Bek, AoAeka YpolleBunK e nmucaTesni o4 20 u 21
BEK — MMaaT passINuH NOETUKN U o6pa60TyBaaT pPasnnNUYHM TeMU, cenak MMaaT U 3aeJHNUKN
KapakTepncTukun. M Bo packasuTte Ha bupc 1 Bo packasuTe Ha YpolueBUK ce cpeKaBaaT:
daHTaCTUUHM efleMeHTU; HeKorall, OoHa WTO M3rflesa Kako haHTacTUUeH efleMeHT ce
rMoKa>kyBa ZieKa e pe3ynTaT Ha NcMXMUKaTa cocTojba Ha IMKOBUTE; MPUCYTHO e MpeKpLUlyBaH-e Ha
BPEMETO 1 MPOCTOPOT; Aoala A0 CYAMP Mely ABa CBETa CO Pa3SINYHM OHTOJSTOWKM 0COBEHOCTH.
Taka, Bo ,Unkamayra“ Ha bupc 1 Bo ,,6aba nebapka®“ Ha YpolueBmK JIMKOBUTE Ha AeLiaTa ce
obuayBaaT Aa ce M3BJieyaT 04 CTpallHaTa cocTojba Ha BOjHA BO Koja Ce CBEAOLM Ha rosieMm
Tpareann.

Tve ce 06mayBaaT Aa CO34aAaT CBeT BO KOj paboTMTe He Ce TakBM KakKo WTO M3rfieAaaT, TYKy
TWe UM NpUAaBaaT NMOMHAKBO 3HaUeHse, NPU LTO 3aMUCITyBaaT AeKa MOXaT Aa ja KOHTposnmMpaaT
cBojaTa cyabuHa. NMoHaTamy, Apyrun ABa packasm KOM MOXaT Aa ce cnopeaart ce ,HacTaH Ha
MOCTOT Ha YTKuHa Peka“ Ha bupc n ,Pakonucot oa Kutab-AH® Ha YpolleBuK, BO KOULITO
Joara Ao NpeKpllyBarse Ha BpeMETO W NpocTopoT. OBaa CTaTuja Ke MM UCTPaXKM 1 aHanm3smpa
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MOXHUTE TOUKM Ha NOBP3yBakbe Mely packasnTe Ha bupc 1 Ha YpoweBuk Bo nornes Ha (He)
MOKTa Ha JINKOBUTE KaKo NOTTUK 33 CO3AaBar-e 3aMUCIIEHN CBETOBMU, Kako U BO MOrses Ha
HapaTVBHUTE NpeKplUyBar-a Ha BPEMeTO.

BojHa cdpokanmsmpaHa HU3 AeTCKU 0UUn

Bo HopTtosHOBaTa aHTos1I0MMja Ha AMepMKAHCKAaTa KHMKeBHOCT 3a bupc ce Benn aeka,
CO ornies Ha HeCpeKHOTO AeTCTBO W TpareAMUTE WTO MM AOXMBEas NoAOLHA BO XMBOTOT,
HajBepojaTHo “his fascination with the supernatural in his fiction” (,dpacurHaHTHOCTa 04
HaTNPUPOAHOTO BO HeroBaTa npo3a“) (Baym 1998: 1453) e 0614 Aa n3bera o4 06MUHUTE Nyre 3a
KOV TBpAEN AeKa v npesupa. PaHTacTnKaTa UCTO Taka e Hajnpeno3HaTNvBaTa KapakTepucTuKa
Ha packa3suTe Ha YpoleBuK. Cenak, Taa PyHKLMOHMPA Ha pa3finueH HauMH Kaj ABajlaTa
aBTopu. ONWTMOT BNeYaTok Aeka brupc nuwyBsa Bo )aHpOT haHTacT1Ka ce A0SHKW Ha HEeroBmuTe
OMUCK Ha BHaTpeLHMTe A0XKMBYBarba BO YMOT Ha JIMKOBUTE, HO Ha KpajoT HajuecTo ce Aoara
Z0 3aKJTyUOK AeKa CUTe NpuBUAEHMja 1 BevaToLm Bune nnoj Ha daHTaswjaTa, WTo rv npasu
packasuTe AOTOJIKY MOTParnuHu.

LSYnKamayra“ ro cream naTelecTBMeTO Ha eAHO 3arybeHo aeTe cpese KpBaBa 6uTka. Toj
MOXe Aa ce cnopean co ,,baba-nebapka“ Ha YpoLeBuK, BO KOj ABe AeLLd PEUNCU CEKOjAHEBHO
ce n3noxeHn Ha 6ombapanparbe, MOpaau WTO KpempaaT M3MUCIIEHM HAaCTaHW BO 0BUA Aa ce
cnacaT o4 TpaymuTe.

~Yrkamayra“ ce oaHecyBa Ha 6uTkaTa 04 19 1 20 centemBpm 1863 roamHa, BO Koja MMasio
Hajrofiem 6poj XPTBU 3a BpeMe Ha AMepMKaHCKaTa rparaHcka BojHa no butkara kaj letncbypr.
EAHO WeCTroANWHO MOMYe, 3aHEeCEHO BO CBOjaTa MUrpa Co APBEH CTan WTO ro 3aMUCI1yBa Kako
Meu, MOCTENEeHO Ce oAAalleyyBa OA CBOjaTa KyKa 1 HaBJeryea Bo WymMarTa. ,HeBHMMaTeneH
nopaAm fieCHoTKnjaTa co Koja rv nobean HeBUANTMBUTE HeNpujaTesin WTO ro CripeyyBaa Aa OAM
Harnpea, ja Hanpaewy BoobnuaeHaTa BOeHa rpellka Aa NpoAoJSIXXn CO 0CBOjyBaH-eTO A0 OMNacHa
Touka“ (bupc 2014: 24-5), nuwysa HapaTopoT. Toj 0BAe ro UCTakHyBa (DEHOMEHOT Kora AeLaTta
3aHeceHM BO Mrpa ja 3abopaBaaT peasiHocTa okony cebe. Ho, McToBpeMeHO BO UCTUTe 360poBU
ce 3abenexxyBa MpoHMja ynaTeHa KOH BOEHUTe FreHepasin Unja CaMOyBEPEHOCT M NMorpeLllHa
NpoLLeHKa Ha OMacHOCTUTE MOXe Aa 0ABe/e UjaAHULN BO CMPT. JloAeka MOMUETO Xxpabpo ce
60pu CO CBOUTE 3aMUCTIEHWN HEMpujaTesnn, OAeAHALL NPeJ Hero ce nojasysa ,HOB M MOCTPaLLeH
HenpujaTen® (25) — 3ajak. OBOj MOMEHT, BO KOj XxpabpocTa Ha MOMUETO MpeA CTPAWHNTE HO
3aMUCIIeHM BOOPY)XeHU BOjHULLM Ce MPeTBOPa BO CTPaB rnpej 6e30MacHMOT, HO peasieH 3ajak,
€ NpecBpTOT BO pacKka3oT Mo KOj Ce BOBeAyBaaT haHTAaCTUUHM CIINKM Ha yxac. MomueTo co
Tpuarbe U NNaderse ce 06MayBa Aa CU ro Hajae AOMOT, HO He yCreBa.

JlleTckaTa nepcrnekTVBa MM NpUKa)kyBa HaCTaHUTe Ha eeH HeoueKyBaH U HeBoobMUaeH
HauuH. [leTeTo e hoKasIM3aTop, HO He U HapaTop, OAHOCHO HapaTOPOT packa)kyBa BO TPETO
nvue. MomMueTo reja WTo ce cJlydyBa OKOJ1y Hero, HO He MOXKe Aa ro rnpernosHae 1 oTkpue
3HaUeH-EeTO Ha Toa LITO Ce CIyYyBa, WTO NPUAOHECYBA U UNTATESOT Aa ro BUAN HU3 AETCKUTE
OUM CETO OHa LWITO MUHYBa BO BUAHOTO MNoJie Ha AeTeTo. BakBa AnckpenaHumja Mery oHa WTo
ro rrneja fAMKOT M OHa WTO ro pa3bypa YnTaTesnoT e eAeH OA acreKTUTE WTO Ce UCTPaXKyBaaT n
B0 A Companion of Narrative Theory (2005) n e ocobeHo BUANMBa BO CleAHMBE CLeHU: [leTeTo
CO CTpaB rriesa Kako HEKOE XXMBOTHO, KOe MY SINUM Ha MeuKa, ce NpUbIIMXKyBa KOH Hero, HO
»HeWTo BO hopMaTa 1im BO ABMXKEHETO Ha OBa CYLUITECTBO — HEWTO BO HEOBUUHNOT HAUMH
Ha Koj My Nnpujae — My HaBeCTyBallle AeKa He e Meuka 1 JbybonmMTHOCTa ro HaABfaAea CTpaBoT®
(Bupc 2014: 26). Habpry Ke BUAM AeKa OKOSly OBa CYLWITECTBO MMa OrpoMeH 6poj MCTU TaksU
CywTecTBa 1 Aypy NOoTOa Npeno3HaBa Aeka Toa ce fyfe KoM NoJi3aT KOH pekaTa v npuToa npasaT
UyaHW recTUKynaumu, noA3lannpaart, naraaT, ce cpakaaT 3a rnasmTe. Ha untatenot 6pry my
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CTaHYyBa jaCHO ZeKa OBa e CJIMKA Ha TEeWKO paHeTUTe NpexmneeaHun o4 6uTKaTa Kaj Ynkamayra,
HO 3a ZeTeTO OBa € CaMo HEOBUUHA CNIMKA Ha JyFe KOW ,,nosi3ea Kako 6ebursa“ (26).

Jypuv v upBeHaTa 60ja Ha HUBHWUTE NMLLA MY JINUM HA KSTOBHOT LWITO O BUAES BO LLUPKYCOT
»/ TOj ce cMeelle AoaeKa rv rneaawwe” (27), a HEKOW OA HUB U TV jaBHYBA, 3aMUCIYBajKM
JeKa ce KorbW. BcylwHOCT, LLenMoT 0BOj OMKMC BO packa3oT Ce 3aCHOBa BP3 KOHTPAcTOT Mefy
CTpallHaTa TparnmyHa cLeHa 1 AeTeTo pa3BecesieHo WTOo Hajnocsie rneaa nyre. YwTe eaHa
MWUCTepMO3Ha Ff1eTKa Koja AeslyBa HaTNpUPoAHO 61AejKM e HeobjaCcHMBA 3a AeTeTo e Toa WTOo
MaKo ce CTeMHYBa Ha NnoJjaHaTa, LpBeHVKaBaTa CBeTNIMHA CTaHyBa Ce nocjajHa. [oBTOpHoO,
CaMo Ha UMTaTenoT, HO He 1 Ha AeTeTo, My CTaHYBa jacHO AeKa Toa e noxap Koj 6ecHee BO
6nu13mHaTa, BepojaTHO 3anaieH o4 nobesHNUKaTa BOjcKa — HajaBa 3a KpajoT Ha packa3oT BO
KOj AeTeTO, Hajrocsie CTUrHaToO A0Ma, ja rreja CBojaTa KyKa 3amnaseHa, a CBojaTa Majka MpTBa.

OBaa AeTcKa nepcnekTuBa M HAMEpPHO M30CTaByBarbe Ha 06jacHyBarba 04 CTpaHa Ha
HapaTopoT, KOj ' (hOKanNM3mnpa CUTe HaCTaHW HU3 OUNTE Ha AETETO e 3aeAHUUKMOT efleMeHT
LITO OBOj packas ro numa co ,baba-nebapka“ Kaze WTO UCTO Taka UMTATENOT rresa 1 pasbupa, a
JelarTa rfiejaart, Ho He pa3bupaar WTo ce cryyyBa. KOHTEKCTOT e MCTO Taka BOjHa, HO OBOj MaT
Toa e BTopaTa cBeTcKa BojHa. Packa3oT ,baba-nebapka“ e aen oa 36upkata Mojata pogHuHa
Emunvja, BO KOj HaCTaHUTe He CaMo WTO ce pOKarIM3npaHn HU3 NIMKOT Ha MPOTaroHUCTOT AeTe,
TYKY AeTeTO e M HapaTop BO NpBo nnue. Kako Aeua, HapaTopoT 1 HeroBaTa 6paTyyeTka EMununja
BO HUTY €l€H MUT He yCNeBaaT Aa ro HaMeTHAT CBOETO BfIMjaHWNe BP3 APYrnUTe, HO He Ce TOJIKY
6eCnNoMOLLHM Kako MOMUETO BO ,dnkamayra“. Tne ycneeaat Aa co3AazaT eAeH anTepHaTMBEH
CBeT BO KOj ' 0OCTBapyBaaT cBouTe xenbu. OBae, Kako WTO YpoLeBUK BeSM U BO CBOETO
TeopeTcko Aeno lloa3emMHa nasara, ,ke Hajae 3aconHulTe croboaaTta Ha MMarnHaumjata Bo
npocTopuTe Ha MpaunoHanHoTo® (Ypowesuk 1987: 43), a MpaLLMOHANMHOTO € TOj anTepHaTMBEH
CBET KaJe WTOo AeLaTta MoXaT Aa MM oCTBapaT cBomTe xenbu.

KoHTeKCTOT BO KOj ce 04BMBaaT packasuTe e BTopaTa cBeTcka BojHa, 6ombapavparsaTa Ha
rpasoT, 6erarbeTo BO CKPUBHULM, CUPOMALLTUjaTa LWTO € TOSKY royieMa WTOo YecTonaTtu fyreTo
He MoXaT Aa ce cHabaaT Aypu HU co neb. Bo hokycoT ce Haora eAHO royieMo CEMEjCTBO Koe
XKBee BO Maria KyKapka, Koja CTaHyBa yluTe Nnomarsia B 31Ma 3aliTo cuTe Mopa Aa ce cobepat
BO KyjHaTa, eAMHCTBEHaTa NpocTopuja WTo ce rpee. Bo oBaa cTpaluHa U MM3epHa cocToj6a,
rMaBHUTE JIMKOBW Ce LIeJIOCHO 6eCMOMOLLHM, L Te NoBeKe Nopaau Toa WTO Ce AeLla O Kou He
3aBUCaT Aypu HU CJlydyBarbaTa BO AOMOT. Ho, Tve UyBCTBYBaaT Aeka MMaaT JOBOSTHO CMUIa Aad
Ce OTTPrHaT 0/, OBOj CBET 1 Aa BJ1€3aT BO e/ieH ApYT, NapariefieH CBET BO KOj HUBHUTE MOCTaNKM
Ke 3HauaT HewTo, Ke MMaaT HeKaKBM NoCTeAnLN.

Bo ,baba-nebapka“, npoTtaroHncTuUTe ce 3406MBaaT co 6apeM HeKakBa MOK BO
anTepHaTUBHMOT cBeT. Jloseka BO KyKaTa MMa Cé nomarsky reb, o4 TEMHUTe AynKW BO SUAOT
M NOAOT AoaraaT cé noseke fiebapkn. OBae e 0cobeHO BUASIMBA HEMOKTA Ha CUTe JIMKOBU, U
JAeuaTa 1 BO3pacHMTe, BO OAHOCOT CO CBOjaTa OKOJIMHA. Tue ce BO oYajHa CUTyaumja, HemaaT
WTO Aa jasaT, a WTOM MM UyjaT CMpeHUTe WTOo HajaByBaaT 6bombapanparse, NpUHYAEHU ce
MOHWXeHO 1 ncnnaweHo Aa 6eraat Bo BM36aTa 3a 4a CM ' cnacaT XuBoTuTe. EMunuja pewasa
Za HanpaBu NpecBpT Ha OBOj HEAOCTUT Ha BJIMjaHWE U KOHTPOJ1a Bp3 CONCTBEHATAa CMTyaumja.
3aToa, BO afniTepHaTUBHWNOT CBeT, EMunmja ce 34061Ba CO MOK Aa BNvjae Bp3 eAHa H6aba Koja
ja cpekaBa BO cKkpmBHMLLATa, 6aba WTO M HanKnKyBa Ha 3na nebapka. EaHa Beuep, BO npa3HaTa
KyTuja o4 knbpmut EMmnnumja ycneea 4a ja datm nebapkara, koja, MefyToa, ycrnesa Aa n3bera u
Za ce cnacu. OBOj NOTer 04 anTepHaTUBHNOT CBeT ce peddsieKTMpa 1 Bo cTBapHocTa. (Manecka,
2020)

Mpu cneaHoTo 6ombapavparse, 6abaTa-nebapka 3a40LHETO NPUCTUIHYBA BO CKPMBHWLLATA,
packaKyBajKu Aeka ja 3akJiyumne buaejkn mmucnene Aeka e Beke nsneseHa. CnesgHnoT TecT
Ha EMunuja, Bo koj iebapkaTta cu ja KnHe HoraTa 6erajku o4 KyTujaTta 3a KUOpUT, UCTO Taka e
ycneweH — 6abaTa cum ja ckpwmsa HoraTa. Ha KpajoT, 3a Aa ja 0CTBapu CBOjaTa MOK LUTO TOJIKY
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 HefoCTWUra Bo peasiHocTa, EMunuja ja nann noBTopHo 3apobeHaTta nebapka. Taa MoK ce
npeHecyBa 1 BO peasiHOCTa, 6apeM TakBUM ce TOSIKyBarbaTa Ha HapaTopoT U Ha EMunuja, kow
ja 3porneayBaat nsropeHata 6aba BO Hej3SMHMOT CTaH NoroAeH oA rpaHaTa. (Manecka 2020)

CrIMUYHO KaKo BO packasoT ,Ymkamayra“, 1 oBAe NOCTOM HapaTUBEH pacLien, ANCKpenaHLumja
Mery HacTaHMTe OHaKa Kako LTO ce hoKanm3npaHn 04 HapaTopoT U HacTaHUTe cdhaTeHU 04,
CTpaHa Ha unTaTtenoT. loaeka HapaTopoT 1 EMunuja ja nosp3yBaaT cyabuHaTa Ha 6abaTa co
cyabuHaTa Ha nebapkaTta, unTaTenoT cchaka Aeka cTaHyBa 360p 3a crfieT Ha OKONTHOCTUTe,
CJly4ajHo rnokJionyBakse Ha cyAbuHaTa Ha 6abaTa co oHaa Ha nebapkaTa. Toa yBuAyBakse He
VM € OTBOPEHO Ha HapaTopoT 1 EMunuja, a TOKMy HUBHOTO HE3HAeH-€ UM OBO3MOXYBa Aa ja
NpOTOJSIKYBaaT CBOjaTa MOK BO afITEPHAaTUBHMOT CBET KaKO BfiMjaHMe BP3 APYruTe, a He CaMO
KaKo oCTBapyBakbe Ha Xesiba WTo Hema NnorosieM oAeK BO OKOSIMHATa.

MpekpuyBare Ha BpeMeTo

TpaAvLUMOHANMHO BO KHWM)XXEBHOCTA, 0CO6EHO BO peasInCTUUYHMTE pOMaHW 0O4f
JeBeTHaeCeTTNOT BeK, BpEMETO Teue fiMHeapHo. Ho, orpoMHWTE NpOMeHU BO ABaeceTTUOT
BeK, 0CODEeHO ABeTe CBETCKM BOjHU, KaKO M TEXHOSIOLKNOT M HayYHNOT pa3Boj NpuAOHeCcyBaaT
1 KOH MOVHAaKBO chakarse 1 A0XKMBYBarse Ha BpemeTo (Stephen Kern Bo The Culture of Time
and Space: 1880-1918). BakBnTe NpoMeHM ce BUAJIMBU 1 BO NINTepaTypa NpPeKy passinuHmn
nocTanku. JlBaTta packasu Ha Kou Ke ce 3aApXaM, ,HacTaH Ha MOCTOT Ha YTKunHa Peka“ o4
Bupc n ,PakonucoT oa Kntab-AH“ Ha YpoLleBuK, ce cneunduyUHm No HUBHaTa HeobMUHa
TpaHcopMaLmja Ha KOHLENTOT Bpeme.

Mako HenMHeapHWOT NMpuKas Ha BpeMeTO e MoYecT BO ABaeCceTTUOT BeK, bupc ywTte Bo
JeBeTHaeCeTTMOT BeK M aHann3npa MOXHOCTUTE 3a ANCTOP3Nparbe, OAHOCHO MpeKpLlyBaHse
Ha BPEMETO, MaKO OBaa HeroBa KapakTepucTuKa, crnopes MHory Kputuuapu (Juhasz 2008,

Emmert 2005) He e 40BOSIHO NUCTpaXkeHa, 6BUAEjKN FnaBHaTa TeMa CO Koja ce 3aHMMaBa
KpUTUMKATa Kora cTaHysa 360p 3a bupc e lpafaHckaTa BojHa Bo AMepuKa.

Bo ,HacTaH Ha MocToT Ha YTkunHa Peka“ 3a BpemMe Ha [paraHckaTa BojHa Bo CA/,
npunazHnunTe Ha PegepanHaTa Bojcka dpakaaT eseH yosek o4 Anabama 1 ce NoAroTeyBaaT
Za ro obecaT Ha eeH Marl XKere3HNUKM MOCT Ha YTkMHa Peka. LTnuaTa Ha KojawTo e cTaBeH
ja ApXU eleH BOjHUK, a LWITOM BOjHUKOT Ce TprHe, WTMLaTa Ke ce HaBanu 1 UOBEKOT Ke buae
ob6eceH. H3 AynKnTe Ha MOCTOT, YUOBEKOT IV rresAa BUTSINTE BO ,,MIOTOUETO LUTO jypelle Mo
HeroBuTe Ho3e“ (Bupc 2014: 8). HeroBMoT norsies e CocpeAoTOUeH Ha e4HO APBLLE KOe My
n3rneza Aeka ce ABUXN ToNKy 6aBHO, WITO TOj BO3AMBHYBA ,,KOJIKY 3auMaeHa pekal“ (9) Osae,
BO POK OZ HEKOJTKY CeKyHAM Bp3aTa peka cTaHyBa 6aBHa BO OUMTe Ha MPOTAaroHUCTOT, [ejToH
dapkyap, WTo ro oAbenexysa NOYETOKOT Ha NPEKPLLYBar-€TO HAa BpeMeTo. [1oToa ce obuaysa
Z.a MUCJTM Ha CBOUTE CaKaHW, HO HE MOXE 3aLUTO HELITO YNOPHO My Fo 0ABJ1eKyBa BHUMAHNETO
— elleH ,0CTap, 3abenexumTerieH, MeTasfieH 3BYK Kako yAap Ha YUeKaHOT Ha KOBauoT Bp3
HakoBasHaTa“ (9). Hukako He Moxe Aa cchaTu o4 Kaje Aoarla 3BYKOT, HUTY Aann e AafieKy Unm
65113y U CBECEH € CaMO JeKa Ce NOBTOpYBa Ha peAOBHU MHTEpBasn, HO 6aBHO KaKo SBOHEHe
Ha NOCMPTHO SBOHO. ,,/IHTepBanunTe Ha TUWMHATa CTaHyBaa C& NOAOSINM; OAJI0XKYyBarbaTa ro
nosiyaysaa. Komky nopeTko rv nmalle, TOSKy NorfacHu 6ea 3ByLMTe BO HMBHaTa CUSIMHA U
ocTpunHa“ (9). YoBekoT He MOXe Aa cdhaTh KaKoB e OBOj Y>KACHO rMaceH M 0CTap 3BYK LTO ce
NMOBTOPYBa Mo AOJITN UHTEPBanY TULLNHA.

Hajnocne, HapaTopoT HM COOMIWITYBA HaM, Ha UNTATENINTE, HO He 1 Ha JIUKOT (a Toa e
e/\Ha O/ Npeno3HaTNIMBUTE KapaKTepuUCTUKU Ha NULYBaH-eTO Ha bupc, HeroBuTe NKOBY ce
OCYZAEHU Aa He JOXMBEeaT OTKPOBEHWE U 4@ YMPAT UCTUOT MUT LITOM ro A0XXUBEAT) AeKa Toa
€ OTUYKYBaHeTO Ha CEKYHAAPHUKOT O/, HErOBUOT UacoBHMK. LLITOM ce 0TKkpume Toa Bo packasor,
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umTaTenoT chaka Aeka OHMe L0 MHTEPBASIY Ha TULIMHA Ce BCYLIHOCT BO BPEMETPAeHe 0/
e/Ha CeKYHAa, BDEMETO KOe MOMMHYBA 0/, eJHO OTUYKYBakbe Ha CEKYHAAPHUKOT A0 APYro, AeKa
3aumMaeHaTa peka e BCYLWHOCT MOTOK LWTO jypy CO rofiema 6p3nHa, HO 3a YOBEKOT OCYAeH Ha
CMPT BpeMeTo ce 3a6aByBa TOJIKY MHOTY LUTO CeKOja CEKYHAA Ce UMHW HeMOAHOCTMBO A0JSIra,
na 3aToa 6p3aTa peka My M3rneja 3auMaeHa.

CrnunyeH nprkas Ha HaBUAYM OAOSITOBSIEYEHO BPEME MPU LITO BCYLWHOCT MUHAJe 04Baj
HEKOJIKY CeKYHAM ylTe noBeKe joara A0 M3pa3 M NOAOLHA BO packa3oT Kora Ha CLieHa
HaCcTanyBaaT M HaBUAYM HaTNPUPOAHN efleMeHTW. Kora lMNejToH ®apkyap nara o4 MOCTOT, TOj
MWCSIN AEKA € MPTOB, HO ,CO BeKOBM NnoaoLHa“ (bupc 2014: 11) — Benin HapaTOpOT UCTETHYBAjKM
v Taka CeKyHAMUTE Ha BEKOBW — 04 OBaa cocTojba ro 6yam 60s1Ka Bo BpaToT. BcywHOCT, Toj cdhaka
JeKa jaMKaTa o Koja cakare Aa ro obecat ce CKMHaNa 1 Toj masHal BO pekaTa noj MocCToT,
JOJeKa jaMKaTa Ce ywTe My ro cTera BpatoT. Criean eseH 40T, HO 6p3 OMWC Ha HEroBUTe OUajHN
06uan Aa ce 0cnoboAM O4 ja30s10T OKOJSTy BpPaTOT M HeroBaTa 6opba Aa n3nese Ha NOBpLIMHATA
1 Aa AojAe A0 BO3AyX. [TOBTOPHO, BpeMeTO WTO e MoTpebHO Aa ce OnuLIaT CUTe MUCTIU LITO My
MWHYBAAaT HW3 FNaBaTa M CUTe NOTE3M LWTO BO aroHMja r'v npesemMa 3a Aa CM ro Cnacu XXMBOTOT
€ MHOrY MoAO0JIro OTKOJIKY BPEMEeTO 3a Koe, BCYLIHOCT, Ce CJlyuyBaaT OBME MUCSTU U MOTe3N.

N ToKMy BO MOMEHTOT KOFa Ke ycree Aa 3eMe BO3AyX, Ce ClyuyBa uyaecHoTo. Mako n
LIYAECHO® U ,,dDaHTACTUUHO® ce TEPMUHM KOU ' ynoTpebyBaaT KHVKEBHUTE KpUTUUAPK LWITO Ce
3aHMMaBaaT Co packasuTe Ha bupc, enemeHTUTe KOM Ce MojaByBaaT oBAe, cropeA AecbuHuMLMjaTa
Ha YpolueBuK, 61 6ure NnobnCKM A0 UyA€CHOTO OTKOSIKY A0 (PaHTAaCTUYHOTO. ,UyAeCHOTO
MOXeMe Aa ro AeddMHMPaMe KaKo CJIMKa Ha CBETOT, Ha eAeH anTepHaTMBEH, MOMHAKOB
CBET BO KOj YUOBEKOT He MpaBu pa3sinka Mery JOMEHOT Ha CBojaTa cpaHTasuja U AJOMEHOT Ha
mMaTepujaniHaTa peasiHOCT, KaJe WTO MOXHOTO U HEMOXHOTO He Ce jaCHO pa3rpaHnueHn®
(Ypowesunk 1988: 41). TokMy BO COrfTaCHOCT CO OBa, LUTOM M3s1e3e Ha MNoBpLUMHATA O4 peKaTa,
dapkyap ozeAHall caka, Mako uMTaTennTe Cé ywTe ce COMHEBAaT Aasfin Toa e HerosaTa
daHTasmja UM e CTBApHOCT, AeKa HEroBUTE CceTma ce 3406u1e Co HeBepojaTHa MOK: '
3/0rneAyBa CUTHUTE MHCEKTW Ha ApBjaTa 0AAasiIeueH HEKOSIKY CTOTUHU METPU OJ, Hero,
MOXe Aia ro CJIyLIHE NajakoT Kako ja niieTe CBojaTa Mpexa, ro rreia Aypu 1 OKOTO Ha BOjHUKOT
3acTaHaT Ha MOCTOT HW3 HULWAHOT Ha MNYyLIKaTa WTO BOjHUKOT ja AP>XXM BNepeHa KOH Hero,
MaKo MOCTOT (M BOjJHMKOT 3acTaHaT Ha Hero) ce BeKe oasaneueHu o4 Papkyap noeeke o eAeH
KuomeTap.

MpeaenuTe HX3 KOM MUHYBa PapKyap 0TKaKo Ke M3J1e3e 04 peKaTa, MpBUH LWymMaTa, a noToa
1 natoT 0bpabeH co Wwyma oa obeTe CTpaHW, MMaaT KapakTePUCTUKM Ha HEKOja HeobjacHeTa
UyAeCHOCT: ApBaTa Ce MpayHU 1 BMCOKM, a OA WyMaTa Ce CrywaaTt 3ByLM Ha HeMnosHat
ja3nK nako Hema Tpara Ha YUOBEUKO NMPUCYCTBO, A0AEKA SBE3AUTE COUMHYBAAT HEMo3HaTU
coeAnHeHMja. Kako BO COH, MAaTOT MCUE3HYBa OA MO/ HEroBUTe HO3€, a TOj He MOXe Aa Ce CeTU
KaKo MOBTOPHO Ce HaLloJ1 BO AMBMHA M KOra 3anpes natoT. Mery JOMeHOT Ha paHTaCTUUHOTO
1 UyZ,eCHOTO, OBZE NMOBTOPHO AOMUHMPA UyAeCHOTO B1AejKn OHa WTo 61 MoXero aa 6uae
peayiHOCT UMW NJI0A Ha chaHTa3wjaTa He Ce jaCHO pasrpaHNUUeHu.

Hajnocne, ro rneaa npea cebe cBOjOT AOM M cOnpyraTa Koja Aoara KOH HEro Co NCNpY>KeHN
paue. W TokMy Kora caka Aa ja nperpHe, oaeZHall Cé ce CMpadyBa M ce CTULWYBA. ,[1ejToH
®dapkyap 6eLue MpTOB; HEFOBOTO TeJ10, CO CKPLUEH BPaT, Ce HULIALLE HEXXHO 04 eAHaTa Ao ApyraTa
CTpaHa NoA WTULUTE Ha MOCTOT Ha YTKunHa Peka“ (Bupc 2014: 16).

Baka 3aBpluyBa packasoT, co enudaHmja WTo ja AOXKMBYBA UMTATESIOT 3a TOA WTO, BCYLIHOCT,
ce cniyumno co ®apkyap. CamuoT dapKyap HMKOraw He A03HaBa WTO My ce cnyumnso. OHa
LITO e MpUKa>kaHO BO OBOj packas e TOKMY Toa NpoTerakbe Ha BPEMeTO O/, ABE-TPU CEKYHAMN Ha
Leno eaHo aseHoHokume. Crniopes CtmBeH XOKWHT, Bo A Brief History of Time (KpaTka nctopmja Ha
BPEMETO), Ha MOYETOKOT 0/ ABAECETTUOT BEK, JIyFeTO BepyBaJsie BO arcCoslyTHO BpeMe, O4HOCHO
JieKa ,,CUTe TOYHM YacoBHULM B NoKaxkare Aeka NOMUHYBA UCT BPEMEHCKM MHTepBas Mery
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ZBa HacTaHu“ (“all good clocks would agree on the time interval between two events” Hawking
1988: 143). Ho, no o6jaByBar-eTO Ha CreLujasiHaTa Teopuja Ha peslaTMBHOCTA, CTaHalo0
jacHoO Aeka BpeMeTO MOMMHYBA pa3SINUHO 3a CEKOj HabSbyAyBau U AeKa ,4aCOBHULNTE KOU
r'M HOCAT pasfnuHM HabsbyayBaum He cekorall ke 6uaat ycornaceHu. Taka, BpemMeTo CTaHyBa
nonuueH koHuenT (“clocks carried by different observers would not necessarily agree. Thus time
became a more personal concept” Hawking 1988: 143), 3aB1ceH 04 MecToTO U 6p3MHaTa Ha
ABWXKerbe Ha HabsbyayBadoT. OBa HayuHO 06jacHyBarbe € pesieBaHTHO M 3a packasoT, 3awWTo
BO YMOT Ha lNejToH ®apKyap BpeMeTo NOMMHYBa CO pa3finuHa 6p3nHa Bo cnopeaba co Toa Kako
NOMMWHYBA BO HAABOPELIHNOT CBET. lypn Ha CaMUOT Kpaj uMTaTenoT A03HaBa AeKa jaXKeTo Co
Koe e obeceH dGapKyap BOOMLTO He Ce CKMHANo, HATY Toj NaAHan Bo pekaTta; ®apkyap ympen
JBe-TPU CEKYHAM OTKaKO BOjHUKOT Ha desepanHaTa BOjcKa ja TprHan HoraTta oj WiuuaTta m
jamkaTa ro cterHana ®apkyap okosy BpatoT. CrieacTBeHO, MOMMICIIaTa Ha Toa WTO Cé JOXKMBYBA
dapkyap TOj KpaTOK MUT, BO KOj e 063eMeH OA CTPaBOT OA CMpPTTa M HaAeXTa AeKa Ke ce
cnacu, ro co4MHyBa OHOj MpaYeH M CTpalleH BneyaTok 3a packasoT. Co Toa ce pasjacHyBaaT 1
objacHyBaaT cuTe ,paHTaCTUUHM® eNeEMEHTM BO packasoT: HATNPUPOAHO Pa3BMEHUTE CETUMA,
TaMHCTBEHATa WyMa U HeMO3HaTUTe SBe34K, CO WTO NpecTaHyBaaT Aa PYHKLMOHMPAAT Kako
aHTaCTUUHU UIN YYAECHW efleMeHTH.

Mo HeobUYHMTE NOCTaNKM Ha NpeKpLIyBar-e Ha BpeMeTO MOXe Aa Ce HanpaBu napanena
Mefy 0BOj packas u ,PakonucoT oa Kntab-AH“, 3a npsnat objaseH Bo 1983 roaunHa (J1os
Ha e4HoOpo3u), Kaje WTO MMa MpekpllyBake U Ha BpeMeTO W Ha MpocTopoT. 3a oBue
KapaKTePUCTUKN Ha packasmTe Ha YpoweBUK onwmnpHo rosopu Jlnanja KanyweBscka-
JpakyneBcka BO NpeAroBOpoT KOH HernpeaBuaeHu rnpoweTkuy. ,J1yAn3MoT e BepojaTHo,
HajMOKHOTO OpyAMe Ha chaHTacTMKaTa Ha YPOLLEBMK 1 TOj ce MaHUecTMpa npeky AapbaTta
Ha NMCaTesNoT eAeH ancTpakTeH MNOWM KaKo LWITO € BpeMeTo Aa o TpaHChopMumpa BO ONUMIIMB
heHOMeH MOANOXEH HA TBOPEUKM MHTepBEHLNN N MoancMKaumm® (KanyweBcka-/lpakyfieBcka
2008: 16). Bo oBoj KoHTeKCT, Kanywescka-/lpakyreBcka MaeHTUMKyBa NoBeKe NOCTanky Ha
TpaHcdopMaLmja Ha BpEMETO Kaj YpOLLeBUK, MpW WTO HajpesieBaHTeH 3a ,PakonncoT o4 Knutab-
AH“ e ,NMPUHLMNOT Ha Hen3zbexxHaTa CeNnpPUCYTHOCT N BOHBPEMEHCKMOT YHMBEp3aiM3aM BO
jaApoTo Ha nucaTenckmuTe MHTEHUUK® (17).

Bo cB0joT chokyc 0BOj packas MMa pakonmc yHULWTEH BO rofieMroT noxap Bo Ckonje Bo 1689
roavHa. CamMo eZeH Aef 04 pakonMCOT HaMMWILaH Ha NepramMeHT e CoYyBaH, a ApyrmoT Aef He e,
TaKa LUTO He MOXKeE A,a Ce PEKOHCTpYMpa WTO NULIYBASIO Ha Hero. PackasoT BHUMATENHO ja cneaun
MCTOpMjaTa Ha NepraMeHTOT HU3 BEKOBUTE, C& 10 TOa KaKo eAHMOT HEeroB Aen 3aBpLuns Bo 1923
roAmHa Bo paueTte Ha Wcak 6eH Capyk, AOKTOpaHA No OPUEHTANINCTNKA HA YHNBEP3UTETOT BO
Mpara. PaboTejkn Ha cBojoT AokTopaT, Vcak 6eH Capyk aoara Bo Ckonje, 3eMajKu ro JIeBUOT
Zen oA nepramMeHTOT BO CaHAaK.

HeouekyBaHaTa cpesba co AeCHNOT AeN 04 UCTUOT NepraMeHT CTaBeH MOJA eJHO BaJikaHo
CTakno Mefy HEKOJIKY cTapu choTorpacdumm Bo Mana 6epbepHuLa Bo Ckonje npean3BuKyBa
cepuja HaCTaHW WTO BOAAT 4O MyNTUMIMKALM]a Ha BPEMETO Ha YeTUPY NapasiesHy BpeMmba
BO UeTMpU NapanenHu anmensunn. Micak 6eH Capyk He ycreBa Aa ro y6eam 6ep6epoT Aa My ro
npoAaze AeCHUOT Aen o/ NepraMeHTOT. BeuepTa Henmo3HaT YoBEK TPOMHYBa Ha BpaTaTa o4
XOTenoT BO Koja npecTojyBa Vcak, My ro AaBa neprameHTOT 1 My 6apa napu kou Mcak BegHaw
v nnaka, He npawyBajKu Kako Hermo3HaT1OT ro 4061 nepraMeHTOT. [loToa rv noBp3yBa ABeTe
CTpaHu WTo 61re 04BOEHM CO BEKOBU, HO OAeAHaLl CBETIIOTO ce racu, na Wicak 6eH Capyk Mopa
J1a O OAJIOXKM UNTar-ETO 3a yTPOTO.*

YTpeaeHTa ce CO34aBaaT UeTUpY NapasiesiHu BpeMuba 06es1eXaHn BO packasoT rpadomukm

4 Jlen o4 acnekTUTe WTO Ce MHTeprpeTMpaaT BO OAHOC Ha ,PakonmcoT oa Kntab-AH“ ce npexoAHo
06jaBeHV Ha aHrIMCKK B cTaTujaTa: Kalina Maleska. “Time Distortion in Bierce’s ‘One of the Missing” and Uroshevic’s
"PakonucoT o4 Kntab-An’ (‘The Manuscript from Kitab-An’)”. CLCWeb: Comparative Literature and Culture, Volume
17 Issue 4 (December 2015), Purdue University, USA.
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co A, b, BuT. Cnopea npeaTa Bep3uja, yTPOTO OTKAKO CTPaHeLOT My ja AaBa AeCHATa CTpaHa Ha
neprameHTOT, Vicak 6eH Capyk NpBo pellaBa Aa npoweTa A0 6epbepHuLaTa, KaLe WTO ro rrneaa
nepramMeHTOT KaKo C& yliTe CTOM 3aj CTakJ0TO, HO Cera Toa e fieBaTa CTpaHa WTo e oAamMHa
HeroBa. Bo3HeMupeH, Toj TpyYa BO XOTeNOT, FO 0TBapa KOBYEroT 1 BHaTpe ro Haora AeCHNOT
Zen, ro nanu v 3amuHyea o Ckonje. Cnopes BTopaTa, yTpoTo Wcak pewasa Aa npoleTa, rrneaa
MHory nyre cobpaHu okony 6epbepHuLaTa, J03HaBa AeKa HeKOj MpoBanms 1 ro youn 6epbepor.
MonwuwjaTa ro pacrpallyBa 1 HapeZyBa Aa ro J0Hece KOBYeroT Bo cTaHuuaTa. Kora nonvumjata
ro OTBOpa KOBYEroT, BO Hero Hema HuwWTo. Mcak 6eH Capyk BeaHaw 3aMuHyBa o4 Ckonje.
Cnopea TpeTaTa, OTKaKO Ke npoLeTa, Micak rv 3ema ABeTe CTpaHW OA4 pakonmMcoT W 04YajHO cdaka
JleKa BO paLie ApXMW ABe MOTMOSHWU UCTU NeBU CTpaHW. HanyTeH, ru dppna H13 npo3opeLoT
1 ro HanywTa Ckonje. Cnopea yeTBpTaTta, A0AeKa C/Ie4HOTO YTPO LWeTa Ha Na3apoT, Ha Mcak
6eH Capyk My npucTanyBaaT MHOTYMUWHA HYAEjKM MYy Aef OA MepraMmeHTOT WTO NoTceTyBan
Ha OHOj WTO ro MMaJsi BO KOBYEroT. Hekoun ja nMmane ncrata XonTeHnKaBa HUjaHCa, HeKou
MCTUOT pakonuc, Hekown 6usie Konuu, a Kaj Hekou ce 3abenexyBasio HeTaNIeHTUPAHOCT BO
nmuTaumjaTa. Ncak 6eH Capyk Aoara Bo cBojaTa coba 1 cdhaka Aeka HEKOM O4 MepraMeHTuTe
WTO MY M HyJere Ha Na3apoT 6ue MOaBTEHTUUHM OJ, OHA WITO TOj ro UMa, Na ry KMHe Ha
napueHua n 3aMmmnHyBa o4 Ckonje.

OcBeH WTO HacTaHUTe BO Packa3oT Ce MpeAMeT Ha pasfiMUHU HapaTUBM 3aCHOBAHMU
Ha pasfINUHK NPeTNOCTaBKM, M CAMUOT Pakomnmc e NpeaMeT Ha TaKBM MpPeTNnoCcTaBkU U
MaHunynaumn. ,Toj pakT ja ycsioByBa cfieAHaTa Kay3aflHOCT: ako TeKCTOoT-npeAMeT-Ha-
HayueH MHTepec e NOAJIOKEeH Ha HeobjacHMBa MyNTUNMKaLMja U KOHBep3mja, Toraw Toa
IMa penepKycum 1 Bp3 HayUHWOT MOTXOA M BP3 HErOBUTE NapameTpu Ha BEPOAOCTOJHOCT,
BUCTUHUTOCT, 06jeKTUBHOCT, KoHeuHocT* (fopriera 2007: 129). Oea ykax<yBarbe Ha [opriesa
ce NoBp3yBa M CO KPajoT Ha packasoT KOj, BCYLWHOCT, OTKPUBA AeKa He MoXKe Aa ce AOjAe CO
KOHEeUHa BUCTUHUTOCT U 06jeKTUBHOCT. Kako WTO HU KaXKyBa pacKaXKyBauoT, ,CaKajKu
BepojaTHO Aa rm objacHaT MHOrybpojHUTE BapmnjaHTM Ha Np1KasHaTa, HeKou BenaTt AeKa BO
T0j Mur Bo CKonje npecTojyBasie ABajLa Nyfe WTO ro Hocerle UCTOTo UMe: Wicak 6eH Capyk. A
AypV AieKa npecTojyBarie BO UCTO NpeHoKeBanuwTe. A HeKou, Nak, BenaT, mpeTepyBajku, ce
pasbupa, Aeka rm umano yetsopmua“ (Ypowesmk 2008: 329).

BakBMOT Kpaj HYAM efieH BUA MHAMPEKTHA AeMUCTUdMKALM]ja HA (PaHTACTUYHMNOT efeMEHT
Ha npekpllyBarbe Ha BpeMeTo. Taa e pa3fnivueH o4 AeMucTudUKauujaTa Kaj bupc, buaejkm
Kaj bupc cocema ce enMMmMHMpa enleMeHTOT Ha HeobjacHMBOCT. [peKkpLlyBaH-€TO Ha BpEMeTO
TaMy He e BUCTUHCKO, TYKY € MPMBUA Ha MPOTAarOHMUCTOT COOUEH co cMpT. Kaj YpolueBuK,
objacHyBarbe€TO Ha KpajoT ja HemMa ncTaTa dpyHKUMja, WWTO HapaTOpOT ro NOCTUrHyBa CO
npedpriarbe Ha HapaumjaTa Ha Apyru nuua: ,Hekom Benat*. Co Toa, HapaToOpOT MCTOBPEMEHO
ZLaBa objacHyBarbe, HO U ce AncTaHuMpa o4 objacHyBarbeTo. OHa WTO 0BOj Kpaj ro npasu
yLITEe NOCSIOXKEH e Toa WTOo 06jacHYBaH-€TO, MECTO Aa FO MOHULWTW, BCYLUIHOCT FO BOBeAyBa
aHTaCTUUHNOT efleMeHT. HapaTopoT eKCNAMLMTHO KaXKyBa AeKa CMeTa OTW MpeTroCcTaBKUTe
33 NOCTOEH>E UETUPU BEP3UN HA UCTMOT UOBEK CE NpeTepaHun, 0AHOCHO AeKa CaMo eZiHa Bep3unja
€ BUCTUHWNTA, a ApYrnTe ce N3MUCIIEHN, HO CEeMakK 3aBpLUyBa co napadpasa Ha yreTo Kou ja
3acTanyBaaT Te3aTa 3a ,,CeNpUCYTHOCT M BOHBPEMEHCKM YHUBEP3YM®.

3aknyuJok

Mako packasunTe Ha bupc 1 Ha YpolueBUMK ce HanuwaHW BO pa3finuHM Nepmoan 1 goaraat
0J pasfINUHK KYNTypUu, TUe UMaaT 3aeHUUKN efieMeHTU. Bo ,Uukamayra“ n Bo ,baba-
nebapka“ KopucTaT UCTa HapaTMBHA NOCTanka Bo 0AHOC Ha choKasinm3almjaTa Ha HacTaHUTe
HU3 AeTCKM OUN, CTaBajKM MM HAaCTaHUTE BO C/INYUEH, BOEH, KOHTeKCT. Ha ,HacTaH Ha MocToT
Ha YTkuHa Peka“ u ,,PakonuncoT o4 Kutab-AH“ 3ae AHNUKO UM € UCTPaXKyBarbeTO Ha KOHLLeNTOT
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Ha BPEMEeTO 1 HeroBO MpeKpLUyBaHbe, KAaKO 1 Ha MpallareTo Kako Toj MoXe Aa 61Ae AoXMBeaH
Ha HeoueKyBaHW M HEOBUMUYHWN HaUMHW; BO ABaTa packasm Teuer-eTO Ha BpeMeTO 3aBUCU
OA nepuenumjata Ha nukosuTe. JoNONHUTESNHO, BO CUTe YeTUPU packasm, NOCTeNeHo ce
pa3oTKpMBa AeKa HaBMAYM (haHTaCTUUHUTE efleMeHTM MOXaT Aa MMaaT 1 Apyro objacHyBarbe,
Aa buaat nocreanua Ha MeHyBakbe Ha rnepLienumjaTta Ha peasiHoOCTa BO YCIT0BU Ha eKCTPeMeH
cTpec.

CnopeabaTta mery n3bpaHuTe ABa packasu o4 bupc 1 ABa o4 YpoleBUK yKaxyBa Ha
rofieMmMoT NoTeHLUMjan Ha KOMMNapaTUBHUTE UCTPaXKyBarba. Mlako BO HEKOW MCTpaXyBakba,
KoMMapaTmcTrKaTa ce 6asmpa Ha BfiMjaHWETO WTO eAeH MW NMoBeKe aBTOPY 04 eAHa KyNnTypa
ro U3BpLIMIIe BP3 aBTOP UM aBTOPU OZ ApYyra KyfTypa, He € HeOMNXOAHO TMe CeKorall Aa ce
3aCHOBAAT Ha BakBW AVPEKTHW BPCKW. Bo cnyuajoT Ha bupc 1 YpolweBuk, kaae WTo HeMa
AVPEKTHa BpCKa, MOXe Aa ce YTBPAU AeKa U TeMUTe CO KoM ce 3aHMMaBaaT U npucTanoT
BO 06paboTKaTa Ha oBMe TeMU Mery ABajLaTa aBTopu ce MHory 6nmncku. Micto Taka, ocBeH
MEeTOAMTE Ha KHKeBHaTa Teopuja 1 KpUTLMKa BO NOrres Ha ANCTUHKLM]jaTa Mefy UylecHOTO
1 paHTACTUUHOTO, KaKo M HapaTUBHUTE TEXHUKM U boKanmsaumjaTa, Moxe Aa ce 3abenexu
JeKa 1 NpyMeHaTa Ha NMo3HaBaraTa 04 APYri HayYHU ANCLMMIIMHA, KaKo OHaa 3a npupojaTa
Ha BpeMeTO, MOXe Zia MOMOrHaT BO PacBETIyBaH-€TO Ha HEKOW aCMeKTM Ha packasuTe.
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Wima nu Mok BO NnpeucnUTyBaHk-€TO Ha AesiaTa WTo Ce CMeTaaT 3a
3Ha4yajHU BO MaKeA OHCKaTa KHN)KeBHOCT?

BoBepg,

OBOj TeKCT noara o NpeTnocTaBKaTa AeKa KPUTUUKNOT NpUCTan KOH aHaJ1n3a Ha o4peaeHN
MaKeAOHCKN KHMXXeBHW Aena, 0cobeHo AenaTa Ha oHWe ABTOPW KOWU Ceé CMeTaaT 3a MHOory
3Hab|ajHVI BO MaKeAOHCKaTa KHM>XeBHa VICTOpVIja, BO NMpBaTa 1 BTOpaTa ,D.ELI,eHVIja Ha ABaeceT
N NpBnoOT BEK HE € MHOT'Y CMEHET BO OAHOC Ha KPUTUUKNTE NPNCTaNn WTO AOMUNHKMpPane npu
KpajOT Ha MMHATUOT BEK.

LlenTa Ha oBa MCTpaXKyBarse e Aa ja MOTBPAM UM Aa ja HErnmpa oBaa npeTrnocTaBka HU3
NpUMEpPOT CO KpUTUUKNTE OCBPTU 3a Mnpej o4 MeTpe M. AHapeeBckn objaBeHn oa 2006 ao
2016 roauiHa. Co orneA Ha Toa Aeka Cekoj KpUTUUKM OCBPT € Hen36eXXHO pasfinueH 04 CeKoj
LpYr, LenTa He e Aa ce YTBPAAT pa3sIMKMTe 04 eAeH A0 ADYr NOeANHEUYEH KPUTUYKN TEKCT,
TYKY Aa ce 3abenexu ynotpebaTa Ha oApeseHa MeTOAOSI0TMja BO aHaIM3aTa U Aa Ce UCTpaxKu
Jariv BO CMOMEHATMOT MEePUOA WTO Ce NCTPaXkyBa MMa MPOMEHM BO METOAOSIOLWIKNTE anaTKu
BO OAHOC Ha OHWe WTO ce ynoTpebyBasie NpeTxoAHO.

Kyc npernep Ha ocepTtuTe npea 2006 roauHa

MpeAMeT Ha UCTPa)KyBarbETO Ha OBOj €Cej Ce KPUTUUKUTE 0CBPTU objaBeHN Mery 2006
1 2016 roanHa, na 3atoa Tue Ke 6uaaT Bo OKyCoT, A0AEKA CAaMO HAKpaTKO Ke ce ynaTu Ha
HEKOJSTKY KpUTUUKM TeKCTOBM 06jaBeHM npes 2006 roamHa, 3apaam cnopeaba. Merfy aBTopute
KOU MulyBarse 3a poMaHoT [Tvpej BO NpBUTe ABe AeLEHUN NO HeroBoTo objaByBarbe ce:
FaHe Topoposcku, MeTap T. bowkosckun, CrnobosaH MuukoBuk, ATaHac Banrenos. MocTojat
MHOrFy6pojHU pa3fiMkmM Mefy HUBHUTE TEKCTOBW, a 3aeAHMUKA TOUKA e NO3MTMBHATA
eBanyaumja, Kako 1 rfeAvWTaTa WTO Ce OAHECYBaaT Ha HapaTUBHUTE TEXHUKUW, TeMUTe
1 MOTMBMUTE BO OBOj pOMaH. Taka, uecTo ce nuwyBa 3a Toa Aeka AHAPeeBCKM e CBPTeH KOH
MaKeZLOHCKNOT aMbBUeHT, Aeka BO [T1pej MOCTOM aBTOXTOHO A06SMIKYBarse A0 HALLETO Celo,
ZeKa e 3abenexnTenieH XnBnoT anjanor Mery JIMKOBUTE, Kako U Toa AeKa Ha eieH CBEX HaUunH
roBopw 3a cenoTo. Bo 04HOC Ha NMMHIBUCTUYKMTE N HAapaTUBHUTE acnekTu, ce CTaKHyBa
boraTaTa 1 npeum3HO n3bpaHa feKcnKa, Kako U JIMHEeapHOTO CYXKe BO KOe Ce BKJTONeHW ABe
napanenHu HapaTUBHN HNLLKK.

YwTe egHa 3Hal-lajHa 3aeAHNYKA KapaKTepUCTUKa NpeTCTaByBa TOa WTO OBMNE aBTOpU
roBopart 3a TOa Kakeu ereKTVI NOCTUINHaN NMcaTenoT AH,CI,peeBCKVI co CBOjOT pOMaH, WTO
Cakan Aa npeTcTtaBu BO HEro, KO HOBUHW BO paCKa>kyBarbe€To ' BHeJ1, Na MMETO I'IeTpe M.
AH[LpEeBCKVI Ce KOpUCTK 3a Aa Ce ynatum Ha naenTte Ha CaMunoT nncarten. CI'IeLI,I/I(i)VILIHOCTa Ha
OBaa KapakTepuCTuKa Aoara ao M3pas O0TKako Ke ce cnopean CoO HEKOU TeOPeTCKO-KPUTUUKKN
npasun, Kako Ha npnMep LI,EKOHCprKLleaTa, KOMWTO ' 3aHeMapyBaaT HaMepuTe Ha NNCcaTesnioT
MPUN TOJTIKYBAHETO Ha A€J10TO N IO TpeTMpaaT AEJ10TO KakKo ja3VIl-|eH KOHCTPYKT KOjLIJTO M caMmmnoT
MOXXe Aa COAPXU U reHepupa 3Ha4veHa KO aBTOPOT HEMaAJ1 HaMepa Aa ' n3pasu.

OBze ocobeHo Tpeba Aa ce NCTAaKHe pOAOBOTO UMTarbe BO ob6emMHaTa aHanm3a Ha Hatawa
ABpaMOBCKa Ha TBOpPeLWTBOTO HAa AHAPEeBCKM, HacloBeHa TpaeecTuja Ha ycHaTa uctopwja,
o6jaBeHa Bo 1999 roamHa, Kaze WTO rosiem Aesi e NocBeTeH Ha poMaHoT Mpej. Ce aHanu3mpaaT
HapaTUBHWTE NOCTaNKM Npu rpaseHeTo Ha pOMaHOT, 0C0HeHO CyBjeKTOT Ha MCKaXKYBaHETO
BO paMKOBHaTa MOBECT, a Ce pa3paboTyBa 1 KOMMO3NLMCKNOT acnekT. OcobeHo 3HauajHo e Toa
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LITO BO OBaa CTyAWja BOBeAyBa NPECBPT BO TOJIKYBaH-€TO Ha JINKOT Ha Benvka; MMeHo, oBAe 3a
npenaT Benvka ce aHanm3mnpa He Kako XXpTBa M 06jeKT, TYKy Kako CyBjeKT Ha pacKaXkyBar-eTo,
WITO € U TEOPETCKMN TEMESTHO apryMeHTMpaHo.

Apyru npuctanu wTo ce ynoTpebyBaaT BO aHanm3aTa Ha lMupej npes 2006 roanHa ce:
CTPYKTYPanMCTUUKNOT NpucTan Bo CTpyKTypaTa Ha MakeAoHCcKMoT poMmaH (1997) Ha BeHko
AHZAOHOBCKM, Kaje WTO Mpej ce BKIy4yBa BO CEMEjCTBOTO XMMOHUMWNCKN peaniucTUUHN
pOMaHM, a ce aHanM3MpaaT 3HaUMTe/NoCTanKMTe Npeno3HaT/IMBM 3a PeanIuCTUYHUOT ANCKYPC
KOW Ce KopucTaT BO poMaHOT. KpnuTnUkMoT ecej Ha PajHa Kowka 3a Mupej (2005) 1ma 3a uen
Ja HanpaBu NpecBpT BO XMepapxujaTa crnopej Koja rrneauwtata Ha JoH ce HaapeaeHW HaA
oHMe Ha Benwka, o4HOCHO aHanm3aTa Aoarfa A0 3aKJy4yoK AeKa rneAnwTeTo Ha Bennka my
J,aBa YOBEUKM JTMK Ha NMOKPYNHWOT NflaH (MCTOPUCKMOT COrneAaH HU3 reAnTeTo Ha JOH).

MeToponoruja

Co LLeJT KOJSTKY LTO € MOXHO noceondaTHO Aa Ce UCTpaXkaT TEKCTOBUTE NOCBETeHM Ha [T1pej
mery 2006 1 2016 roamHa, rm UcTpaxyBaB CTaTUNTE HaNWILAHN BO KHKEBHUTE CNMCaHWja
1 360pHULM BO ONpeAesieHNOT Nepunoa, NCTOBpeMeHO 0bmnayBajKm ce aa rm BKJlyyYam BO
aHanmsarta v KHUr1Te HanuwaHM Ha oBaa Tema.

[MaBHOTO OrpaHMuUyBarbe Ha OBaa CTaTWja e Toa LWTO, M MOKPaj UCTPaXKyBaHETO Ha
Cn1caHwujaTa n KHUIMTe N3ne3eHM BO CNOMEHATMOT NePUOA 04 AeCET rOAMHN BO MakeaoHWja,
cenak oCTaHyBa BEpPOjaTHOCTA AeKa CYM MponywTMa CTaTUM NOCBETEHU Ha [T1pej AOKOSKY
6une objaBeHM BO 360pHNLV 04 KOHGEPEHLLMM, BO KHUXKEBHO-TEOPUCKM CTYANN NN TEKCTOBM
06jaBeHn BO Apyru 3emju.

3aToa, ' N3510XKyBaM OHWe CrncaHmja uUnmn nssaHuja objaseHu mery 2006 1 2016 roamnHa
6ea npeamMeT Ha UCTpaxkyBarseTo: CriekTap, KOHTeKCT, 360pHMK Ha ®UI0SIOWKMNOT ¢haKyITeT,
JintepatypeH 360p, Mupax, brecok, Kyntypa/Culture; Hekonky Be6-cTpaHULM, Kako OKHO;
1 OHWE UMW U3AaHMja yCneas AeflyMHO Aa M pa3rfiiesam, oAHOCHO KOW BO HajrofieM Aesl
Ce NMOKPUEHU, HO eleH UIN HEKOSTKY 6poja oCcTaHasle HeAOCTaMNHM 04 Pa3fNUHU NPUYMNHUL
CoBpemeHoCT, Kyn1TypeH »xuBoT, Pa3HOSIMKOCT.

AHanmsa Ha pe3syntaTtuTe oA UCTPpa>kyBarbeTo

Bo cnncaHmeTo Criektap 6p. 59 o4 2012 ce Haora TekCTOT ,,’BepbanHnoT’ aeTars Bo ‘TMupej’
(3@ >KEHCKMOT cTeHorpamMaTcku rosop)“ o Jlycu KapaHukosioBa. OBOj TEKCT € AeS O4 eAHa
o6eMHa cTyanja Ha KapaHnkooBa 3a AeTanuTe Bo pomaHuTe AHa KapeHnHa op J1. H. ToncToj
v lupej oa M. M. AHapeeBckn, nsaaseHa so 2013 roanHa, NOpaAm WTO 0Baa KHWUra UCTO Taka
cnara Bo MepmoaoT CO KOj Ce 3aHMMaBa 0Ba UCTpaXkyBarbe. foBopejku 3a lMupej, KapaHukonosa
Benun: ,/ HMKOj He oCTaHan paMHoAyLeH 3apain MHOFY HellTa. 3apaAn ‘0OTKPOBEHMETO’ Ha
ronemarta Mmetadopa Ha NMpejoT, 3apaan coobpa3HOCTa CO KOJSIeKTVBHATA TpareAnja Ha eAHO
BpeMe, cenak, He TOSKY AarleUHo, 3apain MHTEH3UTETOT Ha EMOLIMNTE U COYYBCTBOTO BO OAHOC
Ha yoBekoBaTa 60J1Ka, CTpajarbe U cTameHocT* (KapaHukosoBa, 2013: 229). KapaHukosioBa
WICLLPIHO ro aHanm3mpa AeTasrboT BO pOMaHOT, MpW LWTO Ce BOCTaHOBYBA eAHa HOBa KaTeropuja
LeTarb — ,BepbaneH” geTarb, KOjWwTo ,MOAPa36Mpa ancTPaKTHOCT U UAeasiHOCT. Toj coapxu
nAeja 3a NpeAMETOT Ha KOjlTo ce oaHecyBa“ (KapaHukonosa, 2013: 228). ,,BepbanHunoT
JAeTarb Ce aHanm3npa Bo ANCKYpCOT Ha Benuka n ce oaBojyBaaT noBeKe Herosu NoABUAOBH, A
noToa Tne ce aHanm3snpaaTt — Ha npnMep, HUBHATA CJZIMKOBUTOCT UJTN HMBHATa yn0Tpe6a 3a
NOCTUrHYBaH-€ MOBUCOK CTereH Ha BepojaTHOCT, a Ce pa3rieAyBaaT v apxanuHuTe 360poBsu,
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LEMUHYTUBUTE N APYTU FIMHIFBUCTUYKM (DEHOMEHM.

Bo JiutepatypeH 360p LIV (2007), 6p. 4-6, ce Haora TekcToT ,,Ja3nkoT Ha poMaHoT ‘Tnpej’
oA MeTpe M. AHapeeBckn® Ha IumKa MuTeBa. Kako LWITO KaXkyBa M CaMMOT HACJ10B Ha OBaa
CTaTuWja, a U PaKTOT WTO Taa e NOMeCTeHa BO AENOT ,Ja3nK®, TEKCTOT NpaBu JIMHIBUCTUYKA
aHanwu3a, BO Koja peyeHuLLMTe 04 [T1pej ce 3eMeHM Kako kopryc. Co Apyrv 360poBK, BO (hOKYCOT
Ha TEKCTOT He & KHWXKEBHO TOJTKYBaH-e Ha POMaHoT.

Bo OkHo o4 04.09.2014 ce Haora TEKCTOT Hacs0BeH ,BojHaTa HU3 ABojHa Npu3mMa“ Ha
PobepT Anaro3oBckun. Anaro30BCKM NOTCETYBA HA HEKOU OZ MO3UTUBHUTE KPUTUKN Ha lnpej
MICKa>XaHW BO TEKOT Ha roAuHUTe no o6jaByBaH-€TO Ha OBOj poMaH. ,Mako ro nsberHysa
eKCNNLUTHOTO UMeHYBakbe, MeTpe M. AHApeeBCKM 3a MaejaTa Ha HEYHUWTIIMBOCTA Ha
HapoAOT ro Bp3yBa CaMOTO, CUMBOSIMUHO MME Ha POMaHOT, M MOTOTO KO€e CTaHa €4HO O/,
HajuMTUpPaHUTE CUHTArMm Bo AeLleHNUUTE Mo 06jaByBar-eTO Ha pOMAHOT. TPOCKOTHATa TpeBa
nupej e cMM601 Ha HEYHULITIMBUOT N HEMOKOPJIMB HapoAa“ (Anafo3oscku, 2014), ce Benn
BO TEKCTOT, CO LUTO C€ YKaXKyBa Ha nejaTa WTO aBTOPOT MMan HaMepa Aa ja NpeHece HU3
360poBMTE 04 MOTOTO.

Bo ,,Bncokmn ecteTckun BpesHoCTU®, WTO NpeTcTaByBa NpeAroBop KOH M34aHMETO Ha
lMupej on 2008 roamHa, Bene CMUNEBCKN Benn AeKa OBOj pOMaH rv adppMmpa KpeaTuBHUTe
MOXHOCTU Ha MeTpe M. AHApeeBCKN ,Ha NSaHOT Ha pOMaHeCcKHaTa YMeTHOCT, CO pe3ynTaT WTo
ce BO6pojyBa Mery HajbeneXxnTnTe, TpajHN BpeAHOCTWN Ha HawaTa nuTepaTtypa“ (CMunescku,
2008: 11). OBAe e AaAeH M MpUKa3 Ha POMaHOT, a Ce YKa)KyBa U Ha CTPYKTypaTa Ha pOMaHoT,
BO KOja JINKOBMTE Ha JoH 1 Benwuka ja npesemaat o4 aBTOpPOT hyHKLMjaTa Aa packaxyBaarT: ,laa
3aMeHa Ha aBTOpPOBOTO jac e BO DyHKLIMja Ha eAeH 04 MOXHUTE HaUMHW Ha TpaHcdopMaumja
Ha o6jeKTMBHATa peasiIHOCT BO pOMaHEeCKHaTa peasiIHOCT WTO BO CJ/1yYajoT Ce NMoKaxkas Kako
M3BOHpeAHO AenoTeopeH” (CMuneBcku, 2008: 12). OcBeH 3HaUeHEeTO Ha packakyBarbaTa Ha
JoH 1 Benuka, ce NCTakHYBa 1 BaXXHOCTa M pyHKLIMjaTa Ha JIMKOT Ha J1a3op Houeckn. lageHa
€ M KOHCTaTauwmjaTa Aeka lpej e ,CBOEBMAHA CTYAMja 32 HACUIICTBOTO W 3510TO M TOKMY O/ Taa
rno3uLnja oBoj poMaH e adoMpmMaTop Ha XyMaHUTe, Ha YoBeUKUTe BpeAHOCTU (CMUMeBCKN,
2008: 15).

Bo nepuoaoT 3a Koj cTaHyBa 360p, [T1pej e aHanM3MpaH 1 04 cTpaHa Ha JlopeTa leoprmeBcka-
JakoBieBa BO Hej31HaTa KHUra M4eHTUTeTy, BO AeNOT WTO Ce 3aHNMaBa CO pOJOBUTE NPeTCTaBu
BPp3 NpUMepOT Ha poMaHuTe [Tupej oa MeTpe M. AHapeeBcku 1 EpBexe o JlyaH Craposa.
leoprmeBcka ce 3aHMMaBa CO HapaTUMBHOTO rpajerse Ha XXeHCKOCTa BO efeH naTpujapxaneH
CUCTeM, Na BO OBOj KOHTEKCT HaBeJyBa Aeka ,MOAeNOT Ha XXEeHCKOCT Noapa3bupa NoTUMHETOCT
Ha >XeHaTa KOH Ma)0T, Hej3MHO CMeCTyBakbe BO NMpUBaTHaTa chepa Kako comnpyra 1 Majka,
TpeTMaH Ha NpeKkpaceH npeaMeT umja PyHKLUMja € pa3MHOXYBaHETO, 3 OCHOBHMOT NU3BOP
Ha Hej3MHOTO 3a40BOJICTBO Ce UAEHTUEMKYBA BO HEj3MHATa KOMMJ1eTHA NOCBETEHOCT Ha
OCTaHATUTE UNIEHOBU Ha cemejcTBOTO® (TeoprueBcka-Jakoenesa, 2012: 157). leopruescka
HW3 TEKCTOT NOTeHLMpa AeKa, W MOKPaj CQIMKaTa 3a AJOMUHALMjaTa Ha NaTpujapxanHoTo
BO OMnwTecTBeHaTa peasiIHOCT BO BPEMETO BO KOe € CMeCTeHO AejCTBMETO, cenak Bo [Tupej
paMHOMPaBHO Ce ,BOBeAYBa XXEHCKWOT Ff1ac BO YCIIOBM Ha KPYMHU OMNWTECTBEHW NPOMEHU*.

HeucTtpaxxeHun acnekTu

O4 HaBeAeHUTE NPUMEPU MOXeE Aa Ce 3aKJTyum Aeka NpeTrnocTaBKaTa 04 KojalwTo Tprya
0Ba UCTPaXKyBarse € AefTyMHO NOTBPAEHa: MOCTOWN aHafIM3a Ha KHUMMTE WTO Ce CMeTaaT 3a
3HaYajHM BO MaKeAOHCKaTa KHVKEBHOCT (KOHKPETHO NpUKaXkaHo npeky npumepoT co [11pej) Bo
NepuvoAoT 04 AEeCET FOAMHM LITO Ce UCTPaXKyBalle, HO NCTOBPEMEHO NOCTOW U MOJIK, O4HOCHO,
HeAOCTUM Ha HUBHO NpencnuTyBarse. imeHo, mefy 2006 1 2016 roamHa ce nojaByBaaT HeKOJIKY
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TeKCTOBM (OBAe ce pa3rneAaHu neT) WTo ce 3aHMMaBaaT co POMaHOT Ha AHAPeeBCKM 04
Pa3sIMYHK aCMeKTU: IMHIBUCTUUKM, HapaTUBeH, (heMUHUCTUUKMN, Ce FOBOPUM 338 CMMBOSIMKATA,
KaKo 1 3a BPEAHOCTMTE WTO Ce MPOMOBMPAAT HNU3 POMAHOT.

NcToBpeMeHoO, aHanmM3npaHUTe OCBPTU He ro NoBp3yBaaT POMAHOT CO COBPEMEHUOT
KOHTEKCT W He yrnaTyBaaT Ha TOa Kako COBPEMEHMOT KOHTEKCT MOXe Aa ynaTh Ha MOMHAKBO
unTarse Ha lMpej Npeky passIMUHN TEOPETCKU U NMPaKTUYHU CTPYW WITO Ce OABMBAAT BO
KYNTYPHMOT U ONWTECTBEHO-MOMNTUUKNOT XMBOT. B Moxeno aa ce 3abenexu Aeka e
OTCyTeH eAeH BUA TONKYBar-€ 3aCHOBAHO Ha Npu1cTan WTo ce o6mayBa Aa U3HajAe WTO POMaHOT
611 MOXer la 3HauM 1 HaBOp O/ HaMepuTe Ha aBTopoT. Ke ce o6uaam Aa objacHam WToO
noapasbupam noza osa HU3 ABa NpUMeEpPU 1 0bjacHyBaHbe KO ce B1AAT KYCo AaseHu, buaejkm
POKYCOT Ha OBOj TEKCT C& KPUTUUKNTE aHaNM3M Ha 11pej BO TEKOT Ha eAeH AeCeTroAMLIEeH
NepuoA, Kako 1 3aKJyUHW corneAbu LWTO Npon3ieryBaat o4 UCTPaXKyBaHbeTO.

Bo 04HOC Ha KHMXXEBHOTO TOJIKYyBaHbe, eleH 04 aCNeKTNTe Ha AeKOHCprKLI.VIjaTa € Toa
LITO UCTpa>kyBea WTO 61 MoXes Aa 3HauM CaMNOT TEKCT, OAHOCHO He Tparano HeKOja BUCTNHa
LUTO Ce KpMe BO TEKCTOT, TYKY o aHasniM3dnpa TeKCTOT KakKo jaSI/IbIHa CTPYKTYpa WTO COAPXWN N
npeHecyBa HEKaKBO 3HayeH€, He3aBMCHO 04 HaMepuTe Ha aBTOPOT.

TakoB MOxe aa 6uae Cry4YajoT CO MOTOTO: ,,[TMpej e TPOCKOTHA TpeBa, a HeKou ja BUKaaTt v
KowTpesa. AMa TV KOJIKY Cakall KOWKaj ja, KOpHU ja, Kybu ja, Taa nak He ymupa. Camo Masiky
4a ce gorpe 40 3emMjata v rnak Ke ce ¢hatu, Ke oxxmBu, Ke notepa. H1UWTo He ja HAWTY Taa
Tpesa“ (AHApeeBckn, 2008: 71). Bp3 ocHOBa Ha OBa MOTO, KpUTUUAPUTE UECTO ro TOSKyBaaT
NUpejoT Kako cMBOJ1 Ha ONCTOjyBaHeTO M HEMOKOPOT Ha HapoAoT. Ho, ako ce aHanu3mnpa
HEroBMOT TEKCT, MOXe UCTO Taka Aa 3HauMn 1N HECMPOTMBCTaBYBakH-€ Ha 3/10TO, CO OrfleA Ha
TOa AeKa ocTaBa Aa 61ae NCKOpHAT, NCKybaH, He CNPOTUBCTABYBajKM Ce Ha OHOj LITO ro KOpHe
M HULWTU, TYKY NPEXUBYBAjKM r'v NacMBHO CUTe n3MauyBarba. Cekako, Bo BykBasiHa cMuUCa
1 HEBO3MOXXHO € Aa Ce CMPOTUBCTaBM, HO aKo Ce 3eMe NpeaBuA CUMOOSTMUHOTO 3Hauerse, U
0Ba TOJIKYBaHs€ MOXE JIOTMYHO Aa Npoun3riese 04 TEKCTOT Ha MOTOTO U Aa Npesoyun MOXHO
NonHakBo pa3buparse Ha MOTOTO.

BTopwoT npnmep ce oaHecyBa Ha PEMUHUCTUUKMOT acnekT, 1 BO OBaa CMUCIIa € MHOry
MHTepeceH rnacoT Ha Benuka. Kako wro 6elwe cnomeHaTo, ABpaMOBCKa MCTakHYBa Aeka Benmka
e cybjeKT Ha packaxKyBarbeTo, a [eoprreBcka HaBeAyBa Aeka npeky Benuka ce BoBeayBa u
)KEHCKMOT rflac BO pPOMaHOT paMHOMPaBHO CO MAWKUOT, HO KEHCKOCTa Ce rpasu Bo eAeH
naTpujapxaseH cMcTem.

[0BOpPOT Ha BesiMka OBO3MOXYBa Hej3MHUOT JIMK Aa Ce norfiejHe 1 oA NOMHAKOB
HEMUHNCTUYKM acMeKT: He CaMo LUTO NAaTpMjapXxaToT HAMETHYBA MOTUYMHETOCT, TYKY W racoT
Ha Benuka, nako e rnac Ha »eHa, cenak e ryiac Ha naTpujapxatoT. MimeHo, camaTta Benuka Bo
CBOjOT ANCKYPC ro NOAAPXKYBA NaTpujapxaToT — A06POBOSIHO M MOMUPIIMBO ro Npudpaka cBoeTo
MecCTO Kako ,HuBa“ (AHaApeeBckM, 2008: 101), 04AHOCHO yrioraTta Ha pararbe AeLa, rpmkaTa 3a
HWB, WITO Nara LLesIOCHO BP3 Hej3MHUTE NJeKN, N LLeSTOCHA MOTUMHETOCT U CIY>KEHE Ha MaXKOT,
6e3 MHAMKaLMK 3a Makap HEKAKOB BHATpeLeH peBosT. Bo Taa cmucna, rnacot Ha Benuka e
rnac Ha XXeHCKM JINK, HO He e aBTEHTUYEH XXEHCKM rrac. [oBeke e Malka NpeTnocTaBka U
nepLenuuja 3a Toa Kako eAHa XeHa ce A0XMBYyBa cebecu.

3aknyyok

Bo zocerawiHNUTE KHMKEBHO-KPUTUUKM MPUCTANM NocTojaT 6pojHN pa3niuuHN MeToAM
Ha MHTeprnpeTaumja, a HajMPUCYTHa e NoTparaTa Mo 3HaUeHETO — ,BUCTUHCKOTO 3Hauerse”,
LITO HAaBMAYM MOCTOWN 06jeKTUBHO BO POMAHOT, Kako U MCTpaXkyBarbe Ha HEroBaTa ,TpajHa
BPEAHOCT®, aHanM3a Ha MexaHU3MUTEe CO KOW POMAHOT ycrneasn Aa CTaHe yBepJIMB U
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BEPOAOCTOEH, aHasN3a Ha NAenTe WTO MM NPOMOBMpPa U CMMBOSIMKaTa WTO ce cMeTa 3a
jacHa 1 HeABOCMMWCIIEHa, KaKo M NpeTrnocTaBKaTa Aeka untaTeninTe CJIMUHO pearvpaaT Ha
poMaHoT (,HMKOj He ocTaHas paMHoaylweH“). Co Apyru 360poBMU, ce aHanM3Kpa OHa WTO ro
1IMa BO pOMaHOT, OHa LUTO Ce COAPXM BO HEro, HO M30CTaHyBa NPUCTANOT AeKa 04 POMaHoT 6u
MoOXKese Aa npousresaT 1 Apyri, na Aypy 1 Mefyce6HO KOHTPaAMKTOPHM 3HaueHsa, HaZBop 04,
HamepuTe Ha aBTOpOT, M N30CTaHyBa NPeUCNNTYBarbe BO peralmja co AeHelWHunLaTa.
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(ABTO)UEH3Yypa UM oTBOpeHU Auckycum: CnpaByBamre CO
HaBpeAJIMBUTE TEPMUHU OA KHUIKEBHUTE Aesia OA MUHATOTO

Bpuwere Ha TEpPMUHU CO pacUCTMUKA KOHOTaLMja

Bo cbeBpyapu 2015 roanHa 6elwe objaBeHa nHdopMauwjaTa AeKa HajHOBOTO M3AaHMe Ha
CIaBHMOT poMaH 3a Aeua lMunu Jonrvot Yopan Ha weeAckaTa aBTopka AcTpua JInHArpeH
Hema Aa COAPXM OMWC LITO Ce CMEeTA 3a paCUCTUYKK. BaxkHo e Aa ce cnomMeHe seka BO OBOj
Cryyaj He cTaHyBa 360p 3a LieH3ypa HaMeTHaTa 04 HEKOj ApXXaBeH aBTOPUTET, TYKY 3a eAeH BUA
aBTOLLEH3Ypa LWTO Ce AOJIXKMN Ha MPOMOBMPAHETO HA aHTUPACUCTUUKM BPEAHOCTU BO CBETOT
0/ BTOpaTa MosioBMHa Ha ABaeCeTTUOT BeK HaBaMy W1, BO COrMACHOCT CO Toa, Ha xenbaTta Aa
ce n3berHaT pacMCTUUKNTE KOHOTaLMM BO KHUraTa. ViMeHo, LieH3ypaTa ja 0406pyBa KepkaTta
Ha JINHArpeH, Koja, 3aeiHO CO ApYruUTe UNIEHOBWN Ha CEMEjCTBOTO, F'M MMa aBTOPCKUTE npaBa
BP3 AeraTa Ha WeeAckaTa nucaTersika.

OBa e caMo efeH 04 HM3aTa CJlyyaun Ha NPenNCrnnTYBare Ha KHMXKEBHU Aefla 04 MUHATOTO
0/, aCMeKT Ha Toa KOJIKY TEpPMMHOJIOrMjaTa LWTO Ce KOpUCTeSa e HeCOOABETHA UM HAaBpeAIMBa
BO JleHeLIeH KOHTEKCT, CO Orfie], Ha MpoMeHaTa Ha cBecTa, 0CO6eHO BO OAHOC Ha OMNWTECTBEHUTE
rpynu WTo TPaANLIMOHAMIHO e ANCKPUMUHUPAHU.

MNMounHakoB npucTtan Bo 6op6aTa npoTuB NOJIUMTUUKN HEKOPEKTHUTE TEPMNHN 3a3eMaar,
nak, >XeCToKnTe AUCKYCUUN WTO HEKOJIKY TOANHW Ce BOAAT OKOJYy MNMpallaHeTO KOJIKY EprI
vnn OTes1o Ha LlJeKCI'IVIp 3acTanyBaaT paCNCTUYUKU rnmegnuiTa, a rmaBHMOT NpUaoHeC BO oBue
ANCKYCUMN TO AaBa I'IOCTKOJ'IOHVIjaJ'IHaTa KpUTuKa.

Co BaKBUTE TEHAEHLMM Ce 0TBOPAaT HEKOJIKY CYLUTUHCKM NMpallarba BO KHVXKeBHATa U
KYNTypoJsiowKaTa Hayka: Aanv NpOMOBUPaHeTO HOBU OMIUTECTBEHWN BPEAHOCTU Kako WTO
ce 6opbaTa NpoTMB pacHaTa, HaLWOHaSIHATa, NOJsI0BaTa, CeKcyasniHaTa U CeKoj Apyr BUA
ANCKPUMMHALUMjA WTO NOCTOoesNa TpaaMLMOHAIHO, HY)XHO noapa3bupa Aeka Tpeba Aa ce
»COKpMe® CeTo OHa LITO ja MCTaKHYBaJIo TakBaTa ANCKPUMMHALLMjA BO MUHATOTO UJIW, HarNpoTuB,
ja o3HauyBa noTpebaTa 04 yITe MOMHTEH3NBHA OTBOPEeHAa ANCKYCKja 3a AeSlaTa WTo coap)KaT
PaCUCTUYKM TEPMUHU UITU WITO OTBOPEHO Ce 3acTanyBarie 3a pacnsam. Janu ynotpebaTta Ha
TEPMMH CO paCMCTUUKA KOHOTaLMja CeKorall yKa)kyBa Ha paCMCTUYKM CTaBOBW Ha aBTOPOT?
MiMa Ny cnnuuHmM cryyan Ha aBTOLLeH3Ypa BO MaKeAOHCKaTa KHUXXEBHOCT? Jlanu npucrtanoT
KOH pellaBarbe Ha AMJIeMUTE 3aBUCK OZ, TOA 3a KaKOB BUJ NUTepaTypa cTaHyBa 36op? OBa ce
rraBHUTE Mpallakba CO KOUWTO Ce 3aH1MaBa OBOj €Cej Bp3 OCHOBA Ha MPUMEpW 04, CBETCKaTa
1 0Z MaKejOHCKaTa nMTepaTypa.

IMnn Jonrmnor Yopan 6e3 Hamepa Aa HaBpeaUu

Munu Jonrnot Yopan Bo 2015 roanHa npocnasu 70 roanHM oA nojaByBarseTo. Bo
opurnHanHaTa Bep3uja, TaTkoTo Ha Munu xxmneee Ha ocTpoBoT KyneayT Bo JyxxHUTe Mopuksa
KaAe WTO AOMOPOAHMUTE XXMUTENM ro Npornacuie 3a ,,Herpo (LpHeuku) kpan®, pedepeHLa WTo BO
nocrieAHMBE rOAVNHU e KPUTMKYBaHA Kako pacMCTUUKa. M noKpaj TakBUTe KpUTUKK, N34aBaunTe
He 6ure 06Bp3aHN Aa ja MeHYBaaT Ha KaKoB 6110 HaUMH COAPXXMHATA Ha AeNOTO, HUTY NaK
1M e 3abpaHeTo Aa ro neyatat. Cenak, KapmH HumaH, Kepka Ha nucaTenkaTta JIMHArpeH,
CBOEBOJIHO pellaBa Aa ro oTpIn TEPMUHOT ,Herpo“ 6uaejkum 3syum HaspeAnmeo. HTepecHo
e wto HumaH Benu: ,AsTopkaTa Ha lTunu Jonrnotr Yopan Hukoraw He 6u npudaTtmna aa
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HaBpeAW Koe 1 Aa e aeTe“ (HoBa MakegoHwuja, 17.02.2015). OBa yka)kyBa Ha Toa AeKa, MaKo ro
KOpucTesia 0BOj MOMM, aBTopkaTa JIMHArpeH (bapem cnopei TBPAEH-ETO Ha Hej3MHaTa Kepka)
He ro nepumnnupana kako HaBpeAsmB. BcywHoOCT, BO MpyIior Ha oBa OAM U COAPXMNHATA Ha
0BOj pOMaH 3a ZieLia: TaMy, JyreTo 0/ LipHaTa paca Ha OCTPOBOT Ce NPpUKaXaHW BO MO3UTUBHA
CBETSINHA, KaKo YeCHW 1 xpabpw AeLa, 1 Kako BEPHW NnpujaTenu.

Ho, paboTuTe oKosy AUCKPUMMHaLMjaTa ce MHOTY NOCNoXeHW. IMeHo, Npy aHanu3a Ha
poOMaHOT CTaHyBa jaCHO AeKa rfeAuwTaTa WTo ri 3actanysa JIMHArpeH He ce caMO Hej3UHN
JIMYHW, TYKY Ce M 04pa3 Ha HMBOTO Ha CBeCTa, HAUMHOT Ha pa3MUCIyBaHbe U, ONWTO 3eMEHO,
CBETOrNeAoT BO Hej3MHOTO Bpeme. ViMeHo, JIMHArpeH, onunwyBajKu rv AJOMOpoALMTe Ha
KyneayT, ounrnesHo HemMa HaMmepa Aa rv HaBpeAW; N, HaBUCTUHA, TUe HeMaaT HUTY eaHa
nowa ocobuHa. O4 Apyra cTpaHa, AOMOPOAHUTE XXUTENN Ce NPUKaXKaHN Kako NpoCTOAYLIHN
1 NPUMUTUBHU Jyfe KOU ce padyBaaT WTO MMaaT rocnoAap (TatkoTo Ha Munu), co wTo ce
Ao6vBa BMeYaToK AeKa TMe HeMaaT CaMoMounT N A0CTOMHCTBO. OBjacHyBajKM 11 1 HOBUTE
OKOJIHOCTW Ha CBOjaTa KepKa, TaTKOTO Ha [nnu Benn Aeka 6pojkaTa 04 CTO U ABaeceT XUTenn
Ha OCTPOBOT € coceMa ,,J0BOJIHa 3a Aa MOXe Aa ce Bnajee co HMB“ (JlnHarpeH 172). Cnopea,
TOa, 1 MNOKpaj BUANMBO A06pUTe HaMepu Ha aBTopKaTa Aa M1 nNpuKa>ke npunagHULMTe Ha
LpHaTa paca BO N03MTUBHA CBETSINMHA, Taa, BO COMNAcHOCT CO onwTonpudareHnTe rneanwTta
BO CBOETO BpeMe, ' MpuKaxkyBa Kako noApeAeHn BO 0AHOC Ha 6enaTa paca Koja 1Ma npaso
Aa Brajee co HMB. Cnope Toa, LieH3ypupareTo Ha 360poT ,,LipHeL, He ja MoCTUrHyBa LenTa
Aa He 61AaT HaBpeAeHW NpeTCTaBHULIMTE Ha LipHaTa paca.

MpuemoT Ha lMunu Jonruot Yopan Bo MakeaoHuja

OHa WTo ywTe NoBeKke NPUAOHECYBA KOH YCJIOXXHYBarbe Ha paboTuTe e nybnmkaTa KoH
KOja AeJiaTa ce HaCOYeHW, a Toa e AeTcKaTa Nybsrka, Kako 1 3emMjaTa BO KOja KHUraTa ce umTa,
0C06€eHO WTO pOMAHOT Ha JIMHArpeH e npeBeseH Ha ceaAymaeceTmHa jazmuu. imeHo, 36opoT
,HErpo“ nnun ,LpHeL’, NpeBeAeH Ha aHIINCKU Ha NpuMep, 61 ja 4061 chopmaTa nigger, WTo
Ha aHIMNCKN MIMa CUITHO MeXopaTUBHO 3Hauerbe. O Apyra cTpaHa, AMCKycujaTa MOXe Aa
3BYUM HECOOABETHO BO 3eMju Kako MakesoHWja, KaAe WTO TEPMUHOT ,LpHEL nMa coceMa
NoVHaKBa KOHOTaLMja, OAHOCHO He ce ynoTpebyBa Ne)kopaTUBHO.

Munu fonrmnot Yopan e, nnu 6apemM 40 HeodamHa Gelle, e4Ha OA4 3a40SHKUTENHUTE
JIeKTUPY BO OCHOBHOTO 06pa3oBaHme, HO MpalarbeTo 3a HaBpeAIMBOCTa Ha MOMMOT ,LpHeL”
Jocera, U3rneaa, He 6o NoKpeHaTo. HeKOJIKY HaCTaBHMUUKM BO OCHOBHMTE YUMIMILTaA BO
Ckonje BenaT AeKa AeLaTta 04 YeTBPTO oAkerieHue (kora ce paboTun 0Ba AeS10) HUKOral He
rpaLwarse HATY KOMeHTMpasie HeWTo 3a NpobreMaTUUHNOT 360p, Na BO MakeAOHCKOTO U34aHue
Ha 0Ba /e10 BepOjaTHO He ce OTBOpa MpallakbeTo 3a LieH3ypupatbe.

Bo KycroT pa3roBop HanpaeeH 3a 0BOj TeKCT, MapjaHa NaHueBCKa 04 OCHOBHOTO yumnmwiTe
,JbybeH Jlane“ Benn geka rnaBHMOT oKyC npun obpaboTkaTa Ha nekTupata lunu Jonrmuot
Yopan e nukoT Ha Munn kKako xpabpo 1 6yHTOBHO AeBOjYe, a He TONKY Ha Hej3UHMOT TaTKoO.
MaHueBCKa BENM ZeKa BO paMKMUTE Ha HAacTaBaTa Mo MAaKeAOHCKU ja3uK, ,TUe yuaT AeKa He
Tpeba Aa ce npaBu pa3nivka Mery fnyfeTo Bp3 ocHoBa Ha 60jaTa Ha KoxaTa. Taka, Aeuara ce
yuaT AeKa MMa M XOoSTa U LpHa paca 1 Aeka Tpeba eAHaKBO Aa ' MOUMTyBaaT cuTe pacn.“ U
EneHa AHTOHOBa OA OCHOBHOTO yumnuuwTe ,Knpun n MeTtoamnj“, UCTo Taka Bo KyC pa3roBop 3a
0BOj TEKCT BEJSIM A€KA YUEHNLUTE AOCEra He KOMeHTMparie 3a CoMeHaTuUTe NpobieMaTUUHM
TEePMUHMN.
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MakenOHCKUTe KHUIM 3a aeua — 6e3 LUeH3ypa

HWTy eZeH 04 HAWNTE COrOBOPHULLM He CpeTHaJ NpyMep 3a (aBTO)LLeH3ypa Ha TEPMUHU
wTo 61 Moxene aa 6uAaT HaBpeASINBWN BO HOBUTE U3JaHMja Ha Aefa 04 MakeLOHCKaTa
KHUXXEBHOCT 0 MUHATOTO.

BecHa MojcoBa-UenunweBscka, npodhecopka Ha PUNOMOWKNOT pakynTeT ,braxe KoHeckmn®
Bo Ckonje, Koja, Mer'y ApyroTo, ro Npesasa U NpeAMeToT ,JlnTepaTypa 3a ZeLa“, 3a Npawar-eTo
Ha LieH3ypaTa, BO pa3roBopoT WTO ro HarnpaBmMBME 3a OBOj TeKCT, Benn: ,He cym HajcurypHa
JeKa TepMUHUTE KO ieHeC MMaaT HekakBa HeraTMBHa KOHOTaLMja Mopa Mo CeKoja LieHa Aa ce
ncdprat unmv MoanmLmMpaaT U He MUC1aM AeKa LieH3ypupareTo ke Hé 0CiTI0604AM CUTe O4
Hekou cTepeoTUnn.“ Cnopea Hea, Tpeba Aa ce 3emMe NpeABUA AeKa HEKOU KHUTM Ce NMULLYBaHW
BO MOMHAKBU KOHCTeNaLumn 1 BpeMuba.

Bo Bpcka co MakeAoOHCKaTa NMTepaTypa 3a Aella W npalakseTo Aafiv TaMy eBeHTyanHo
nocTojaT HaBpeAsIMBU TepMUHU, MojcoBa-Uenuwescka Besv AeKa 1 MOKPaj Toa WTO AejCTBOTO
Ce CJlyuyBa BO rpaloBUTE KOW Ce MOMaIIKy UM MOBEKE eTHUUKM MeLlaH, ,CJIMKaTa WTo ja
A06MBa ManMoOT UMTaTeN € AeKa CBETOT BO KOj XKMBEAT jyHaLMTE € MOHOETHUUKN®, Taka WTo
BO HWB He ce ynoTpebyBaaT TEPMUHM LWITO 61 MOXese Aa 6UAAT HaBPeAIMBM 3aT0a WTO He
TpeTupaaT Apyrv eTHUUKN 3aeAHNLM, PAaCh U HALMOHATTHOCTMU.

Xakn6epn ®uH npeaU3BUKYBa CBEXXU KOHTPOBEp3UU

PomaHoT ABaHTypuTe Ha Xaknbepyt ®uH, KOjLUTO NPeAN3BUKAST KOHTPOBEP3UM YLITE CO
CaMOTO CBOE MPBO MojaByBar-€ MOPaAM KOJTOKBUjaSTHMOT ja3nK Ha KOj e HanuLwaH, MopaAn YecToTo
noBTOpYyBarbe Ha 360pOT nigger, Kako 1 MOpaAn APYrv NPUUMHK, HeoAaMHa, NoTouHo Bo 2011
roAviHa, NpeAn3BrKa HOBM KOHTpoBep3uKn. KOHTpoBep3umnTe ce AorKaT Ha HOBUTe U3AaHujaTa
Ha Tom Coep 1 Xaknbepu ®rH oTneyaTeHn Bo Arnabama BO KOU HaBpeASIMBUTE pacHWN eNUTETH
injun (koj ce 0AHeCyBa Ha aMepUKaHCKOTO JOMOPOAHO HacesieHMe 1 Ma NeXOoPaTUBHO 3HaUeHse)
1 nigger ce 3ameHeTwn co Indian, T.e. ,VIHAWjaHeL", n slave, o AHOCHO ,,po6*.

Wako Mutep MeceHT, aBTOPOT Ha TEKCTOT BO [apaujaH KojlwuTo MHopMMpa 3a OBa e NpoTUB
BaKBMOT MOTer, NCTaKHYBajKN Aeka TBeH HECOMHEHO 61 aHTUPACUCT, TOj MM NpeHecyBa
objacHyBarbaTa 30WTO M3AaBaunTe Ce pelwmnsie 3a Hero, N Toa CBOEBOJIHO, 6e3 HameTHaT
npuTUCOK. ,KHWraTa o4 HeoZamHa MNOCTOjaHO Ce OLeHyBa Kako HeCcooABeTHa 3a Aa buae Aen
0/ obpa3oBHaTa Nporpama 3a yueHULUTe — N YOBEK MOXe coceMa Aa rv pasbepe uyBcTBaTa
Ha JyTUHA N NOHWXXYBaHse Kaj MHOMY adhpoaMepUKaHCKM AeLla U pOAUTESIN KOora TaKBUOT
[HaBpeanue] 36op NocTojaHO ce NOBTOPYBA BO yunnHuuaTa“ (MeceHT, fapaujaH). Co Apyru
360pOBU, ONPaBAYBaH-ETO 3a LieH3ypaTa ce 6apa Bo hakToT WTo Xaksibepy GuH ce cMeTa 3a
KHUra 3a Zela 1, Kako TakBa, aHaJIn3nTe Ha Toa KOJIKY € paCMCTUYUKA UM aHTUPaCcUCTUUKa Ce
TeLKM 3a yYeHNLM 04 OCHOBHOTO 06pa3oBaHme — Na MeCcTo OTBOPeHa ANCKYyCHja, ce npecbepupa
Aa ce ncdpnv HaBpeANIMBUOT TEPMUH.

Oga Apyra cTpaHa, BpeAu Aa ce UCTaKHe AeKa CeKorall Kora 360poT nigger e 3aMeHeT €o ,,po6,
ce HaMaJlyBa aHTUPACUCTUYKATa MOK Ha pOMaHOT. IMeHo, cekoj OHOj WTO ro umTan Xaknbepu
®uH curypHo 3abenexan Aeka JIMKOBUTE LWITO ro ynotpebyBaaT NOMMOT CO OMpasa 1 rajere ce
BCYLUHOCT M HajHEraTUBHUTE JIMKOBM BO pOMaHOT. TOKMy 3aToa 1 LienaTa MpoHuja e HacoueHa
KOH HWB, @ paKTOT LUTO TOKMY T1e roBopaT JIOWO 3a LLPHOTO HaceneHve ro 3roflieMyBa rnpesmpoTt
Ha uMTaTesnioT KOH HMB. Taka, co ynoTpebaTa Ha nobnara BapujaHTa, HajHeraTUBHUTE JINKOBU
NoBeKe He 3By4YaT TOSIKY 0AOMBHO, CO LWTO BO FOfIEMW pa3Mepu ce pa3BoAHYBa M MPOHMjaTa Ha
HWBOTO Ha LLeSIMOT pOMaH M HEFOBMOT aHTUPACUCTUYKN CcTaB. LieH3ypaTa 1 aBToLeH3ypaTa Ha
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HaBpeANMBM MNOVMMU, CrOpeJ, TOa, MOXe Aa MMa 1 cocemMa CNpoTuBeH eddeKT 04 OHOj WITO MMana
Lien Aa ro nocTurHe.

MocTKonoHMjanHaTa KpUTMUKA 3acTanyBa OTBOPEHU AUCKYCUU

MocTKoJTOHMjaTHaTa KPUTKKA, HO U MOCTKOSTOHMjaNTHUTE POMaHW Ha aBTopu o NHAaWja,
Adbpuvika 1 oa KapnbunTe KpUTUKYBaAaT acnekTW o4 ApamuTe Ha Lekcnnp 3a Kom cmeTaaT Aeka
ce pacucTuukun. MNpuToa, TWe He ce 3acTanyBaaT 3a LleH3ypa, TYKYy 3a OTBOPeHa ANCKYCHja 3a
CuTe, Cnopea HYB, NpobrieMaTUUHU rneanTa 3paseHy BO HUB.

Pacn3morT, cniopeA Aen oA NOCTKOSIOHMjanHUTE KpUTUYapK, Bo ApamaTa bypa e ocobeHo
BUANNB BO OAHOCOT Ha 6enuoT rocnoaap MNpocnepo KOH AoMopoaHUOT KanunbaH, mery
KOU (pyHKLMOHMPaA OAHOCOT rocrnosap — pob. 3aToa, OBOj TEKCT € OZ OrPOMeH MHTepec 3a
NOCTKOJIOHMjariHaTa KpUTHKa.

Taka, MNon bpaoH cmMeTa Aeka Bo bypa ce pecdbnekTMpaaT aHIINCKUTE TEHAEHLUN KOH
KoNoHun3nparse. O4 Apyra cTpaHa, nak, Llepy bpoToH cmeTa Aeka KONOHWjaNHUTe TOSIKYBaHba
Ha bypa ce e AHOAMMEH3MOHAsHM 3aT0a WTO ,,MOHYAMja NCTOPUCKM aHaXPOHO 1 reorpadockm
PECTPUKTMBHO rneiarbe Ha ApamaTa“ (Loomba 24). M nocTKONOHWjaIHaTa nTepaTypa Breryea
BO OTBOpeHa AMCKycuja 3a NnpobriemMaTUUHMTE rneAnwTa n3paseHu o LlekcnnposaTa Apama:
Eme Ce3sep, MapTUHWKAHCKKU NMUcaTes, NniwyBa Apama bypa Bo koja lNpocnepo e KnacnueH
pobosnaseten, a KannbaH n Apunen ce poboBu Kou, Cekoj Ha CBOj HauuH, ce obuayBaaT Aa
ja n3BojyBaaT cBojaTa csioboaa. icTo Taka No3HaT € U pOMaHOT 3pHO XKMTO Ha KEHUCKNOT
nucaten Hryru Ba TMOHro, BO Koja FaBHNOT NWK, LIoH TOMCOH, nnaHnpa Aa Hanuile KHura
HacnoBseHa ,lpocnepo Bo Adpprka“ Bo Koja 61 roBopen 3a cBomTe UcKycTBa Bo KeHuja. Bo TekoT
Ha AenoTo, naeannctoT TOMCOH noJieka ce TpaHchopMmpa Bo 6e3MmnnoceH 6pUTaHCKM AeCnoT.
Tomac KapTenin, BoO KOHTEKCT Ha pOMaHOT Ha Hryru, cmeTa Aeka rieauwtaTa Aeka [lpocnepo
ro npeTcTaByBa rnacoT Ha Lekcnup He cooABeTCTBYBaAT CO BUCTMHATA, UIYCTPUpPajKLX ro Toa
npeky Hekosky npumepu. Mpocnepo He e Lekcnup, nHcucTupa KapTtenu, obuaysajkm ce aa
ro ,u36aen“ Wekcnup o4 MpocnepoBaTta BMHA 3a KOSTOHW3Mparbe Ha AoMopoaHnTe KannbaH
v Apwen.

3Hauu, ANCKYyCUnNTeE Meﬁy NpeTCTaBHNUWNTE Ha NINTepaTypHAaTa KPUTUKA KOU UMaaT
CNpoTMBCTaBeHW CTaBOBU Ha OBME TeEMU Ce XNBU U OI'ICToijaaT HN3 roguHn1TE, a OCBEH BO
OAHOC Ha Bypa, 0oBa MoXke Aia ce 3abenexu 1 BO Norfies Ha KPUTUUKUTE rNeaniiTa N KOH Apyrn
Aena o4 eBpONCKUOT KHMNXeBEH KAHOH.

LleH3ypaTa He ro NOCTUrHyBa CakaHUOT e(peKT

Mpv aHanM3a Ha UMTaTenNckUTe N KPUTUYKUTE peakLmMy Ha CNOMeHaTUTe NuTepaTypHU
Jerna, MoXe Aa Ce 3aKJyun Aeka NpuCcTanoT KOH MpalarbeTo Ha LieH3ypaTa He e cekoral uUcT
3a CUTe Aena BO KOW Ce M0jaByBaaT TEPMUHU LWITO BO A€HELEH KOHTEKCT Ce KOHTPOBEP3HU.
KHurute 3a Aeua HanayBaaT Ha MOMHAKBW peakLMM 3a OBMe Mpallarba BO criopeaba co
KHUrnTe 3a Bo3pacHW. Ce cMeTa Aeka AeuaTa gonpea dopMupaaT BPeAHOCTU U He 3HaaT
camuTe Aa NpoLeHaT WTO e MPOHUYHO BO e4HO Aer10, Na MOXe A3 U3rpasaT CTepeoTunu BO
04HOC Ha oApejeHa paca U Haumja — Toa e 06jacHYBarbe€TO WTO o KOPUCTAT 3acTanHULUMUTe
Ha LleH3ypaTa Ha HaBpeAJIMB/ NONMU, KaKo LWWTO BUAOBME, BO Mnn ,ﬂOJ'IFVIOT quGI‘I nnm Bo
Xaknb6epu ®uH, kow ce ynoTpebyBaaT Kako fiekTnpa Bo 06pa3oBHUOT cucTeM. Cenak, MoxXe Aa
ce 3aKJlyuu Aeka OBOj MpucTan Moxe Aa buae KOHTPanpoAyKTUBeH Buaejku, BO CITy4ajoT CO
poMaHOT Ha JIMHATpeH, 1 NOKpaj BaAeH-eTo Ha 360poT, LeNMOT NOHM3eH OAHOC Ha LipHUUTe
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0CTaHyBa Ha BUAeNMHa, A0AeKa BO CJ1y4ajoT CO pOMaHOT Ha TBeH ce ryby MpOHWUHWNOT 0AHOC
KOH JyfeTo WTOo ro ynoTpebyBaaT CMOPHUOT TEPMUMH, MNa LieH3ypaTa He CaMo LITO M1 Kacanwm
aBTOPCKUTE Aena, TYKY M He o HU MOCTUIHYBA NOCaKyBaHWOT NO3UTMBEH edDeKT.

Taka, ce UMHM AeKa OTBOpeHaTa AUCKYCKja € MHOTY MOMpOoAYKTMBHA 3@ 33ajakKHYBaH-ETO Ha
60p6aTa NpOTUB ANCKPUMMHALMjaTa OTKOJSIKY (aBTO)LLeH3ypaTa.

Bo MakesoOHCKWM KOHTeKCT, 3a lMunu Jonrnot Yopan He ce pasMucrlyBa BO npasel,
Ha HeKakBa LleH3ypa, Ha NpuMep, Ha MOUMOT ,LIPHEUKWN Kpaf“, Taka WTo BO OBaa CMuCHa
MakeaoHMja He NoKaXKyBa TeHAeHLMja Ha LeH3ypuparse KHKeBHM Aena. icToBpemeHo, BO
MakezoHMWja peTKO MMa 1 OTBOPEHU KPUTUUKU AUCKYCUU 38 HEKOW ANCKPUMUWHALMCKN OAHOCU
BO KHVDKEBHWTE eria, a 0c06eHO WOBMHM3MOT Ha MHOLITBO JIMKOBU LITO € BUAJIVB BO rofieM
Zen oA nutepaTypaTa objaByBaHa yLTe 04 MMHATOTO, Na AypU 1 A0 AeHec.
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