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Kreativiteti dhe Kritika: njé sintezé e pér bashkét

Né pérmbledhjen e tij t& famshme té eseve letrare me titullin “Pylli i shenjt& (1920), poeti
amerikan T.S. Eliot, argumenton fugishém pér ndérvarésing e krijimtarisé dhe kritikés, duke
pérmendur shembujt e shumté té poetéve té médhen;j té cilét ishin gjithashtu kritiké t& médhenj
(né mesin e tyre: S.T. Coleridge, Matthew Arnold dhe veté Elioti), Elioti sugjeron se: "duke
pérjetuar njé vepér arti" pérfshihet "njé pérzierje e kritikés dhe reagimit krijues...té pérbéré nga
komenti dhe mendimi, si dhe e emocioneve té reja’. Kéto "emocione té reja’ mund té rezultojné
né vepraté reja artistike dhe te kritiku apo lexuesi i zakonshém, né njé pérgjigje té matur kritike
(T.S. Eliot, "Kritiku i pérkryer' nga“Pylli i shenjté”: Ese mbi Poeziné dhe Kritikén). Pér Eliotin,
né té gjithé jemi "artisté jo té ploté" me "shkallé té ndryshme té inteligiencés" dhe "ia b&§mé
vehtes geifin po té themi se kritika éshté pér hir té krijimit" ose krijimi, pér hir té kritikés"; por
pér Eliotin, "té dyja drejtimet té pérbashkéta " dhe pér kété arsye, jo rrallé, kritikét dhe artistét
jané njéjtésuar né njé person.

K éto reflektime mua mé duken si njé pikénige e miré nga e cila duhen konsideruar kéto ese
té mbledhura kétu, nga konferenca e mbajtur né Universitetin e Evropés Juglindore, né Tetové,
mé 25-26 prill té vitit 2014. Kjo konferencé mblodhi bashkéfolés nga e gjithé Magedonia,
Shqipéria, Kosova, vendeve tjeraté rajonit dhe té Ballkanit, pér té ndaré reflektime kritike dhe
intuita krijuese né njé gamé té téré té temave kulturore, letrare dhe gjuhésore. Diversiteti i
konferencés éshté reflektuar né sintezén e temave gé konsiderohen né kéto publikime dhe
gjithashtu né gjuhén e publikimeve té botuara kétu né shqip, magedonisht dhe anglisht. Disa nga
pjesémarrésit né konferencé jané artisté kreativé dhe me bagazh letrar, té cilét jané gjithashtu
profesoré dhe kritiké. Libri i konferencés paraget njé pérpjekje té pérbashkét pér té reflektuar
mbi njé varg temash letrare dhe gjuhésore té cilat jané me interes profesiona dhe té pérgjithshém
pér té gjithé, punae té ciléve angazhohet me dilema bashkékohore kritike.

Njé nga karakteristikat mé té vlefshme né trashégiminé e mendimtaréve t& médhenj kreativé
dhe kritiké si veté T.S. Elioti &shté shkalla né té cilén veté mendjemprehtésia e tyre kritike dhe
krijuese éshté e ndaré né mes té shkrimtaréve té tjeré dhe kritikéve me dalim mé té vogél né
ményré gé puna e kritikés dhe andizés duket si njé pérpjekje té pérbashkét. Shumé prej
bashkékohésve té Eliot-it nxorrén né dukje bujaring e tij, vecanérisht ndg shkrimtaréve dhe
kritikéve té rinj me punén e té ciléve ai mund ose mund té mos ndjejé njé ndjenjé té afinitetit.
Eshté pér té shpresuar se kjo frymé bashképunimit kritikues dhe pérpjekjes sé pérbashkét éshté
reflektuar edhe né kété véllim té eseve qé éshité fryti i bashképunimit né mes té disa kolegéve né
Universitetin e Evropés Juglindore nga Departamentet e gjuhés shqipe, angleze dhe Qendrés sé
giuhéve. Puna e tyre redaksionale ka aktivizuar kété pérmbledhje kritike pér té ardhur né
ekzistencé pér pérfitim, udhézim dhe gézimin e té gjithé neve!

Prof. Benjamin Keatinge, Dekan

Fakulteti i gjuhéve, kulturave dhe komunikimit
Universiteti i Evropés Juglindore

9 mars 2015



KpeaTuBHOCT M KDUTHKA: CHMHTe3a

Bo cBojara mo3Hara 30HMpKa JIMTEpaTypHH €ceH HaciloBeHa, ,Cserata myma“ (1920),
no3HatHoT amepukaHcku moetr T.C. EmmoT ce 3amara 3a MefyceOHa TIOBP3aHOCT Ha
KpeaTHBHOCTA U KpUTHIM3MOT. HaBenyBajkn OpojHH IPHMEPH Ha TOJIEMH IIOETH KOH HCTO TaKa
6uite u mobpu kputraapu (mery xkou C.T. Konpwuir, Metjy ApHona u camuot Ennor), Toj TBpau
JieKa ,JJOXKUBYBAakETO HA €IHO YMETHHYKO JeJ0“ BKIydyyBa ,KOMIUICKCHA KpPUTHYKA U
KpeaTUBHA PEakilyja... KOja Ce COCTOH O KOMEHTap U MHUCJEHE, a UCTO TaKa U HOBU €MOIMU".
OBHe ,HOBH SMOLMH‘ MOXAaT Ja pe3yJNTHpaaT CO HOBUM YMETHHYKH JeNa Kaj KpeaTHBHATa
JIMYHOCT, & Kaj KPUTHUKATa WK OOWYHUOT YuTaTell co m3MepeH kpurudku oarosop (T.C. Exuor,
»CoBpuieHa kpuruka“, ox neisoto Ceemama wyma. eceu 3a noesujama u Kpumuyuszmom). 3a
Ennort, Hue cute cMe ,, HeKOMIUICTHH YMETHHIU" €O , pa3iiMYHU HUBOA HAa MHTEIMIreHIuja" u , ou
6UJI0 CMEIIHO Ja CE KaXKe JeKa KPUTUIM3MOT IIOCTOM 3apajy KpealjaTta Wik AeKa Kpeauujara
MOCTOM 3apagd KPUTHUIM3MOT': HAMECTO BaKBOTO IJIeName, ,JBETe TOJNKyBama Ce
KOMIUIEMEHTapHU" W TOKMY MOpaay OBaa MPUYUHA YECTO, KPUTHIAPOT M YMETHUKOT C€ eIHa
WCTA JIUIHOCT.

Ce uMHE JeKa BakBUTE pasMHCIyBama ce JoOpa II0jI0BHA TOUKa 3a Ja Ce pasriefaar
TPYZOBUTE NOMECTEHH BO OBaa 30WpKa, a IPE3eHTHpaHM Ha KoH(QepeHIjaTa OofApKaHa Ha
Yuupepsuterot Ha Jyrouctouna EBpomna, TetoBo, Ha 25 u 26 anpui, 2014. OBaa koHbepeHIHja
coOpa Ha eIHO MeCTO YYeCHHUIM o Leia Makenonuja, ox Anbanuja u KocoBo, kKako U 01 Ipyru
MecTa Ha bankaHOT 3a a crojenar KpUTHIKU pa3MUCIyBamba M KPEaTUBHU MHTYHUIUM Ha eleH
el AWjana3oH Ha KyATYpHH, JHUTepaTypHH M JIMHTBUCTHYKM TeMH. PasHommkocra Ha
KoH(epeHIYjaTa ce OrjeAyBa BO CUHTE3aTa Ha TEMUTE KO CE IPEAMET Ha OBUE TPYJOBH U CE
HalMIIaH! Ha an0aHCKH, MAaKEIOHCKM M aHIJIMCKH ja3uK. Hexou ox ydecHunure Ha
KOH(pepeHIjaTa ¥ CaMUTe Ce DPEHOMHpAHW KpEeaTHBHH YMETHHIIM, a BO HCTO BpeMe H
npodecopu u kpurmaapu. Camara 30UpKa NMPEeTCTaByBa 3aeJHHYKHA HAIop naa ce pediekTupa
Bp3 cepara Ha JNMUTEPATypHH M JIMHTBUCTUYKU TEMH, KOU c€ O NpPO(ECHOHAIEH U OIIIT
HHTEpeC 3a CeKoj uuja paboTa omndaka COBpEMEHN KPUTHUYKH AWIEMHU.

EnHa on HajBpeTHUTE KapaKTEPUCTHKU Ha JEJOTO HA TOJIEMHUTE KPEaTHBHH M KPUTHUKH
mucutenu kakoB mto € T. C. ENHOT € CTeNeHOT 0 KOj HUBHOTO COTNCTBEHO KPUTHUYKO U
KpeaTHBHO pa3bHpame € CIoAeIeHo Mel'y IPYTruTe, He TOJKY 3Ha4YajHH, IIMCATEIH U KPUTHYapH
Taka IITO M3IJIe/Ia Kako paboTaTa Ha KPUTHIM3MOT M aHAIIM3aTa [ja € 3aeAHUYKH Harop. MHory
ol coBpeMeHHIMTe Ha EJNHOT ja McTakHyBaje HEroBaTa BENUKOLYIIHOCT, OCOOCHO crpema
MJIQAUTE NUCATCIIN U KpUTU4YapH, 663 OrJiIe Ha TOa KaKBO MHCJICKLC MMaJl 3a HUBHUTC ACJ1A. Ce
HaJgeBaMe Jieka JyXOT Ha KpUTHYKaTa copaboTKa W 3aeIHHYKUTE HAMOPHU Ce OTCIMKAHH M BO
oBaa 30MpKa Ha HAyYHH TPYIOBH KOW C€ IUIOJ Ha copadoTkara Mely HEKOJIKYy KOJIeTH Ha
VYuusep3uteror Ha Jyrouctouna EBpona, ox Karenpute 3a an0aHCKH M aHTJIMCKH ja3WK U O
Jazpunnor nenrap. HuBHara ypermyBauka pabota, 3a Hamie 100po, 3a Halle U3ydyBame H 3a
HaIlIC y)KUBAbE, OBO3MOXKH IIOCTOCH-C Ha 0Baa KPUTHYKA KOMIIHanuja!l

TIpod. benuyamun Kutunr, nekan
dakynTer 3a jasuiy, KYyITypH U KOMYHUKAIHH

YHusep3uret Ha Jyrouctouna Espona

9 mapt 2015



Creativity and Criticism: A Synthesis

In his famous collection of literary essays titled The Sacred Wood (1920), the American
poet T.S. Eliot strongly argued for the interdependence of creativity and criticism. Citing
numerous example of great poets who were aso great critics (among them: S.T. Coleridge,
Matthew Arnold and Eliot himself), Eliot suggested that: “experiencing a work of art” involves
“a mixed critical and creative reaction ... made up of comment and opinion, and also new
emotions’. These “new emotions’ can, in the creetive person, result in new artistic works and in
the critic or ordinary reader, in ameasured critical response (T.S. Eliot, ‘ The Perfect Critic’ from
The Sacred Wood: Essays on Poetry and Criticism). For Eliot, we are al “incomplete artists’
with “various degrees of intelligence” and “it is fatuous to say that criticism is for the sake of
‘creation’ or creation for the sake of criticism”; rather, for Eliot, “the two directions are
complementary” and for this very reason, not infrequently, the critic and the artist are one and
the same person.

These reflections seem to me to be a good starting point from which to consider the
essays gathered here, based on a conference held a South East European University, Tetovo on
25-26 April 2014. That conference brought together speakers from all around Macedonia, from
Albaniaand Kosovo and elsewhere in the Balkans region to share critical reflections and creative
intuitions on a whole range of cultural, literary and linguistic topics. The diversity of the
conference is reflected in the synthesis of topics considered in these papers and aso in the
languages of the papers published here in Albanian, Macedonian and English. Severa of the
conference participants are themselves creative artists of note and reputation who are aso
professors and critics. The book itself represents a shared endeavour to reflect on a range of
literary and linguistic topics which are of professiona and general interest to everyone whose
work engages with contemporary critical dilemmas.

One of the most valuable features in the legacy of great creative and critica thinkers like
T.S. Eliot isthe extent to which their own critical and creative perspicecity is shared among other
writers and critics of lesser distinction so that the work of criticism and analysis appears as a
shared endeavour. Many of Eliot's contemporaries noted his generosity, especidly towards
younger writers and critics with whose work he might or might not feel a sense of affinity. Itisto
be hoped that this spirit of critical co-operation and shared endeavour is reflected also in this
volume of essays which is the fruit of collaboration between severa colleagues at South East
European University from the Departments of Albanian and English and the Language Centre.
Their editorial work has enabled this critical compendium to come into existence for the benefit,
instruction and enjoyment of usal!

Prof Benjamin Keatinge, Dean
Faculty of Languages, Cultures and Communication
South East European Univer sity

9 March 2015.



Letérsia si bashkéudhétar e e pandar &€ me filozofiné

Arjan Th. Kallgo
F.S.Nali,

Korgé, Shqipéri
akallco@hotmail.com

I. Tri pércaktime té domosdoshme konceptuale

Borges : Letérsiané pércaktimin e sgj nuk éshté gjé tjetér veg njé éndérr e udhéhequr.

Galilei : Filozofia éshté libri i madh gé vazhdimisht géndron i hapur para syve tané.

Autori : Gjuha éshté ura e pérbashkét epistemologjike lidhése paté cilén nuk do té kishim as
njérén, as tjetrén.

Filozofiavdiqg! Ejani t'iab&meé s& bashku funeralin! Kjo do té ishte thirrja mé e pakuptimté e
njé grupi studiuesish sot né boté gé mezi presin gé t'i japin lamtumirén e fundit. A thua se e
humbi natyrén dhe detyrén e vet? Filozfia nuk éshté sistem gpo njé mjet gé ka skadenca
pérdorimi, por njé shogéri gé ka nevojé gjithmoné pér rinovim dhe material té ri pér studim.
Letérsiaderi mé sot nuk i ka dégjuar kéto thirrje, sepse nése mendimi mund té pésojé black out,
ndjenja ka vazhduar té jetojé bashké me shpirtin edhe né rrethana té véshtira. Kur mendojmé se
jemi bashkéudhétaré me diké gjithmoné e shohim si njé rast i miré pér ta njohur njéri-tjetrin, pér
té shkémbyer mendime, pér té diskutuar rreth problemeve dhe pérvojave. Bashkéudhétarét nuk
jané veg kohési e kaluar s8 bashku shpesh né rrethana té njéjta, né mjedise té nj&té, né epoka té
njéta Edhe pse natyra e kohésisé éshté e njéjté pér té dy, asnjéheré nuk ka shenjé barazimi,
dikush éshté mé pérpara se bashkéudhétari, ose mé pas. Kéu géndron e gjithé filozofia e
komunikimit té té kundértve, ose jo té barabartéve, edhe pse té barabarté né kohési. Letérsia dhe
filozofia jané dy drejtime qé ecin njékohésisht pran&, me dallime té dukshme, por ndonjéheré
edhe paté tilla, pér mé tepér té shkrira né brendésité thelbésore té tyre. Pavarésisht dallimeve gé
né pércaktime, letérsia dhe filozofia jané veprimtaria me e larté e mendjes s& njeriut dhe gé
marrin jeté prej sgj. Painteklektin njeriu nuk do té ishte né gjendje ta perceptonte botén e ag mé
pak ta pasgyronte até. Por para se ta ndryshonte né té miré té jetés 2 vet, duhg ta kuptonte dhe
ta krijonte né mendje idené e ndryshimit. Letérsia e pasgyron me art redlitetin, jetén, ngjarjet,
shpesh edhe duke e fantazuar apo duke e zbukuruar, ndérsa filozofia i ngre hipotezat dhe
pérpiget t'u japé pérgjigje vetém mbi bazén e arsyes. Pra té dyja jané produkte té mendjes, por
njéra éshté rrjedhojé e shpirtit, tjetra e logjikés dhe e racionalitetit. Né kété piké ato kané té
pérbashkeét té njéjtin objekt — njeriun dhe gjithé botén e tij, individuale, kolektive, t& brendshme,
té jashtme, intime, ndérpersonde dhe shogériné ku jeton dhe vepron. Jashté natyrés dhe
shogérisé njeriu nuk do té ishte ky gé éshté sot, e pér rrjedhojé, edhe produktet e mendjes dhe
shpirtit té tij kéto gé jané sot. N& shogéri raportet mes njerézve nuk jané raporte virtuae, té
komanduara nga ndonjé gjithéfugi kozmike, por ngrihen mbi baza reale dhe jané té vérteta dhe té
prekshme. Pa kéto raporte ndérvepruese dhe té pashmangshme, shmangia do té sillte ndarjen, por
individét né asnjé shogéri nuk kané géné kurré té ndaré, filozofia nuk do t& mund té depértonte
thellé né redlitetin e kohés, té bénte pérsihatjet e veta dhe t'u jepte pérgjigie pyetjeve qé
detyrimisht lidhen me génien njerézore. Nése do t'i referohemi letérsisé dhe veprave té sgj, do té
konfirmonin gjithmoné se ato kané dy té vérteta té pakundérshtueshme gé u jepin spunto
veprave . kohén dhe hapésirén. Edhe personazhi mé pak i dukshém né njé vepér 1éviz né té dy
rgportet e mésipérme, d.m.th ka kohén e vet té shfagjes gé éshté kohé e matshme dhe e
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pércaktueshme, por edhe hgpésirén ku shfaget dhe vepron, sado e vogél apo e madhe qofté gjo, e
pérfillshme gpo e papérfillshme. Nése veprés letrare ia hegim kohén dhe hapésirén, ajo vepér nuk
do té ekzistonte, nuk do té kishte ngjarje dhe nuk do té shkruhej kurré. Njeriu éshté faktori
themelor dhe s i tillé krijon né njé kohé té pércaktuar deri né detajet mé té himta, nése duam dhe
né njé hapésiré gé éshté e pérshkueshme plotésisht dhe e vézhgueshme realisht. Konceptet e
kohés dhe hapésirés e morén kuptimin e tyre té vérteté dhe shkencor atéheré, kur u pércaktuan
nga racionaliteti i mendjes deri né abstragim dhe u shpjeguan nga shkenca. Rrugétimi i njeriut
népér labirintet e ekzistencés e preku ndrigimin e duhur pérmes mendimit, pra té filozofisg. Jeta
né toké, kohézgjatja e saj né kohé éshté faktor gé nuk mund t& mos merret né konsideraté, éshté
tirani gé e kufizon génien njerézore gé nga lindja deri né vdekje, prandaj kufijté e ekzistencés na
japin té drejtén té themi se Njeriu éshté kohé. Né c¢do hapésiré té tokés, edhe né skajet e
panjohura prej secilit individ, por jo prej shkencés, ndoshta do té mbetet e pandryshuar edhe pér
shumé shekuj, e rrethuar nga ligjési té rrepta ndérveprimi, ka njé cast kohe té jetuar edhe pse
shkurt, ndoshta disa sekonda, por pérséri éshté kohé e jetuar reale. Koha nalejon gé hapésira té
béhet e pérshkrueshme kurdoheré, sepse éshté po gjo e miliona viteve mé paré, sigurisht me
zhvillimet dhe progresin e sg té pakundérshtueshém, njeriu éshté transformuesi i saj mé i madh,
ndérsa koha e shkuar éshté e pakapshme, pasi e pgetuar, e ngérthyer né té vérteta gé tek ne vijné
jo gjithmoné té tilla, por relativisht té perceptueshme dhe té shpjegueshme.

Il E vértetatek filozofia dhe letérsia

Tabuki : Filozofia duket se merret vetém me té vértetén, por ndoshta thoté vetém fantazi,
letérsia duket sikur merret vetém me fantazing, por thoté té vértetén.Historikisht lidhja mes dy
mbretéreshave t& mendimit éshté e hershme dhe zakonisht i referohet mé shumé tradités
peréndimore. Shumé filozofé e béné té vetén gjininé tregimtare ose narrative pér té shprehur
mendimet e veta, shpesh dhe filozofike, ku mund té pérmendim epistolat (letrat), romanet
filozofike, rréfimet, teatrin filozofik. Filozofia, nése i referohemi kohés kur lindi né Greginé e
lashté, i ka bazat tek hetimi raciona dhe késhtu gé priret drejt logjikés. Letérsia né pérgjithési
dhe poezia né vecanti ka njé bazé tjetér ku mbéshtetet, figurimi, pra figurat letrare té
shuméllojshme gé nga metafora, simboli, similitude, hiperbola, alegoria e deri tek metonimia.
Nése do i marrim né shqyrtim kéto figura do té thoshim se ashtu si filozofia pérdor arsyetimin
logjik racional pér té shkuar tek e vérteta, edhe letérsiai pérdor ato pér ta zbuluar kété té vérteté
gé duket sikur éshté e ndaré nga mjetet gé pérdoren pér ta arritur. Por poezia s njé gjini e shpejté
né pohimin e mendimeve éshté njé vizion mé i heshtur né krahasim me gjinité e tjera. Njé filozof
e parapélgen racionalitetin si armén e tij drejt s8 vértetés, logjika e forté dikton, ndérsa poeti ka
té parén ndjenjén dhe irracionalitetin, ndjenja komandohet. Jo ¢do filozof detyrimisht duhet té
jeté poet i miré, por nése ndodh, a mund té shprehé me shije edhe filozofiné e vet. Cdo poet i
miré, mund té jeté filozof i mirg, pasi di té gérshetojé té bukurén me logjikén. Benedetto Croce
shkruan se tek filozofi ndodh e njéjta gjié si tek poeti. Nuk éshté ai gé filozofon, por éshté zoti
ose natyra[...] éshté o gé mendon vetveten tek ai.

11" Njeriu néfilozofité e kohés

Njé véshtrim i shpejté lidhur me konceptin e njeriut do té na fuste né njé meditim sa té
debatuar aqg té kushtézuar nga ngjarjet, rrymat, situatat, vendet. Megjeta, si periudha mé e errét e
njérézimit, kur gjithcka kishte vetém sens unik dhe vleré absolute, relativizmi § mendim do té
rrezikonte ekzekutimin e pakundérshtueshém pérballé censurés dhe despotizmit fetar, dallohet
pér véshtrimin e njeriut drejt hyjnisg, zotit — krijues dhe i vetmi gé duhej ndjekur, sesa ndg
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vetvetes, njeriun forcé e madhe krijuese dhe ndértuese, pra si krijesé giellore. Rilindja ishte
periudha mé e guximshme dhe revolucionare gé pasoi Mesjetén, né té cilén konceptet e errésirés
u pérmbysén me vizione drejt perspektivés natyrore dhe antropocentrike. Por do té duhej njé
periudhé tjetér edhe mé e fugishmé&, Humanizmi gé e shképuti pérfundimisht njeriun nga hyjnité
dhe e sheh até si njé génie té natyrshme, qé léviz pa paragjykime ku jeton dhe vepron.

Do té kaonte kohé dhe agimet e shkullit té ri, pra shekulli i XX, do té krijonin té tjera ide pér
njeriun, sepse kohét moderne kérkonin njeri té ri, modern. Njeriu i ri si koncept i pati fillesat né
Itali, menjéheré pas Luftés s2 Paré botérore, ekzatim i vlerave interveniste futuriste, s parim
pér cmplakjen e zakoneve té ‘800 né luftén ndaj borgjezise.

Njeriu éshté objekti gé 1&viz si né filozofi, ashtu dhe né poezi. Njeriu éshté ai pér té cilin

flitet, me té cilin flitet, ngai cili nisemi pér té reflektuar dhe kuptuar botén gé e rrethon, pér té
shtyré né humnerat e botés s tij té brendshme dhe ta detyrosh té arsyetojé mbi jetén. Po ai njeri
éshté edhe né poezi, heré njé femér s cilés i dedikohen vargjet mé té bukura gé dalin nga shpirti,
heré mashkulli ngai cili varen fatet e botés, té shogérisé dhe té familjes. Poeti Franco Loi thoté
se poezia e ka fuginé tadrejtojé njeriun tek ndérgjegjiaetij mé e vérteté.
E kemi paré njeriun né té gjitha format e tij té ekzistencés né letérsi, sepse letérsia nuk mund té
jeté jashté jetés né njé shogéri, gé nga njeriu primitiv e deri tek njeriu modern. Nuk ka fage
letérsie ku té mos jeté prania e tij né té gjitha epokat dhe kushtet ku ka jetuar. Poezia botérore
éshté njé arkiv i madh gé, nése e hgp dhe e shfleton, do té mahnitesh me pafundésiné e njeriut, té
shpirtit té tij, t& ndjenjave, té imagjinatés, té gjithckaje gé ka krijuar. Né pamundési gé t'i
referohesh njé arkivi kag té larmishém dhe té pasur, kérkimet e mia ndalen tek letérsia italiane
dhe pikérisht tek vargjet e poetéve itdiané dedikuar génies mé té mahnitéshme dhe mé té
madhérishme té jetés né kohé dhe rrethana té ndryshme.

IV Njeriu tek POEZIA
a. Néseky éshté njé njeri - Primo Levi

Titulli i mésipérm éshté njé libér gé doli né drité pér té ndricuar periudhén e hidhur dhe
vuajtjet e autorit, si dhe té té gjithé bashkévuajtésve né kampin shfarosés té Aushvicit, por edhe
pas njé pérvoje tjetér, pozitive, jashté telave famékegé, né njé udhétim lirie gé ai béri né té gjithé
Europén. Historia e dhimbshme fillon me internimin e tij né kampin e pérgéndrimit té Fosolit
dhe pérfundon fatmirésisht me lirimin e tij pas mbérritjes & Ushtrisé ruse. Né faget e para té
librit autori ka shkruar njé poezi hyrése me titull “Dégjo”, ku i drejtohet hapur lexuesit gé nuk
éshté pérballur me tragjedité e jetés né lagerat e nazizmit. Do té ishte mése e natyrshme qé autori
ta merrte rolin e njé gjykatési, té njé vendimarrési hakmarrés, por né zérin e tij pérmes vargjeve
nuk ka kurréfaré agresiviteti dhe padurimi gé té gjykojé dhe té urrejé shkaktarét e tragjedive.
Dégjo éshté thirrja tronditése e njé jete né kalvare, e izoluar nga bota, né pritje té fatit té zi né
krematoriumet apo pushkati met masive té pushtuesve.

Ju gé jetoni té sigurt
Né vartat tugjaté vakta
Ju gé e gjeni bukén
Fytyra migésore, ndérsa kthyeni
Né mbrémje
E merrni me mend se ky &shté njé njeri
Q& punon né balté
Qé nuk njeh page
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QE lufton pér gjysém buke
Qévdesnganjépo osenjéjo...

b. Njeriui vetmuar, Cesare Pavese

Fatin e bén njeriu me mendjen dhe fuginé e vet, por ndodh gé nga mospérputhja e
aspiratave dhe e rrethanave ai té bjeré né trishtim e nése njé shogéri e téré bie né té njgjtat kushte,
atéheré asnjé drité shprese nuk do té mund ta shérojé déshpérimin. Né udhékryget e
kontradiktave tragjike t& kohés, pérséri njeriu kérkon ta ndryshojé fatin e tij, por nése éshté i
vetém, atéheré fantazmat e pamundésisé ia zéné udhén. Poeti Paveze ishte tepér i ndérgjegjshém
né rolin e vet, prandgj pati vetédije aktive né pérpjekjet pér ta filluar dialogun dhe t'i shmangej
izolimit g& impononin kushtet, por mbeti vetém dhe pa pérkrahje dhe kur je i vetém nuk mund té
ndryshosh dot asgjé. Tek poezia e tij shfagen né sfond déshirat e njé té burgosuri té cilat kishin
kohé gé ishin thurrur né mendjen e tij : éndérron té dalé, t'i provojé pérséri gézimet e jetés, s
dikur kur ndodhej jashté atyre hekurave té mallkuar, por kur del pre tij, njeriu i vetmuar e
kupton se e kahumbur pérfundimisht jetén dhe gjithcka té shtrenjté gé ka kuptim dhe vleré nuk i
zotéron mé, sepse ia kané rrémbyer. Asgjé nuk éshté mé s mé paré.

Njeriu i vetmuar - gé ge né burg — rikthehet
Né burg

Sa heré gé kafshon néj copé buké.

Né burg éndérronte lepuj gqé ia mbathin

Né dheun diméror. Né mjegullén e dimrit
Njeriu jeton mes mureve té rrugéve, duke piré
Ujé té ftohté dhe njé copé buké kafshon.
Dikush beson se mé pasrilind jeta

Se frymémarrja getésohet, se dimri rikthehet
Me erén e verés né lokdin e ngrohté

Me zjarrin, stallén dhe darkén...

c. Njeriu i kohés soné, Salvatore Quasimodo

Njeriu, edhe pse kané kaluar mijévjecaré nga lindja e tij, éshté identik dhe né plan té paré
duket i pandryshuar, i njéjti si dikur. Progresi éshté tepér i dukshém, por natyra e tij vrasétare
mbetet po gjo : primitivét, prototipét e paré t& humanoidéve vrisnin pér nevojé, por edhe njériu
modern vret pér nevojé, pér interesa, pér hakmarrje. Ka edhe njé zé tjetér, tolerant, i arsyes, zéri i
filozoféve dhe letraréve gé flisnin pér ndérgjegje, vetédije dhe pérgjegjési. Né njé Iufté ku
mbizotérojné intrigat dhe interesat, pérse duhen vallé armét? Pér té vraré. Lufta éshté page! Tek
poezia disa detgje té dukshme té njé fushébeteje s armét, ora, krahét e avionit kané gjithé fuginé
dhe dhunén e armigéve té pages dhe lirisé. Kur autori e krahason njeriun me té shkuarin, i
drejtohet historisé e cilanuk arriti ta ndryshonte njeriun. Jehona e saj dhe e ngjarjeve ndihet sipas
fjaléve té poetit : ato nuk harrojné, indinjohen, ulérijné pér dhimbjet dhe plagét e mara, kujtojné
kasapanat e pérgjakshme té luftrave. Poeti né njé retrospektiveé rréngethése i referohet vrages sé
Abelit prej Kainit tek Bibla pér té na vértetuar se plojat e sotme kané té njéjtin brutalitet, té
nj&jtat skena s mé paré. Poetét tek poezia gjejné té vetmin mjet pér té afirmuar dinjitetin e njriut
té népérkémbur dhe humanizmin gé duhet ta karakterizojé.
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Je ende njeriui gurit dhei llastigeve

Njeriu i kohés soné. Ishe né kabinén e motorrit

Me krahét e liga, me orét e vdekjes

Té pashé — brenda tankut té zjarrté, né trekémbésh

N& rrotén e torturés. Té pashé dje; isheti,

Me ndérgjegjen ténde té sakté té bindur ndaj shfaroses
Pa dashuriné dhe pa Krisht. Pérséri vrave,

Si gjithmoné, si¢ vrané baballarét, si¢ i vrané

Kafshét gé pér heré té paré té pané...

d. Poezia “Silvias’, Giacomo Leopardi

Vitet ‘800 ende nuk e kishin ¢rrénjosur té kegen e cila pérséri vazhdonte ta kushtézonte
njeriun, ta hidhte né luftra té reja gé nuk mund té ishin vetém me armé. Cdo shekull gé bujtte ne
jeté, kishte betgjat e veta me té cilat nuk kishte asnjé mundési t& mos ndesheshe, sepse ishin
natyra e brendshme e shogérisg, ashtu si gjithmoné né pérplasiet e médha mes s resé dhe s&
vjetrés. E pérséri pesimizmi, se bota do té mund té ndryshonte, shprehja mé e gjallé pérjetohet
tek vargiet e romantikut Leopardi, gé e shikon rrugédaljen tek aleanca e té gjithéve pa
pérjashtim, sepse endemi té pérhumbur né té njéjtin fat. Njeriu duhet t’ia gjejné ilacin ngjarjeve
makabre se vetém késhtu do ta shérojé vetveten nga natyra e vet. Tek arsygja a shikonte té
vetmin mjet pér té mbérritur tek e vérteta dhe solidariteti, pa té cilin nuk mund té arrihgj fitorja.
Por Leopardi shkonte mé tgj, tek pesimizmi kozmik gé natyrén e sheh si njé njerké mizore e cila
e krijoi botén gé njerézit té vuginé. Né filozofiné e tij lashtésia ngrihet e madhe dhe e lumtur,
sepse njerézimi jetoi sipas iluzioneve dhe besoi tek realiteti i kénagésisé dhe lavdisg, ndérsa bota
moderne éshté mediokre dhe e palumtur, jeton sipas arsyeve dhe éshté e ndérgjegjéshme pér
palumturingé. Atéheré ku ta gjejmeé shpétimin — thoshte Leopardi? Rikthim, rikthim pa kushte
ditéve té rinisé gé mbetet gjithmoné& mosha mé e bukur, e shpérfillur nga problemet e médha té
jetés. Njé moshé e mbushur me éndrra, ndjenja dhe shumé dashuri, e ndérthurrur kjo me déshira
té pafund pér lavdi, por pse jo edhe me mirésiné e njerézve dhe e natyrés. Leopardi e dinte miré
se ishin vetém iluzione té émbla, pasi né vetédijen e vet ishte i sigurt se bota éshté e koté dhe
asgjé tjetér nuk ofron pérvec dhimbjes. Kéto iluzione té génjeshtra né mendjen e autorit, né
vargjet dhe filozofiné etij, i kapércejné kornizat e individit dhe béhen té té gjithé njerézve.

...Cfaré mendime té émbla,
Cfaré shpresash, ¢faré zemrash, O Silviaime!
Si nadukej atéheré
Jetajonédhe FATI!
Kur e kujtoj kag shumeé shpresg,
Njé ndjenjé mé shtyp
E hidhur dhe ¢ngushélluese
Qé sérisht mé dhemb fatkegésiaime.
Ah natyré, natyré
Pérse nuk e mban mé pas
Até gé premtove mé paré? Pérse kaq shumé
Fémijét etu i mashtron?...
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Konkluzione

Filozofia dhe L etérsia jané bashkéudhétare té pandara nga njéra-tjetra dhe shpesh heré kufiri
ndarés i tyre duket i pamundur. Eshté njeriu mé pas, faktori gé i jep jeté dhe kuptim ekzistencés
soné, a gé e bén té mundshém kété rrugétim. Filozofi éshté pérsihatja e stisur e njé andize té
asg gé kemi géné dhe jemi, Shkrimtari éshté kundrimi pérmes ndjenjés i botés gé ishte dhe
éshté. Njé filozof i miré mund té shpalos2 mendime dhe té béjé interpretime me njé gjuhé té
pasur, mund té shkojé edhe mé tej drejt njé letérsie filozofike, ndérsa njé shkrimtar i miré pérveg
gjuhés dhe ndjenjés, do ta pasuronte mendimin e vet me meditime filozofike.
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Pal Hasi dhe Andrea Bogdani autorété cituar ténjéletérsie
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Hyrje

Si¢ éshté e ditur, dokumentet e para té shkrimit té gjuhés shgipe i hasim gé nga shekulli
XV, pérkatésisht gé nga Formula e pagézimit me autor Pal Engjéllin (1462), ndonése gjurmé apo
déshmi té shkrimit té gjuhés shqgipe datojné edhe mé herét, pérkatésisht gé nga viti 1332. Kété e
déshmon edhe pohimi i murgut francez Brocardus Monacus (Guillelmus Adae), i cili né veprén e
tij latinisht, Directorium at pasagium facienda (libri I, pjesa 8), né mes tjerash thoté: “ Shqiptarét
kané njé gjuhé krejt tjetér dhe té ndryshme nga latinishtja, megjithaté kané alfabetin latin
(litteram latinam) né pérdorim dhe né téré librat e tyre’. Kjo thénie e kétij murgu, gé éshté
dokument ngaii cili pércakton kufirin e fillimeve té shkrimit té shqipes, me té cilin pajtohet edhe
Dhimitér S. Shuteriqi, té cilin vit edhe e vé si kufi té fillimit t& shkrimeve té shqgipes né veprén e
tij “Shkrimet shqipe né vitet 1332-1850" (Shuteriqi, 1978, fq.27). Kjo éshté njé déshmi se né
kété gjuhé té lashté té Evropés mbase edhe ishin shkruar libra edhe gjaté shekujve té mbushur
plot errésiré harrese dhe mungesg déshmie pér shkrimin e sgj dhe té botimit té librave né kété
giuhé. Si pasojé e mungests £ déshmive dhe té sé vértetés s fatit té gjuhés shqipe si dhe té
|&rimit t& saj na vjen mjaft i vonuar edhe dokumentimi i shkrimit té librit t& paré né kété gjuhé,
“Meshari” i Gjon Buzukut (1555).

Po ashtu, déshmi té vonuara dhe té pasgaruara né masé té duhur na vijné edhe né shekujt
e mévonshém, qofté pér librat, qofté edhe pér autoré té caktuar, po ashtu té njé kohe dhe
periudhe té caktuar letrare dhe historike. Njé fat té tillé do té keté edhe Pal Hasi, njéri ndér
autorét e paré té mundshém té njé libri, tashmeé ineksistenté i mbetur vetém si i cituar. Po ashtu
njé fat té tillé do tapércjel 1€ edhe té ungjin e Pjetér Bogdanit, Andrea Bogdanin, gpo edhe ndonjé
autoré tjetér shqiptaré, emrat dhe veprat e té ciléve, pér shkak té rrethanave té ndryshme, mbetén
né margjinat e kujtesés historike.

Pal Has autor i doréshkrimevetétretura

Emri i Pal Hasit e pérmend vetém poeti i paré shqiptar dhe autori i disa librave té
pérkthyer pér nevojat e klerit katolik t& Shqipérisé sé asgj kohe, Pjetér Budi, gé shérbeu si prift
né fund té shekullit XVI dhe né fillim té shekullit t& XVII né kishat e Kosovés, Magedonisé e té
Shqjipérisé veriore. Ai, cituar sipas Dhimitér S. Shuteriqit, né librin “ Autoré dhe tekste’, té cilin
citim e merr nga parathénia e librit t& Budit “Doktrina e krishter&” (1618), ndér té tjera thoté:
“Shkrova mbé gjuhu tané ma paré do kapituj té Ditésé gjyqit, gi i gjeta shkruom Atit shumé ncé
ndershmit e ncé devotshmit, frat Palit prej Hasi, té cijté, ende me do té tjera nshtuome, disa heré
tue i shkruom, kur tue pamé se ishné pér t& madhe ndihmé e fruité shpirtit t'atij populli, e agé
ma tepéré té disa prifténe, qi déshirojiné me i pasuné, hina pér gjithé dité ka pak tue nshtuom,
shkrova ende sa té tjera kafshé, sa mujta, ncé tjera gjuhush tue i nkthyem mbé gjuhu tané; e ndé
evoné, mbasi andej u dashé, erdhshé mbé Romé (...) Tue pamé se gjuha joné asndonjé |etéré e té
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sa munda, nktheva kété shinte Doktriné gjuhé cé Iétine mbé gjuhé t'arbéreshé(...)” (Shuteriqi,
1977, fq.64).

Kjo pérmendje e emrit té Pal Hasit nga ana e Pjetér Budit, &shté e para dhe e vetmjagé i
béhet nga njé autor shqgiptar apo kushdo tjetér né njé kohé ndoshta jo shumé té largét kur ai
kishte vdekur, sepse nuk do té hasim mé asnjé gjurmé té ekzistimit té kétij personaliteti fetar dhe
letrar té shekullit XVI. Megjithaté, gofté edhe pérmendja e emrit té Pal Hasit nga ana e Pjetér
Budit éshté njé déshmi e miré dhe argumentuese pér ekzistimin e njé personaliteti t€ nderuar si¢
ishte Pali prej Hasit, si¢ e ciléson Budi.

A u shkrua “Doktrina ekrishter& e Pjetér Budit mbi bazén
e“Dités £ gjyqit” té Pal Hasit

Sipas déshmive gé nai sjell Budi né “Té rekomanduomit”, pérkatésisht né parathénien e
“Doktrinés...”, Pal Hasi, apo Pali prej Hag, si¢ i thoté ai, ishte autor i njé libri té quajtur Dita e
gjyqit, gé doemos éshté njé pérkthim i shérbesave fetare nga gjuha latine né shqip. Dhe, po ashtu,
sipas déshmive té Budit, ai libér, ndonése shumé i réndésishém, kishte shumé té meta, té cilat e
shtyjné até gé té ndérhyjé gjuhésisht e ndoshta edhe né aspekte té tjera, né ményré gé té krijonte
njé libér krejtésisht tjetér, apo njé kopje apo variant té zgjeruar té “ Dités sé gjyqit” té shkruar apo
té pérkthyer nga Pali prej Hasit. “ Shkrova mbé gjuhu tané ma paré do kapituj té Ditésé gjyqit, qi
i gjeta shkruom Atit shumé ncé ndershmit e ncé devotshmit, frat Palit prej Hasi, té cijté, ende me
do té tjera nshtuome...” Dhimitér S. Shuterigi kété thénie, apo informacion nga parathénia e
Budit e “déshifron” si njé kopjim té kepitujve té “Dités s gjyqit” nga ana e Budit (Shuteriqi,
.65). Fjalée e Budit déshmojné qgarté se “Doktrina e krishter& éshté e shkruar mbi bazén e
“Dités s& gjyqit’ té Pal Hasit, apo, né mos jo térésisht, gjo &shté shkruar mbi bazén e disa
kapitujve té kétij libri té Palit, tashmé inekzistent.

Né gjuhén e studimeve letrare késgj i thoné hipertekst. Kjo do té thoté, dhe kété e pranon
edhe veté Budi, se “Doktrina e krishter&” éshté njé libér i ndértuar mbi hipertekstin e njé libri
tjetér, pér té cilin a nanjofton veté. Ne nuk e dimé saktésisht nése ky libér i Budit éshté térésisht
i tij, apo vetém njé redaktim apo pérpunim i njé libri t& mbetur né doréshkrim nga Pal Hasi, i cili
giithashtu librin e tij, apo “kapitujt” e librit té tij, g& i pérmend Budi i kishte shkruar apo
pérkthyer po ashtu si njé nevojé imediate pér klerikét dhe komunitetin shqiptar gé té gjitha
shérbesat fetare i bénte né gjuhén latine, italiane dhe greke. Dhe ne, po ashtu, nuk e dimé nése
Pal Hasi vdiq i ri apo né moshé té shtyré, ashtu sikurse gé nuk e dimé as pér vitin e vdekjes dhe
télindjes st tij.

Pjetér Budi pérpunuesi teksteve té Pal Hasit

Nése dihet Budi e nisi veprimtariné e tij me shkrimin e librave né gjuhén shgipe duke
marré e duke i pérpunuar disa kapituj té “ Dités s2 gjyqit” té Pal Hasit, megjithaté nuk dijmeé nése
kéta kapituj té kétij libri, té shkruar apo té pérkthyer nga Pal Hasi ishin doréshkrim, apo libér nga
i cili mori apo u shérbye Budi duke e pérpunuar tekstin. Selman Riza thoté se; ”... kéta kapituyj
Budi i béri objekt, jo té& njé kopjimi té thjeshté, por pérkundrazi té njé ripérkitje silistike gpo mé
drejté, té njé ripérpunimi redaksional” (Riza, Vehétsia, 119), duke e botuar até si libér té vecanté,
né té cilin botoi gindra vargje, ku veté u bé poeti i paré shqiptar. Megjithaté, kjo té shpie kah
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déshmia dhe té forcon bindjen se téré “Doktrina e krishteré” e Pjetér Budit &shté e ndértuar nga
brumi i gatshém i gatuar nga Pal Hasi. Budi béhet i singerté kur thoté se mori nga Pali i Hasit
tekstin e té cilit e pérmirésoi, e pérpunoi, e plotésoi dhe sé fundi e botoi duke e hedhur firmén e
tij si autor. Né kété rast, nése pér hartimin e librit té tij, t& cilin e botoi mé 1618 ka marré nga
kapitujt e “Dités s gjyqit” té Pa Hasit, Budi éshté dashur gé s& paku né kopertinat e kétij libri
(“Doktrina e krishter&”) té shkruante edhe emrin e “ncé ndershmit e ncé devotshmit, frat Palit
pref Hasi”, né ményré gé ai né kété rast té ishte bashkautor. Por kété s'e béri dot, ndérsa Pa
Hasin e la vetém si autor té cituar, pas té cilit emér do té mbeten dilema, pagartési, qofté pér
kohén e té jetuarit t& Pal Hasit, qofté edhe pér té shkruarit dhe té té Iénit trashégim dicka pér
letérsing, kulturén dhe gjuhén toné. Pasi gé emri i Pal Hasit figuron vetém né parathénien e librit
té Budit, por jo edhe né kopertiné si bashkautor, apo autor i vecanté, atéheré ai mbeti vetém njé
autor i cituar, ndonése né kété rast té gjitha rrugét té shpiejné té konstatimi se ai &shté njé autor
origjinal ( vetém te “Doktrina e krishteré” ), ndérsa Budi, si¢ thoté S. Hamiti te “Tematologjia’,
“njé pérpunuesi teksteve té Palit prej Hasit” (Hamiti, 2003. fq.60).

Se Budi ishte njé pérpunues dhe bashkautor me Palin, kété e pohon edhe Rexhep Ismali,
duke cituar Selman Rizén (Riza, Vehtésia, f. 119), i cili punén e kétij shkrimtari, kleriku dhe
pérkthyesi librash fetaré, e shihte jo vetém si njé kopjim té thjeshté. Megjithaté, duke pasur
parasysh tretjen, apo mbetjen e tij nén “hijen” e cituesit, i cili edhe mund té keté marré nga vepra
etij, sipas S. Hamitit (Hamiti, Studime letrare, 2003), Pal Hasi mbetet vetém figuré e letérsisé sé
shkruar e té tretur, g€ jeton si faré né kujtesén popullore.

Dilema rreth kohés s£téjetuarit dhe ajo e gjuhés
dhe e alfabetit gé pérdori

Ashtu si¢ ekziston dilema rreth autorésisé, ashtu ekziston edhe dilemae kohés kur jetoi, e
giuhés dhe e afabetit mé té cilat i shkroi apo i pérktheu librat e tij Pal Hasi. Kur éshté né pyetje
koha e té jetuarit, por edhe duke u bazuar né té dhénat gé jep Budi né parathénien e librit té tij,
Shuterigi dhe studiues té tjeré té letérsisé shqgipe, hamendésojné se Pal Hasi duhet té keté vdekur
né fund té shekullit XVI1, gé do té thoté dikund rreth viteve 1590-1599, kohé kjo kur edhe Budi
filloi shérbimin e tij kishtar né ato vende ku me siguri do té keté shérbyer Pal Hasi. Por, nése
kemi njé pohim pér periudhén e vdekjes, ne nuk kemi informacione pér datén e lindjes & kétij
autori. “Pali ka gené pérshtatés apo pérkthyesi njé vepre me titull “Ditae gjyqit” dhe se ka jetuar
né pjesén e dyté té shekullit XV1”, pohon Dhimitér S. Shuterigi né librin e tij “Autoré dhe
tekste”.(Shuteriqi, 1977, £.63.) Ndérkaq, kur flet pér gjuhén e autorit dhe alfabetin me té cilin ai
mund té keté shkruar, Shuterigi éshté i mendimit se ai duhet té keté shkruar me alfabetin toné té
vjetér latin té Veriut, té njohur gé nga Buzuku, konstatim gé géndron. Shuterigi Pal Hasin e
vendos midis Buzukut dhe Budit (Shuteriqi, 1977, f. 63).

Me kété nénkuptohet se Pal Hasi, si njé autor i panjohur, por gjithsesi interesant, mund té
jeté edhe bashkékohés i Gjon Buzukut, ndérsa vepra apo veprat e tij, té panjohura pér historiné e
letérsisé shgiptare, mund té jené shkruar edhe para, njékohésisht dhe pas “Mesharit”, ndérkaq
“kapitujt” e “Dités s& gjyqit” té& pérmbledhur né ndonjé libér té kryer apo té pakryer mund té jené
té asg) kohe, Puna dhe veprimtaria e kétij autori, bashk& me emrin, po té mos e kishte cituar
Budi, mund té ishin zhdukur térésisht, sepse até askush tjetér nuk e pérmendi deri né até kohé e
as mé voné. Madje as Pjetér Bogdani, njé shkrimtar tjetér i réndésishém i letérsisé 2 vjetér
shqipe, i cili po ashtu vinte nga e njétakrahiné nga e cilaishte Pal Hasi.
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Pal Hasi dhe Andrea Bogdani —autor é té cituar té njé letérsietétretur

E filluar nga Pali prej Hasit, tradita hagane e shkrimit té& shgipes nuk kishte té rreshtur.
Déshminé e vazhdimit té késgj tradite na e forcon pohimi i Pjetér Bogdanit pér njé Gramatiké
latinisht-shqip té té ungjit, Andrea Bogdani, e cila pér fat té keq, para se té vinte né duart e
lexuesve u zhduk pa gjurmé.

Pér Andrea Bogdanin dijmé se ishte njé klerik i pérmendur i shekullit XVII dhe i ungji i
Pjetér Bogdanit, arkipeshkv i Shkupit. Por, nése Andrea ishte njé personalitet shumé i nderuar
dhe i pérgatitur i kohés sétij, né shérbim té kishés dhe atdheut, ne nuk kemi ndonjé dokument gé
do té na déshmonte sheshazi se a ishte edhe njé persondiitet kag i nderuar i kulturés dhe i
giuhésisé, Déshminé se a ishte njé njeri i pérkushtuar i lé&rimit t& gjuhés shqipe, por edhe i
njohjes s gjuhéve té tjera, na e ofron veté Pjetér Bogdani né parathénien e “Cuneuesit...”, ku
thoté se i ungji i tij kishte shkruar “njé gramatiké fort té godicime latine-shqip”. Vepranéfjalé, e
cilaishte gati pér botim, nuk ishte botuar deri né até kohé&, mbase pér shkak té moslejimit ngaana
e propagandés Fide, apo edhe pér ndonjé arsye tjetér, pengesa dhe véshtirési té cilat i kishte
pasur edhe veté Pjetri pér botimin e librit té tij “Ceta e profetéve’. Sipas Pjetér Bogdanit,
gramatika latinisht e shgip e Andrea Bogdanit, té cilén pas vdekjes £ té ungjit e mbante ai vet, s
njé testament té réndésishém té punés sé té ungjit né fushén e gjuhésisé shgiptare, i humbi rreth
vitit 1684, kur edhe vdig Andrea. Déshminé pér humbjen e gramatikés & té ungjit e mbéshtesin,
apo e marrin si argument té ekzistimit té késgj gramatike edhe studiuesit shgiptaré, Dhimitér S.
Shuteriqi, Selman Riza, Jup Kastrati, |. Zamputi, lbrahim Rugova, Sabri Hamiti, Rexhep Ismaili
etj. Shuterigi né shénimet gé jep pér kété déshmi né librin Shkrimet shgipe té viteve 1332-1850,
éshté i bindur se Gramatika e Andrea Bogdanit pér té cilén flet Pjetér Bogdani ishte shkruar pér
nevojat e mésimit té latinishtes prej klerit katolik shqgiptar, ashtu si¢ ishin shkruar edhe disa
tekste gramatikore para tij. “Pjetri thoté sei ungji e dinte miré shqipen dhe e pati ndihmuar dhe
nxitur pér té shkruar veprén etij “Cuneus...”. (Shuteriqi, 1978, fg.80).

Pra, shikuar ngaky prizém, Andrea Bogdani, pérpos gé ka mbetur njé personalitet shumé
i nderuar i kohés, nadel edhe njé autor tekstesh té réndésishme, si¢ ishte hartimi i njé gramatike.
Ai ishte njohés i miré i shqipes dhe i latinishtes, prandaj, duke gené njé gjuhétar i miréfillté,
kishte arritur té shkruante njé gramatiké shumé té gélluar, apo si¢ shprehet poligloti dhe prozatori
i paré i shqipes, Pjetér Bogdani, “fort té godicime”. Gramatika né fjal€, pér shkak té rrethanave
tragjike gé e pércollén kombin shaiptar, e bashké mé té edhe kulturén, giuhén dhe intelektual &
shqiptaré, humbi, apo si¢ pohon P.Bogdani “u tret si kripa né uj&’, gé do té thoté u zhduk. Kjo
gramatiké, humbja e s2 cilés doemos se paraget njé humbje té pakompensueshme pér gjuhésiné
dhe pér kulturén e gjithémbarshme shqiptare, me siguri do té jeté tretur dikund maleve dhe
shpellave kah u strehua dhe u fsheh Pjetér Bogdani né kohén e ekspeditave turke né pjesén e dyté
té shekullit XVII. Até mund ta keté mbuluar pluhuri i kohérave, apo flakét e luftérave, por
déshmia e Bogdanit se i ungji i tij kishte shkruar njé gramatiké fort té goditur, éshté pér t'u
besuar. Librin né fjaé nuk e kemi, ashtu sikurse nuk e kemi aslibrin “Dita e gjyqit” té& Pal Hasit,
por pér to jané déshmité. Pérderisa pér Andrea Bogdanin flet njé i aférm i tij, pérkatésisht nipi,
gé u déshmua dhe ka mbetur njé nga figurat mé universale té kohés s tij, pér té dytin, pér Pa
Hasin flet njé personalitet tjetér, po ashtu i réndésishém i kohés, Pjetér Budi, njé autor i cili
|etérsisé dhe gjuhés shaipe i lanjé déshmi fundamentale dhe njé visar shumé té gmuar.

Dhe nése Pdl Hasi, sipas déshmive té Pjetér Budit éshté njé autor gé kishte pérkthyer apo
pérshtatur pjesé nga libri i shenjté, tjetri, pra Andrea Bogdani, éshté hartues i njé gramatike
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dygjuhéshe. Ata kishin té& njéjtin géllim: Té shkruanin apo té pérkthenin tekste pér nevojat e
kishés dhe té klerikéve katoliké shqiptaré, té cilét kishin véshtirési né kuptimin e latinishtes, apo
téitalishtes, né té cilat gjuhé edhe predikoheshin ritet fetare né kishat shqiptare té asgj kohe. Dhe
tendenca pér hartimin e librave té€ vecanté, pér nevojat e klerit katolik shqgiptar, ishte njé tendencé
e njé réndésie té madhe, e cila shogérohej me rrezige t& médha, madje edhe me jeté, si¢ i kushtoi
Budit, por mbase edhe Pal Hasit dhe ndonjé autori tjetér.

Pérfundim:

Si¢ shihet Pal Hasin dhe Andrea Bogdanin i pércolli fati i keg i mosnjohjes s veprave
dhe i fryteve té punés sé tyre shumévjecare. Pérveg késq, ata i pércolli edhe njé fat tjetér i
pérbashkét: né mungesé té déshmive, pra té ekzistimit edhe né ményré fizike té veprave pér té
cilat flasin Pjetér Budi e Pjetér Bogdani, atai pércolli fati i mbetjes vetém s autoré té cituar, apo
Si¢ do té thoshte studiuesi Sabri Hamiti, autoré té njé letérsie dhe trashégimie té tretur.

Megjithaté, veprat e Pa Hasit dhe té Andrea Bogdanit, qofté edhe né kété formé, arrijné
té komunikojné né formén dhe ményrén e tyre, duke pércuar téré kompleksitetin e vecantisé dhe
té réndésise sé tyre kulturore letrare, gjuhésore té njé kohe té caktuar, gjithses té réndésishme,
né shkallé kombétare. Ata, padyshim jané dhe do té mbeten emra gé nderojné kulturén toné té
|ashté dhe déshmojné pér njé tradité tonén letrare dhe shkencore shumé mé té hershme se sa go
gé navijné déshmité.

Refer encat

Budi, P., 1986. Poez (1618-1621), Prishtiné: Redaksia e Botimeve “Rilindja’.

Bogdani, P., 1989. Ceta e Profetéve, Prishtiné: Redaksia e Botimeve “Rilindjd’.

Hamiti, S., 2003. Sudime |etrare, Prishting: Akademia e Shkencave dhe e Arteve té Kosovés.
Hamiti, S., 2005. Tematologjia,. Prishtingé: Akademia e Shkencave dhe e Arteve té Kosoveés.
Ismgli, R, 1986. Parathénie e librit “ Poezi” t& Pjetér Budit, Prishtiné: Redaksia e Botimeve
“Rilindjd’.

Rugova, |., 2005. Vepra e Bogdanit, Prishtiné: Shtépia Botuese “Faik Konica'.

Shuteriqi, S. Dh., 1977. Autoré dhe tekste, Tirané: Shtépia Botuese “N. Frashéri”.

Shuteriqi, S. Dh., 1978. Shkrimet shqipe né vitet 1332-1850, Prishtiné: Redaksia e Botimeve
“Rilindjd’.

20
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Hyrje

Rruga népér té cilén ka kaluar letérsia shgipe pér té fituar pérmasat e njé letérsie kombétare
dhe individualitetin e ploté artistik, kagené e gjaté, e véshtiré dhe e ndérlikuar. Ajo ndoqi fatin e
popullit té sg pér njé kulturé kombétare. Brezi i kétij shkrimtari e thellon mé shumé dimensionin
kreativ té kohés, botés 2 re gé po ndértohet, dimension ky gé déshmon nivelin e arritjes soné.Né
rrugén shekullore té zhvillimit toné s komb, pati ngecje, zvarritje, gaste krizash sidomos né
aspektin e ekzistencés, mbase kéto rrethana kushtézuan tiparet e karakterit té njeriut. Autori
realitetin né terési. Potencion ¢géshtjen e funksionit té artit si vetédije e thellé e njé kohe dhe e njé
shogérie. Té mos harrojmé se arti si pérgjegjés pér efektin gé duhet té ushtrojé né natyrén dhe
edukimin e génies njerézore, njé ményré té tillé té strukturimit té€ pérmbajtjes s2 vizionit artistik,
si fektor ndérmjetésues ndérmjet shuméllojshmérisé sé pérmbajtjeve té jetés, té historisg, té
tradités dhe artit, manifestohet fugishém dhe né ményré té shkallézuar né gjithé Iéndén e késg)
vepre.E themi kété, sepse shkrimtari né fjalé nuk éshté i ¢farédoshém né botén shqiptare, por njé
figuré géndrore me rrezatim té gjeré, me peshé specifike né ecuriné progresive té letrave tona
dhe njé piké referimi né rrjedhén e drejtimet e kulturés soné. Temperamenti egocentrik, sado
ndérlikime géi solli personalitetit té tij, nuk ia errésoi figurén shkrimtarit né historiné e letérsisé
shaipe! Eshté njé individualitet i spikatur,mendimtar, krijues e njeri, qé e begatoi universin
letrar. Bota intelektuae e tij, éshté bota e kulturés njerézore, e letérsisé dhe e psikologjisé s&
njeriut. Shkrimtari depértoi né hapésirat e lirisg, me shpirtin kérkues, njé sferé kjo, ku synimet e
tij ishin té kushtézuara nga rrethanat dhe kérkesat e kohés. Shikuar né pérgjithési, mund té thuhet
se, Kogo Kosta éshté shkrimtar i ideve dhe i gjykimit té thellé, shkrimtar i cili sintetizon né
ményré harmonike urtésiné dhe mencuringé popullore me reflekset dhe gjykimet intelektuae,
arrin drejtpeshimin midis fjaés dhe idesg, midis tradités dhe 2 resé, midis subjektives dhe
objektives, lokales dhe universaes.

Sfida e késg kumtese éshté sa déshmuese dhe historike, ag estetike dhe etike.Fashikullimi i
késaj sfide éshté krejt i brishté né fillimet e atyre viteve, thuagse inekzistente,por té
mirépércaktuar. Shkohet nga intimja tek bota, nga genia unike tek genia shogéroreMe
inteligjencén shqiptare, me forcén dhe kuragjon pér té mos u shterur, pér té mos u atrofizuar, hyn
njé géndresé e njé tipi tjetér gé rreket té pérjetésojé té njerézishmen, té bukurén, shijen e sé mirés
dhe sensuaen.Shkrimtari gjen ¢elésin e duhur pér té mos e zbehur dritén e késg enigme.Tashmé
pérmes shkrimit tim ju ftoj bujarisht té pérjetoni dhe shijoni estetikisht preciozitetin e
shkrimtarit, té njé jete unike.
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Koncepti “art”éshté njé abstraksion shkencor, gé shénon anét mé thelbésore, té
pérbashkeéta, t& dukurive shumé té ndryshme artistike.Dimé fare miré se, detyra mé e paré e
historisg sé letérsisé sé njé populli, éshté sigurisht té studiojé dhe té vendosé né kohén e vet jetén
dhe veprén e shkrimtaréve qé kané krijuar kété letérsi, té véshtruar kronologjikisht e né lidhje té
ngushté me rrethanat historiko-shogérore, rrethana kéto gé pércaktojné brendiné e sgj, njé
progres gé vihet né akumulimin e pandérpreré té vlierave artistike, duke u shtuar nganjéri brez né
brezin tjetér. Té mos harrojmé se masa qé gézojné dhe pérjetojné sot vierat artistike éshté mé e
madhe se kurré, madje dhe niveli i shijeve té veprave letrare vjen duke u rritur, ndonése brenda
rendeve shogérore kjo prirje pércillet. Ashtu si njé progres i cili ka njé karakter relativ e jo
absolut, ashtu ndodh edhe me veprat.Por veprat e shkrimtarit né fjalé gézojné njé respekt té
veganté.

Kumtesai kushton vémendje té vecanté shkrimtarit né fjal &, zérit té fugishém dhe té spikatur,
autorit gé rrahu shtigjet e panjohura té palévruara gjer atéhere, veprae té cilit mbart né ményrén
mé té garté, té pérgéndruar e nga shumé ané tendencat mé té dukshme dhe thelbésore té
zhvillimit té letérsisé soné.Pérse e themi kété ? Gjithmoné para shkrimtaréve ka géndruar detyra
té pasgyrojné drejt né veprat e tyre proceset dhe prirjet themelore té letérsisg, té thellojné
karakterin kombétar té letérsisé e krijimtarisé, té luftojné ¢do shfagje té skematizmit.Ngarkesa
emocionale e njé vepre nuk fitohet si pasgyrimi mekanik i jetés, sepse dihet gé njé vepér té
pasgyrohet né art duhet t& krijojé pér lexuesin vierat e njohura estetike. Nése njé vepér nuk mé
shkakton gjithmoné emocione positive estetike, atéheré do mbizotéronte komikja né kété vepér.E
kénaqur estetikisht me veprén e K.Kostés, e vlerésoj shkrimtarin pér majat e idedlit pozitiv, gjé
gé mé kalejuar t'i afrohem samé afér kétij ideali.Shkrimtarit nuk i mungon koncepti estetik pér
jetén por duke kaluar nga njé epoké né tjetrén, ka arritur né pérfundimin se, té njohésh gjuhét
specifike té llojeve té ndryshme té artit éshté i domosdoshém edukimi artistik gé pércjell njé
vepér letrare pér subjektin dhe objektin gé krijon, duke kuptuar artin gé éshté i afté té kénaget me
bukuriné. Kjo éshté edukata estetike dhe e pandérpreré, ky éshté pérjetimi artistik, ky éshté akti
njohjes gé nuk pérmblidhet vetém né pérjetimin emociona té veprave té shkrimtarit.

Po té shohim me kujdes, vémé re se pér t'i arsyetuar piképamjet, botékuptimet dhe veprat e
tyre, jepet parahistoria e tyre né ményré retrospektive. Kéto jané personazhe statike té cilét
pérkundrejt zhvillimit dhe veprimit té Stuatave, nuk pésojné ndryshime né botén e tyre té
brendshme. Personazhi i shkrimtarit toné nuk pércakton aksionin dhe ¢do tregim, nuk konstituon
né pérshkrimin e karaktereve. Shkenca e estetikés ka provuar se, vepra krijohet pér t'u pélgyer
nga lexuesit dhe éshté e vérteté gé vepra e kétij shkrimtari pérjetohet né sfondin e pérvojés
estetike té cdo lexuesi té pérvecém dhe ku béhet mé e kapshme nga ¢do lexues, aéheré
thjeshtézohet dhe e pajis veprén me vlera estetike.Vetém késhtu, me kéto ide, ashtu si idhtarét e
“estetikés sé veprés sé hapur”, edhe Kogo Kosta paragitet si zédhénés i késaj shogérie gé krijon
kété art t& madh.? Prerjet tematike nuk té japin doré gjithmoné pér té studiuar njé periudhé apo
dukuri letrare, té paktén né njé letérsi relativisht té vogél si letérsia shgipe. Kur jané té ngjashme
rrethanat letrare e jashtéletrare, kur procesi letrar zhvillohet né garge té vogla e shumé té vogla,
tema béhet modé e moda kalon shpejt. Né fakt, dhimbja éshté jo vetém tabu por edhe kryetemae
letérsisE pas realizmit socidist. Ashtu si¢ éshté e pafund dhe misteri intrigues e térhegés né botén
e njeriut, ashtu jané dhe trajektoret stilistike qé funksionojné né jeté té jetéve pér zbulimin e tyre.
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Konceptet estetike
E madhérishmjadhe e bukura

E madhérishmja éshté gjithmoné identike, e barabarté me té bukurén.Ashtu si né krijimtariné
muzikore té Bethovenit gé spikat fort shkrirja e & madhérishmes me té bukurén, késhtu ndodh
gati né ¢do vepér té kétij shkrimtari.Qysh né leximet e para nuk éshté véshtiré té konstatosh
emocionet estetike gé lindin nga fenomenet e s& madhérishmes, té veprave té tij gé mé kujtojné
piramadat e lashta té Egjyptit.Veprén e kétij shkrimtari e shohim té personifikuar né ményrén
mé té ploté, né shkallén mé té larté, té shogéruar me kénagésing positive estetike. Romani éshté
njé mozaik letrar, terésia e té cilit e pérbén librin, prozén e shkrimtarit si pérfagésuese té prozés
s& sotme shgipe. Bukuria e té rréfyerit 18 t& nénkuptohet se letérsia ende nuk i ka shpenzuar
energjité,ende ka pér té théné pér shpirtin e njeriut dhe ende ka mundési ta magjepsé lexuesin. ®

Pérjetimi i sfondit romantik. Shembull. Sofie Kondili mbulohet me trishtim. “ uné u rrita gé
té martohem e té flé me mashkull e jo me kac burré” ...uné dua burré...lojta. Né kété mankth
kulmor kemi ndérthurrjen e nevojés pé mémési dhe nevojés pér dashuri sublime. Redizimi
vetém né natén e fundit pérfagéson vetém plotésimin momental, dhe kjo éshté njé dramé e thellé
njerézore e cila shkon pértej njé nate té bardhé peréndie. Shembull.Si¢ thamé né nr 4,1986 né
“Néntori”, u botua pjesa e paré e novelés “Ataté dy dhe té tjeré”.Veprangjali interes té vecanté.
Pritej me kérshéri pjesa e dyté né nr 5.Po né vend té sg ndodhi njé lIékundje sizmike e frikshme,
gé e kishte epigéndrén né pultin e komandés <& diktaturés. Ata nuk donin t'ja dinin pér shijet
estetike, letrare dhe as pér dinjitetin artistik.

Cilésiadhe sasiatek e madhérishmja

Estetét natyraisté e quanin dicka madhéshtore, tokésore dhe njerézore, lidhjen e sé
madhérishmes me sasiné.Por lind pyetja: Sasia e veprave té shkrimtarit, a e bén t& madhérishém
shkrimtarin toné? Ky éshté njé koncept realist. E madhérishmja éshté fenomen i realitetit i cili
gjithmoné shogérohet me kénagési positive estetike, na ngjall njé ndjenjé gézimi, té afért me até
ndjenjé gé shkakton emocione estetike apo perceptim té s& bukurés s veprave té
shkrimtarit.Njohja dhe studimi i kétij individualiteti artistik kérkon doemos qé té depértohet né
hapésirat e artit té tij, t& hyet né laboratorin e punés sé shkrimtarit, té zbulohen té fshehtat e
mjeshtérisé s& rréfimit. Tiparet origjinale té artit t& shkrimtarit, nuk mund te hetohen pa dalé i
garté vokacioni gé pérfagéson né letérsiné toné. Kujtojmé kétu “Nata e Sofie Kondilit”, njé
roman tipik me aluzione té forta, njé roman plot tension, ku auzionet mund té shkojné deri te
joshjet e lirisé sé periudhés poskomuniste, por ja gé ky roman u bé mé pas zéri i jehonés s&
shoqérisé gé jeton te ne.Polifonia e detajeve esencia e né harmoni me njéra-tjetrén, shkon deri né
giendjen e pérmbushjes sé déshirave dehése dhe erotike.Bukuria e veprave té tij ka vleré artistike
e gé shfag atmosferén shpirtérore té personazheve né lidhje me tendencat estetike dhe artistike s
klimé e asg kohe. Por,né art, dihet se nuk éshté kurdoheré sasia gé pércakton vlerén e njé
shkrimtari. Edhe pse bilanci sasior i krijimtarisé artistike &shté i kufizuar, né té vérteté ai u mor
me letérsi téré jetén. U mor né kohé té ndryshme, pas intervalesh té gjata, aq sa veprat letrare té
miréfillta duken episodike, té véshtruar né sfondin e veprimtarisé sé gjithanshme. Burimi i paré
katé b&jé me “Itinerarin jetésor” té tij.
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Burimi i dyté katé b&jé meleximin

Specifika e korelacionit midis shkrimtarit dhe jetés, kohés dhe vendeve né té cilén ai vepron,
jo vetém sugjeron pérheré “léndén jetésor€”, subjektet, por i materializon né vepér. E
madhérishmja shfaq format mé kryesore té trupézimit té veprave mé té plota Brenda
marrédhénieve estetike me fenomenet e madhérishme té redlitetit e té artit, veprat kané njé
ndjenjé kénagésie té forté,té thell&, shogéruar me emocionin specifik qé shogéron perceptimin e
fenomeneve gé pérmban romani kolosal dhe i madh. Tipikja né vepér.Cdo fenomen i veprave té
shkrimtarit shérben s pérgjithésim artistik. Forca tipizuese shfag individuaizimin e figurave
artistike® ( “Dademadhja’, Tiran&, 1976. “Erae udhéve’, Tirang, 1981.

Karakteri akseologjik.Njohja e reditetit t& veprave éshté pasqyrim i ndjenjave dhe i
mendimeve gé shfagin njé géndrim aktiv ndaj ¢do emocioni dhe mendimi gé shkakton rediteti i
veprave.Ashtu si Floberi dhe Heminguej gé kané gené pérpjekur ta shprehin né ményré té
térthorté géndrimin e tyre vlerésues ndg jetés, ky element nuk i ka munguar asnjérés prej
veprave té tij.Elementi vlerésues,njohés dhe pasqyrues, i hap rrugén artit té tij.

E reja. Paraségjithash, mé duhet té pranoj se, jo vetém tek veprat e tij, por né té gjithé veprat
né terési, personaisht nuk mund té kundérshtojé asgjé nga ana estetike. Shkrimtar kérkues, i
pasionuar dhe i rafinuar né mendim, me energji |évizése té botés njerézore, kérkon gélimin e
vetvetes, kérkon gelizén promotore té té gjithé veprés s tij.Mund té thuhet pa friké se, zshtz po

ky, gé i kadhéné komunitetit njerézor njé roman té& pérmasave bashkékohore.

Dhimbja. Duket sikur né vepér ka njé dramatizém mes personazheve, por jo. Ato thjesht
shfagin formén e ndjeshjeve jetésore té ashpra. Mbishtresat simbolike jané shenjé e stilit modern,
e parashenjave si vijimési emocionesh. Fjalori éshté i begaté. Fraza, si e pérshkrimit ashtu dhe e
rréfimit, éshté e shkurtér dhe shpreh shumé kumtime. Njé frazé e tillé shenjon shémbélltyrén e
jetés, krijon gjerésing e rréfimit dhe té pérshkrimit.

Pérfundime

Shkrimtari té fut né gjuhén e pérditshmérise dhe kjo éshté njé pasuri e madhe letrare dhe
gjuhésore, njé shprehje e drejtpérdrejté e pasurisé sé mendimeve, té€ ndjenjave gé jané ndryré né
té.Kohae rréfyer jep hapésirén dhe mjedisin ku zhvillohen ngjarjet, krijon ngjyresén historike té
atyre viteve.Tani mendimi dhe morali do té jené té ¢cpenguar nga paragjykimet kohore, tani arti i
autorit éshté mé universal dhe human, tani shkrimtari do té besojé se jetaka si timon ¢lirimin nga
paragjykimet, demokraciné dhe léngun nga éshté ushgyer romani i tij.Ky éshté utopizmi i
ndjenjave, kjo éshté bota giellore nga ku mund té clirohen njerézit. Pérfundimet tona do té na i
plotésonte mendimi i studiueses gjermane Kete Hamburger, “Logjika e letérsisg’, ku thuhet se;
“Nuk ka asnjé kriter ekzakt as logjik, as estetik, gé do t& mund té na sgaronte nése mundemi ta
identifikojmé subjektin rréfyes .“Angazhimi i detyruar”i kohés £ diktaturés, rreptésia e
rregullave sunduese gé nuk buronin agq nga njé progres krijues i vendosur nga veté shkrimtarét,
po ngadirektivat e “partisg shtet”, nuk mundi té shuante larminé e individualiteteve krijuese. N&é
“shtratin e Prokustit té rregullave té realizmit socidist, u shtriné rehatshém vetém talentet e
dobéta, talentet e forta u béné géndrest atyre rregullave dhe arritén té carat e armaturés sé
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dukshme elemente té reaizmit kritik gé nuk pati kohé té zhvillohej krejtésisht dhe té arrinte
pjekuriné né letérsing shqiptare dhe madje elemente t& modernizmit. Kjo béri gé té mbizotéronin
té gjithakategorité: e dhimbshmja, e bukura, e madhérishmjaet;.

Shénime

Kosta,Kogo. Refleksion: Kogo Kosta rréfen vetveten: Dicka pér vete dhe pér romanin: “Ata té
dy dhe té tjer&’ —refleksione, shkrimtari rréfen vetveten né “Tema’. -Nr 1641,9 dhjetor,
2005,f.20-21.

Berisha.N.Anton. Veganti ligjérimesh poetike.Fq.44

Uci, A. véllimi 2,Esteika.)

Kosta K. ( “Dademadhja’, Tiran&, 1976.

Kosta, K.“Erae udhéve’, Tirang, 1981.
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Autsajderi si personazh gendror néraport me personazhet femra

Fatmire Vejseli

Universiteti i Evropés Juglindore
Tetové, Magedoni

f.emurllai @seeu.edu.mk

1. Marrédhénia né mes bartésit té vajzés dhe autsajderit

Né kété dramé do té prezantoj personazhét femra, né fakt, raportin e tyre me té riun Rele.
Analiza e personazhit té Olga Beroter, tregoi njé formulim t& mundshém té tezés qé kjo femér,
pérfagésuese e gjeneratés sé re éshté njé figuré femérore paralele e Rele-ut.®

Por, hulumtimi mé i detgjuar tregoi se Olga pér dallim nga Rele, nuk pérshtatet né skemén e
njejté té viktimave né mjedisin jetésor. Késhtu gé né fund edhe Olga béhet géllim i brutalitetit
dhe mostolerancés sé njé grupi té rinjésh, Mariluize Flgser tregon pér njé ményré moderne té
gjuetisé sé shtrigave, por tregon edhe se né ambientin e ulét kristian, pothugse asgjé nuk ka
ndryshuar qé nga koha e Grethenit t& Géte-s dhe Klarae Hebelit.®

Megjithaté, deri né fund té dramés, shkrimtarja e prezanton Olgén, si anétare té grupit. Ajo
nuk éshté radikalisht mé ndryshe. Por Rele éshté radikalisht ndryshe’. Olgén mund ta shohim
edhe si njé tip shumé té njohur femre - njé grua e re, e pamartuar dhe me fémijé - né njé shogéri
tradicionale. Rele iriton, askush nuk mund ta gellé né vete. Ai éshté dicka krejtésisht ndryshe,
dhe prandaj né té shumtén e rasteve éshté si njé cjap viktimé né krahasim me Olgén.

Kjo éshté edhe thelbi i marrédhénies s2 Olgés me Rele-un. Autorja bén eksperiment ku dy
autsgjderé tipiké dhe viktima, Olga dhe Rele, do té kishin mundur disi té bien né ujdi, ndoshta
edhe té jené solidaré. Mirepo, kjo nuk béhet.

Fjdavendimtare né lidhje me kété bie gé né pamjen e pesté:
Olga: Ju mendoni se Olgado té ndihmojé. Olga nuk ndihmon.
Rele: Tek ju kérkoj vendstrehim.

Olga: Kapeni.

Rele: Né ¢'toké jam uné?

Olga: Né ténden, ku té aférmit ténd nuk i lejohet asgjé tjetér, pos té pélcass.

® Sauer 1991, 38.

® Riihle 1972, 11 ff.

" Pér temén pér kreativitet social té& Tjetrit absolut, gjithmoné thirrem né studimet e Mishel Fuko-s&. Kuptimi i tij
mbi Tjetrin absolut, mund lehtésisht t€ lidhet me kuptimin mbi diferencimin té Deridadhe Lakan, i pranuar nga
shumé feministe
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2. Amésia dhe autsajderi

Pér Rele-un, portreti i nénés ka njé éndési té veganté, dhe kjo ishte objekt i analizés toné té
Rele-ut si dhe analiza e nénés < tij. Babi Beroter, né njé ményré interesante, ndryshe nga té
giitha figurat e tjera né dramé, tregon empati, simpati dhe respekt ndgj Rele-ut. Kétu mund ta

Né kété ményré krijohet njé imazh ideal i prindérve, kurse personazhé té vetém baballarésh
apo nénash, tek MLF mund té shihen vetém né kuptimin negativ. Respektivisht né Purgatori ne
Ingolshtat nuk ka baba negativ. Rolin e mjeshtrit Anton té cilin e hasim tek Hebeli, né dramén e
MLF padyshim e merr néna e burrit té ri Rele.

Ajo e paraget shembjen e subjektit njerézor gé né formén primare té intersubjektivitetit, né
komunikimin mes nénés dhe fémijés. Shkrimtarja tregon se autsajderizmi radikal dhe fatkegésia
jetésore e Rele-ut, u krijuan né até kohé shembjeje nga fémijéria e heréshme.Né jetén e
métutjeshme t& Rele-ut, i aférmi primar i njeriut, néna, e dénon fémijén, devijacionet e té cilit i
shkakton veté gjo.

Kétu géndron edhe njé nga bérthamat e anaizés s intersubjektivitetit t&¢ MLF. Pikérisht ai
personalitet, i cili fémijés duhet t'i krijojé hapésiré jashté procedurave destruktive té socializimit,
béhet ekzekutuese e normave destruktive. Me kété, néna e Rele-ut, e rénon até gé veté e ka
krijuar. MLF déshiron ta paragesé karakterin vetéshkatérrues té mjedisit jetésor dhe té
socidizimit té vazhdueshém.

Edhe nga ky aspekt, gjithnjé e mé shumé, vértetohet teza se né koncepcionin e MLF, béhet
fjalé paraségjithash pér paragitjen dhe analizén dramaturgjike té ndalimit, respektivisht shembjen
eintersubjektivizmit.

3. Personazhét etjeréfemra dhe autsajderi

Klementina Beroter dhe Hermina Zgjc e paragesin fundin tjetér té shkallés. Ata i pérkasin
grupit té gjeneratés sé re femérore e cila nuk ka ndonjé problem me integrimin né shogériné e
ulét ekzistuese.

Prandg Klementina Beroter gjendet né mes, midis sé& motrés Olgés dhe vajzés sé fqinjéve,
Hermina. Né fillim gjo éshté e prezantuar si vajzé e cila éshté e orientuar nga babai. Kjo do té
thoté se gjo, ashtu sikur edhe babai Beroter, kané marrédhénie pozitive me Rele-un. Duket sikur
g o ndjen dashuri dhe sikur né njé periudhé té caktuar déshiron té [uftojé pér té.

Pak nga kjo simpati mbetet deri né fund. Né fakt, Klementina i pérket grupit normativ té té
rinjévei cili tubohet né tavanin e shtépisé sé Beoteréve, por g o éshté prej atyre té pasulmuarave,
mé pak agresivét. Edhe né momentin kur edhe Olga kthehet kundér Rele-ut, go kycet, por vetém
né ményré pasive, me neveritje:

Klementina: Por ai po béhet térésisht i gjelbér
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[...]

Jo, mahigni. Té mos e shoh me sy.

[..]

Nuk mund mé ta nuhas kété njeri!

Klementina, megjithaté nuk ofron rezistencé eksplicite kundér mundimit té Rele-ut nga anae
moshataréve té tij, por daléngadalé u bashkangjitet atyre.Olga dhe Klementina kygen né ményré
emocionale primare, né gjueti t& ndryshme moderne té shtrigave té gjeneratés 8 re. Atyre u
mungon njé nivel refleksiv i cili tmerrin dhe jotolerancén i lidh né njé koncept ideologjik.

Né kété piképamje, Olga dhe Klementinai pérkasin botés s& nénés 8 Rele-ut, e cila gjithashtu
nuk ka piképamijet e veta dhe e favorizon papjekuring specifike té gruas né krishterizmin, i cili
kishte réné né nivel mjaft té ulét.

Eshté¢ mé ndryshe me Hermina Zgjc. Jo mé kot, shkrimtarja i lgjon késgj grugje té re, té
paragitet né ményré indirekte kur go e paraget babain Beroter si ided i vajzave té veta ( né
pamjen e paré). Ajo éshté mishérim i njé tipi femre, té cilés i pérket e ardhmja e botés sé MLF, i
karakterizuar s fashizoide. Né lidhje me maltretimet e Rele-ut, nuk shfag kurrfaré emocionesh,
ashtu si¢ nuk kishte pasur asnjé raport emocional ndaj tij.

Pér t&, ai éshté objekt teknik, respektivisht njé lloj miu eksperimental. Dhe até, me géllim gé
né ményré racionae dhe efektive té realizohet eksperimenti né lidhje me normat e shogérisé né
té cilén nuk guxon té jesh subjekt. Kétu MLF, e tregon até tip té racionalitetit dhe efektivitetit me
té cilin né historiné reale t& Gjermanisg, ishte skicuar dhe reaizuar perfekcioni i kampeve té
pérgendrimit® Ky tip gruaje, ka njé mendje té ftohté specifike gé té kujton sjelljen e likuidatoréve
te Kafka. Tek Hermina ka dhe njé aspekt pér até se si duhet té duket marrédhénia normative mes
burrit dhe gruas né kété boté té re té ftohté té brutalitetit joemotiv. Kjo é&shté paragitur né
“storien e fundit té& dashurisg” né dramén Pl, marrédhénia mes Herminés dhe Peps- it.

Njé nga aspektet mé interesante éshté edhe a, sipas té cilit MLF tregon se né kété boté
recionaliste e cila bazohet né materializmin e ri dhe naci — etosin, mé nuk mund té formohen
subjekte té pjekur individualisht. Zhduket dallimi mes burrit dhe gruas. Né& rrafshin e brutalitetit
joemocional sundon abstrakcioni i pastér i social-teknologjisg. Seksualiteti béhet faktor i pastér
funkcional. Né fund Hermina mendon dhe flet sikurse Peps-i. Aq sa edhe mashkulli dhe femra
mund té kémbehen.

Kétu ballafagohemi me filozofiné specifike té konkretizimit, té cilén MLF e merr nga Breht-
i, por né ményré shumé origjinale e pérdor né njé mjedis jetésor konkret, té atij t& njerézve té rinj
rea ngafillimi i shekullit XX.

¥ Kjo éshté shumé e pérafért me ideté e Adorno/Horkhgjmer, 1991 né Diaektik der Aufklarung.
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Pérfundime

Né kété punim jemi pérpjekur té perpunojmé kuptimin themelor dhe performancén aktuale
mbi  "intersubjektivitetin” tek Mariluize Flgser. Pér kété géllim, ne kemi béré njé andizé
individuale té protagonistéve mé té réndésishém né dramén e hershme té MLF, por gjithmoné
duke iu referuar gelljes sé tyre ndg vetévetes dhe ndgj té tjeréve. Nga kjo analiz€, ne mund té
shohim se tek MLF me té vérteté ka veprim reciprok té subjektivitetit dhe intersubjektivitetit.

Ményra se si funksionon kjo marrédhénie midis identitetit/veté-organizimit té njé grupi nga
njéra ané dhe gielljes / gielljen ndgj dikujt tjetér, nga ana tjetér , &shté mjaft e afért me teoriné
kritike té filozofisé dhe psikologjisé moderne, vecanérisht até té Martin Buber-it, Erih From-it,
Teodor Adorno-s, Maks Horkhajmer-it dhe Jyrgen Habermas-it.

Si kéta mendimtaré, edhe MLF - por shumé mé herét dhe mé konkretisht - tregon se né njé
shogéri ku nuk kaindividé té matur, autonom, té vetédijshém dhe vetépércaktuar, individé té liré,
nuk mund té krijohet subjektivitet i vérteté. Por aty ku nuk ka subjektivitet té vérteté,
intersubjektiviteti mund té keté vetém formé té deformuar
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Udhérréfimet dhe udhépér shkrimet gjermane e austriake mbi shqiptar ét
1910 — 1930 Njétentativé mbi sgarimin dheinterpretimin e teksteve
udhépr shkruese mbi shqiptarét né fillim té shek.20.
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Kur flitet pér udhétimet gjegjésisht udhépérshkrimet (Brenner, J. Peter: Die Erfahrung der
Fremde. Frankfurt am Main 1989. S. 14-49) dhe pérshtypjet e autoréve té hugj né viset shqgiptare
népér kohé té ndryshme, menjéheré na kujtohen dy figura gé kané zéné vend té réndésishém né
|etérsiné shqipe. Ndér lexuesit shqgiptaré veganérisht shquhen vizitat dhe udhétimet e Xhorxh
Gordon Bgjronit dhe zonjés Edit Durham.

Né Bibliotekén Shtetérore dhe Universitare t&€ Hamburgut, gjaté reshershimit tim né temén e
magjistraturés, arrita té vérg literaturén gjermane gé i dedikoheg jetés, kulturés dhe
karakteristikave té& ndryshme mbi shgiptarét dhe vendin e tyre. Kontributi dhe angazhimi i
drejtpérdrejté i udhérréfyesve dhe udhépérshkruesve giermané dhe austriaké pér shqiptarét,
veganérisht né dekadat e para té shekullit njézet, né viset shgiptare né Ballkan, pa dyshim mund
té radhitet né anén mé progresive pér sa i pérket trajtimit, eksplorimit dhe gasjes mbi ¢éshtjen
shqiptare. (Wallisch, Friedrich, Der Adler des Skenderbegs. Albanische Briefe aus dem Friihjahr
1914. Wien 1914)

Ky angazhim dhe pérkushtim i tyre éshté njé kontribut me vieré té vecanté né favor té
Shqipérisé dhe shqiptaréve kur merret parasysh gjendja e réndé politike, sociae, kulturore dhe
ekonomike e shqiptaréve né aé kohé. Njé studim i kétyre publikimeve, veprave, titujve, né
njérén ané, kontributi dhe angazhimi i drejtpérdrejté i tyre gjaté asg kohe, né anén tjetér, si dhe
influenca gé patén, meritojné té kené njé trgitim mé té thellé shkencor kur dihet roli i tyre né
zhvillimin e proceseve té réndésishme ballkanike té kohés né té gjitha fushat.

Ky studim pérbén njé kompleks tematik sipas rrafsheve apo fushave me té cilat edhe jané
marré autorét né veprat dhe publikimet e tyre gjaté udhétimeve népér viset shqiptare. Materia et
e trgjtimin né kété fushé shkencore-letrare jané rréfime dhe pérshkrime udhétimesh té ndryshme
luftarake, ditaré, reportazhe letrare, memoare dhe letra té kohés né fjalé. Kjo temé ngérthen né
vete shumé ngjarje historike, politike dhe kulturore. Pérparésia e késgj tematike éshté gé nga
veprat e autoréve té nxjerré né drité njé imazh pér shqiptarét.

Interpretimi i zhvillimit historik éshté njé trajtim personal i autorit dhe nuk ka peshén e
trajtimit té fushés studimore té historisg, pér faktin se autorét kané marré faktet historike vetém
pér té ndricuar faktet e tjera kulturore, zakonore dhe arsimore mbi shqiptarét dhe se e njéjtau ka
shérbyer atyre si njé udhérréfyes né géllimet e veta. Edhe gazetaria e kohés i kadhéné hapésiré té
gjeré ndryshimeve ballkanike dhe ndryshimeve né Shqipéri, veganérisht kohés s& emérimit dhe
géndrimit té Princit Wied né Shqipéri, né fillim té dekadés sé dyté té shekullit njézet. Né kété
tematikeé trajtohen vetém veprat dhe titujt e kategorive e llojeve letrare té sipérpérmendura, si dhe
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njé gasie kérkimore té pérkushtuar kané veprat e autoréve, té cilét drejtpérdrejt ose
studimore pérmbajné né vete elemente letrare dhe situata e momente té ndryshme. (Wallisch,
Friedrich, Der Adler des Skenderbegs. Albanische Briefe aus dem Friihjahr 1914. Wien 1914)

Ato i interpretojné situatat edhe né formé letrare. Teksti, i cili né vete pérmban kryesisht njé
trajitim letrar &shté proza apo reportazhi letrar “ Udhétimi népér Shqipéri” i autorit Karl Otten.
(Otten, Karl: Die Reise durch Albanien 1912. Minchen (1913). Edhe pse né kété vepér udhéti mi
i Karl Otten-it éshté vetém njé rrugétim rasti prej Veriut deri né Shaipériné Qendrore pér té
kaluar mé pas né Greqji, aty né ¢do paragraf hasen elemente | etrare pér nga pérmbajtjae
udhérréfimit. (Brenner, J. Peter:. S. 14-19)

Pra, éshté vepra e vetme né literaturén e e udhépérshkrimeve mbi shgiptarét gé né vete
pérmban kryeképut interpretim letrar, silistik dhe figurativ gjaté udhépérshkrimit dhe
udhérréfimit. Edhe pse shumica e titujve kané njé karakter subjektiv dhe nuk pérmbajné té€ dhéna
té detguara lidhur me ndodhité e kohés, ato prapéseprapé pjesérisht né shkrimet e tyre
pérshkrujané sipérfagésisht grupe njerézish, individé dhe objekte té tjera Pérshtypjet e tyre
individuale autorét i kané grumbulluar né shkrimet e veta né bazé té kontakteve me popuj dhe
individé népér krahinat gé i kané vizituar népér viset shqiptare dhe balkanike. Né tekstet e tyre
nj& hapésiré té gjeré té pérshkrimit dhe hulumtimit t& popujve ballkanik i kushtohen shtresave mé
té uléta té shogérisé, njeriut té thjeshté ballkanik, anda edhe tentimi i pérfytyrimit nga literatura
e kujtimeve té kohéve té caktuara mbi popuj té caktuar paragitet, pér shumé shkage, s
problematike.

Gjaté shkrimit té kujtimeve té pérjetuara ata e humbin drejtpérdrejt efektin e interpretimit.
Kuijtime té tilla jané botuar mé voné nga koha e udhétimeve dhe gjaté botimeve ata tematikisht
kané pésuar ndryshime, jané thjeshtézuar, pérgjithésuar ose jané plotésuar mé tej. Disa nga
tekstet jané publikuar menjéheré pas grumbullimit t& kujtimeve, para se té mbarojné ndodhité, si
né rastin e luftérave balkanike. Disa publikime pérbéhen nga kujtime gé nuk jané botuar nga
veté autorét, por nga botuesit. Kjo dukuri mund té keté ndikim edhe né ekuilibrin, drejtimin dhe
karakterin e interpretimit té ngjarjeve té caktuara. Publikimet dhe botimet gjermane dhe
austriake mbi Ballkanin dhe shgiptarét, nése e marrim parasysh situatén e kohés s8 ngjarjeve té
pérshkruara né recensionet e ndryshme, hasen edhe kritika mbi formén e pérshkrimit dhe té
pérfytyrimit té objekteve dhe té situatava té caktuara ballkanike. Njé pérshkrim, gé haset shpesh
né kritik&, éshté definimi i kufirit ballkanik, gjé gé né asnjé aspekt nuk mund t& merret s
vértetim shkencor. Pra, jané té rrallé autorét gé posedojné parainformata lidhur me Balkanin né
pérgjithési dhe me popujt ballkanik né veganti. (krahaso autoret Friedrich Wallisch, Karl Otten,
Buschan, Georg).

Njé kompleks tjetér i natyrés se trajtimit té shqiptaréve éshté pérvoja individuae e autoréve
né situata té caktuara gjaté kontakteve té tyre me popullatén shaiptare. Edhe kufizimi kohor i
késaj teme ka pér bazé ngjarjet e réndésishme, tensionet luftarake dhe ndryshimet politike,
socide e kulturore né Balkan né dekadén e dyté té shekullit njézet. Pérpos elementeve té
trajtimit té drejtpérdrejté té objekteve, b&né pjest edhe vierésimet, vet interpretimet dhe
ballafagimi me shqiptarét, por edhe me popuijt e tjeré té Ballkanit. Ké&o jané pjesé té ndryshme
dhe té vecanta tekstuale né pérshkrimin dhe interpretimin e imazhit etnik ballkanik dhe té
shqiptaréve pas grumbullimit té pérshtypjeve né terren. Disa publikime merren me hulumtimin
dhe krahsimin e paragjykimeve ndérshgiptare. Kéta kéndvéshtrime dhe aspektet e tjera té
pérmendura mé lart shérbejné gé, népérmjet kétyre publikimeve, té zbardhin ekzistencén sociae,
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kulturore, politike té shqiptaréve, e cila deri né kété kohé kishte ngelur né errésirén evropiane.
(krahaso Friedrich Wallisch 1914 dhe Karl Otten 1913).

Né letérsité e médha botérore gjinia letrare e udhépérshkrimeve ka njé histori dhe njé
zhvillim t& madh. Né ditét e sotme udhéréfimet dhe udhépérshkrimet kané njé rol té
réndésishém historik, pasi qé né dekadat dhe shekujt e kauar ka lugjtur rolin e njé mediumi té
réndésishén né zbardhjen dhe fotografimin e objekteve té trgjtimit. Krahas letérsisé franceze,
italiane dhe angleze, edhe né letérsiné gjermane, kjo gjini letrare pérmban né vete njé histori té
gjeré dhe njé kontribut t& gmueshém né trajtimin dhe interpretimin e pérshkrimeve té objekteve,
popujve, luftérave dhe ndodhive té tjera. Teksti i udhépérshkrimit ka pasur rolin vendimtar té
njé mediumi pér shogérité e zhvilluara té kohés. Ky medium, gjegjésisht udhépérshkrim apo
udhérréfim pérbén burimin e informatave mbi njé objekt, territor, popull apo njé ngjarje té
caktuar botérore. Né kuadér té kétij lloji letrare, njé vend té réndésishém zéné edhe shkrimet
giermane mbi ¢éshtjen shqiptare népér shekuj. Udhépérshkrimet, pérkatésisht udhérréfimet mbi
shqiptarét, sidomos nga autorét gjermanofol és, por edhe nga autorét francezé dhe anglezé, jané
pjesé pérbérése e njé historie té theksuar. Jané autorét gjermané dhe austriaké ata té cilét e
mishéruan gjuhén dhe ¢éshtjen shqiptare, duke u nisur gé nga koha e Skénderbeut, e veganérisht
nga koha e Ali Pashé Tepelenés. Pérshkrimi, hulumtimi, rréfimi dhe studimet e para té hershme
dhe ato té shekullit XX, jané gjithashtu njé kontribut i réndésishém i autoréve, studiuesve dhe
udhépérshkruesve giermané e austriaké né afirmimin e ¢éshtjes shqiptare, para s& gjithash né
kontekstin e autoktonisé s tyre, si: gjuha, prejardhja dhe doket e popullit shgiptar.

Pérfundim

Koha e tragjtimit tematik nuk éshté kryesisht koha e titullit t& punimit, por punimi né vete
pérmbledh edhe tekstet e autoréve gjermanofolés para shekullit XX. Mirépo, pérgendrimi mé i
theksuar i udhépérshkrimeve gjermane dhe austriake mbi shaiptarét, si dhe mbi popujt ballkaniké
dhe Gadishullin Ballkanik né pérgjithési, éshté né fillim té dekadés s2 paré té shekullit té njézeté.
Eshté kjo koha e rénies sé& Perandorisé Osmane dhe e rregullimit té ri politik, socia e kulturor té
Ballkanit. Né kété kohé Shqipéria giendet né njé fazé té pagarté politike. Fugité e médha té
kohés, mé né fund, arrijné ta krijojné monarkiné shqiptare. Emérimi i princit gjerman Wied s
princ i monarkisé s re shgiptare né Ballkan, shkaktoi njé interesim tejet té gjeré té gargeve té
ndryshme gjermane dhe austriake mbi monarkiné e re shqiptare dhe né pérgjithési mbi popullin
kulturor, socia né shtetet e Evropés Qendrore dhe Peréndimore. Si rezultat i kétij zhvillimi, né
publikimet gjermane dhe augtriake ¢éshtja shqiptare trajtohet né té gjitha spektret dhe fushat
jetésore. Elementet shqiptare deri né kété kohé jané té panjohura pér botén peréndimore. Mirépo,
pér njé kohé té shkurtér, elementi shgiptar dhe ardhméria e kétij populli né Ballkan béhet njéra
nga temat mé aktuale té kohés, vecanérisht né Evropén Qendrore dhe Peréndimore. Pér kété
arsye, né kéto publikime hasim njé interpretim t€ genies shqiptare né shumé fusha dhe né ményré
thelbésore, si nga sasia, ashtu edhe nga pérmbajtja cilésore.
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Hyrje

Transformimet tekstude, sipas teorisé sé intertekstualitetit, lidhen me tekstet té cilat dalin té
mbéshtetura mbi njé tekst t€ méparshém. Si té tilla, kéto dukuri kombinohen shpesh me ményra
tjeraté komunikimeve intertekstuae. Gjithashtu, transformimet mund té paragiten si direkte dhe
indirekte, si simetrike gpo té kundérta. Duke lexuar krijimtariné letrare té Nolit, pérmes pérvojés
dhe kujtests s leximit, pérveg tjerash, lehté na ngjalen asociacione té tekstit biblik, por gé
shpesh ndérlidhen me historiné dhe kontekstin politik. Njéherit, dallohen lehté disa preokupime
té shkrimtarit: Krishti, Skénderbeu, Revolucioni i vitit 1924, Zogu, etj. Duke garkulluar né vepra
té ndryshme té Nolit, kéto modele dialogézimi béhen shtytje té€ kérkimeve pér modele té
transormimeve tekstuale. Njé prej shembujve gé e lejon kété |loj analize éshté drama “Israelité e
Filisting'".

Drama“Iraelité efilistin€” si shembull i transformimit tekstual

Ajo gé e nxit lexuesin té kérkojé mundésingé e transformimit tekstual, para sé gjithash éshté
titulli. Megjithaté, né pasthénie té sgj, Fan Noli thekson gé drama né té vérteté éshté njé skelet
drame e cila nuk éshté miré e pérpunuar dhe i kahézon lexuesit ta kérkojné fijen e Ariadnés,
giegjésisht enigmén gé duhet té zgjidhet. Sadogé, pas kohés s& botimit éshté pritur té lexohet
njé rishkrim i saj, teksti ka mbetur si i tillé. Drama éshté edhe vepra e paré letrare e Nolit, e
botuar mé 1907 né Boston, edhe pse drama éshté shkruar pesg vite mé herét.

Pérshtypja e paré gjaté leximit té dramés “ Istraelité e Filisting’, éshté se rolin e hipotekstit e
luan materia biblike. Por, nése mbéshtetemi né veté “Autobiografin&’ e Nolit si né celés té
instancé leximi té cilés nuk mund t'i hiket éshté edhe déshprimi i tij nga veté situatat e krijuara
politike. Sigurisht, kétu duhet kérkuar edhe arsyen e vénies s elementeve biblike mbi kontekstin
aktua politik, duke gjetur né situatat biblike ndofaré anaogjie me até gé ai do ta sintetizojé,
pérveg né poezing e tij t& mévonshme, edhe né kéto tre akte. Tashmé éshté i garté roli aktiv i
lexuesit.

Me kéto veprime, éshté e garté se hipoteksti biblik i késg drame, s& bashku me vet
hipertekstin, e jgpin té garté idené se e vérteta ngadhnjen me forcén. Dhuna do té jeté elementi i
cili do té shtrihet edhe né disa nga poezité e tij. Ashtu si¢ theksohet né shumé studime té veprés
S8 tij, éshté e garté se drama e merr subjektin nga Dhjata e Vjetér, mirépo: “ Noli i shmanget
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temés s& mosdurimit racist t& martesés S8 izraglitéve me gra té hugja dhe fokusohet né
interpretimin dytésor té sgj, té atij njerézor dhe moral, té tundimit dhe ligéshtimit para té ligave
dhe kénagésive té késajbotshme edhe té njerézve té drejté, t€ miré dhe té patundshém, si¢ éshté
Samsoni, i cili bie viktimé e lajkave dhe kénagésive ngakjo boté. ” (Spahiu, 2007:168).

Transformimet e personazhéve dhe dilema e studiuesve

Né hipotekstin biblik thuhet se para se té lindet Samsoni nga ana e gruas s€ Manoah-ut, qé
&shté e shterpé, njé ngaengjéjt e Zotit parasheh gé kjo gruado té lindé djalé, fugia e té cilit do té
jeté né flokét e tij dhe se a do té ¢lirojé Izraelin nga Filistinét. Samsoni dashurohet né Dalilén
dhe kjo zbulon sekretin e fuqisé s tij.

Noli e selekton kété pjest té tekstit biblik pér ta thurrur dramén e tij, né té cilén, edhe pse
Samsoni biblik kryesisht karakterizohet si mjaft i fugishém, kétu paragitet sipas njé filozofie té
caktuar. P.sh: “... Duat’i mésoj Filistinét té kqyrin Peréndiné brénda né Natyré dhe Pérjetésiné
né Dashuri. Po kéto nuk pérhapen me zjarr dhe me hekur, po vetém kur njeriu éshté i lire t'i
marré vesh, apojo.” (Noli 1968:25).

Ngakjo gé u ilustruaderi kétu, mund té pohohet g€ hiperteksti del si njé lloj i transformimit
té materialit té paré biblik. Edhe pse, u hetuan ndryshimet mes tekgtit té paré dhe té dyté, nuk do
té mundemi ta klasifikojmé as si imitim, as si transformim té kundért, meqé dallimet nuk jané té
rrénjésishme.

Eshté pér t'u theksuar s hiperteksti brumoset edhe me nuanca filozofike. Hapésirén mé té
madhe né dramé e zé raporti Samson-Dalilé. Gjithashtu, vérehet lehté se Noli nga miti biblik e
merr pjesén kryesore gjegjésisht, até té shkuarjes s& Samsonit te Filistinét. Pérderisa u theksua
se Samsoni i Nolit dallohet nga ai i mitit biblik, pér Dalilén mud té thuhet se: ... nuk e ndryshoi
karakterin e Dalilés, e la ashtu sic ishte né legjendén biblike: grua e pabesé dhe e luhatshme...”
(Bihiku, 1998:117). Né dallimet mes Samsonit biblik dhe atij gé e gjemé né dramén e Nolit,
ndalet edhe studiuesi Kogo Bihiku (Bihiku 1998: 117), duke paré dallime gé jané té aspektit té
karakterit té njérit dhe tjetrit. Karakteri i paré éshté i lumtur kur hakmiret, i dyti i kushtohet
idealit té vet. Nga ana tjetér, studiuesi Avni Spahiu (Spahiu 2007:169) e sheh Samsonin s njé
hero shqiptar gé éshté i ndaré mes njé dileme filozofike.

Kétu hapet njé céshtje tjetér gé del s mjaft e natyrshme, gjo e filozofisé sé Niges dhe
ndikimit mbi Nolin. Kjo diskutohet né mjaft studime gé dijné té dalin edhe si kontradiktore.
Filozofia e shkrimtarit &shté mjaft interesante. Lidhjet e tij me religjionin jané gjérésisht té
njohuranga“ Autobiografia’, mirépo njékohésisht ai e lexon edhe Nigcen. Késhtu, studiuesi Hilmi
Agani e mohon ndikimin ngaNicejaduke i paré té dy si krjetésisht té kundért, pérkundrejt té cilit
Ali Aliu (Aliu 2005) dhe Dhimitér Shuterigi mbané anén e mbinjeriut nicean gé realizohet
népérmjet figurés sé Samsonit.

Duke pasur parasysh se mé sipér u theksua gé Noli shpesh identifikohet me Krishtin,
Napoleonin dhe Skénderbeun, sikur mé i mbéshtetur del pérfundimi se géndrimet e Nolit jané
mé shumeé té lidhura me bashkékohésiné e tij, heré-heré jané géndrime gé pérkojné mé shumé me
ao biblike sesa me ato niceane. Prandaj, edhe mendimi i studiuesit Ali Xhiku (Xhiku 2004:288),
sipas té cilit drama mé tepér duket si filozofike-politike e cilae merr subjektin nga Dhjata e

35



Vjetér, duke gjetur njékohésisht edhe pérkime mes dramés sé& Nolit dhe dialogéve té dramave
shekspiriane, éshté njé nga konstatimet mé |ehté té pranueshme.

Nése pér poezité e Nolit thuhet gé ndérlidhen né Revolucionin, pér veprén “Israelité e
Filisting€” nuk mund té thuhet e njgjta. Kjo, pasi drama éshté e méhershme dhe késhtu mund té
térhiget vetém fija e céshtjes sé dajes nga Stuata e krijuar né Shqipéri. Gjithashtu, kétu mund té
analizohen raportet me teatrin si shtytje pér té shkruar kési lloj teksti g€ i dedikohet skenés, me
ckasubjekti biblik éshtéi njohur pér masén.

Ashtu si¢ tashmé kané véné re edhe disa studiues té késaj vepre, gjaté transformimit té
kétij materiali nga Dhjata e Vjetér né materia té ri, jané mpleksur edhe disa nuanca mitologjike
té cilat vérehen posacérsht né ndértimin e figurés 8 heroit, pasi késg figure gendrore i
pérshkruhen veti t& mbinatyrshme (Ugi, 1982: 308) . Pér kété raport dhe até gé hap drama me
kontekstin politik, nuk mund té thuhet gé vérehet praktiké hipertekstuale, gjegjésisht
transformim tekstual .

Pérfundim

Né pasthénien e veprés “Israelité e Filistin€” Noli na jep informacion se drama éshté né
fakt njé skelet drame dhe se duhet té angazhohemi né zgjidhjen e fijeve té sg. Andgj, éshté
shumeé e garté se né kété tekst letrar funksionon njé Iloj marréveshjeje mes shkruesit dhe lexuesit.
Pér té mos gené skajshmérisht i guximshém, punimi u mbéshtet né konstatime té cilat lidheshin
me emraté njohur té krtikés letrare, veganérisht me ato studime gé ndalen né kété vepér. Késhtu,
derisau véshtrua materiali i transformuar dhe krahasimi mes ndryshimeve né té dyja planet, u pa
gé lirisht mund té flitet pér njé praktiké hipertekstuale, gé rezultonte né transformim direkt, pau
ngritur né shkall& imitimi por edhe pa gené purist. Megjithaté&, pér transformim direkt, hipertekst,
vlen vetém raporti mes dramés s Nolit me materialin biblik. Format dhe modelet tjera té
komunikimeve gé shpalos teksti i Nolit, jané modele té praktikave gé hyjné né kategorité
intertekstuale por gé kérkojné mbulesé me tipologji dhe klasifikime tjera. Megé tema e punimit
kufizohgj né transformim tekstual, duket si e arsyeshme Q& trajtimi i raporteve tjera té keté
hapésiré té duhur té trajtimit né njé analizé té veganté.
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Roli i numrave né struktur én hermetike té romanit “ Gomari i artég’

i shkrimtarit antik Apuleus
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Me titullin “Gomari i art&’ njihet romani i shkrimtarit antik Apuleus, i shkruar né gjuhén
latine, njé vepér me vieraté vecanta letrare, gé e térheq edhe vémendjen e lexuesit té ditéve tona.
Para se té orvatemi ta trajtojmé temén e paraqgitur né kété konferencé, mendoj se duhet té themi
disa fjaé pér pérmbajtjen e romanit me géllim gé té qartésohet pesha e késgj trajtese modeste.
Romani “Gomari i arté”, do té kisha théné, paraget njé varg ngjarjesh e pérjetimesh népér té cilat
kalon kryepersonazhi Lukiusi. Ky, duke mos u varur vesh paralgimérimeve e vérejtjeve gé mos
té jepet pas pamjes s jashtme, ndjen;jés trupore dhe té késobotshme, do té ndéshkohet réndé. Fati
do ta transformojé né gomar. Dhe, Lukiusi do té duhet té kalojé népér pérvoja té cuditshme, té
hidhura, qé té kthehet né pamjen njerézore. Kthimi “né rrugé té peréndisg”, pérpjekjet pér té daé
nga situata e réndé, nuk jané té lehta. Né té vérteté ky roman, pra udhétimi i Lukiusit nga njé
tregim i guditshém né tjetrin, éshté njé parabolé pérmes sé cilés autori me njé urti e bukuri e jep
mesazhin pér korrektésing e besimit te Izida, njé peréndeshé e réndésishme egjiptiane, e cilané
kohén e autorit, shekulli i dyté i erés s re, ka filluar té depértojé me té madhe né hapésirat e
gjera té Perandorisé romake. Dhe, mesazhi éshté ky: 1zida éshté e vérteta absolute, Izida éshté
shpétimi. Si duket depértimi i saj paraget nj€ hyrje dhe parapérgatitje pér pérhapjen e pastame té
krishterimit né perandoriné e madhe romake.

Vepra“Gomari i arté’ éshté njé kombinim i paparé i rréfimit té lehté e té bukur, i gérshetimit
mjeshtéror té rréfimeve té ndryshme, i aventurave té njé njeriu té ri, i pik&pamjeve religjioze té
autorit. Kakétu edhe njé kritiké té lehté ndaj politeizmit grek e romak.

Romani né fja &, né shikim té paré, éshtéi kuptueshém lehté. Mirépo lexuesi i kujdesshém do
té vérejé se kemi té b& mé me njé vepér me njé shkallé té dukshme hermetike, ku me rol jané
parabola, emrat, numrat etj. Do té orvatemi té themi ndonjé fjalé pér réndésiné e numrave né
strukturén hermetike té kétij romani, i cili konsiderohet si njé gur i réndésishém i letérsisé
evropiane dhei cili ka ushtruar ndikim te shumé emraté médhenj té letérsisé botérore.

Né “Gomarin e arté”, pérveg tregimeve gé lidhen me fatet e Lukiusit, rol mjaft té réndésishém
pér strukturén kané edhe emrat e personazheve, por edhe numrat. Shpresoj se do t'ia dal ta zgjoj
kérshériné tugi me temén e propozuar. Le ta fillojmé me numrin e librave té késgj vepre e té
vazhdojmé, pastaj, me fshehtésité tjeraté numrave gé kané té b&né me romanin e Apuleusit. .

Romani ka njémbédhjeté libra (kapituj)! Pse? pyetet Sandra Mangoubi (2001)

Shumé komentatoré e shprehin guding e tyre me kété numér, pér shkak se njémbédhjeta, si¢
pohohet, nuk éshté ndonjé numér i réndésishém né traditén antike. Ajo nuk ka ndonjé simboliké
né letérsiné antike, vé né dukje Sandra Mangubi (2001). Njémbédhjeta é&shté shpjeguar vetém
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me dy-tre rreshta né “Fjalorin e vogél té simboleve tradicionde’ (Mali re¢nik tradicionanih
simbola) t&é Mario Lampigcit (2000). Kété numér nuk e gjejmé edhe né shkrimet e shumta pér
Pitagorén dhe késhtu me té parén krijohet pérshtypja se Apuleus rastésisht e ka hartuar romanin
me njémbédhjeté libra.

Nga ana tjetér ka njohés té késg vepre gé mendojné se pikérisht né librin e njémbédhjeté
shpjegohet mistikja. Prakemi dhjeté libra né té cilat, thekson Sandra Mangubi (2001) pasqyrohet
bota trupore, bota ndiesore, pérkatésisht tregohen imazhe dhe ngjarje gé lidhen me Eros
Pandemosin ("Erwj PEndemoj) , kurse pérbalé tyre géndron libri i njémbédhjeté i cili e
shpjegon shpirtéroren, hyjnoren pérkatésisht Eros Uranosin ("Erwj OUranQj) . Eros Pandemosi
pérballé Eros Uranosit!

Dhjeté librat e paré jané alegori népér té cilén Apuleusi déshiron ta paragest té rrejshmen, té
errétén, me té cilén, sipas tij, éshté plot e pérplot politeizmi. Né to autori jep njé varg situatash
tragjikomike, por ka edhe mjaft ironi, do té thoté Sandra Mangubi (2001) gé shérbgné té
forcohet go e cilado té thuhet né librin e njémbédhjeté si njé lloj pérfundimi. Pérvec késg né
librin e njémbédhjeté fillon t& duket tashmé shpirtérorja e cila po pérgatitet té paragitet, madje
edhe té gufojé e té derdhet.

Por mbetet pyetja pa pérgjigje gé e shtrojné shumé studiues té veprés sé Apuleusit, ndér to
edhe Steven Heleri (1983) i cili pérmendet nga ana e Sandra Mangubit (2001): “Pse s'jané dhjeté
libra’? Pse Apuleusi nuk e ka pérmbyllur rréfimin né librin e dhjeté, ag mé shumé kur dihet se
dhjeta éshté shumé e katér numrave themeloré (1+2+3+4=10) dhe si etillé dhjeta konsiderohet s
numér i pérkryer thekson Mario Lampigi (2000). Kéta katér numra dhe kombinimet e vargut nga
njé deri mé katér, i pérmbané né vete té gjitha domethéniet mistike: 1 do té ishte I1zida,
pérkatésisht Zoti, 2 — kundérshtité: toké-giell, pérkatésisht njeriu-giellorja; terri dhe drita;
materialja dhe shpirtérorja; mashkullorja dhe femérorja. Numri tre &shté shumé e dy numrave té
paré. Dhe numér i fatit. Sandra Mangubi (2000) thoté se e paraget edhe shpirtin, kurse né disa
tradita trajtohet edhe s numér i aventurés. Kjo nuk éshté e téra (né librin e treté ndodh
transformimi i Lukiusit né gomar, por né numér gift — kaptina 24). Lukiusi duhet té shpétojé te
treshja, pérkatésisht né ciklin e treté, i cili né kété rast &shté né librin e njémbédhjeté. Nése
shkojmé sipas asg gé e thamé paraprakisht né treshen fillon aventura e shpirtit t& Lukiusit).
Katra, thekson Sandra Mangoubi (2001) éshté si numér pérmbyllés dhe éshté numér i shenjté i
Hermesit (Lampi¢, 2000). Kjo do té thoté se gell rrezige gé mund té shpijné drejt errésirés. (Pér
kété arsye ata g€ besojné né mistiké gjaté kohé i jané larguar kétij numri, si dhe té gjithé
numrave té tjeré cift. Késhtu pér shembull — né kalendarin romak muajt kané pasur 29 ose 31
dité). Ndérsa pesa éshté numér i Aférdités/Venerés, numér i bashkimit, numér i dasmés, pra njé
cikél iri, njefillimi ri. (N& kété vepér, jo pagéllim, éshté pérfshiré edhe miti i bukur pér Amorin
(Erosin) e Psikén, i cili, mendoj uné, nuk lidhet ag shumé me pérjetimet e kryepersonazhit, por
ka funksion té réndésishém né “arkitekturén numerike’, s nevojé pér realizimin e idesé
religjioze dhe pér hermetizmin e romanit dhe kjo éshté njéra ndér arsyet pse Lukiusi e pérfshin
kété mit brenda librit). Né librin e pesté Psika do té takohet me Kupidonin “e padukshém”. Kétu
ataté dy fillojné tandajné shtratin.

Kjo éshté forca e numrave tek. Atéheré shtrohet pyetja: si do ta kishte pérfunduar veprén
Apuleusi me njé numér cift, kur dihet se ai gell rrezige? Si do té nxirrej Lukius e si do té
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shpétonte né numrin ¢ift? Si do té kishte mundur Izida t'ia shtrinte dorén Lukiusit fatkeq né njé
situaté té till&, né rrethanat e numrit cift, 1zida e cilaidentifikohet me numrin 1?

Dhjeta éshté numér cift. Pérveg késg dhjeta paraget shumén e dy cikleve: 1-5 dhe 6-10.
Numri 2 (dy cikle) éshté numér cift. Pastg) numri 2 nuk éshté numér i aventurés. Treshja éshté.
Pitagora, sipas shpjegimit t& Xhek Tresiderit (2001), treshen e konsideronte s numér té
harmonisg. Pra autori ka dashur gé fundi i librit t& rrumbullakohet me ciklin e treté, i cili fillon
me njémbédhjetén. Késhtu kemi tri cikle dhe — né librin e njémbédhjeté rrumbullakohet udha
jetésore e Lukiusit, i cili kalon népér aventura, transformim gé té arrijé te dritae |zidés.

Sandra Mangubi (2001) thekson se né literaturé mund té gjenden edhe pérgjigje té tjera dhe
me kété rast e parafrazon Stiven Helerin (1983), i cili thoté se pas pitagorejasve, platonistét e
kané konsideruar numrin dhjeté si gardh, si rrethojé. Sipas tyre, njémbédhjeta ka pasur rol té
serisé £ re, ejo pesae paré. Kéafillimin e serisé sé re e kané konsideruar s rilindje ose lindje té
ndonjé gjé§e krejtésisht té re. Né té dy rastet, pra edhe te pitagorejasit edhe te platonistét,
njémbédhjeta paraget njé fage té re. Kjo, thong, éshté fshehtésia e numrit njémbédhjeté,
pérkatésisht e njémbédhjeté librave té romanit.

Pitagorejasit e kané barazuar numrin dhjeté me botén, pér shkak se al i pérmban elementet e
té gjitha numrave té tjeré, njésoj si¢ i pérmban bota té gjitha gjérat brenda vetes. Sipas Stiven
Helerit (1983), tei cili thirret Sandra Mangubi (2001), struktura e “ Gomarit té art€” éshté dhjeté
plus njé (10+1). Nga njéra ané éshté bota, kurse nga ana tjetér Zoti. Edhe te pitagorejasit numri
njé e simbolizon Zotin, i cili &shté unitet par exellence.

Pika interesante e késgj teorie, thoté Sandra Mangubi (2001) éshté se gjo mbéshtetet né shumé
argumente té nxjerra nga veté vepra: ka tri raste té té pérmbajturit (agjérime) nga dhjeté dité,
ndérsa pérkushtimi, mé miré té thuhet shugurimi vendoset né ditén e njémbédhjeté. Le ta
pérmendim se jo rastésisht né rruzaret e myslimanéve ka 33 kokrra: tri heré nga 11. Nuk éshté i
rastit edhe kétu numri njémbédhjeté, gé do té keté gené i réndésishém né Lindjen e afért gé né
kohé té lashta. Kemi edhe njé ndérthurje té& numrit njémbédhjeté né roman. Késhtu, paragitja e
1zidés né librin e njémbédhjeté sell njémbédhjeté emra té sgj (X1, V) (Sandra Mangubi, 2001).
Kéta emra renditen né dhjeté plus njé, kurse i njémbédhjeti éshté emri i vérteté, pérkatésisht
Izida, Zoti. Né librin e njémbédhjeté go tashmé i ka atributet e hyjnive té tjera, té cilat
pérmenden né roman: Hyjnesha e Pesinuntit (Pesinuntia deum Mater — Néna e peréndive te
frigjiasit), Atena Kerkopejase (Cercopeia Minerva), Aférdita e Pafosit (Cyprias Paphia Venera),
Diana Diktinase (Dictynna Diana), Prozerpina Stigiase (Stygia Prozerpina), Demetra Aktejase
(Dea Cerera), Junona (luno), Belona (Bellona), Hekata (Hecata), Ramnusia (Rhamnusia) dhe né
fund Izida (Isis). N&é ké&té libér, si libér i rilindjes, né hyrje té shkélgimit té shpirtérores paragitet
sinkretizmi e mund té thuhet duket larg né horizont se si politeizmi me piké&pamjet e tij nda
botés térhiget nga skenae historisé né llogari té sinkretizmit dhe monoteizmit.

Numrat i ke gjithandej né roman. Dhe, ¢do gjé éshté e shifruar. T'i kthehemi librit té treté kur
Lukiusi transformohet né gomar. Ja se si i numéron veté Lukiusi transformimet gé i kané
ndodhur: 1. Qimet e miau trashén, 2. Lékura ime u vrazhdésua, 3. Gishtat e kémbéve dhe té
duarve u béné thundra, 4. Mé doli njé bisht i gjaté, 5. Fytyram’u shfytyrua, 6. Gojam’u zgjat, 7.
Birat e hundés m’u zgjeruan, 8. Buzét m'u lévarén, 9. Veshét m' u rritén jashté mase, 10. Organi
pér kénagési m'u rrit dhe, né fund — 11. Tashmé nuk mundja ta pérgafoj Fotidén time,
(pérkatésisht tashmé nuk éshté njeri — vérejtjia ime). Gjithsg jané 11 ndryshime trupore. Njé
numér i njé&jté ndryshimesh ndodhin edhe kur Lukius Gomari transformohet né njeri (X1, 13). Né
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kéto raste éshté véshtiré té komentohet njémbédhjeta. Supozojmé se né rastin e paré béhet fjadé
pér njé ndéshkim ngalzida, kurse né rastin tjetér shpétimi i Lukiusit vien pérséri ngalzida

Né librin XI, pérvec emrave té lzidés ka njé renditje simbolike kur fillojné té parakalojné
grupet e para né procesionin solemn. Késhtu né XlI, 8 Sandra Mangubi (2001) e véren se
pérmenden njémbédhjeté pjesemarrés. ushtari, gjahtari, gruga, gladiatori, njé person nga
pushteti, filozofi, gjahtari i shpendéve, peshkatari, njé arushé e zbukuruar si njé zonjé e bukur,
njé& mgimun si Ganimedi, njé gomar dhe njé plak si Pegazi e Belerofonti. Duket garté se béhet
fjalé pér njéironi ose pérgeshje drejtuar politeizmit.

Pasi kalon procesioni né fjalé né po até libér paragitet njé procesion tjetér, i pérbéré, po ashtu
nga njémbédhjeté veta, por nuk béhet fjalé tashmé pér njé ironi. Personazhi i fundit i pérmendur
éshté kleriku i cili e mban kurorén me tréndafila. Ai éshté i njémbédhjeti nga vargu i cili éshté
shénuar me numér nga Apuleusi gé ta térheqé vémendjen e lexuesit pér réndésiné gé e ka numri
njémbédhjeté. Ky klerik, i njémbédhjeti me radhé, e mban barin pér shpétimin e Lukiusit —
tréndafilat ag shumé e aq gjaté té pritur.

Libri, kjo duhet té theksohet edhe njé heré éshté i pérbéré nga tri cikle: 1-5, 6-10 dhe 11.
Duhet té shtohet edhe kjo: Lukiusi agjéron tri heré nga dhjeté dité, plus dita e iniciacionit.
Lukiuisi pérmes agjérimit duhet té pastrohet nga mékatet e treshes, nga aventurat e shkaktuara
nga kureshtja. Lukiusi né XI, | thoté se menjéheré éshté zgjuar dhe e ka larguar pérgjumjen,
éshté ngritur me gézim dhe — duke dashur gé menjéheré t'i |gj& mékatet e ka zhytur kokén né ujé
shtaté heré (pér shkak se filozofi i famshém PFitagora e ka konsideruar kété numér pér té
pérshtatshém né ményré té vecanté gjaté kryerjes sé rituaeve fetare). Késhtu né X1, 25, Lukiusi i
drejtohet 1zidés me shtaté lutje.

Né librin XI Lukiusi &shté tepér i rrepté, i téri éshté dhéné pas Izidés sé madhe, pérplot &shté i
mbushur me ngazéllim. Né terr paragitet si diell rreptésia e 1zidés. Me paragitjen e saj mbarojné
aventurat dhe lojérat gé jané karakteristike pér té vdekshmit e zakonshém, mbaron argétimi dhe
mbaron njé epoké. Mbaron liria sipas masave té tradités sé grekéve té lashté e té romakéve.
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Hyrje

Tashmé éshté e garté gé tekstet letrare karakterizohen me shumévalencén e tyre. Njé
pérgjithésim i teorisé (teorive) sé intertekstualitetit, tekstin do ta kishte shtruar si shumési
kuptimesh, si sipérfage krygézimesh, si tekst gé thurret gjithmoné nga tekste tjera, si dhe idené se
cdo tekst &shté né njé faré ményre intertekst. Kéto pérfundime i gellin: M. Bahtini, J. Kristeva,
Zh. Zheneti, JM. Lotman, etj. Kétyre pérfundimeve u vishet edhe njé ¢éshtje tjetér gé kérkon
pérgjiigie dhe ilustrim: céshtja e lexuesit. D.m.th., teoria e intertekstuaitetit tekstin e jep s
materia té shuméshtresuar, polifonik, por zbérthimin e tij e sheh si t& varur nga pérceptimi i
lexuesit. Réndésia e lexuesit tashmé éshté e garté. Prej kohés sé postmodernizmit e kéndej, autori
éshté i vetédijshém pér rolin gé ia jep atij. Megjithaté, ky studim synon té paragesé dhe té
andlizojé edhe njé ¢éshtje mé shumé: Cfaré ndodh me rolin e lexuesit né krijimtarité letrare g€ i
paraprijné postmodernies? Duke dashur gé rezultatet té pasojné shembujt gplikativé, krijimtaria
dramaturgjike e Caupit shihet, si njé hapésiré e pérshtatshme tekstuale pér identifikimin e
sinjaeve intertekstuale.

Roli i lexuesit nékrijimtarinédramaturgjiketé ajupit

Nése kemi pér géllim rileximin e teksteve dramatike té Cajupit, duke i véshtruar si rrjete
marrédhéniesh, atéheré nénkuptohet edhe nevoja e shpaosjes sé réndésise <€ lexuesit. Kjo e
fundit shpie né njé konstatim gé kétu duket i arsyeshém. Konkretisht, kur Zherar Zheneti
(Kynaskosa 2003:64) kérkon llojet e transtekstualitetit deklaron: " Véshtirésia e hulumtimit éshté
se sa mé shumé kérkojmeé, gigimeé vetém até gé nuk jemi duke e kérkuar'’. Dramat e Cajupit
pérceptohen edhe si pérbérése té réndésishme t€ pasqyrés sé zhvillimit té dramés shqiptare té
fillimit té shekullit XX. Materiai tekstua konkret, né té cilin do té mbéshtetemi, nénkupton
veprat: “ Katérmbédhjeté vjec dhéndérr”, “Burr i dheut” dhe “Pas vdekjes’.

Kur jemi te shpalosjet g€ i bén rileximi e gé i pérmendém meé sipér, té theksojmé se kétu
nénkuptohen shqyrtimet e disa aspekteve té leximit, gjegjésisht lexuesve. Pér té gené mé té garté,
lexuesin duhet paré né njé faré ményre edhe s shkrues. Mé pas, e réndésishme éshté té mirret
parasysh se ai nuk mund té pérmblidhet né njé kategori té nj&jté dhe pikérisht ky dallim mes
tipave té ndryshém té lexuesve hap dilemén nése né veté procesin e té lexuarit mund té keté
sukses vetém njéri prej llojeve té lexuesve. Kéta dy tipalexuesish do té kishte mundur thjesht té
klasifikohen né lexues té pérgatitur (té lexuar, té informuar) dhe né lexues té papérgatitur. Késaj,
t'i shtojmé se sipas teoricienit t& njohur gjerman Ulrih Brojh (Kynaskosa 2003:141), nése
intertekstualitetin e kuptojmé né kuptimin e ngushté té fjalés, ai éshté i pranishém kur mes
shkruesit dhe lexuesit ka njé marréveshje (t& dy partneréve) né veté procesin e komunikimit.
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Pérshtypja nismétare éshté gé kérkesa pér zbérthimin e teksteve shpeshheré lidhet edhe me
Ilojin e paré té lexuesit por edhe me té dytin. Késhtu, i natyrshém del konstatimi gé tipi i paré do
té mund t'i hetojé shenjat implicite dhe ky i dyti vetém ato eksplicite. Atéheré, le té pérpigemi té
pérgjigiemi né pyetjen: Cilét jané shembujt gé i ofrohen njérit dhe tipit tjetér?

Sinjalet intertekstuale né dramén “Burri i dheut”

Tragjedia “Burri i dheut” e lehtéson analizén e raporteve intertekstuae, sidomos me ané té
parathénies, qé sipas Zhenetit luan rolin e paratekstit. Aty, lexuesi informohet pér marrje nga
Pier Korngji dhe automatikisht jepet njé model fillestar i tragjedisé s& klasicizmit gé éshté i
pérpunuar né tekstin eri letrar.

Né kété dramé rimerret njé temé historike, pér té cilén autori pohon hapur se faktet historike
jané shtrembéruar, me cka shénimi paratekstual i shkrimtarit mund té kategorizohet edhe si
shkrim metatekstua. Aty theksohet gé pérmbajtja éshté e lidhur me disa ngjarje mé té ngushta,
Cajupi (1983:89) é&shté i vetédijshém se sipas Aristotelit né tragjedi jepen ngjarje gé duhet té
kené ndodhur, por pranon gé ka béré ndryshime té fakteve historike. Ai shton mé tej, se djain e
Sulltan Muratit, i cili quhet Muhamet, do ta quajé Selim, ndérsa Muhamet e quan véllain e
Sulltan Murétit, sepse ky zévendésim i dukej i domosdoshém pér thurrjen e tragjedisé.

Thelbi i tragjedisé éshté problemi i identifikimit té drejté té Skénderbeut. Ndryshimet gé
Cajupi i bén né drejtim té fakteve té shkruara historike, jané njé transformim i materialit historik
té bartur né tekst letrar, me cka faktet historike jané ndérthurur me fiksionin. Né krahasimin e
dramés sé Cajupit dhe dramén e klasicizmit, éshté interesante gé te Cgjupi ndryshojné faktet e
pérmendura lidhur me rregullat e tragjedive té klasicizmit, sipas té cilave kérkoheshin ngjarje té
vérteta. Shkrimtari u pérmbahet tri njésive té klasicizmit: té veprimit, té kohés dhe té vendit, té
formuluara nga Aristoteli, megjithaté né klasicizém respektimi i tyre kérkohej né ményré
rigoroze.

Ajo gé né rastin konkret nuk do tadallonte lexuesi i painformuar, me ckasinjali intertekstua
do té mbetej i pazbérthyer, &shté dallimi mes Skenderbeut historik dhe atij t€ dramés s2 Cajupit.
Njé nga studiuesit e njohur té veprés sé tij, Mahmud Hysa (Cajupi 1983), ofron njé dallim
interesant té Sulltanit né kété tragjedi dhe né veprat e tjeraté tij. Ai thoté se né kété tragjedi edhe
dialogu i brendshém edhe portreti njédimensiona i Sulltanit, jepen me njé tjetér dimension mé
shumé, até té mendimeve dhe gelljeve té tij.

Pra, karakteri i Sulltanit emigron né shumé krijime té Cajupit, por ményra se si realizohet
éshté e ndryshme. Né skenén e paré té aktit té fundit, pérshkrimi i Shqipérisé né njéfaré ményre
na kujton pérshkrimet e Naim Frashérit, g& mundéson ta kuaifikojmé si njé pikétakim me
pérshkrimet romanteske té natyrés shqiptare, gé del edhe si dialog me traditén.

Kryesisht, né kété hapésiré tekstua e, Skénderbeu éshté projektuar si njé figuré e madhe me
té cilin synohet té ringjallet populli shqiptar dhe té ndryshohet pozita e tij. Andaj, ky Skénderbe
dallon ngaai i veprave té shkrimtaréve té famshém té periudhés romantike, sepse atje nuk duket
s luftétar, pushtues, por prania e tij éshté shpirtérore, pérderisa te kjo dramé e Cajupit ai
pérzgjidhet pér té transmetuar mesazhe né ményré meé efikase.



Titulli i tragjedisé béhet mé i garté po té kemi parasysh se autori nuk audon pér kohén e
Skénderbeut por pér kohén e vet. Skénderbeu, katér ose pest shekuj pas lindjes <& tij, ende
ekziston né vetédijen shpirtérore té ¢do shqiptari. Kjo mé s& miri mund té ilustrohet nga vargjet:

Prania e |etrés né tekstin e dramés, éshté njé shembull i inkuadrimit té tekstit né tekst, pasi
teksti i letres éshté teksti i njé karakteri t& dramés, pérderisa drama éshté teksti i autorit, né kété
rast Cajupit. Ky éshté njé shembull i miré gé mund té lidhet me piké&pamjet teorike té ofruara nga
Jurij Mihajlovig Lotman, vecanérisht kur ai flet pér kété dukuri. Gjithashtu, letra lejon té shihet si
njé shembull i citatshmérisé, gé do té mundet té kualifikohet si njé citat i rremé.

I ntertekstualiteti né komedité e Cajupit

Te“Burr i dheut”, krijohej thjesht njé dialog me historiné dhe kontekstin politik, i cili éshté
realizuar duke ndryshuar faktet historike. Né komediné “Pas vdekjes’, sérish hetohet e aplikuar
njé metodé e ngjashme e hibridizimit té karaktereve té njohura dhe té reja ose té hasura te
bashkékohésit e shkrimtarit me té cilét ishte né polemiké té ashpér. Me kété akt té inkuadrimit té
personazhéve nga jetareae, vepraletrare komunikon me readlitetin e kohés sé autorit, gé rezulton
me raportin e tekgtit letrar dhe kontekstit.

Karakteri i Adham-utit, i cili nga bashkékohés i Cajupit kthehet né njé personazh letrar,
duke u shfagur edhe kétu, éshté mé se e garté se do té jeté gjithmoné njé preokupim. Ai do té jeté
njé objektiv i vazhdueshém i shkrimtarit. Pérmes dialogut, zbulohet personditeti i tij i vérteté,
dhe veprimtaria antishgiptare e pseudopatriotéve: “Pérbuzja dhe urrejtja nda kétij njeriu gé,
dukej, ishte mjaft 1abil politikisht, do ta shtyjné Cajupin gé té kal ojé ¢do masé né zhvlerésimin e
tij, té pérdor né dyluftimin me té jo vetém argument té natyrés parimore, por edhe argument té
natyrés fare private, domethéné taléshojé frontin kryesor ...” (Qosja 2005:82).

Komunikimi me kontekstin kohor nuk ndérpritet kétu, ai realizohet né ményré té
vazhdueshme, ndérsa elementet gé e realizojné kété Iloj komunikimi jané: “Rrufeja’ (revista gé
pérmendet) né Egjipt nga viti 1909 né redaktim té Jani Vruhos; “Bashkimi i Kombit” gazeté nga
1909-1910; “Liria’, revisté e botuar né Selamik mes 1908-1909; Bashkimi, shogéria shqiptare
president i sé cilésdo té jeté Cajupi.

Pérvec Dr. Adham - utit, qé éshté né fakt Dr. Adamudi rea, kétu pérmenden edhe Naim
Frashéri, Medi Frashéri, Haxhi Aliu i cili éshté deputet né parlamentin turk, Leonida Nagi, Dr
Turtuli gé jepet si Tru-Tuli, Kristo Luarasi etj. Pérmes tyre, shtrohet ¢éshtja e alfabetit shqip,
veprimet anti - shgiptare té kundérshtaréve té€ Cajupit, gellja e tyre demagogjike, etj. Jo
rastésisht, Cajupi veprimin e vé né Klubin e Selanikut. Ai, né pamfletin e botuar “Klubi i
Selanikut” shkruan pér punén destruktive gqé bén ky klub, pérderisa mé voné pikérisht kété
mjedis do ta shohé si té pérshtatshém pér veprimin e komedisé sé tij.

Komedia ofron depértim té fugishém té tonit realist dhe sarkazmés. Pra, Cajupi pér tekstin e
tij zgjedh mjaft mjete pér t& sulmuar, demaskon fétyrat e rreme, ndérsa kur béhet fijalé pér
krahasime, a shprehjet e fugishme i gjen mé té gélluara né folklorin shqiptar. Studiuesi Jani
Thomai (Thomai 1992:161), duke folur rreth tekstit dhe gjuhés, shprehet se Cajupi e njeh miré
frazeologjiné popullore por edhe mjeshtérisht e pérdor até né veprate tij.
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Njé raport té tille, qé tekstet dramaturgjike e vendosin me folklorin, shihet edhe né
“Katérmbédhjeté vjeg dhéndér” . Kétu, raporti i tekstit letrar me besytnité popullore lidhet me
besimet lidhur me trashégimin e emrave vetiaké. Mark Tirta (Tirta 2004:198), né studimin
“Mitologjia ndér shqiptaré€” e jep kété shembull: “Kur grugjalehoné i thoté se vajzés gé posa ka
lindur ia ka véné emrin Héng, Tana skandalizohet sepse fémija e sgj (e Tanés) gé ka pas lindur e
vdekur 20 vjeté mé paré quhej Héné. Ky reagim ndodh nga besimi i saj, sipas té cilit bashké me
emrin i ka shkuar fémija e saj e vdekur te njé grua tjetér, gjé gqé pér né prind me té tilla
paragjykime nuk mund té& miratohej dhe as té pranohej”. Shkrimtari né veprat e tij né vargje, mé
shpesh pérdor vargje tetérrokéshe, dicka gé e gjejmé né masé té madhe né folklor, ndérsa mé pak
vargje gjashté, dhjeté dhe dymbédhjetérrokéshe.

Késhtu, marrédhéniet intertekstuale, né veprat e lartpérmendura, shihet gé dain si
komunikime té natyrave té ndryshme, duke gené té shénuara ose jo, né sistemet e jashtme apo té
brendshme té komunikimit. Duke gené kjo njé krijimtari gé vjen pérpara postmodernies, jep
shembullin e njé komunikimi intertekstual té theksuar kryesisht né ményré eksplicite.

Pérfundim

Nga ky véshtrim u pa gé veprat dramaturgjike té€ Cajupit realizohen né vetédijen e lexuesit si
njé endje rrjeti ku u gjet folklori, historia, bashkékohésia e Cajupit. E gjithé kjo manifestohej
pérmes. parateksteve, citateve té shifruara, aluzionit. Nése pranojmé se éshté i nevojshém roli i
lexuesit té& angazhuar, nuk duhet harruar gé teksti i Cajupit nuk éshté i mbyllur dhe se leximi nuk
véshtirésohet né shkallé té larté edhe pér lexuesin tjetér. D.m.th vepra nuk éshté hermetike.
Punimi ishte vetém njé orvatje e shkurtér pér té theksuar rolin e lexuesit né gjetjen e
nénshtresimeve, me c¢ka duhet pasur parasysh se vepra e Caupit jep mundésine e hetimit té
shumé mé tepér shembujve té ekzistimit té intertek
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Njé nga personazhet mé té réndésishém té letérsisé dhe gjuhés éshté Aleks Stavri
Drenova. | lindur né Drenové né vitin 1872, atéheré kur Shgipéria léngonte jo vetém né robéri
kombétare po edhe sociale, Asdreni ra herét né “'rrjetén”’ e dashuris2 pér botén shqiptare,
ndoshta gysh né bankat e shkollés greke té fshatit aty ku shgipja ndalohej dhe mallkohej. Ne nuk
dimé ¢'drejtim do té merrte jeta e Asdrenit nése ai nuk do té ikte né moshé akoma té re pér né
Bukuresht, aty ku tashmé kishin shkuar kag shumé shqiptaré, mes té tjeréve edhe véllezérit e tij.
Ajo gé dimé éshté se letérsia dhe bota shgipe do té kishte humbur njé atdhetar té kulluar, njé
njeri dhe poet me ndjenjafine dhe njé [évrues tjetér té shqipes.

* ... Eshté theksuar vegmas kontributi g& Asdreni si njeri dhe si krijues i ka dhéné krijimit té
vetédijes kombétare pérpara shpalljes sé pavarésisg, e dic mé pak kontributi gé i ka dhéné
formimit té vetédijes shogérore dhe politike té shqiptar éve pas shpalljes sé pavarésisé. *’ ( Qoga
2002 : 14)

Asdreni doli né skené né gjysmé agun e letérsis® shqipe, atéheré kur sendet
ravijézoheshin po ende nuk dukeshin qgarté, atéheré kur gjuha shgipe shkruhej dhe njékohésisht
pastrohej nga ndikimi  gé kishin 1éné robérimi gindravjecar otoman dhe gjithé gjo veprimtari
antishqiptare e fginjéve pérreth. Ne nuk do ta teprojmé nése themi se Asdreni éshté, ngjashém
me rilindésit tjeré, njé nga themeluesit e gjuhés se re shqipe. Duke pérdorur zhdérvjelltésiné gé i
ofronte njohja e gjuhéve tjera dhe gatishméria pér té thithur dhe pér t& mésuar gjithé ¢’ jepte
letérsia dhe shkrimet e kohés, mund té themi se heré-heré té duket sikur gjuha e poezive té tij
éshté kjo gjuha bashkékohore gé ne pérdorim sot.

Koha dhe vendi ku jetoi gdhendén portretin e poetit dhe atdhetarit. T€ jetuarit né
Bukuresht, aty ku gjéllinte njé nga kolonité mé pérparimtare té asgj periudhe, ku jetonin
personazhe nga mé té cuditshmet dhe nga mé bujaret, lané gjurmé né formimin shpirtéror té
Drenovasit thatanik. Eshté ky Bukureshti i njerézve si Nikolla Nago dhe i patriotéve tjeré gé nuk
kursenin paraté dhe kohén pér té ndritur vetédijen e kombit. Aktiviteti botues i shogérive ishte si
njé fabriké e madhe gé nxirrte libra gé shpérndaheshin pastaj népér gytetet dhe fshatrat e
Shqipéris2. Nga tipografia e shogérise s€ Bukureshtit pané dritén kag shumé vepra té
réndésishme té Rilindjes soné veprat e Naimit pér mésonjétoret shqip, poezité e Naimit,
shkrimet e Jani Vretos, veprat e Samiut. Kéto dhe aktiviteti i dendur i atdhetaréve mérgimtaré té
kolonisé s& Bukureshtit, si dhe shija e hollé dhe etja e madhe pér t&é mésuar shqip dhe pér té
vepruar shqip, béné qé Asdreni t'i fute] valles sé veprimtarisé kombétare, dhe kété ai do ta bgé
gier né frymén e fundit. ‘'Né kryeqgytetin e Rumanisé ishin té gjitha kushtet gé edhe ai té
sémurgj prej semundjes sé gjuhés shaipe, si dhe shumé shaiptaré tjeré *’ — thoté studiuesi mé i
gjithanshém i jetés dhe i veprés s tij, prof. Rexhep Qosja™( Qosja, 2002 : 52). Duhet té
pérmendet kétu se futja e Asdrenit né lévizjen kombétare gé né fillim pati njé motiv té pérzier,
kombétar dhe social. Ky motiv do ta ndjeké até gjithé jetén duke e béré ndoshta njé ndér
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shkrimtarét e paré té rrymés 8 redizmit. Dhe nuk kishte si té ndodhte ndryshe: kohérat dhe
mésimet gé mori, ndonése gjithmoné té ndérprera, si dhe vendet ku fati e shtyri té kalojé, i vuné
vulén jetimit nga Drenova té hapé si zemrén, ashtu edhe syté: té parén pér atdheun, té dytét pér
giendjen socide dhe varfériné e kombit e vet. Ky duaizém romantiko-shogéror, nése mund té
thuhet njé fjalé té kétillg, do ta b&né Asdrenin té keté njérén kémbé né Rilindje dhe tjetrén né
periudhén pas sq.

" Megjithése me njé vonesé té dukshme, por historikisht té pérligjur pér shkage historike dhe
shogérore, letérsia shgipe né sajé té poezisé s& Asdrenit i jeton né ményré pak a shumé, té garté
periudhat kryesore népér té cilat kalojné letérsité e popujve evropiané gjaté shekujve XIX dhe
XX. (Qosja, 2002 : 18)

Nga biografét dhe studiuesit e tij pérmendet se né vitin 1899 Asdreni u nis rrugés pér né
Shqipéri  duke kaluar nga Stambolli. Ndonése do keté dashur té takohet me atdhetarét e
shogérisé 2 Stambollit, pér té cilét kishte lexuar dhe librat e té ciléve i kishe rradhosur e i kishte
fagosur teksa punonte me atdhetarin gjaknxehté Nikolla Nago, fati nuk e kishte té shkruar njé
takim me Naimin apo me Samiun. Ashtu kokévarur do jeté kthyer né vendlindje pér té paré dhe
pér té ndier edhe njé heré lemerigen e fshataréve, shkretimin e shtépive, ikjen varg e varg té
mjeranéve nga shtépité e tyre duke 1éné pas fémijé, gra shamizeza, té cilat gé tani mund té nisnin
taquanin veten vejusha

Pas kthimit né Bukuresht, me andrallat e veprimtarit, duke shétitur shogéri dhe klub mé
klub, nén tymin dhe sharjet dhe zénkat e té mérguarve, Asdreni jetonte dita-dités, me shumé
pak para né xhep, derisa njé dité prej ditéve nisi bashké&unimi me gazetén *’ Albania’ té Faik
Konicés gé botohej né mes té Brukselit né té cilén nisi té botonte poezité e tij té para

Ndonése né pérmbledhjen e tij e paré me poezi ‘’Reze djelli’’ shihet garté stili dhe
patetika e poezive té Rilindjes né pérmbledhjet tjeratijat nisin t&€ dominojné motivet tjera, duke
e nxjerré Asdrenit jashté hijes s& romantizmit klasik. Déshpérimi gé pérjetoi mé pas né jeté,
vetmia gé e ndogi pas gjithnjé i dhané zérit té tij njé noté pesimizmi; Iénia pas dore e té gjitha
geverive pasrendése e plakén até mé shumé sesamosha e vet e vérteté.

Fjaléformimi né poezité e Asdrenit

Gjuha e poezisé s Asdrenit éshté njé burim i pasur i gjuhés shqipe, mu aty, te poeziae tij
duket sikur ka nisur té béhet go gé do jeté mé pas bashkimi i dy dialekteve té gjuhés shqipe.
Natyrisht gé kété ngjizje ai e bén né vjersha té ndryshme duke shkruar heré né njérin diaekt e
heré nétjetrin

Ne gé u ndaém dhe i analizuam fjalét e poezist s& tij jemi déshmitaré pér korrektésing
gramatikore dhe leksikore té atyre fjaléve. N& opusin gjuhésoré takuam fjalé té krijuara me
ndajshtesa, fjalé té pérbéra e té pérngjitura, mbiemra té emérzuar e fjalé té nyjézuara. Asdrenit i
kané shkuar pérdore té gjitha llojet e krijimeve leksikore, si¢ mund té shihet edhe me poshté né
hulumtim, s fjdét e prejardhura ashtu edhe té pérbérat apo té pérngjiturat, s nyjézimi ashtu
kompozimi. T& gjitha krijimet e kané bukuriné dhe vlerén e vet. Po té duhej t'i vecojmé se cilat
Iloj krijimesh jané mé té bukurat kété do ta kishim véshtiré ta bénim, té paktén nuk mund t'i
ndanim me njé vij té drejté. Bukuriae fjaléve shtrihet né té gjitha fushat, né té gjithakrijimet.



Né punim fjalét jo t& parme me ndajshtesa jané grupuar né fjalé me parashtesa dhe fjalé
me prapashtesa.

Parashtesimi

Parashtesat g€ hasen te poezité e veprave té andizuarajané: ¢-/ sh-/zh-,z-/ x-, pa-, stér-,
pér-, s-, p.sh. ckallmoj ( krh. ¢ + foljen ngallmoj); ckulloj ( krh. ¢- + foljen kulloj), zbardhélloj (
krh. z+bardh+éloj ); zbukuroj ( krh. z+ bukur-0j); pérmend ( krh. pér- + emrin mend); pérball
(krh. pér - + emrin ball&); stérnip ( stér+ emri nip) , stérmadh ( stér + mbiemri i,e madh (e) );
padurim (krh. pa- + emri durim); paméshiré (krh. pa- + emri méshiré); smundje ( s+ mund+ je=
zgjerimi me prapashtesén —je i foljes mund).

Ju pemé gé zbardhélloni
Me lulet g'u zZbukurojné (R.D., 1971: 164)

.............................................. (PM., 1971:19)

Prapashtesimi

Numri i fjaéve mé prapashtesim éshté mé i madh krahasuar me parashtesimin.
Prapashtesat gé jané takuar te poezité e veprave ,,Rreze dielli,, e ,,Psallme murgu,, jané: -im, -je,
-i, -(&)ri, -(&)si, -shém, -eshé, -(6)s, -ar, -tar, -or,-ore, -tor, -an, -ak, -acak, -isht, -ishte, -té, -&, -
onjé. p.sh. véshtrim ( krh. foljen véshtroj+ -im); gézim ( krh. foljen gézoj+ -im); rrahje ( folja
rrah/rrahur + -je); pamje ( foljashoh/paré + -je); shtes ( krh. foljen shtoj + -esé); vullnesé (krh.
vullnet + -s8); njerézi ( krh. emrin njeréz + -i); mjeshtéri ( krh. emrin mjeshtér + -i); triméri ( krh.
emrin trim + -éri); robéri ( krh. emrin rob + -&ri); gjerési ( krh. mbiemrin i/e gjeré + -si); thellési (
krh. mbiemrin i/e thellé + -si); i/e peréndishém ( krh. emrin peréndi + -shém); i/e mendshém (
krh. emrin mend + -shém); ); hyjneshé ( krh. emrin hyjni + -eshé); blegtoreshé ( krh. emrin
blegtor + -eshé); shétités ( krh. foljen shétis + -&s); kéqyrés ( krh. foljen kéqyr + -&s); paréverak
(‘krh. emrin paréveré/ pranveré + -ak); zemérak ( krh. emrin zemér + -ak), migésor,e ( krh. emrin
migési + -or); malésor,e ( krh. emrin malési + -or); ); vjershétor ( krh. emrin vjershé + -tor);
tradhtor ( krh. emrin tradhti + -tor) ; luftar ( krh. emrin lufté + -ar); detar (krh. emrin det + -ar);
rrugétar ( krh. emrin rrugé + -tar); meshtar ( krh. emrin meshé + -tar); plegérishte ( krh. emri
pleqéri+ -ishte); dhéndérishte (krh. emri dhéndér+ -ishte ), : i/e flakté ( nga emri flaké) , ile
pakté ( nga folja pak ); mburonjé ( krh. foljen mburoj + -onjé ) dhe shgiponjé ( krh emrin shgipe
+-0njé).

Njyjézimi

Tek Asdreni, te poezia e tij, hasen edhe fjalé gé jané té nyjézuara Né kété grup béjné
pjesé fjaét gé jané formuar me ané té nyjés st pérparme, te cilat né gjuhén shgipe pérb&né njé
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tip té vecanté. Tétillé jané mbiemrat, gé jané formuar nga pjesoret e foljeve si p.sh. i/e zbathur (
krh. pjesoren e foljes zbath); i/e ngjeshur ( krh. pjesoren e foljes ngjesh); i/e marré ( krh.
pjesoren e foljes marr); i/e térbuar ( krh. pjesoren e foljes térboj); i/e pélgyer ( krh. pjesoren e
foljes pélgej); i/e poshtéruar ( krh. pjesoren e foljes poshtéroj);

Pér ty dhe Krishti vojti-i krygésuar

Ballsamt’ u shtjeré shpirtrave té munduar

Kompozimi

Nuk ngelen pas kompozimi, pérkundrazi , fjalét e pérbéra te poezia e Asdrenit jané né
numér shumé té madh. Té gjitha kéto vecohen pér nga bukuria dhe korrektésia e tyre
gramatikore. Pasojné shembujt té késaj kategorie fja ésh, si: doré + shkrim = doréshkrim; atdhe =
a + dhe; buzégeshje = buzé + geshje; fatrréfenjés = fat + rréfenjés; mirégellje = miré + gellje;
fillimvere = fillim + vere; shpirtthika= shpirt + thika; kryengrités = krye + ngrités; tingull-fjetur
= tingull + i/e fjetur; sytrembur = sy + i/e trembur; ar + i/e gendisur = ar + géndisur; sygjellor =
sy + qgjellor (e); fijedliré = fije + i/e dliré; shtatkrenar(e) = shtaté + krenar(e); shpirtmizor(e) =
shpirt + mizor(e) &tj.

Pérngjitja

Né sistemin e fjaléformimit si tip mé vete bén pjesé edhe pérngjitja. Fjalé té pérngjitura
quhen ato fjalé té cilat jané té formuar historikisht nga bashkimi i dy ose mé shumé fjaléve gjaté
pérdorimit té tyre njéra prané tjetrés ( Gramatika, 1995:75 ). Te Asdreni kemi hasur kési lloj
fjalés edhe até né numér té& madh, té cilat né fillim i kemi ndaré sipas kategorisé gramatikore e
pasta i kemi néndaré s& kuadér té grupit gé u takojmeé.

a) Ndgjfoljet dominojné né kété lloj fjalésh, s: té ményrés, si p.sh. sikundér, pérmbys,
ménjané, porsi, té kohés : pérgjithmoné, kurdoheré, askurré, ngaheré, té vendit: pérbrenda,
pérpara, pértej, ndérmjet, pérdhe. Kemi takuar edhe lidhéza e péremra, si:

b) Lidhéza té pérngjitura: megjithégeé, sadogeé, megjithé, domethéné, gjithashtu, pérndaj,
sakag.

c)Péremraté pérgjitur: secili; cdokush; ¢dokush; kurrkush; askush; ndokush; tjetérkush;
gjithkush; asnjeri; gjithcka, gjithcka
d) Pasthirrmaté pérngjitura: tungjatjeta; lamtumiré.
f)Emraté pérngjitur: prendveré; tynzot etj.

Konversioni

Kur njé fjaé pér shkak té kushteve sintaksore kalon prej njé pjesé té ligjératés né njé
pjesé tjetér, kemi té& b&§mé me konversion ( Gramatika, 1995: 77). Ményra mé e zakonshme e
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konversionit éshté emérzimi, ose kalimi i mbiemrit né emér. Edhe tek Asdreni gjejmé kési fjalés
te konvertuara. Sai pérket llojshmérisg s emérzimit, kemi dy Iloje: emérzime kontekstuale dhe
té géndrueshme. Emérzim kontekstual a gramatikor kemi atéheré kur njé mbiemér funksionon si
emér vetém brenda njé konteksti té caktuar. Ké&é aftési e kané té gjithé mbiemrat e gjuhés
shgipe. Emérzimi i tillé ndodh pér arsye stilistike, dhe shumica e fjaléve t&é hasura né studim i
takojné kétij Iloj emérzimi si, p.sh.: i/e ngjaré(@ nga mbiemri i/e ngjaré; i/e paré nga mbiemri
ile paré; i/e mjeri (@) nga mbiemri i/e mjer&; i/e folur (a) nga mbiemri i/e folur; i/e dukuri(a)
nga mbiemri i/e dukur; i/e burgosuri (8) ngambiemri i/e burgosur; i/e pikuari (8) nga mbiemri
i/epikuar; i/evarféri (a) ngambiemri i/e varfér; i/egjori (a) ngambiemri i/e gjoré etj.

Téurét ishin pér begatiné (R.D., 1971: 174)

O kasolle gé mérite
Ndé vogéli (R.D.,1971: 144)

Pérfundimi

dashuiriné mé té madhe té tij, dashuri kjo gé nuk e zévéndésojé me asgjé. Dashuria pér gjuhén
dhé vendin etij ngeli e paradhe e fundit pér té.

Né& veprén e paré té andizuar té tij, Rreze Dielli, gjuha e Asdrenit i ngjan shumé gjuhés
S8 romantikéve, por péréséri ngelet né origjinalitetin e vet. Ngjajshmérité i diktonin rrethanat né
té cilat shkruauhej, gjendja né té cilén ishin lexuesit e tyre né até kohé. Ishte njé gjuhé paksa mé
e thjeshté, njé gjuhe e cila pastgj do té mérrte pérpjetén e sgj. Kété e shohim né veprén tjétér té
analizuar, né Psallme Murgu. Kétu kemi té b&mé mé njé gjuhé shumé té pasur e cila nuk té &
asgj € pér té déshiruar, me njé gjuhé me krijime té forta gramatikore, pothuajse plotesisht |etrare.

Te Asdreni, dominojné krijimet prapashtesore dhe até fjalét me prapashtesén —im dhe —
je.. Krijimet me-i, -ri, -&si jané né numér t& madh prapashtesa kéta me té cilat gjejmé té krijuar
emra abstrakt ashtu si né gjuhén e sotme shqipe. Si¢ shihen edhe né punim mé lart te Asdreni
jané té pranishme té gjitha llojet e mundshme té krijimeve gé jané edhe sot e gjithé ditén té
pranishme né gjuhén tone, si njyjézimi, kompozimi, pérngjitja, emérzimi.

Gjuhae Asdrenit éshté gjuhé e cilaka ndértuar njé mur té forté né thémélet gé i hodhén té
bashkatdhetarér .

N& historing e letérsisg dhe té kulturés shgiptare Asdreni do mbetet gjithmoné jo vetém s
hartuesi i famshém i himnit toné kombétar, por edhe shkrimtari vetémohues gé i dha letérsisé dhe
giuhés jo vetém poezi dhe fjalé té reja, po gé gjithé jetén e tij e vuri mu né dtarin e kombit.
Asdreni do mbetet ai poeti dhe atdhedashési barkthaté dhe i népérkémbur i kombit toné, dhe
ndérgjegjja e papastér e geverive shqiptare pas pavarésisé.
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Per sonazhi né romanin shqgiptar né kohén e tranzicionit
(Periudha e pas viteve ‘90)

Lumnie Tagi-Halili
Shtépiabotuese " URA",
Prishting, Kosové,
ana_drini @yahoo.com

Hyrjenékrijimin eromanit shqgiptar nga vitet '90 e kéndej

Periudha e krijimit té romanit né Letérsiné Shqipe gjaté viteve té 90 e kéndej, deri né
dekadén e paré té shekullit XXI, do té& mund té karakterizohej si letérsi e clirimit tematik, e atij
artistik dhe e ¢lirimit estetik. Letérsia shqipe, né té dy krahét e sg, si né Shqipéri po ashtu edhe
né Kosové, pér gati gjysmé shekulli, kishte fatin e keq gé té ndérlidhej ashpérsisht, qofté me
dogmat komuniste shtetérore, qofté me censurén politike, e cila kufizonte dukshém tematikén,
duke shpérfaqur edhe rrudhjet tjera artistike. Pér t& mos théng, té shumtén e drejtuar edhe me
prirjet antiartistike, e antihumaniste.

Né Kosové, |etérsia shqipe pengohej nga politika sunduese antishgiptare serbe. Nése flitet
pér letérsiné shqipe té pasviteve té '90, ndoshta do té ishte mé e drejté té flitet sot, né kuadrin e
ndryshimeve politike gé solli liria e shprehjes dhe e botimeve. Nése ky clirim ndodhi si pasojé e
rrethanave té reja gé u krijuan me plagien e rrathéve té ekzorcizmave né shtetet totalitare, nén té
cilat jetuan shqiptarét, atéheré patjetér g€ edhe romani shqiptar i késg periudhe, do ta keté
ndjeré kéé ndryshim té horizontit té receptivit, ku do té higen mé né fund ndalesat mbi
shkrimtarét e anatemuar, do té shtohet numri i shtépive botuese dhe i firmave té reja té autoréve,
do té botohen artikuj, recensione, monografi studimore e madje edhe libra té téré historiko-
letraré, do té€ botohen njé numér shumé mé i madh i veprave letrare, do té béhen pérkthime té reja
té veprave té letérsisé botérore, do té pérhapet tregu i botimeve, do té formohen klube, shogatae
forma té reja organizimi dhe do té botohen revista té reja e fage té reja pér letérsi né shtypin
ditor. Mbahen konferenca shkencore gé i kushtohen letérsisé.

Pércaktimi kohor i ¢do krijuesi shénon periodén kohore historike, e cila éshté shumé e
réndésishme dhe mjaft e veganté pér |etérsiné shqipe.

Kategoria e per sonazhit dhe ndryshimet etij né zhanret efiksionit letrar

Larmia e madhe e personazheve, ka shénuar gjithnjé njé vijé ngjitése dhe njé lakore nga
epoka letrare, nga njé drejtim, rrymé, formacion stilistik, fenomen letrar a periudhé letrare né
epokén né té cilén éshté krijuar, né drejtimin, rrymén, formacionin stilistik, fenomenin letrar a
periudhén letrare tjetér. Né kété kuadér, edhe personazhi letrar z& njé vend shumé té
réndésishém. Kategoria e personazhit, e cila ka njé funksion pérshkrues, duket e natyrshme né té
giitha zhanret e fikcionit letrar. Tek ne tashmé éshté krijuar tradita e pérdorimit té termit fikcion
letrar, sidomos tek kritikét dhe studiuesit e rinj té letérsisg, ndérkohé gé njé ndarje né dy grupe té
médha pérvijohej gé né fillim té viteve '70: Letérsi imagjinatave /Letérsi diskursive nga R.
Qoga, A. Aliu, S.Hamiti etj., ky term i atribuohet kryesisht prozés, letrarésisg. Arsyeja géndron
se, né dekadén e paré té shekullit gé lamé pas, u desh gé vémendja té pérgendrohej tek realiteti i
drejtpérdrejté letrar, s kriter i pérafrimit me tekstet letrare, pér t'u distancuar nga epoka gé
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pérjashtonte kriterin estetik.

Mirépo, kjo kategori estetike (e personazhit), mund té jeté me funksion té pérdorimit
problematik, mé pak pérshkrues, d.m.th. interpretues, (apo mbi-interpretues), kur go (kategori),
si etillé, aplikohet pér veprat e méparshme gé mbajné shenjén e paradigmés sé romanit "realist”
té shekullit t& néntémbédhjeté, shpesh e favorizuar nga teoricienté me konceptimin, gjo pércjell
njé seri té téré té supozimeve, veganérisht né aspektin e analizés psikologjike, krejtésisht té hug
pér letérsiné antike dhe klasike. Sado gé ka mjaft shkrime kritiko-letrare dhe studimore gé
merren me prozén shgipe té kétyre viteve, megjithaté, ndonjé studim i miréfillté me pretendime
monografike, ende nuk éshté béré, e aq mé pak, ndonjé studim gé do t'i kushtohej identifikimit té
personazheve. Personazhi sikur na e thoté&, duke na e béré té ditur gé secili person ka karakter
fiktiv né njé vepér letrare, né ¢do kohé.

Karakterizimi i personazhit dhe identifikimi i tij né laboratorin e romansierit

Késhtu, duke e konsideruar karakterin si njé krijesé nga bashképunimi i romancierit me
logjikén e krijimit té universit, pra té universit krijues, tashmé, u vérejt se shkruesit e romaneve
ndértojné personazhe té ndryshme nga pérditshméria reale e pafundshme dhe e mundimshme,
késhtu gé krijohen modele té ligiésuara nga veté jeta sot. Cfarédo gé té jeté forma e romanit,
personazhi éshté pika thjerrézuese apo motori i fikcionit, me ané té té cilit e masm shkalén e
vértetésisé dhe té autenticitetit. Karakterizimet e personazhit mund té jené té garta, eksplicite
(bartési i rréfimit tregon shenjat e dallimeve té gjendjes civile, gjinisg apo té shtresés sociale).
Shkrimtari pikturon portrete, bén analiza psikologjike gé portretizojné njé karakter, por mé
shpesh nénkuptohet me konotacione gé i referohen vetvetes, apo kombinimit narrativ té diskursit
socid dhe té marrédhénieve shogérore, té cilat né ményré té térthorté plotésojné njohurité tona
mbi personazhin. Romancieri né rolin e demiurgut, e pérgendron vémendjen né gjasat e botés gé
a kakrijuar. Romancieri i jep personazhit njé identitet, té cilin déshiron ta béjé té besueshém dhe
té réndésishém. Pérshkrimi kétu éshté njé mjet i privilegjuar i karakterizimit eksplicit, nga
pozitat e gjithédijshme, pér té zbuluar té& kauarén e njé karakteri, pér té zbuluar mendimet e tij,
sintetikisht, e mandej pér té organizuar njé tablo té detajuar. Kurse nga aspekti fizik, personazhi
paragitet me njé trup e me tiparet e veta karakteristike té zgjedhura, piktoreske, por edhe né
aspektin e detgjeve té vecanta qé mund té sugjerojné tipare. Nga aspekti moral, romancieri
fokusohet né shprehjen e ndjenjave, éshté i interesuar t€ depértojé né manifestimet e tyre, tek
shfagja e lotit, dukja e buzégeshjes, gpo né gjeste té réndésishme. Personalitetin e personazhit
né vend té késgj njé kopje té vetme a njé specie sociale. Nga aspekti social, personazhi paraget
njé mjedis, njé veshje, njé vend pune, paraget gjuhén, ideologjing, etnitetin etj.. Késhtu, béhet
njétip dhe, s& kéndegimi, buron njé tipologji e pasur e personazheve né romane.

Triumfi i letérsisé mbi anatemén ekrijuar ndaj shkrimtaréve té ndaluar

Pasi né dekadén e fundit t€ mijévjecarit g& e lamé pas, plasén dalimet totdlitare,
pushtuese e ideologjike, ishte dhe éshté letérsia gé triumfoi dhe do té triumfojé kurdoheré, me
proceset e reja letrare, por vetém sé bashku me motrén e sgj té pérjetshme- demokracing. Nuk



éshté pér t'u habitur pranda se, vepra letrare e shkrimtaréve té ndaluar: Martin Camajt, Kasém
Trebeshinés, Visar Zhitit, Bashkim Shehut, Adem Demacit €tj..., vjen né mesin toné me kag
vonesé, kur kemi parasysh faktin se kéta e kishin bartur né emrin e tyre persona shenjén
emblematike té letérsisé pér kohén gé po jetonin, por edhe té kombit e té vendit té tyre.

Ndérsa kjo letérsi, na vjen triumfuese mbi anatemeén aq té gjaté politike e pushtuese, gé u
ushtrua ndaj kétyre autoréve e ndaj veprés sé tyre. Késhtu gé, patjetér gé edhe romani e letérsiae
tyre do té barté ato rravgime e shenja jetésore. Prandaj, jané dy hapésira, té cilat e karakterizojné
botén shpirtérore té shkrimtaréve (népér dy kohé té ndryshme), pa pérjashtuar kétu edhe
ekzistimin e kontekstit psikologjik, socia dhe historik, brenda rrjedhés s& zhvillimit té
pérgjithshém té letérsisa.

Kéta autorg, me té drejté mund té cekim se ndogén rrugén e gjaté e té véshtiré té jetés
shqgiptare. Andaj, nuk na habit fakti sot, gé tek romanet e Fatos Kongolit, Bashkim Shehut, Diana
Culit, Mehmet Krajés, Jusuf Buxhovit, Ismail Kadaresg, Zija Celés, Murat Isakut, Ridvan
Dibrés, Agron Tufés, Flutura Ackés, paragitet heré tema e personazhit té Kkétij tranzicioni
dramatik té shogérisé shqiptare, heré lufta si pjest pérbérése kryesore stilistike-tematike e
autoréve nga Kosova, po ashtu edhe go e rezistencés nacionae me bérthamén e brendshme té
individit, pérballé shogérisé shtypése pushtuese, sikurse tek kveprat e Murat Isakut né Magedoni.

Disa prej romaneve té késg kohe, karakterizohen nga njé ményré e re e shkrimit, sado qé
u pritén pak me hezitim dhe moskuptim nga lexuesit, apo edhe nga studiuesit si¢ jané: romani
Rrathé i Camajt, Odin Mondvalsen i Trebeshinés, Ulku dhe Uilli i Vath Koreshit, Las varrezasii
Zija Celés, romanet | humburi , Kufoma té Kongolit, goo Piramida, Hija té Kadaresg, Muri i
mjegullés, duke vazhduar edhe me romane té tjeré, si ato té M. Krgjés Siina e ujkut , Triunfi i
Gjergj Elez Alis2 t€ R. Dibrés apo Dueli i A. Tufésetj.. Megjithaté, kéta autoré ndértuan shijen e
re té lexuesit, nxitén studimet letrare pér fenomene e dukuri estetike e artistike dhe i sollén vlera
té rejaté romanit.

Personazhi i sotém jo heroik, por gétregon historiné e njé kohe

Brenda késg vazhde té romaneve, edhe kategoria e personazhit éshté mé tepér se
karakter, apo thjeshté, mé tepér se njé portretizim e karakterizim i tij, hera-herés, personazhi
éshté mé pak se njé karakter si tip dhe trajté, por ka shfagje edhe pér mé shumé, sepse ky
karakter paragitet si funksion (i ekzistencés). Ndérkohé gé romani modern tashmé i ka thyer
kufijté tradicionalé té formésimit té personazhit. Ky personazh, i zgjeron cilésité e vegorité e tij
té karakterit, natyrén e tij psikologjike e enigmatike né pérmasa té pakufishme. Ashtu sikundér
gé begatohet pérvoja njerézore né genien e tij shogérore, historike e shpirtérore, po ashtu edhe
pasurohet, zgjerohet e thellohet edhe personazhi letrar, duke pushtuar hapésira gjithnjé e mé té
gieraté lirisé s& shprehjes, formésimit e formimit, té veprimtarive té tij té pakufishme njerézore e
shogérore dhe té manifestimeve té pasura psikologjike e shpirtérore. Ky personazh, duke u
zgjeruar, e duke i mbajtur lidhjet me karakterin tradicional té letérsisé gé nga Aristoteli e kéndej,
nuk e ka humbur asnjéheré identitetin e tij, por e ka formésuar e forcuar ké&té identitet letrar e
artistik.

Personazhet e késgj periudhe letrare, té€ romaneve, nuk jané historike, ata apo ato nuk
jané heronj a heroina, por jané personazhe kulturoré né pérgjithési, ata jané nga shtresa té
ndryshme, gé nga intelektuali mé i shquar e deri tek njeriu i réndomté, por gé té gjithé tregojné
historiné e njé kohe. Kohén gé vazhdon ende me péremruesin déftor té sotém té tranzicionit.
Personazhet e kétij romani shpesh rendin népér vende té ndryshme, heré né Itali e heré né
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Shqipéri, si¢ ndodh tek romani i V. Zhitit Né kohén e britmés, apo tek romani i D.Culit Diell né
mesnaté, ata marrin guximin, kudo gé jané té vet identifikohen. Ka raste, jo té rrdla, kur
etnonimi ('sado i lehté e thirrmor), éshté identifikues né kéto romane.

Pérmbylljerreth tipologjisé sé per sonazhit té sotém si pérbérésrréfimi menjé
vizion humanitar pérgjithésues

Romani shgiptar i viteve té '90 e kéndegj, s me pémbajtjet, strukturat artistike a
kompozicionde, si me llojllojshmériné e personazheve té ndérligshém, si me strukturat
komplekse té rréfimit, né ményré té pandérpreré pushton hapésira té reja té rrymimeve e té
|évizjeve komplekse té jetés, shogérise dhe historisé. Ndérkohé qé interpretimi, zbérthimi dhe
studimi i tipologjisé sé personazhit, béhet me kérkesén pér t'i paré marrédhéniet e autorit me
veprén dhe, sé kéndejmi, me rrjetin e pasur té tipologjise sé pérbérésve té rréfimit, autorit s
bartés rréfimi, rréfimtarit ( narratorit) dhe personazhit. Nga ana tjetér, té gjitha kéto situata
jetésore, historike, shogérore e té redlitetit tranziciona, pérpiqet t'i paragese s gjendje
shpirtérore gé ndryshojné vazhdimisht, gé shénojné ngritje e pjekuri té vazhdueshme té vetédijes
historike e jetésore. Eshté personazhi i kétyre romaneve gé gjithnjé e paraget dhe synon ta
shqiptojé té vértetén pér kuadrin e njé vizioni t& mundshém, gjithmoné né planin e filozofisé s&
jetés, gjithashtu né planin personal, késisoj edhe né até té subjektivitetit krijues, pothugjse edhe
aéheré kur ndodhet ky personazh pérballé njé dhune té egér fizike e ideologjike.

Duke paré brenda kontekstit e zhvillimit té letérsisé shgipe si né Shqipéri, po ashtu edhe
né Kosové, problemi i dhunés edhe sot e asg kohe, ka mbetur problem i historiografisé
shaiptare, sepse niveli i shtrirjes & késaj dhune, qofté dhuné fizike, apo ideologjike, kap pérmasa
té médha duke u shtriré sa andej kufijve e kéndej, kudo ku gjenden shqiptarét. Dhunaideologjike
e ushtruar pér gati katér dekada, né trevat shqipfolése e shqipshkruese, 1€ padyshim kuptimin e
interpretimit té letérsisg, si [ufté qé sakagheré, pérballet viera me antivlerén né krijimtaringé
ndérmjet kohérave. Tekgé kjo periudhé kohore, pref mé se dyzet vjetésh, pas pérmbyses s&
diktaturave, béri té mundur gé té dalin né shesh shumé fakte, duke ndryshuar realitetin socio-
politik.

Tani dolén edhe bartésit kryesoré té vlierave té reja dhe moderne letrare gé po vinin pas
kétyre pérmbysieve, té cilét bredhin drejt trendeve letrare botérore, duke e pérshkallézuar
|etérsiné shgipe pérkrah tendencave moderne. Tekdo nga vitet ' 90, dominon gjithnjé e mé shumé
orientimi modern edhe i shkrimit shqip.

Pérkundrejt vérshimit té kétij lumi t& madh autorésh e veprash gé lindén pareshtur né kété
kohé&, ekziston njé pasgyré pérzgjedhése, gé né té ardnmen e sotme duhen shgyrtuar disa nga
autorét dhe veprat, té cilét lané giurmé si rrallékush né letérsiné shqipe té késg kohe, pér t'i paré
késhtu, sipas tyre, enigmat e fatit, pérplasjet dramatike dhe géndrimet bashkékohore, ndg po
késaj kohe- té sotmes, kudo né thellésiné e genies sé heroit apo anti heroit. Mé konkretisht, pér ta
paré relievimin dhe konfigurimin komentues té autorit pér kohén, veprés, personazhit dhe
rréfimtarit, e né veganti, pér té paré identifikimin e kétyre personazheve, ia vlen gé sot letérsia
bashkékohore té marré pér studim thelbésor e shumédimensional disa nga veprat e autoréve té
poshtéshénuar, si: | humburi, Si-do-re-la, Te porta e Shén Pjetrit, té Fatos Kongolit, Rrugét e
ferrit, Ferri i car&, dhe Né kohén e britmés té Visar zhitit, romani Dueli i A. Tufés, romani
Aksidenti i |I. Kadaresé , romanet e D. Culit Diell né mesnaté, ...dhe nata u nda né mes, Gruaja
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né kafe, pér té vazhduar me romanet e M. Kragjés, Z. Celés, M. Isakut, R. Dibrés, F. Ackés, M.
Mehmetit e té tjeré té shumté.

Romani dhe personazhi i kétyre romaneve (té lartpérmendura ), ka cfaré t'i ofrojé
studiuesit té letérsisé bashkékohore, sepse dallohet miréfilli pér nga pasurimi i vazhdueshém i
cilésive jetésore dhe artistike. Né secilén gjendje gé ndodhet personazhi i veprave té sipércituara,
edhe atéheré, kur ky personazh é&shté meditues, vézhgues, persiatés, veprues, lévizés, a
gjithéherés éshté me boté té pasur shpirtérore, dashurues dhe pérjetues situatash. | tillé géndron
edhe né momentet kur shfaq karakterin e tij heroik, shpirtin sakrifikues apo ndjenjén e larté
atdhetare, té dashurisé pér jetén dhe pér vlerat humane né pérgjithési.
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Fjal&formimi i fjaléve té pérbéra né veprat e Asdrenit
“Reze dielli” dhe“ Psallme murgu”

Luljeta Adili- Celiku
Universiteti i Evropés Juglindore,
Tetové, Magedoni

|.adili @seeu.edu.mk

Asdreni béri shumé pér gjuhén shqipe ag sa mund té béjé vetém njé atdhedashés i vérteté.
Por kjo nuk iu kthye né té njgtén mase. Gjuha e tij ngeli pas dore nga studiuesit e gjuhés
shqipes, nuk iu dha pesha e merituar gé té dalin né pah vlerat gjuhésore té veprés <é tij. Prandaj,
u pa e udhés gé né kété punim té studiohet gjuha e tij dhe té shérbejé si njé nismé e mbaré pér
studime té métutjeshme. Jané analizuar dy veprat e tij: “Reze dielli” dhe “ Psallme murgu” dhe
ngakéto jané nxjerré né pah formimin e fja éve té pérbéra.

Ky lloj fidésh, i mbledhur nga veprat e lartpérmendura, éshté shumé i madh. Fjaé e
pérbéré apo kompozité e miréfillté né shgipen éshté béré gjo fjalé dygjymtyréshe gé formohet
nga bashkimi i dy a mé shumé temave né njé fjaé té vetme, né njé njési té€ vetme leksiko-
semantike strukturalist t€ mbyllur, e cila formésohet s njé térési e pavarur fonetiko-
morfologjike, ka kategorité e veta potenciae fja&formuese, zhvillohet semantikisht dhe kryen
funksionet e veta semantike gjithnjé si njé térési-fjaé, pavarésisht nga vecgorité fonetike dhe
leksiko-gramatikore té komponentéve té sgj. (Studime mbi leksikun dhe mbi formimin e fjaléve né
gjuhén shgipe 1972 : 83). Njéra nga kéto ( tema mbéshtetése, gé zakonisht éshté e dyta) e
forméson gramatikisht gjithé kompozitén, ndérsa tema tjetér, ( ose, kur jané mé shumé se njé)
éshté e asnjanésuar nga piképamja e kuptimeve té saj gramatikore ( Gramatika, 1995: 70), p.sh.:
te fjaa beséshkal és, mbaresat trajtéformuese i shtohen fja és sé dyté dhe né bazé té késg) mund té
shohim se kjo fjalé gramatikisht éshté e gjinisé mashkullore, megé té nj&tén gjini gramatikore ka
pjesaedytéesg.

Kuptimi i fjalés sé pérbéré mund té jeté i barabarté me kuptimin e fjaléve prej nga rrjedh
njésia e re e fituar, por mund edhe mos jete i njé&jté me kuptimin e fjaléve gé e kané formuar até
njési té re leksikore. Si rezultat i lidhjeve té shuméllojshme, né té cilat hyjné pjesét e kompozités,
del njénjési e re leksikore gé shpreh njé nocion téri, si: duarthaté, zétrashé, etj.

Kompozimi éshté ményra mé prodhimtare e fjaéve né gjuhén shqipe pas ndajshtesimit.
Kompozitat, duke pasur té paktén dy tema motivuese, zakonisht kané njé temé semantike mé té
madhe se fjdét e prejardhura dhe e paragesin garté e né ményré mé té drejtpérdrejté nocionin gé
shprehin, prandg ato po marrin pérhapje té gjeré, sdomos né terminologjiné tekniko-shkencore,
ku kérkohet njé shprehje sa mé e pérpikté dhe njékohésisht sa mé ekonomike e koncepteve. Me
ané té& kompozimit zakonisht formohen emra e mbiemra dhe njé numér i kufizuar foljesh e
ndgjfoljesh.

Né formimin e njé kompozite marrin pjesé tema fjalésh emértuese: emra, mbiemra, folje
e ndgfolje, si dhe temanumérorésh e péremrash dhe né bazé té késgy mund té béhet njé ndarje e
kompozitave duke marré si parim kategoriné leksiko-gramatikore té& gjymtyréve pérbérése té
kompozités. Késhtu fjalét e pérbéra mund té jené té krijuara nga: dy gjymtyra emra, nga njé emér
dhe njé mbiemér si dhe nga njé numéror dhe njé emér.
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Gjymtyrét e kompozitave né gjuhén shqipe jané gjithnjé dy, kurse temat jané zakonisht
dy, por mund té jené edhe mé shumé. Kur kemi mé shumé se dy tema, dy prej tyre hyjné né njé
giymtyré té pérbéré, ndérsa lidhja gé mbizotéron éshté gjo bashkérenditése. Rgporti midis
kuptimeve té giymtyréve dhe kuptimit té fjalés kompozité varet nga raporti sintaksor midis
kétyre gjymtyréve, gé mund té jeté i bashkérenditjes ose i nénrenditjes.

Ndarja kryesore e kompozitave éshté ndarja sipas lidhjes ndérmjet gjymtyréve. Sipas sgj,
kompozitat ndahen né pércaktore dhe képujore (Thomai, 2005 : 156):

a) Kompozitat pércaktore pérbéhen prej dy gjymtyrésh, nga té cilét njéra pércakton
tjetrén, ose e para té dytén,si p.sh.: punémbaré = puné + i/fe mbaré; syzezé ( krh. emrin sy
+zezé/zi); leshflorinjté = lesh + i/e florinjté&; zemér-gur = zemér + gur;

b) Kompozitat képujore jané fjdé té pérbéra prej dy a mé shumé gjymtyrésh me lidhje
bashkérenditjegje ndérmjet tyre. Ato jané emra,si p.sh.: doré + shkrim = doréshkrim; atdhe = at
+ dhe; buzégeshje = buzé + geshje etj. Fjaét kompozita me lidhje képujore jané mé té pakta né
fondin e fjaléve té shqipes.

Pér kompozitat e shgipes sé pari ka shkruar Jokli ( sipas referimeve té Cabejit), ndérsa prej
gjuhétaréve shqiptaré do pérmendim Cipon, Xhuvanin, Cabejin e Kostallarin.

Si¢ dihet, né gjuhésiné indoevropiane terminologjia e kompozitave ka depértuar nga
indishtja, sepse gjo éshté mjaft e pasur me to. Té shtojmé se pjesa e paré e kompozités del e
palakuar si¢ ndodh né mbaré shqgipen. Prof. E. Cabej pér mrekulli e kishte hetuar se topika e
pjeséve té kompozitave té shgipes pérkon me ao té gjuhéve té tjera indoevropiane, d.m.th.
elementi pércaktues i sgj éshté i dyti dhe jo i pari ( vetém né rasa té rralla mund té ngjgé e
kundérta. ( Zymbri, 215).

Fjalét e pérbéra tek Asdreni

Numri i fjaléve té pérbératé gjeturané dy veprat e analizuara té Asdrenit éshté shumé mé
i madh. Té gjitha fjalét jané mbledhur me kujdes té vecanté dhe jané analizuar nga aspekti i
formimit té tyre. Ké&to kompozita pérbéhen prej dy fjaléve, gé kur ndahen kané kuptim té
mévetésishém. Pikérisht késhtu jané anaizuar té gjitha kéto krijime bazuar né té se c¢faré
kategorish gramatikore jané bashkuar pér formimin e tyre. Jané takuar fjaé gé jané krijuar nga
dy emra, nganjé emér e njé mbiemér, nga njé emér e njé ndgjfolje dhe njé emér e njé numeéror.
Té gjithajané té radhitura mé poshté.

Fjalété pérbéra- emér + emér

doré + shkrim = doréshkrim; atdhe = at + dhe; buzégeshje = buzé + geshje; fatrréfenjés = fat +
rréfenjés, mirégellje = miré + gellje; fillimvere = fillim + vere; shpirtthika = shpirt + thika;
kryengrités = krye + ngrités; jetéprurés(e) = jeté + prurés, zemérligési = zemér + ligési;
sygjarpérush = sy + gjarpérush; doréplotési = doré + plotési; kryekémbé = krye + kémbé; sylugat
= sy + lugat; gojé-tagar = gjojé + tagar; gjékafshé = gjé + kafshé; kryeveré = krye + veré;
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doréhekur = doré + hekur; kryevepér = krye + vepér; buképrurés = buké + prurés; ujé-ergjendi =
ujé + argjendi; symisherré = sy + misherré; vetévrage ( veté+vrasje ) kukuvaké ( kuku+vajké);

Fjalété pérbéra- emér + mbiemér

tingull-fjetur = tingull + i/e fjetur; sytrembur = sy + i/e trembur; ar + i/e gendisur = ar + géndisur;
syqjellor = sy + gjellor (e); fijedliré = fije + i/e dlir& shtatkrenar(e) = shtaté + krenar(e);
shpirtmizor(e) = shpirt + mizor(e); fatlum = fat + i,e lum (&); fatmizor(e) = fat + mizor (e); sy-
kulluar = sy + i/e kulluar; lule-shtruar = lule + i/e shtruar; sygjdlé = sy + i/ e gjdIé&; luleshkruar
= lule + i/e shkruar; buzégeshur = buzé + i/e geshur; zemérpikur = zemér + i/ e pikur;
zéhyjnor(e) = z& + hyjnor (e); fageshkruar = fage + i/e shkruar; shpirtkulluar = shpirt + i/e
kulluar; buzéplasur = buzé + i/e plasur; képucégrisur = képucé + i/e grisur; buzétharé = buzé +
i/e tharg; fytyréngjyrosur = fytyré + i/e ngjyrosur; fage-enjtur = fage + i/e énjtur; fagebardhé =
fage + i/e bardhé; syveror(e) = sy + veror(e); gji-kaltér = gji + i/e kaltér; shpirthelmuar = shpirt
+ i/le helmuar; kryemadhéshtor(e) = krye + madhéshtor(e); mendje-shkreté = mendje + i/e
shkreté&; lundérthyer = lundér + i/e thyer; pamjecelur = pamje + i/e celur; shpinéthyer = shpiné +
i/e thyer; fisbujar(e) = fis + bujar(e); fismalkuar = fis + i/fe mallkuar; syvraré = sy + i/e vrarg,
buzéthyer = buzé + i/e thyer; sypérgjakur = sy + i/e pérgjakur; symvrenjtur = sy + i/e mvrenjtur;
jeténgraté = jeté + i/e ngrat€, mendjeshkurtér = mendje + i/e shkurtér; kryenalté = krye +i/e
nalté& ngjyrébukur = ngjyré + i/e bukur; zemérmiré = zemér + i/e mirg; ditéshkurtér = dité + i/e
shkurtér; fatbardhé = fat + i/e bardhé; syshtrembér = sy + i/e shtrembér; fatkeq(e) = fat + i/e
keq( €); zéheshtur= z& + i/e heshtur; gojéhapur = gojé + i/e hapur; gushébardhé = gushé + i/e
bardh&; zemérzi = zemér + i/e zi/zez&; zemérbardhé = zemér + i/e bardhé; kohéshpejté = kohé +
i/e shpejté; kémbédrejté = kémbé + i/e drejté; shpirtlig(€) = shpirt + i/e lig (&); kryelarté = krye +
i/ e larté; buzégeshur = buzé + i/e geshur; buzékuqur = buzé + i/e kuqur; plakékérrusur = plaké +
ile kérrusur; mjekér-mprehté = mjekér + i/e mpreht&; zemérngushté = zemér + i/e ngushté;
krahéhapur = krah +i/e hapur; vetullvrenjtur = vetull + i/e vrenjtur; ditéshkurtér = dité + i/e
shkurtér; ngjyréverdhé = ngjyré + i/ e verdhé; krahéshkruar = krah +i/e shkruar; lulekuge = lule
+ ile kuq(e); zemérhapur = zemér + i/ e hapur; zemérmiré = zemér + i/ e mir&; dyermcelur =
dyer + i/e mgelur;

Fjalété pérbéra- emér + ndajfolje

kryetatépjeté = krye + tatépjeté; hirplot = hir + plot; degéplot = degé + plot; magjiplot = magji
+ plot; doréplot = doré + plot; fugiplot = fugi + plot; dritéplot = drité + plot;

Fjalé té pérbéra- numéro+ emér
dykrenor(e) = dy + krenor(e);
Fjalété pérbéra nga njé temé pjesoreje dhe njé teméemérore

marréveshje ( pjesorja marré/marr+ veshje)
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Fjalété pérbéra nga njé temé pjesor g e dhe njé teme ndajfoljore
dashamir

Fjalé té pérbéra nga njétemé ndajfoljore dhe njé& mbiemér
kegfet (e).

Fjalété pérbéranga njé ndajfolje dhe njé emér prejfoljor
mirérritje ( ndajfolja miré + emri prejfoljor rritje ); mirépritje ( ndajfolja miré + emri prejfoljor
rritje).
Pérfundim

Krijimi i fjadéve té pérbéra éshté njé rrugé me té cilén pasurohet gjuha shqipe. Kété e
vuri re shumé herét Asdreni, i cili krijoj fjalé té kétij lloji gé né fillimet e hershme té krijimit té
tij. Fjaé té pérbéra né sasi dhe cilési té larté kemi gjetur si te vepra Rreze djelli. ashtu edhe te
vepra Psallme murgu. Ne gé studiojmé gjuhén e tij, gé kemi gémtuar fjalét e pérbératé tij duke
i analizuar ato sipas formimit té tyre, jemi déshmues té zhdérvjelltésisé dhe korrektésisé 8 tij
gjuhésore, njohjes <& thellé té ligjeve té shqipes dhe krijimin e fjaéve té reja duke u mbéshtetur
né gjedhet ekzistuese té cilat megjithaté nuk e penguan até té shkélgejé me pérzgjedhjen e duhur
dhe pérfitimin stilitistik té vargjeve tij.

cilat dhe sot e gjithé ditén pérdoren. Ai e kishte gjetur mé né fund minierén nga ku do té nxirrte
stolité e tij dhe kjo minieré ishte gjuha shqipe, praprej giuhési merrte dhe po asgj ja kthente.
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Hyrje

Mitologjia ka pasur ndikim té& madh né kulturén e letérsive té ndryshme. Nuk do té ishte e
mundur gé té krijohet definicion i garté pér mitin. Ekzistimi i definicioneve t& mundshme, nuk
arriné qé ta definojé kété nocion kag té ndérlikuar. Autor té ndryshém kané dhéné definicione té
ndryshme, gé nuk éshté e mjaftueshme pér ta pérkufizuar né ményré té preré keté nocion.
Shumica e tyre e kané pérkufizuar si “poezi e vjetér”, “figura té trilluara’, “prallé e
rrejshme’ (Ugi, 1982: 9) etj. Rjedhimisht té gjithé definicionet ndahen né dy kategori: Miti
pércaktohet si “paragitje” fantastike pér botén, ose si ritregim, tregim pér veprimet e zotrave dhe
heronjve. Por me gjetjen e nocionit intertekstuditet, nga Julia Kristeva paragitet edhe mundésia
e gjo té parages tekstin né tekst. Po ky tekst i ri i krijuar ngaunifikimi i tekstit te ri me te vjetrén
jep mundésing e rileximit tekstual. Teksti i vjetér mund té jeté nga té tjerat edhe miti, gojdhéné
apo prallé, e cila éshté dhéné me referencé ose pa até. Miti konsiderohet si hipoteks univerzal.
Gjetja e intertekstualitetit nénkupton paragitien e lexuesit té gjithédijshém ose lexues gé ka
kulturé leximit.

I. Gjenezaeparagitjes sé mitologjisé si intertekst

Mitologjia ka ekzistuar gé né kohrat e vjetra, por akoma vazhdon s ekzistuari. Fjala mit
rrjedh nga fjala mythos, gé do té thoté, “refim”, “gojdhénég”, “ligjérim”. Miti vazhdon té jeté i
lidhur me letérsiné. Shumé autor té njohur, nga té gjithé kohérat né veprat e tyre kané pérdorur
figura mitologjike, pralla, réfime, heré ashtu si¢ jané heré té risemantizuar, duke pérdorur miti

pér arritje té& géllimeve, me veprat e tyre.

V. Hygo, gé né shek. 18, e paragiti mitin si krijim letrar, si poezi naive, e lindur né fillimet
e krijimit té njerézimit ashtu si edhe letérsia. Sipas tij, mitologjia si poezi karakterizohet me
elementet e njohura té madhérishmes dhe bukurisg, por me pérdorim té figurave stilistike, si
personifikimi, metafora, animizmi. Sipas tij krahasimet, metaforat, personifikimi, animizmi jané
“miteté vogla' derisamitologjijanépérgjithési unifikohet me poeziné dhe letérsing.

Edhe pérfagésuesit e estetikés romantike, duke e mbivlersuar fillimet poetike té mitologjis, e
vlerésuan dhe e paragitén si formé estetike e konceptimit té jetés dhe e unifikuan artin me
letérsiné. Por pérmes letérsis2 dhe mitologjise ka edhe shumé dallime dhe ngjashméri.
Ngjashmérit e vetme géndron né até se edhe né letérsi edhe né mitologji rol té réndésishém luan
imagjinata dhe fantazia e krijimit.

Dallimet mes letérsisg dhe mitologjisé jané né disa nivele:



e Mitologjia e parashe si té patjetérsueshém besimin né redlitetin objektiv té figurave, té
krijuara nga fantazia mitologjike, derisa figurat e poezisg, arti, letérsia, nuk duhet té
merren S té vérteta gé té funksionojné, ata edhe paté vertetén mund té funksionojné.

o Miti éshté krijim i fantazisé kolektive, derisa poezia dhe arti jané krijim i fantazisé
individuale.

e Mitologjia nénkupton fantazing, e cila pranchet si e vérteté, tek miti elementi real dhe
imagjinar jané té pandaré, derisa te letérsia ngjarjet fantastike, joreale nuk kané kuptim
direkt, por jané me kuptim metaforik dhe a egorik.

Duke u nisur nga kéto dallime, do té shérbehemi me njé citat nga Roman Jakobsoni:

“Poezia dhe miti jané dy fuqi aférsisht té lidhura, gé njékohésisht edhe kundérshtohen”
(Jakobson,1988 : 150).

Mitologjia nuk éshté asgjé tjetér, por boté me veshje solemne, me pamjen apsolute, univers
i vértete, paragitje pér jetén dhe kaosin, pérplot me mrekulli me parashikime hyjnore, e cila
paraget vetvetiu poezing, por njékohésisht mund té paragitet edhe si material dhe element i sgj .

A.F. Losev, duke e krahasuar mitin me shkencén, artin, metafizikén, religjiionin e definon duke u
shprehur se ;" miti nuk éshté as ide as kuptim, por e vérteté materijale, e cila népérmjet jetés
shijohet dhe krijohet.” (Meletinski, 2002 :156)

Sipas K. Levi-Stros, “Secili mit nga natyre e vet nénkupton pérkthim, etimologjija e tij gjindet né
ndonjé mit paraprak. “ ( Sheleva, 2000:6).

Miti éshté i definuar edhe nga Mirlinda Krifca e cila mendon se “ Miti  éshté kuptuar si
shembull i arkietipit, pérkatésisht si struktur arkizhanrovike letrare, prandaj shpesh edhe letérsia
éshté konsideruar si mitologji e transformuar, pérkatésisht éshté besuar se miti, né té vérteté,
&shté hipotekst univerzd letrar.” ( Krifca, 2005: 83.)

Te romantizmi ritet interesi pér mitologjiné. Nése parashtrohet pyetja se pése ndodh késhtu,
do té pérgjigiemi se te periudha e romantizmit mé shumé se né periudhat tjera, imagjinata dhe
fantazia jané né nivel mé té larté. Autorét romantik duke u larguar ngarediteti i kohés, u kthyen
nga miti. Atyre u pélgente naiviteti i krijimtaris2 mitologjike. Edhe pse autorét e romantizmit
nuk e pérdorén mitin né ményré té nj&jté. Disa prej tyre u thirrén né ményré té drejté e disa
thérthorazi.

Naim Frashéri, veprimtaria e té cilit éshté objekt i trajtimit t& kumtesss, né veprimtarin e tij
e pérdori mitin, por me njé dozé mé té vogél né krahasim me autorét tjeré romantik. Né
krijimtaring e tij miti éshté pérdorur né formé té figurave. Por, pér dalim nga autorét tjeré
romantik, Naimi né krijimtariné e tij do t& pérdor mite nga kultura té ndryshme. Duke filluar nga
mitologjia shqipe, pér té vazhduar né mitologjiné perse, greke, biblike por nganjéneré edhe
mitologjiné islame.
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I1. Dialogu i Naimit me mitologjiné biblike

Dialogu me mitologjiné né veprimtaring e Naimit éshté i dukshém gé né poezité e para té
pérmledhjes “Endérrime”, deri né poezité dhe poemat e fundit. Dialog mé t& dukshém me
mitologjiné shohim né veprat “Qerbelga’, “Abaz Aliu”, “Istorija e Skenderbeut” dhe
pérmbledhja “ Kéngé pér mésonjtoret e para’ Kur flitet pér mitologjiné né veprimtaringé e Naimit,
miti éshte i dukshém kur paragitet si figura, motive, por nuk éshté shumé i dukshém, kur i njéti
paraqitet si pamje nga bota.

Figurat mitologjike né veprimtariné e Naimit jané pérdorur me kuptimin e tyre parésor,
por hera herés fitojné edhe kuptim té ri, kur kjo éshté paragitur si nevojé e tekstit. N& raste mé té
shpeshta kéto figura e luginé rolin e vjetérsis, gé e pérdéfton ecuriné historike té letérsise.

Sipas N. Frajt, “ Bibla &shté mit definitive, strukturé e vecanté ..e cila shkrihet nga krijimi i
botés, nga Apokaisi gé e pérmban mitin gendror pér jetén e Jezusit, nga ringjalja deri ne
apoteozé. “ ( Bicaniq,1960 : 353)

Nam Frashéri nuk mbeti indiferent ndg mitologjisé biblike. Nga kjo mitologji u referohet
figurave markante si: Isa, Marija, Ademi, Mojsiu, Hava, por edhe figurave s engjuli, pargsa, feri
etj. Né pérmbledhjen “Pargjsa dhe fjala Fluturake” , né poeziné “Mésim” a duke u thirrur né
kéto figura si Mariné dhe Krishtin, mundohet gé ta pérgjithésoj mendimin mora népérmjet
kétyre personave :

“Pse duam Krishtin™ e gjall&,
Edhet’ émén” etij Maring?
Pérse s'e duam djalé?
Se naméson ligésiné! ( Frashéri, 2007: 155.)

Pérve¢ se me figurat gé pérdor mitin si formé intertekstuale, Njé gjé té tillé e bené duke
pérdorur fabulén mitike né krijimtaring e tij. Njé shembull té tillé kemi né poeziné “Para
Krishtit” né pérmbledhjen “Lulet e Verés’, e cilambéshtetet ne fabulén e huazuar nga mitologjia
biblike. P& Naimin, ashtu si¢ parashihet edhe né hipotekstin e tij né Biblén, Krishti éshtéi biri i
Zotit i cili éshtéi gjykuar me padrejtési pér njerzimin.

Poeziafillon me vargjet :

“ Djaléth njeriui Perendis®
Fytyrajote mua mé tregon,
Ah, té kégijat e njerzis!
Qé kapunuar dhe punon! ( Frashéri, 2007: 105)
Vdekja e Krishtit ishte njé padrejtési pér njérzimin. Ai pérfundoi ashtu pasi nuk u gjykua né
ményré té drejté, por né hipertekstin e tij, a pérfundoi ashtu pasi dashuriné e béri besim,
shogériné ligj.
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“Ti u pérpoge pér njerzing,
Edhe dashuriné bére bess,
Njeriut vure nom migésiné. ..

...Senjerézija
E Perendija’ (1bid.,)

Femi Cakolli, né veprén e tij, “Kodi biblik”, pér kété poezi shprehet: Derisa Pjetér Bogdani
krishterimit , Naim Frashéri si mendimtar, né njé poezi prej 24 vargjeve do té jep njé mendim
poetic univerzal pér Krishtin. ( akoli, 2003: 124.)

Naim Frashéri me gjuhén e tij arriti formén mé té lartésuar té stilit biblik, lutjen
shpirtérore ndaj Perendisé. Ai kishte guximin gé té shkruaj lutjen né gjuhén shqipe, pér popullin
etij, por duke u mbéshtetur né bazén biblike:

“Zot i math e i vértetg, fana udhén™ e drejt’e té vérteté, nxirna né drit’e mos na |&ré n’errésiré,

ona gjithé t& miraté, mérgonanga té kégijat” e té paudhaté, falna migésing, vllazéring, njeréziné
edhe béna fatébardhé né jeté? ...Falu Shqipérisé dhe shqiptarve...cdo te mire né jeté...Largoi
ngatéligat...Amen. ( Frashéri, 2007: 224-251)

Kjo lutje éshté e lutje jashéfetare, Naimi i drejtohet Zotit té vérteté. Deri tani asnjé autor
nuk kishte guximin té shkrugj njé lutje té tillg, pér shqiptarét. Lutjen e pérfundon me fjalén e
shenjté Amin. Kjo lutje na pérkujton lutjen e Krishtit, mund té quhet edhe hipotekst, kété lutje té
paragitur né Biblén, i cili uamésoi apostujve, e njohur si “Zoti yné&’ (Mn. 6:9-13)

I11.Dialogu i Naimit me mitologjiné islame

Naimi nuk thirrej vetém né mitologjiné biblike por edhe né mitologjiné islame, né poemén
“Qerbelgja’, respektivish né historiné e shenjté islame. Né kété poemé autori huazon motive nga
historia islame. Qerbelgja gjindet100 km né veriperendim té Bagdatit. Né kété vend, né vitin 680,
vdiq kushriri i profetit Muhamed, Imam Hyseni me 72 veté. Kjo ngjarje do té mbetet e regjistruar
né historiné njerzore. Né historiné njerzore ka milioné viktima, té cilét ishin té pambrojtur gé
gené dénuar té pafgjshém. E tillé ishte edhe vdekja e Imam Hysenit, té cilén vdekje e kishte
parashikuar edhe i dérguari Muhamed.

Qé né fillim té poemés kemi njé thirrje pér ndihmé nga Perendia, pér redizimin e késgj
poeme. Ai shprehet, gé do té kéndojé pér kété ngjarje tragjike. Q& né fillim lexuesit i béhet e
njohur referenca pér lidhjen intertekstuale té késaj poeme me historine islame.

,Urdhéro, Zot i vérteté!...
...Do té kéndoj urtésing,
E do tarréfenjé Aling,...
...Po tathem dhe Qerbelané”, ( Frashéri, 2007:13)
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Figura mitologjike e Imam Hysenit éshté simbol i té vertetés, pér té cilén do té vdes
bashké me 72 shoké. Naimi shprehet:

Shtatédhet™ e dy shpirté gené,
Bashké me Imam-Hysené,
Me shtaédhet’ e dy veté,
Armiké mijétridhjeté. “ (Ibid., f. 162.)
Fundi i tij pérshkruhet si né vijim:
“ Mundi djali Perendinég,
Ligésijamirésing,
Jeziti Imam-Hysené...
...Po jo, ssmundet Perendija...
...E vérteta éshté e vérteté.( Ibid., f. 184.)
Naimi vazhdon duke théné se:

“ Imam-Hysgjni “shté vraré
U vrapér nderé té njeriut.” (Ibid., f. 186-187.)

Kur Muhamedi e parashikoi vdekjen e tij, kjo i goditi té gjithé thell& né zemér, derisa
njé gruafilloi té gajé, pasi atéheré nuk do té jeté gjallé asnjé nga té afermit e tij, qé té vajtoj pér
Imam Hysenin. “ Njé z& iu pérgjgigj”, “mos vuag grua e miré, pér kété vdekje do té vajtojtohet
¢do vit derisa té shkatrohet botal” Njé histori e njohur ku thirret Naimi, gé njerézit ta pérkujtojné
Qerbelané, gé té mundet Imam Hyseni té jetojé pérgjithmoné:;

“ Bini nér mend Qerbelané,
C hogén zotrinjté tané* .( 1bid., f. 187.)

Naimi shprehet:

“ Imam Hysen edhe sonte
Rron si aheré kur rronte” ( 1bid., f.185.)

“Krygézimi dhe Qerbelgja u pérjetuan si drama né metahistori. Jehona e késg drame
metahistorike i kthehet historisg dhe kjo kushtimisht ¢do vit ushton nga jehona e kthyer.”, thoté
Eqgrem Kryeziu, né Metafizikén etijj (1998: 53). ”

Pérfundim

Intertekstualiteti ka béré njé revolucion né kritikén letrare. Eshté ményré e re e analizé se
veprave letrare, duke i paré né njé kénvéshtrim té ndryshém, veprat |etrare. Duke filluar nga kjo,
interteksti nénkupton prezencén e njé teksti né njé tekst tjetér. Teksti, i ri né kété punim ishte
miti. Me njohjen e mitit u mundésua njé veshtrim i ri, duke i dhéné njékohésisht lexuesit
kénagésiné e zbulimit té kétyre pikave paraele. Miti si intertekst, né rastin konkret éshté pjesé e
poezisé, ga sipas Jakopsonit ato sa jané té aférta aq edhe kundérshtohen. Poashtu, anaiza
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pérfshiné autor té periudhés s2 romantizmit, ku miti paragitet si pjesé e késg periudhe ku
mbizotron fantazia. Mitet g€ pérdor Naimi, né poezité e tij jané nga mitologji t& ndryshme, duke
filluar nga mitologjia shqipe, pér té vazhduar, né mitologjiné islame. Kjo ményré e rishkrimit t&
njé teksti né njé tekst té ri, mundésoi revolucion né kritikén letrare né pérgjithési.
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Tomas Sterns Elioti konsiderohet si njé ndér poetét mé té médhen;j té shekullit té njézeté,
té modernizmit, por edhe té gjitha kohérave. Vepra e tij poetike eksperimentoi né ményré té
suksesshme dhe mbresélénése né njé séré rrafshesh. Né kété ményré, Elioti arriti té& ndikonte
shumé autoré té brezit té tij, por edhe artisté té ardhshém, si né letérsi, ashtu edhe né fusha té
tjeraté artit, sidomos né muziké dhe pikturé.

Pérveg poezive té tij, ndikim té réndésishém mbi [évizjen moderniste dhe shijen e publikut té
gjeré patén edhe eseté dhe artikujt e tij pér vepra e autoré té ndryshém, dhe gjithkaq edhe pér
natyrén e poezisg, até gé gjo duhet té jeté, synimet, tematikén dhe formén e sg. Kéto té fundit,
duke shérbyer si bazé jo vetém né trgjtimin e koncepteve, por shpeshheré edhe né ményrat si
lexoheshin veté poezité e Eliotit, mbeten me interes edhe né kéndvéshtrimin e shekullit té
njézetenjété.

Né kété kumtess, mendimet e parashtruara né eseté e Eliotit trajtohen té shkrira me veprén e
tij poetike, duke vérejtur pérputhjet mes tyre, pér té paragitur sa mé garté konceptin e Eliotit pér
poeziné dhe elementet pérbérése té sgj, né ményré qé té mund té ofrohet njé panoramé samé e
garté pér arsyet pse ky konceptim arriti té kishte ndikim kaq té gjeré né teoriné dhe kritikén
letrare.

Njé ndér elementet kryesore gé duhen trajtuar sa heré gé flitet pér ideté e Eliotit né lidhje me
caktohet secilés prej kétyre faktoréve pérbérés té késaj skeme, éshté jo rralé parimi gé ndan
teorité kritike dhe té teorisé <€ letérsisé né njé larmi |évizjesh e shkollash. Késhtu, né parathénien
e pérmbledhjes me ese “Funksioni i poezisé dhe funksioni i kritikés”, Elicti shprehet:

Ekzistenca e poemés éshté diku mes shkrimtarit dhe lexuesit; go ka njé redlitet gé nuk
&shté thjesht realiteti i asaj gé shkrimtari pérpiqget té “shpreh&”, ose i pérjetimit té tij duke
e shkruar até, osei pérjetimit té lexuesit, té shkrimtarit si lexues. (Eliot, 1964: 30)

Ky pohim, pérmbledh né vetvete dy piképamje té réndésishme, té cilat zhvillohen mé tej né té
tjera shkrime: e para ka té bé&jé me mévetésingé e poezist nga shkrimtari dhe lexuesi, dhe e dyta,
me pérfshirjen e emocioneve vetjake té shkrimtarit né krijimin artistik. Né thelb, ajo gé del né
pah né eseté e Eliotit, &shté kémbéngulja e tij pér té shképutur veprén nga autori i sgj, autorin
nga personazhet gé a krijon dhe jetét e kétyre té fundit nga faktet jetésore té shkrimtarit apo
poetit.

Njé gjé e tillé vlente né dy rrafshe: i pari, sipas té cilit “Kritika e ndershme dhe vlerésimi i
drejté nuk pérgendrohet te poeti, por te poezid’ (Eliot, 1932: 17), kishte té bénte me ményrén si
duhet té lexohet vepra, se si g0 gé kérkohet dhe merret prej sgj duhet t€ mos jeté e varur ngadija
apo padija pér jetén e autorit dhe pér até si individ, duke i parashtruar poezisé mundésing, por
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edhe sfidén, gé ta ushtrojé efektin e sg pa kété pengesé a mbéshtetje. Né trinomin autor — vepér
— lexues, vepraishte pérbérési mé thelbésor.

E dyta, edhe mé e réndésishme, pér faktin se Elioti kémbéngul mé fort né té&, lidhet me
vullnetin e autorit pér té shprehur emocionet e tij né vepér, gi€ gé ai e shihte si tejet té rrezikshme
pér cilésiné e késgj té fundit. Si¢ shprehet duke anaizuar kété céshtje, mundésia gé autori ta
pérfshijé até gé ndjen dhe mendon ose pérjeton dhe gé éshté subjektive, ekziston vetém kur ky i
fundit arrin ta shndérrojé pérjetimin e vet né njé simbol té pérgjithshém, i cili merr trgjté
universae, pasi arrin té lexohet e té gellé te lexuesi até kgpsulé ndjenjash e mendimesh gé
nevojitet pér shijimin e poezisé. Parimi i impersonalitetit, termi gé ai pérdor, nuk e zhvesh ¢do
element té vetjakes nga vepra, por lejon né té vetém ato elemente gé kané arritur té pérkthehen
né njé gjuhé té lexueshme nga té gjithé, jo ato gé e teprojné pérvetésimin e kufijve té veprés né
favor té shfrimit té inflacionit t& ndjenjave té autorit, si¢ ndodhte né poezité me nota té theksuara
sentimentale.

Zgjidhja gé Elioti propozon pér té vlerésuar mundésiné e pérfshirjes apo mospérfshirjes né
vepér té emocionit té autorit, ose t€& emocionit s njési e pérgjithshme, éshté bashkélidhés
objektiv, i cili, sipas pérkufizimit té tij, éshté:

“E vetmja ményré pér té shprehur emocionin né art [...] njé grup objektesh, njé situaté,
njé séré ngjarjesh gé té jené formula e atij emocioni té caktuar, né ményré gé kur té
paragiten faktet e jashtme, gé duhet té pérfundojné né pérjetim shgisor, emocioni té
ngjallet menjéheré’. (Eliot, 1932: 145)

Bashkélidhés objektiv, i mbiquajtur nga kritikét s “varianti [eiotian] i simbolit té
simbolistéve’ (Beasley, 2007: 33, Miller, 2006: 127 -131), éshté, sipas konceptit té Eliotit, njé
njési e pandashme mendimi dhe ndjenje, e cilangjallet jo faé pérmendjes emértuese té ndjenjave
gé duhet té ngjall&, por duke paragitur elementet e nevojshme pér ta krijuar até ndjenjé té caktuar
dhe pér ta pérgatitur mendjen e lexuesit pér mendimin e synuar.

Konkretizimi qé pérmbush bashkélidhési objektiv nuk e pérjashton pérfundimisht
subjektiven, as nuk e bén objektiven njé standard gé duhet marré i mirégené né ¢do ¢ast, por
krijon njé lidhje funksionale mes té dyjave, né saje té s cilés ato mund té jené té pranishme né
vepér. Té tillé e pérshkruan Elioti motivimin artistik “gé géndron te vendosa e ploté e sé
jashtmes né shérbim té& emaocionit”. (Eliot, 1932: 145)

Kjo e jashtme nuk ka té bé&jé gjithmoné me objekte fizike (Matthiessen, 1958: 58). Detgji i
pérzgjedhur pér té paragitur gjendjen e caktuar shpirtérore dhe mendore mund té jeté i
¢farédollojshém dhe lidhja objektive gé ai vendos me pérmbajtjen mund té jeté e drejtpérdrejté
ose térésisht e varur nga kombinimet me detgje té tjera. Tej¢imi i emocionit nga njéra kategori te
tjetra éshté géllimi gé duhet realizuar me ¢do kusht, jo duke folur vazhdimisht pér té dhe duke
deklaruar me gojén e personazheve se pérjetohet aksh emocion a gjendje shpirtérore, po duke
krijuar mbéshtjellén e pérshtatshme pér ta béré até té lexueshém pa pasur nevojé té pérmendet,
ose né rast se pérmendet, pesha shpjeguese t& mos bjeré mbi t€, po mbi té gjitha detajet e
pérdorura. Njé tekniké e tillé krijon terren té pérshtatshém pér impersonalitetin poetik dhe pér
térhegjen e autorit nga pozicioni i té gjithé diturit. Nga ana tjetér, monologu dramatik gé pérdorte
ag shpesh Elioti, do t& démtohej nga nevoja e njé shpjegimi té mbivendosur té autorit apo
rréfimtarit.
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Le té marrim, pér shembull, rastin kur ky mjet pérdoret né vargjet 19 — 30, te pjesa“Varrimi
i té vdekurit”, “Tokae Shkreté&”:

Cfaré rrénjésh ngérthehen, ¢’ degé rriten
Né kété zall té shkreté? Bir njeriu,
Ti sedi, Segjen dot, ti njeh vetém
Njé pirg copérash imazhesh, ku dielli djeg,
Pema e tharé nuk bén hije, gjinkallanuk té ¢lodh,
Gur’ i zhuritur s'’kazhurmauji. Hije
Kavetém nén kété shkémb té kuq,

(Ejanén hijen e shkémbit té kuqg),
Té té déftoj dickagé s'ngjan fare
Me hijen ténde té méngjesit gé rend me mund pasteje
Dhe hijen ténde né mbrémje, gé rend té té takoj &;
Tété tregoj frikén né njé grusht me pluhur.

Kéto jané vargjet e parate “Toka e Shkreté”, ku flitet pér mungesén e ujit dhe shterpésiné.
Pérshkrimi me ané té imazheve plotésohet nga detgje ndjesore té shqgisave té tjera: ndjesia e
vapés, zhurma e gjinkalés dhe e ujit. Pyetjet gé béhen né vargjet e para té kétij fragmenti e
forcojné ndjesing e pafugisé gé ndihet né mes té zhegut. Hija e shkémbit t& kug nuk pérpiget té
preké askénd, ndryshe nga hija e njeriut go éshté e pajeté dhe mospérfillése ndg jetés dhe
gjidlesave. Natyra (ndryshe nga zoti, ndryshe nga shogéria funksionale njerézore) nuk e merr
njeriun parasysh né verbériné e sg dhe né mungesén e njé ndérgjegjeje gé ka njé plan [hyjnor]
pér té zbatuar. Ciklet e sgj mund té ndryshojné e ta b&jné té papérshtatshme vazhdimésing e jetés,
njésoj si né kété gurishte té pa bimé. Frika dhe braktiga jané té pranishme qysh né fillim té
pasazhit, po efekti i tyre i ploté béhet i garté vetém né fund, kur pluhuri sjell jehonén e vdekjes.
Shkretia dhe pérvélimi i vargjeve té para kalon nga natyra, te njeriu, nga gjéra té huaja e té
paréndésishme, te thelbi i ekzistencés. Komunikimi né vetén e dyté e bén mé té ndjeshém
emocionin e frikés dhe ndjesiné e njé rreziku té mundshém. Vémendja vjen duke u pérgendruar
ngadalé te vetja, ndérkohé gé né vargjet e para duket sikur pyetjet jané té paréndésishme e s kané
asnjé lidhje me geniet njerézore.

Edhe pérmendja e dijeve té kufizuara njerézore éshté elementi tjetér gé i tregon “birit té
njeriut” se sado gé ai géndron né gendér té botés s tij vetjake, mbi universin nuk ka kurrfaré
fugie, éshté i vogél dhe i papérfillshém. Pé& mé tepér, veté fakti qé thérritet “bir njeriu” éshté
faktor depersonalizues. Mungesa e emrit té pérvegém e shkrin até me cilindo njeri tjetér dhe nuk
esheh si njéindivid me vullnet té liré, po si njé produkt.

Njé parashtrim i tillé rrethanash, e bén njeriun t& mendojé pér vdekjen né ményré thuajse
automatike. Me pak fjalé, ky fragment thoté: Ti, pjellé e ¢farédoshme njerézish, nuk di asgjé. Ti
shikon gé natyra po vdes, pérse mendon seti veté do té shpétosh?

Materidizimi i frikés né kété rast &shté i pérzier me pafuginé pér t'i shpétuar rrezikut, me
plogéshtiné fizike té njé dite me diell té forté dhe me véshtirésiné e frymémarrjes gé té krijon
vapa. Pér kété arsye, ky bashkélidhés objektiv e pérmban mendimin dhe ndjenjén njésoj si¢ do ta
pérmbante shprehja e drejtpérdrejté, po ngarkesa emocionae nuk mbérrin te lexuesi e zbérthyer
nga shpjegimi i autorit. Lexuesi ka mundésiné té béhet pjesé e miréfillté e pérjetimit t& emocionit
gé sell vepra, duke ndier térésiné e pérbérésve me shgisat dhe mendjen e tij. Edhe nése e
vegoj mé nga elementet e tjera poetike, forca emocionale e pasazhit té mésipérm nuk mund té jeté
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kurrsesi e njgjté nése do té thuhe: “kam friké, ndigl pafugi, s'’kam shpresg, po plogéshtohem,
kam vapé, ndig ankth”. Kjo tregon se bashkélidnhési objektiv jo vetém gé gjen njé ményré
shprehjeje poetike gé pérputhet me parimet estetike té Eliotit, por se ai éshté mjet mé i efektshém
pér té arritur paragitjen artistike t€ emocioneve se¢ do té ishte pérmendja e drejtpérdrejté e tyre.

Qé poezia té jeté e arriré dhe té mund té funksionojé si njési e mévetésishme, mes
pérbérésve té sg té ndryshém duhet té ekzistojé njé drejtpeshim sa mé i harmonishém. Roli i
vecanté i secilit pérbérés éshté padyshim i réndésishém, por ndérveprimi me elementet e tjerae
vendos até né njé pozicion térésisht té ndérvarur. Mbi kété parim mbéshtetet jo vetém ndarja dhe
njésimi i ndjeshmérisd. Né thelb, ky parim geveris té gjitha konceptet e Eliotit né lidhje me
rimén, formén, pérmbajtjen, strukturén, tematikén dhe gjithckatjetér specifike.

Vlen té vérehet se ai mishérohet te ideja e para elizmave me muzikén, njé nocion gé Elioti
e zhvillon né njé séré esesh, dhe qé mbéshtetet gartésisht edhe né poezité e tij.Ai shprehet se
muzika e poezist “nuk éshté céshtje [qé trajtohet] varg pas vargu, por e gjithé poemés’, (Eliot,
2009: 30) duke i dhéné asgj né kété ményré funksion strukturé ndértues. Nga muzika, poezia
mund té mésojé ndjenjén e ritmit, e cila e kapércen rimén dhe éshté dukshém mé e
pashmangshme se gjo. Pértgj organizimit thjesht tingullor t& poezisg, ritmi ngacmon mendjen
njerézore pértej kuptimit té vetédijshém.

Poeti me “imagjinaté dégjimore” té zhvilluar arrin ta gjejé ményrén se s térésa e
organizimit forma dhe ritmik tingullor bashkévepron me kuptimin pér té dhéné njé pérbérje
organike gé do té arrinte efektin e déshiruar. Pér kété arsye, dhe né emér té pérllogaritjes sé
kujdesshme té efektit, Elioti e kundérshton me forcé termin “varg i liré€”, i cili shihet prej tij si njé
lloj shkujdesieje dhe si moskéqgyrje deri né fund i mundésive té forcés s& kétij mjeti. (Eliot,
Kermode, 1975: 35)

Kundérshtimi i Eliotit ndaj vargut té liré u drejtohet mé me forcé atyre poetéve e
mendimtaréve gé kémbéngulin né pérdorimin apriori té tij, pér veté mungesén e kufizimeve gé ai
pre supozon. Argumentet e Eliotit jané té thjeshta: a mendon se ata gé e predikojné pérdorimin e
vargut té liré, e b§né njé gjé té tillé pér arsyet e gabuara. Mungesa e skemés, rimés dhe masés gé
jané karakteristike pér vargun e liré, e kufizojné fuginé e tij shprehése dhe strukturore.
Argumenti se vargu i liré shihet si i parapélgyer nga poeté té ndryshém pér shkak té lirise gqé
ofron, has né kundérshtimin e preré té Eliotit: “Né art, nuk kaliri.” (Eliot, Kermode, 1975: 32)
Liriasécilésai i kundérvihet me kaq forcé katé b&jé me paaftésiné e poetéve pér ta kuptuar se si
duhet té lugjné me model et e mundshme. (Eliot, Kermode, 1975: 31 - 36)

Né kété mes, géndrimi radikal nuk éshté i Eliotit, por i atyre gé kémbéngulin te vargu i liré.
Tendenca pér té arritur té rené me c¢do kusht, kufizon mundésing e pérfitimit nga forma té
njohura e té pranuara. Shtysa té tilla jané fgjtore pér perceptimin fillestar t& modernizmit si njé
lévizje ku rregulli dhe vetépérmbajtja e artistit nuk ekzistonte. Poeti gé nuk e njeh metrikén nuk
mund té kémbéngulé se po clirohet prej sg. Paradoksi né kété mes éshté se né vend gé té
pérftohet mé shumeé liri, veté fanatizmi pér njé lloj té caktuar vargu, sigurisht duke pérfshiré kétu
edhe vargun e liré, e zvogélon mundésing e zgjedhjeve artistike gé i shtrohen pérpara poetit.

Poezité e Eliotit ofrojné shembuj té shuméllojshém vargjesh, pér nga gjatésia, ritmi, rima ose
mungesa e s3j. Eshté tejet e zakonshme gé té gjitha kéto variacione té ndodhin edhe brenda sé
nj&jtés poezi, gjithmoné né emér té ekzistencés sé njé skeme té pérgjithshme, ku polifonia e
krijuar me to, si dhe me elementet e dendura ndértekstore, a uzionet dhe fragmentimin e theksuar
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prodhon njé muziké té caktuar né ¢do rast. E nj&ta shuméllojshméri dhe clirim nga komplekset
shfaget edhe né konceptimin e tij té strukturés. Késhtu, ai shprehet, duke pohuar ideté e Ezra
Paundit:

“Kur poeti kaléndén e duhur pér njé sonet, atéheré duhet té pérdoré formén e sonetit; por
poetit i ndodh shumé rrall € té keté né duar pikérisht até |éndé gé mund té shndérrohet né
ményré té pérkryer né sonet.” (Eliot, 2004: 9)

Edhe ky pohim mbron parimin e réndésishém té pérputhjes mes formés dhe pérmbajtjes,
duke i dhéné tij pérparési madje edhe ndgj déshirés pér risi dhe eksperimentim. Elioti nuk ishtei
vetmi gé e shihte strukturén si té s& njéjtés réndési me pjesét e tjera. Barasvlefshméria e formés
dhe pérmbajtjes éshté tipar i modernizmit né pérgjithési. Por nése merita pér kété koncept nuk
mund té shihet si (térésisht) e tij, merita pér strukturat e mrekullueshme e té ndérlikuara gé krijoi
dhe ményra se si ato pérputhen me pérmbajtjen sipas kétij parimi, mbart vulén e padiskutueshme
té origjinalitetit té Eliotit.

Pérsiatjet metafizike pér kohén dhe natyrén e ekzistencés te “Katér kuartete” parashtrohen
me strukturén e ndérlikuar, thuajse plotésisht té rregullt dhe ciklike té poemés. Vuajtjet, humbja
e shpreses, paaftésia pér té hyré né marrédhénie té shéndetshme njerézore te “Toka e Shkreté”
mbéshtillen nga péshtjellimi dhe fragmentimi strukturor, kohor e burimor, duke shkaktuar
copézim té logjikés dhe perceptimit kohor e hapésinor, duke kontribuar késisoj né krijimin e
giendjes s€ coroditjes, pasigurisé dhe pérhumbjes, e cila karakterizon poemén dhe gé pérputhet
né ményré té pérkryer me temén e sg.

Né té njgjtén ményré, kjo pohon njé pérputhje té njé lloji tjetér, gé u parashtrua né fillim té
késaj kumtese, até mes ideve teorike dhe kritike té Eliotit dhe praktikés sé tij krijuese teorike.Njé
ndér pérfundimet e garta né kété piké, éshté se mbi gjithcka, Elioti kémbéngulte te harmonia dhe
te pérllogaritja e kujdesshme e efektit té ¢do elementi. Poezité e jashtézakonshme gé a shkroi
jané shembull i garté i fugisé mbresélénése gé mund t'i jepet artit té fjalés fa é kétij parimi; pér
kété, ky shembull vien t& mbahet parasysh nga ata gé synojné té krijojné poezi dhe té shijojné
leximin e tyre.
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Hyrje

Romani “ Pinoku”, i shkrimtarit t& shquar pér fémijé Carlo Collodi, njé nga librat mé té
famshém jo vetém té letérsisé italiane por edhe asgj botérore, botuar pér heré té paré né gjuhén
shgipe mé 1935, éshté pérkthyer nga Cuk Simoni. Pérkthimet dhe reflektimet teorike gé
shogérojné veprat letrare kané njé rol té réndésishém né historiné e kulturés sé ¢do vendi sepse
ato favorizojné zhvillimin e letérsive kombétare, duke sjellé modele té reja né sistemin e kulturés
né té cilén futen. Pérkthimi konsiderohet si njé akt, gé jo vetém lejon té tejkalohen barrierat
giuhésore, por edhe té njihet dicka ndryshe, duke lgjuar komunikimin dhe garkullimin e
kulturave. Né kété kontekst pérkthimi né shqip i “ Pinokut” ka réndési té madhe sepse vjen né
Shqipéri, né periudhén midis dy luftrave botérore, kur pérkthimi né shqip i librave pér fémijé zé
njé vend té réndésishém gofté duke mbushur, né njé faré ményre, hendekun e krijuar nga
mungesa e librave origjinaé pér fémijé, si¢c pranon Astrit Bishgemi, qofté né shtysén ose né
modelin gé i ofron letérsisé shqipe pér fémijé pér t'u shképutur nga tekstet shkollore dhe pér té
krijuar mévetésing. “ Historia e letérsisé shqiptare pér fémijé e té rinj” rregjistron njé numér té
konsiderueshém librash pér fémijé té pérkthyer midis dy Iuftrave botérore. Le té pérmendim disa
syresh: “ Pérralla té zgjedhura nga té vjershétorit t&€ madh La Fonten” (1921), té pérshtatura nga
Cajupi; “ Né hijen e hurmave” (1924), pérrala arabe pérkthyer nga anglishtja nga Faik Konica;
“ Robinson Kruzo” i Daniel Defoe-s, qé botohet me dy pérkthime (1934 dhe 1936) nga Dhori
Koti dhe Gjergj Pekmezi etj. Nga letérsia itaiane pér fémijé pérmendim: romani “ Zemra” i E.
De Amicis-it, gé njeh tre botime midis dy luftérave botérore pérkatsisht né 1923, 1932 dhe 1938;
novela “Kikibio dhe Shapatorja me njé kémb&’ (1933) e G. Boccaccio-s, botuar né revistén
“Vatra e Rinis€’; novela “ Princi i cuditshm i shkretings” (1933-1934) i A. Cipollas, e cila
botohet me vazhdim né dhjetéra numra té revistés “ Vatrés s& Rinis&’; “ Pinoku” 1935 i C.
Collodi-t, pérkthyer nga Cuk Simoni, Shkodér, Botim i pérkthyesit rr. Gurakugit 40.

Edhe pse “ Pinoku” éshté i njékohshém me romanin “ Zemér” té shkrimtarit De Amicis,
pér té mos théné cavite méi vjetér, a vjen né shqip 12 vjet mé voné. Kjo nabén té mendojmé se
tendenca deamigisiane, ashtu si né Itali, kishte pasur njé ndikim mé té madh edhe tek
intelektualét shqiptaré né fillimin e shekullit té shkuar. Jo vetém kag, por edhe gjaté periudhés sé
Regjimit Komunist, duket garté preferenca pér romanin e De Amicis-it. Po t'i hedhim njé sy
kurbés s ribotimeve té dy romaneve né shqip, do té shohim se romani “ Zemé” ribotohet tri
heré té tjera deri né vitet '90, (1957, 1964, 1977,) kurse “ Pinoku” vjen vetém njé héré pérgjaté
té njéjtés periudhé (1959). Kjo i detyrohet faktit se né kohén e monizmit, né faget e romanit
“ Zemér” , pérpos té tjerash, shikohej njé déshiré e zjarrté pér té armatosur fémijét me virtyte té
larta kundér ndikimit helmatues dhe egoizmit shtazarak té shogérisé borgjeze. Vetém pas viteve
90 “Pinoku” njeh njé numér té madh pérkthimesh dhe pérshtatjesh duke u ribotuar né vitet:
1994, 2000, 2004, 2006.
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Jehona e Pinokut né shtypin e kohés

Pérkthimi né shqip i romanit “ Pinoku” shogérohet né shtypin e kohés nga recensione dhe
nga artikuj kritiké gé vlerésonin si veprén dhe autorin e sg ashtu edhe talentin e pérkthyesit
shqiptar. Libri u prit miré nga lexuesi dhe kritika gé me entuziazém e vlerésoi pozitivisht duke
mos |éné ménjané edhe vlerat e pérkthimit.

Karl Gurakugi né faget e “lllyria-s’ (nr. 21, 7 shtator 1935) ka béré njé recension té
pérkthimit. Pasi vleréson librin e “ Pinokut” si njé shoq i pa-ndam i kalamanit italian dhe
autorin e tij Carlo Collodi-n si njoftés té thellé té shpirtit té fmivet, ai ndalet tek pérkthyes Cuk
Simoni duke e vlerésuar si nji shkrimtar gi punon pa bujé e pa tantame, nén dy gérmat C. S. Nuk
mungojné padyshim né kété shkrim edhe vlierésmi pozitiv pér pérkthimin : C. S. né pérkthimin e
librit “ Pinocchio” ka treguem cilsi té rralla té njij shkrimtari t& miré, njoftés i hollé i gjuhés
shgipe. Pér té pérkthyem si duhet, asht e domosdoshme té njiftet miré gjuha nga e cila
pérkthehet, por té dihet me rrajé edhe ajo né té cilén bahet pérkthimi.

Né revistén “ Leka” (nr. 9, shtator 1935) gjejmé né rubrikén e pérshtypjeve njé shkrim té
shkurtér nga Zavi (Giuseppe Vaentini) ku autori vleréson si punimin letrar edhe veprén e
hieshme té pérkthyesit e cilagell né shqip njé pasuni gjuhe e shprehjesh si n’origjinal.

Anton Logoreci me njé shkrim té shkurtér, prej tre paragrafésh, paraprin botimin
(“Myria”, nr. 23, 21 shtator 1935) e parathénies sé librit “ Pinoku” shkruar nga veté Cuk
Simonit. Ai térheq vémendjen e lexuesit drejt parathénies gé shogéron librin, gé sipas tij nuk
éshté njé parathénie e koté apo formae por nji revelacjon.... njé prozé e zhdérvjellét, e garté dhe
e thjeshté pérnjheri, ndérsa Cuk Simonin e quan njé taent. Duke pérfunduar, autori i kétij
shkrimi, shton se letrat arbnore presin kontributin t' ugj té cmueshém, z. C. S,

Né nr. 24 té datés 28 shtator 1935 té gazetés “lllyria’ gjeimé njé artikull té titulluar
“Letér e hapun pérkthyesit té “ Pinokut” shkruar nga Dom Lazér Shantoja. Né artikull, ku
giithashtu nuk mungon trilli artistik, pérgézohet autori gé i mésoi Pinokut edhe gjuhén shgipe
dhe vlerésohet pérkthimi i Cuk Simonit.

Tek “Hylli i drités” (nr. 9, 1935) botohet njé tjetér shkrim nga Gjush Sheldia, i cili pasi
pérgézon punén e miré té “ Vatrés s2 Rinis¥”, si e vetmja qé i dedikohet fémijéve, e ciléson
veprén “ Pinoku” té C. Collodi-t si edukatore dhe gaztore. Ai nénvizon suksesin e veprés gé sipas
tij kishte njohur deri né até kohé mé shumé se 700 botime. Autori i shkrimit nénvijézon
giithashtu véshtirésing e pérkthimit i cili karakterizohet nga njé gjuhé e pastér, stil i lehté e i
rrjedhshém dhe njé besnikéri ndgj origjinalit.

Vlerat dhe modalitetet e pérkthimit

Libri “Pinoku” shogérohet nga njé parathénie e veté pérkthyesit. Né té tregohet se si
rastésisht, kur autori i pérkthimit gjendej né Itdi, pasi kishte mbaruar punét e tij, duke u endur
népér vitrinat e dyganeve shikon Pinokun. Kjo parathénie ka formén e njé tregimi artistik té
pasur me figuracion dhe imagjinaté gé i pérshtaten botés fémijénore e né té njé&jtén kohé éshté né
harmoni té ploté me rréfimtariné gé e ndjek. Pérkthyes e ka té garté botén e ndryshme té té
vegjélve dhe kété e vé né dukje gé né parathénie duke pérdorur njé gjuhé specifike dhe té
thjeshté, té rrjedhshme dhe lehtésisht t& kuptueshme. Ky tregim-parathénie éshté i pasur me
diaogje té autorit me Pinokun, pérshtypje pér librin, té cilin padyshim gé pérkthyesi e njihte mé
paré, dhe siguriné se ai do té mirépritej edhe né Shqipéri si né shumé vende té tjera té botés ku
ishte pérkthyer deri né até kohé.
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Cuk Simoni ishte i ndérgjegjshém dhe e pranon hapur faktin se t'i mésoje shqipen
Pinokut do té ishte njé ndérmarrje e véshtiré sepse, si¢ thoté veté ai, “nuk ishte i degés’,
megjithaté megé nuk gjeti “ndonjé tjetér gé merrej me kéto puné&” dhe megé e kishte shumé
pérzemér Pinokun nuk mund ta linte ménjané, ndg vendosi t'i mésonte gjuhén letrare, “ njé
gjuhé e punuar, e holluar” si¢ e quan ai, por duke paré se fémijét nuk e kuptonin né gjuhén
letrare e solli Pinokun me “ gjuhén gé flitej” prané gjuhén shkodrane.

Tashmé éshté i njohur fakti se pérkthimi nuk éshté njé akt i pastér kalimi nga njé kod né
tjetrin. Distanca kulturore dhe gjuhésore midis tekstit origjinal dhe tekstit té pérkthyer sjell gjaté
procesit té pérkthimit véshtirési dhe e detyron pérkthyesin té b&é disa zgjedhje arbitare. Pinoku i
Cuk Simonit &shté mé shumé se njé kalim nga njé gjuhé né tjetrén, éshté mé shumé se njé
strukturim i thjeshté i fjalive dhe fjaléve bazuar besnikérisht né tekstin origjinal. Teksti i tij anon
ngarishkrimi. N& vijim po sjellim disa arsye gé na ¢ojné né kété pérfundim.

Né origjinal titulli i romanit éshté “ Aventurat e Pinokut” (“ Le awenture di Pinocchio”)
ndérsa Cuk Simoni vendos ta titullojé librin e pérkthyer né shqip “ Pinoku” . Kjo zgjedhje e vé
theksin mé shumé tek fémija-kukull sesatek aventurat e tij. Emri Pinocchio éshté rishkruar sipas
grafemave té alfabetit té shgipes Pinoku, né ményré gé té ruhet shqiptimi ashtu si¢ éshté né
italisht, duke zévendésuar grupet e shkronjave —cch- me shkronjén k.

Pér shkak té ndryshimeve midis alfabetit shgiptar dhe atij Italian, pérkthyesi ka béré disa
ndérhyrje pérshtatése, té pranishme né gjithé shtrirjen e librit. Emrat e pérvecém i nénshtrohen jo
vetém ligjeve té fonetikés s gjuhés shaipe por edhe ndryshimeve morfologjike, sipas fleksionit
té gjinisé dhe numrit por edhe té rasave.

Emrat e pérvegém, gé i jané nénshtruar fleksionit morfologjik dhe fonetiko-grafik mund
té ndahen né:

1. emra gé respektojné tingéllimin italian si: Pinoku (Pinocchio), Pulginela (Pulcinella),

Arlekini (Arlecchino) etj.;

2. emraqéi pérshtaten kuptimisht emrave té personazheve né variantin italian si: Cigliegia
né shqip Qershia, Mangiafoco né shqip Zjarmngranési et;.

3. Emra gé pérshtaten né shqip, sipas zonave ku pérdoren, si master’ Antonio i pérkthyer
sipas dialektit verior mjeshtér Ndou.

Cuk simoni nuk bén njé pérkthim fjalé pér fja & Ai éshté mé shumé besnik i lexuesit té
vogél shqiptar sesa tekstit origjinal. Prioriteti i tij nuk éshté equivalenca né planin formal por
kémbéngulja né ekuivalencén kuptimore dhe stilistike, gjé gé e bén tekstin e tij dinamik. Ké&o
jané disa nga arésyet gé na shtyjné té themi me bindje se lexues i tij shgiptar e ka shijuar
“Pinokun” né té njétén ményré s a italian. Pér té arritur kété, Cuk Simoni ka reduktuar né
minimun shprehjet, strukturat apo fjalét té cilat transmetojné kulturén e hug. Edhe pse
pérkthyesi e njeh miré gjuhén shqipe, pérkthimi i tij nuk i ka shpétuar aty-kétu depértimit té
elementéve té hugj.

Nga kéndvéshtrimi sintaksor, vihen re disa modifikime né strukturén e fjaisg, edhe pse
italishtjanuk éshté strukturalisht shumé e ndryshme nga shgipja. Kjo tregon garté se Cuk Simoni
ka tentuar té ruajé ekuilibrin e véshtiré midis besnikéris2 sé pérkthimit dhe pérshtatjes. Heré-heré
VvEme re pérgjaté pérkthimit njé reduktim té disa fjaléve té tekstit origjinal, né funksion té rugjtjes
s8 kuptimit, gjé gé tregon edhe véshtirésité dhe pamundésing e gjelljes s& njé kulture té hug)
gjuhésore né shqip.
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“..il medico le aveva ordinato una grandissima dieta, cosi dove contentarsi di una
sermplice lepre dolce e forte con un leggerissimo contorno di pollame ingrassate e di galletti di

primo canto.”

“...mjeku e kishte pasé porosité me mbajté perizé té madhe, i u desht me u kondéndue vetém me
njé leper percjellé me pak pula té majme e gjela téri.”

Vetém né fragmentin e sjellé mé sipér jané reduktuar 7 fjalé (una, cosi, dolce e forte,
contorno di) dhe dy prapashtesa (issima/o). Una grandissima dieta mund té ishte pérkthyer njé
perizé shumé té madhe (njé dieté shumeé té forté), por megeé -issimo-shumé shérben si pérforcuese
e fjalés e madhe pérkthyesi ka preferuar ta hegé pér té evituar pérséritjen, té njéjtén gjé mund té
themi edhe né rastin e leggerisimo-shumé pak. Ndérkohé pérkthimi i fjalés contorno-garnituré
éshté evituar dhe galetto di primo canto-gjel i kéngés s paré éshté preferuar té pérkthehet gjela
téri sepse rezulton mé e garté né shaip.

Shembulli i mésipérm na tregon garté se reduktimet e Cuk Simonit jané béré pér té
evituar pérséritjet né shqip, té cilat né italisht tingéllojné bukur, ose pér t'i géndruar besnik
kuptimit.

Véshtirésiae gelljes s& njé tjetér kulture né térésing e sgj, e ndryshme nga go e gjuhés sé
pérkthimit, sjell papérkthyeshméringé e disa shprehjeve, por kjo e ka orientuar pérkthyesin Cuk
simoni t'i zévendésojé ato me té tjera té gjuhés s tij, né shumicén e heréve, me kuptim té
pérafért. Shumé shpesh pérkthyesi i lejon vetes té shtojé fjal &, por dhe shprehje, kur e ai e shikon
té nevojshme né funksion té kuptimit por edhe té hijeshisé artistike. Nuk mungon zévendésimi i
shprehjeve té italishtes, té cilat mund té pérktheheshin fjalé pér fjalé, me té tjera gé né shaip
tingélojné mé dinamike. Té tilla modalitete hasen dendur né tekstin e Cuk Simonit. Ja disa
shembuj:

“ ... tutti lo chiamavano maestro Ciliegia, per via della punta del suo naso, che era sempre lustra
e paonaza, come una cigliegia matura.”

“ ... té gjith e thirrshin mjeshter Qershija, pér shkak t& majes & hundés, qi e kishte gjithmoné té
shndritshme e té kuge, si nji kokerr gershi e pjekun.”

Cigliegia matura éshté pérkthyer kokerr gershi e pjekun né vend té gershi e pjekur.

“ Appena maestro Ciliegia ebbe visto quel pezzo di legno, si rallegro tutto; e dandosi una
fregatina di mani per la contentezza, borboto a mezza voce: ...”

“ Porsa mjeshtér Qershija pau at cope dru, i u knaq fort zémra; e tuj ferkue duert prej gzimi tha
me vedi: ...

S rallegro tutto éshté pérkthyer i u knaq fort zénra né vend té u gézua shumgé, borboto a mezza
voce éshté pérkthyer tha me vedi né vend té mérmériti me gjysem zéri.

“ Come potete immaginarvelo, la Fata lascio che il burattino piangesse e urlasse una buona
mezz ora, a motivo di quel suo naso che non passava dalla porta di camera; e lo fece per dargli
una severa lezione e perché si correggesse dal brutto vizio di dire bugie, ...”
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“S mind té ju a marré méndja, Zana e la njiheré Pinokun té kjajé e té vajtojé per nja’ i gjysé
ore t&é miré, pér puné t'asajé hindé gi s mind té kalote per derés s'odés: pse desht me e
ndeshkue e me e b4 me zané ménd, gi mosté rrééma kurr ...”

Come potete immaginarvelo éshté pérkthyer si mind té ju a marré méndja né vend té s mund ta
imagjinoni; fjala njiheré éshté futur nga pérkthyesi sepse nuk ndodhet né origjinal; che non
passava éshté pérkthyer gi s'mdnd té kalote né vend té gé nuk kalonte; e lo fece per dargli una
severa lezione e perché si correggesse dal brutto vizio di dire bugie éshté pérkthyer pse desht me
e ndeshkue e me e b& me zané ménd, gi mos té rr&é ma kurr né vend té dhe e béri pér t'i dhéné
njé mésimté miré dhe té korigjohej nga vesi i keq i té thénit génjeshtra.

Né tekstin e Cuk Simonit nuk mungojné edhe rastet kur pér njé shprehje né italisht jepen
dy tétillané shqip.

“ - Questo legno & capitato a tempo...”

“ - Shi nékohé té miré méra nédorékjodru...”

Pér shprehjen é capitato a tempo- ndodhi né kohén e duhur, pérkthyesi jep dy té tilla: Shi né
kohé té miré dhe mé rané dorékjo dru

Pérfundime:

1. Leximi i kujdesshém i “Pinokut” t& Cuk Simonit tregon garté se kriteret gé kané shérbyer si
udhérréfyese gjaté pérkthimit té romanit kané géné ato estetike, besnikéria e shpirtit por edhe
e fjalés 2 origjinalit. Pérkthimi i tij éshté art sepse nuk &shté njé kopje e thjeshté por njé
vepér ku duket garté delli krijues i pérkthyesit, i cili e ka konvertuar tekstin né shqip né njé
rikrijim né té nj&tin nivel me origjinalin.

2. Gjaté pérkthimit Cuk Simonin e ka shogéruar kalimi krijues nga njéra gjuhé né tjetrén dhe
duket garté se a e ka rindjeré kété akt krijues duke Iéné ménjané rregullat me réndési
gjuhésore dhe duke iu dedikuar castit té rikrijimit. Edhe pse pérkthyesi ka arritur t'i japé
veprés njé autonomi estetike né shqgip, pérkthimi i tij letrar mund té konsiderohet si njé
proces gé i konsideron dy tekstet né njé marrédhénie dinamike midistyre.

3. Pinoku shgiptar i Cuk Simonit &shté njé nga veprat mé té mira té pérkthyera né shqip, e cila
ka pasuruar fondin e lexuesit t€ vogél shqiptar, jo vetém né kohén kur éshté pérkthyer por
edhe né vitet né vijim.
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Shénime

* Pér shkak té origjinalitet té stilit té tij Collodi éshté cilésuar si njé nga shkrimtarét mé t& médhenj té shekullit XI1X.
Kété e provojné shkrimet e shumta kritike gé i kané dedikuar “ Aventurave té Pinokut” kritiké letraré dhe studiues
té tjeré té disiplinave té ndryshme.

 Bishgemi, A., 2008, “ Histori e Letérsisé Shaiptare pér Fémijédheté Rinj” , botues Pdlumb Zekthi, fq. 101-102

! T& tria botimet e kétij romani té béra midis dy luftrave botérore vijné me titullin “ Zemra” , ndérkohé gé titulli i
librit né original éshté né trajté té pashquar “Zemér” (Cuore). Né ribotimet pas Luftés s& Dyté Botérore éshté
pérdorur herétitulli “ Zemé&” eheré"” Zemra” .

* Callodi, C., 1981, “ Le Awenture di Pinocchio” , Giunti Marzocco, Firenze, fq.54

* Simoni, C., 1935, “ Pinoku” , botim i pérkthyesit, rr. Gurakugit 40, Shkodér, fq. 62-63

 Collodi, C., 1981, “ Le Awenture di Pinocchio” , Giunti Marzocco, Firenze, fq. 5

% Simoni, C. 1935, “ Pinoku” , botim i pérkthyesit, rr. Gurakugjit 40, Shkodér, fq. 9

! Collodi, C. 1981, “ Le Awenture di Pinocchia” , Giunti Marzocco, Firenze, fq. 5

1 Simoni, C., 1935, “ Pinoku” , botim i pérkthyesit, rr. Gurakugjit 40, Shkodér, fq. 9

 Callodi, C., 1981, “ Le Awenture di Pinocchio” , Giunti Marzocco, Firenze, fqg. 78

! Simoni, C. 1935, “ Pinoku" , botim i pérkthyesit, rr. Gurakugit 40, Shkodér, fq. 89

! Collodi, C., 1981, “ Le Awenture di Pinocchio” , Giunti Marzocco, Firenze, fq. 5

% Simoni, C., 1935, “ Pinoku” , botim i pérkthyesit, rr. Gurakugiit 40, Shkodér, fq. 9
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Hyrja

Polisemia e simboleve éshté prezente né poezité e N.F. Shumésia e kétyre simboleve flet pér
aftésiné e autorit gé té pérdor shenja gé flasin pér gjéra té fshehura. Frashéri né poezité e tij ka
pérdorur shumési té simboleve gé kané mbéshtetje né letérsi dhe kultura té ndryshme. Kéto
simbole gé jané té ngjashme, kryesisht me simbolet orientale, flasin pér lidhjen intertekstuale gé
kané poezité e tij. Simbole mé té shpeshta gqé pérdoren né poezité e Frashérit jané: qiriu, bilbili,
fyelli, vera etj. Kéto simbole, né disa raste pérdoren, si simbole gé kané kuptim té njéjté, si né
tekstin parésor.

Simbolet referojné né funksionin e fshehur té gjérave. Fjala symbol, rrjedh nga fjda greke
gé do té thoté “ shenjé&’ gé referon né njé shénim. Né kuptimin literal, simboli bashkon fotografiné
me idené, ose konceptin né té cilén referohet gjo fotografi. Eshté shumé e thjeshté té thuhet gé

do simbol éshté fotografi, pasi simboli referon né dicka qé éshté jashté fotografisé, né disa
raste e lidhur me fotografing, por asnjéheré nuk éshté identike me até. Né fjaorin e
K.Qullavkovés, simboli éshté definuar nga Kapushevska' simboli paraget karakter té
jashtzakonshém, amblem, shenjé pér dicka gé éshté e fshehur, e pakdukshme, apstrakte ...me njé
fjalé, shenjé e dukshme pér dicka té padukshme”. (Qullavkova, 2003:498)

1. Simboali s intertekst

Qenésia e intertekstualitetit nénkupton praniné e njé teksti né njé tekst tjetér. Por, me
Zbulimin e lidhjeve intertekstuale nuk zbulohet asgjé e re, kjo nénkupton ményrén ndryshe e té
ménduarit, duke gjetur piktakime té hgpura ose té fshehura Kéto piktakime té fshehura né
rastin konkret jané simbolet gé pérdor, Naimi né poezité e tij. Pra, simboli nénkupton kuptimin
literar. Spas N.Fraj, kété kuptim literar ia mvesh letérsisé, si njé nga aspektet intertekstuale té
kuptimit, zakonisht kuptimin gé e ndajné veprat letrare me té gjitha strukturat e fjalés.” . (Fraj,
1990:117)

Até qgé don té shpreh autori éshté poezia, por até gé shpreh né ¢do varg, &shté kuptimi literar,
(& éshté pjesé e poezist. Kuptimi literar, si shihet &shté i ndryshueshém dhe polisemik. Poezia
éshté imitim i natyrés, ky parim na flet gé ¢cdo poezi mund té rishikohet jo vetém s imitim i
natyrés, por edhe si imitim i poezive té tjera. Sipas Eliotit njé poet i miré, ka mé tepér mundési
té huazoj sesa té emitoj. Aftésia e Frashérit &shté, né pérpunimin e materialit gé e huazon dhe
shkathtésiné po té nj&tén ta shpreh né ményrén e vet. Ai nuk emiton por huazon simbole nga
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letérsia e lindjes. Pra, edhe simboli mund té jeté njé aspekt, gé bén lidhjen intertekstuale té njé
poezie me njé tjetér.

Metaforat né vargjet e Naimit mund té pérgjithésohen si simbole. Nése metaforat jané té
pranishme né poezité filozofike, né poemat “Istorija e Skenderbeut” dhe “Qerbelgd’, simbolet
jané té pranishme né poezité filozofike t& pérmbledhjes “Lulet e verés’ “Endérime’si dhe né
poemat e lartpérmendura. Né veprimtariné letrare, Naimi pérdor simbole té pérgjithshme dhe
njékohésisht krijon simbole té reja. Simbole té pérgjithshme i quan ata simbole gé i merr nga
historia, kultura, mitologjia, natyra dhe kosmosi. Kurse simbole té reja i quan ata simbole gé vet
i krijon me gjeniaditetin etij poetik.

Ai merr figura edhe nga letérsia arabe. Figurat gé flasin pér karekteret e tyre jané Imam
Hasani, Imam Hyseni, gé jané simbole népérmjet té ciléve reflektohet mirésia e pérgjithshme,
por edhe vuajtja pér té vértetén dhe drejtésiné. Dy djemté e Imam Hysenit, jané simbole té
viktimés sé pafgjshme. Mavijadhe Mervani jané simbole té sé keges dhe mosbesimit etj.

Njé rafsh tjetér prej ku Nami merr simole me vleré shumé té madhe éshté natyra dhe
kosmosi. Pé&r Naimin, natyra éshté njé libér universal gé i ofron njeriut kuptime té ndryshme. Né
poeziné “Vetédijd' nga pérmbledhja “Fletoret e Bektashinjve”, Naimi na vetédijéson se vendi i
diturisé éshté kosmosi, i cili mund té unifikohet me Zotin. Ai shprehet:

Fletore e Peréndisg,
Pér té Zon™ e diturisg,
Eshté e téré gjithésija,
Q éshté veté Peréndija....” (Frashéri, 2007: 210.)

Metafora pér librin e natyrés, e cila vjen né shprehje né kulturén e lindjes, edhe né letérsing
megjetare népérgjithési, éshté e shpeshté edhe né letérsiné evropiane. Ky libér universal, ka
kontekstin né letérsit e ndryshme duke filluar nga letérsiaorientale.

Né botén poetike t&é Naimit, gjérat, sendet, dukuritg, fenomenet, stinét e vitit, trupat
giellor, gjallesat, kafshét, té gjithé kané gjuhén e vet, té bukur, té pérbashkét, kuptimploté, té
cilén equan Gjuha e zenrés:

“Flet natyra né ¢do ¢as né kété boté
Dhe té fshehtén qé ka Brenda shkoqur thoté... (Frashéri, 2007: 167.)

Kjo gjuhé magjike mund té na refejé shumé gjéra. Flitet pér njé gjuhé shumé dimensionae,
gjuhén e simboleve. Nuk éshté e tepruar nése thuhet gé bilbili né botén poetike té Frashérit, éshté
simbol i autorit, bukurisg; lulja simbol i stinés s& pranverés, rinisg, pafgsisé; héna simbol i
dashurisg, dielli ssimbol i drités, Zotit; fyelli simbol i dashurisé etj. Né veprimtaring letrare té
Naimit, emri dhe folja gé metaforizojné, krijojné kontekstin simbolik. Ky kontekst me kuptimin
etij i paralgmron tekstin parésor. Pérgjithésisht, smbolet, metaforat jané pérbérje literare, me té
cilat shprehja retorike pér té pérgjithshmen béhet figurative, shprehje e pérgjithésuar pér té
vecgantén.

2. Qiriri dheflutura s simbole
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Metafizika e Naimit, mé saktésisht e poezisé s tij, gien mbéshtetje né mistikén islame
(tasafuf). Pra, né kété rast veprat e té shkuarés veprojné né veprat e sé tashmes, nga njé
kendvéshtrim ku té vjetrat veprojné mbi té rejat. Simboli né aspektin metafizik nénkupton lidhjen
e té dukshmes me té padukshmen. Shpesh thuhet poezia mistike éshté e shumé kuptimshme. Nuk
ka lexues gé né té njgjtén kohé nuk e percepton s té tillé. Qiriri dhe simbolet tjera gé do t'i
trajtojmé né kété punim jané né té shumtén e rasteve né titujt e poezive.

Idené pér misionin e poetit, Naimi e shpreh me metaforén e qiririt. Qiriri &shté simbol i
letérsisé perse. Shpesh ky simbol nuk trajtohet né poeziné shqgipe ashtu si né letérsing perse. Né
disa raste ky simbol éshté pasuruar me ngjyra té reja, kuptime té ndryshme nga konteksti i tij.
Njé gjététillé, mbase e géllimshme nga Naimi pér t'ju larguar né disa pika metafizikés.

Kéto motive, mjeshtérisht jané pérshkruar né poezité e tij. Nga vet fakti pér dykuptimsiné e
simboleve, kjo poezi, éshté botuar dy heré me tituj té ndryshém. S& pari, mbante titullin “Qiriri”
dhe u botua né revistén “Drita’ (1884), sé dyti, pas dy vitesh né pérmbledhjen “Vjersha pér
mésojtoret e para’, s “Fjalét e qiririt”. Kéto dy variante na lejojné té kemi njé véshtrim té
dyanshém pér kété poezi.

Né variantin e paré, poeziné “Fjalét e qiririt”, do té trgjtohet s simbol i letérsisé
tradicionale perse, por me motiv té ri.Qiriri éshté paramenduar si pishtar. Népérmjet késgj figure
hapet ideja pér pavdekshméring e njeriut, i cili shkon drejt vdekjes, por i djegur nga flaka pér
idealen.:

“Kur mé shihni gé jam tretur,
Mos pandehni se kam vdekur,
Jami gjal ejam ndé jeté,
Jam né dritét té vérteté.” (Frashéri, 2007: 13)

Zé&ri i ri gé ekrijoi poeti né figurén e girirt, rezulton né faktin gé ky simbol i Orientit éshté
pérpunuar né thellési, por kjo nuk flet gé né poeziné e Naimit nuk mbeti asgjé nga ky motiv.
Qiriri bén drité té tjeréve, duke u shkriré pandérpreré. Bén drité duke u shkriré, ose shkrihet duke
béré drité. Kur ndricon qirir, simbolizon ekzistencén e Zotit gjithkund. Lidhja intertekstuale na
referohet jo vetém me marrjen e simbolit nga njé letérsi tjetér, por edhe me pérdorimin e
aributeve té Zotit né vargjete poezisé “ Fjaét e giririt” né vijim:

“...jamnédrité té vértete” ...
(Frashéri, 2007:14)

Kur shkrihet qiriri, paragitet si luftétar pér dashuring e Zotit. Parashtrohet pyetja, a vdes me té
vérteté ky qiri?

»--.KUr mé shihni gé jam tretur
Mos pandehni gé kam vdekur... (Frashéri, 2007:14)

Né kété ményré qiriri duke u shkriré, éshté déshmi pér ekzistencén e Zotit té vérteté. A
mund gé dikush té jeté i ngjashém me keté qiri? Me qiririn, gé éshté né gjendje té shkrihet, té
digjet, venitet, padashur té shuhet por pérséri té tretet. | ngjashém me kété qiri, mund té jeté
vetém njeriu ideal, ai qé ka pérjetuar shkallén mé té larté té ngritjes mistike.
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Né vargjet né vazhdim té késaj poezi, zbulohet edhe njé simbol tjetér, i cili nuk haste né
titullin e poezisg, por né subjektin lirik té saj:

“O zémeéra fluturake!
Qasju pak késgj flake,
Mbase krahét'i pérvélon,
Po edhe shpirtin ta shenjtéron.” (Ibid.,f. 14.)

Si¢ shihet edhe ngavargjet e késaj poezie, Naimi vetém e ngjal simbolin e fluturés, e cilaka
pérjetuar metamorfozé, éshté shéndruar né shpirt fluturak, e cilatretet pér té mirén e njerzimit.
Kjo flutur, pérballet me rrezikun, gé t'i digjen krahét, nga gjo kérkohet gé té pranojé kété léndim
trupor, gé ta arrijé vlerén shpirtérore.

Fotografia e “shpirtit fluturak” i paraget njerézit qé jané té orientuar nga drita, qé e duané
dituring, ata pér té cilét fluturaflijohet. Ajo, u bén thirrje, gé t'i bashkangjiten, mos frikohen nga
dritagé pasgyron vet Zotin. E vetédijshme gé kjo éshté rrugé e véshtiré, kérkon gé té angazhohen
pér kété flijim. Mbase, e vlien gé té flijohesh pér kété drité.

Kjo éshté thirrje gé té shkohet drejt drités, pa pasur ndrojtje zjarrin gé paragitet me vonesg,
duke gené té vetédijshém pér rezikun nuk duhet té ndalojné. Nése giriri tregon si digjet dhe tretet
deri né pikén e fundit, kérkon nga ata gé té jené pjesé e flijimit, e jo té sodisin nga larg. Jorgo
Bulo, konsideron g&” figura e qiririt né letérsiné e sufizmit...&shté e lidhur ngushté me figurén e
flutrés, e cila pérbén bazén e motivit té njohur té vetéasgjésimit fizik (fana) té genies njerzore pér
t'u shkriré me Zotin” (Bulo, 1999: 32)

Ky zjarr mistik bazén e ka né letérsiné orientale. Si Hipotekst mund té merren ca vargje té
Rumiut, i cili shprehet poashtu pér kéto simbole, si¢ jané giri/flutura:

Cdo grup, ashtu si fluturat e natés rreth giririt, vjen vérdall& pa pushim né kété boté!

E hedhin veten né njé Zarr, por, né té vérteté, vazhdojné té rrotullohen pérreth giririt té&
vet..."  (Rumi, 2007:vargu 336/337)

...Dhe giriri mendon se veté u dogj, té paktén ato t'i shpétojé pau djegur, pa hequr mundim.”
(Ibid., varg. 340-344)

Qiriri i Rumiut déshiron veté gé té digjet, gé t'i shpétoj té tjerét, mbase motive i njgjté si
te poezia e Naimit, motivi i vetflijimit i njérit pér té tjeré. Nuk éshté véshtiré pas késg té
konstatohet gé kéto vargje té Rumiut, Naimi i pérdor si tekst parésor, pér ta krijuar tekstin e tij.
Kétu do té shé&behemi me terminologjiné e Rifaterit i cili vé& pérbal njéri-tjetrit
intertekstualitetin e rastésishém dhe té detyruar. Né kété rast kemi gjurmeé té teksti, né konteksti e
tij. Ai shprehet: “lexuesi nuk mund t& mos e shquaj, sepse interteksti [& né tekst njé gjurmé té
pashlyeshme...e cila ndihmon deshifrimin e mesazhit. (Gjurma e Intertekstit, 1980: 15). Kjo

poezi kady ané, cae komentojné njérén e disa tjetrén ané. Mund té konstatohet se té dy anét jané
té vérteta, pasi Zoti vet, né aspektin metafizik, ka déshiruar gqé té pérdoren kéto té vérteta.



3. Bilbili si simbol

Né letérsiné klasike perse, bilbili éshté simbol, me njé polisemantiké té gjéré, e ndryshme
nga letérsia shgipe. Parashtrohet pyetja ¢faré paraget ky simbol?
Po paragesim disanivele té réndésishme:

1. Bilbili éshté simbol i mirésisg,

2. Simbol i poetit

3. Simbol i shpirtit té liré gé né shpie drejt Krijuesit

Simboli i bilbilit né poeziné e Naimit, mbase ka funksion té& ndryshém nga simboli gé

parasheh disa nivele né letérsing perse. Bilbili nuk mund té jeté Naimi, i cili kéndon, nuk paraget
simbolin e mirésisg, as shpirtin e liré gé shpie drejt krijuesit. Bilbili i Naimit, kéndon, mund té
jeté metaforé e kéngés. Kjo harmoni muzikore, ka réndési té madhe pér sufijté. Kétu shohim
piktakime me mistikén sufiste. Pasi, kjo harmoni e kéngés, mund té reprodukoj kénagésing, gé ka
pérjetur shpirti para-embrional, me pranimin e jetés, qé na ka dhuruar Krijuesi. Kénga, (sama,
muzika shpitérore), mund té jeté edhe Zéri i Krijuesit gé i bén thirrje njeriut, té kthehet tek Ai.
Ruzbihan Balig Shirijazi pér muzikén shpirtérore shprehet: “Eksistojné tri lloje té muzikés
shpirtérore: njéra pér njerézit e zakonshém, tjetra pér elitén, e treat pér elitén e dités. Njerézit e
réndomté dégjojné népérmjet natyrés sé tyre té pérsosur, kjo éshté varféri. Elita dégjon népérmjet
zemrés, gjo do té thoté té jesh né kérkim. Elita e elités dégjon me shpirt, o do té thoté té jesh i
dashuruar...,, Muzikanti im éshté Zoti dhe pér até uné flas...(H.Korobin f: 15.)

Bilbili i Naimit bén thirrje pér heshtjen gé té dégjohet melodia e cilaarriné deri né shpirtin gé
digjet pér dashuriné:
“Njé z& tjatér tani dégjonj,

Q& zémérné ma pérvéon,

U dogé, mé s mund té duronj,

Bilbili kazén® e kéndon. (Frashéri, 2007:123)
Heshtja kérkohet né ményré permanent. Duke shprehur gé askush nuk do ju dégjojé edhe po ta
prishni kété heshtje, pasi:

Vini veshn™ dhe dégjoni,

Bilbili, bilbili kéndon. ( Ibid,.)

4. Verasi simbol

Derisa simbolet gé trajtuam ishin né titujt e poezive té Naimit, simbolin e verés nuk e hasim
né titull, po né poeziné “Kénga e fyellit”. Vera né aspektin metafizik éshté simbol i dashurisé
hyjnore. Nése pérdorim argumentin e Svedenborgut, do té themi gé vera korenspondon né verén
hyjnore. Né& anén tjetér vera dhe Vera nuk jané identike, por jané homonime gé pérmbané
antagonizma mé shumé se ¢do antonim. Edhe ne Kuran flitet pér dy lloje té verés: Vera éshté e
ndaluar nga Zoti, po nga anatjetér, go u premtohet besimtaréve né botén tjetér.

Vera né kuptimin mistik paraget Verén,verén e dashurisé hyjnore, gé ka si rezultat dehjen
pér Zotin. Pér kété veré na kéndojné Kagjami, Saki, Taverna, gé kané dimenzion metefizik. Edhe
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Rumiu flet pér raportin mes Verés dhe verés...Njéra éshté léngu i jetés e tjetra éshté vetém
aroma e kege.

Kostatohet se edhe te Naimi flitet pér verén hyjnore pér mos u shkuputur teksti i tij parésor, nga
referenca. Né vargjet e poezisé “Fyelli” shprehet:

“ Ky ‘shtézjar i dashurisé...
...| razémérés, e nxehu,
| raverésebu iti,
| rashpirtit dhe e dehu”.( Frashéri, 2007:112)

Zemra e njeriut té dashuruar éshté e dehur, né kété rast kjo dashuri éshté dashuri né
pérmasa mé té larat, dashuri pér Krijuesin. Si rezultat i dehjes Hyjnore éshté fenomeni i ekstazés,
pér té cilén flet edhe Inb-Al-Arebi. Kjo veré éshté Dashuria Hyjnore e cila paragitet né rrjedhat e
Krijimit.

5. Luljasi simbol

Né simbolet e njohura orientale bén pjesé: tréndafili, zymbyli, lulja té cilét kané vend té
réndésishém né letérsiné shqipe, posacérisht né lirikén e Naim Frashérit. Konstatohet gé kéto
simbole nuk jané futur né poeziné shgipe me shumésiné e burimit, por jané futur para sé gjithash
me kuptimin e tyre t& shprehur. Fillimisht, kéto simbole gé kané funksionin e interteksti jané
huazuar si fjalé me kuptimin e tyre té drejtépérdrejté, por pastg fitojné konotacion simbolik.

Tréndafili né poeziné klaske perse, apo né pérgjithési né poeziné orientale, nuk paraget
tregues té dashurisg, si né letérsiné shqipe, por éshté tregues pér ngritjen shpirtérore, né njé
shkallé gé parashe ngritje né shkallén mé té larté té pérsosjes. N&é poeziné e Naimit ky simbol ka
ndryshuar karakterin e vet, &shté béré simbol kronik, éshté |éshuar nga gielli daléngadal né toké
dukeé shprehur dashuriné pér vajzén etij. Né poeziné “Njé lule e vyshkur apo njé va zé e vdekur”
kjo lule éshté sibol i vajzés gé u nda nga jeta né vitet e rinisé. Naimi para varit té sé bijés, me
dhimbje t& madhe shpirtérore kérkon disamundés pér jetén pas vdekjes, gé té zbut kété dhimbje:

1. Jetaevérteté fillon pas vdekjes, me té mbyllur syté, thoté i dérguari
2. Vdesim dhe pérséri ringjalemi, vazhdon Naimi.
Ai flet pér metamorfozén e shpirtit, i cili asnjéheré nuk vdes po kalon né formatjera

“ Prap né duar té motit?
Téling pér té vdekur prapé,
E té vdeg gé prapétéling...” (Frashéri, 2007: 126)

3. Mundésia e treté éshté absurdi gé bie né sy né vargjet né vijim:
Apo pérjeté do té shkosh,
Mosgénjaté té mbulonjé...“(Ibid.,: 127.)

Té gjithé mundésité flasin pér radhitjen e nj&té né poeziné e Naimit. Por ky simbol gé
largohet nga simboli parésor, ai oriental, apo nga teksti i parg, éshté dhimbja, por kjo jeté
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vazhdon gé té lind né njé lule tjetér. Lulja jo gjithmoné ka kuptimin e nj&jté né veprimtariné e
Frashérit, né poeziné “Njé lule e vyshkur apo njé vgzé e vdekur” ai né figurén e lules e fsheh
shokun e tij Hoxh Tasinin duke ju drejtuar me vargun: O Hasan Tahsin! O trénddfil giellor”.
(Frashéri, 2007). Ky tréndafil giellor, nuk éshté i zakonshém po me pérmasa hynore, i
pavdekshém...dhe vendi i tij &shté paragjsa. Ali Akbar Ziai konstaton qé téndafili gé trajtohet né
shumé poezi té pérmbledhjes “Endérrime”, e pérmbush traditén perse, ku autori me kété simbol,
nénkupton ngritjen shpirtérore.

Ky simbol, gé né rastin konkret nénkuptonte vajzén, Zotin dhe ngritjen shpirtrore té njé
individi, nuk éshté si lulet tjera, po mban aromén e pargjsés. Mé pérkushtimin e tij ndaj shokut na
pérkujton, pérkushtimin e Rumiut pér Shemsedin Tabrizin. Kjo flet pér mundésiné e paragitjes sé
histories si intertekst univerzal.

Pérfundim

Si pérfundim mund te themi ge simolet ge i kemi analizuar né poezité e Naimit, qofshin ata
né titujt apo ne subjektin lirik té poezisg, e arsyetojné tezen toné€, ge interetekstualiteti éshté
prezent né ¢do vepér letrare por ai éshté i shprehur né disa ményra té ndryshme. Kjo nénkupton
relacionin intertekstual, gé kané kéto poezi, né raport me tekstin parésor, letérsiné orjentale. Kéto
mardhénie intertekstuale gé na paragiten heré té dukshme heré té fshehura, i japin teksti vleré
akoma me té madhe. Por njékohésisht mundéson, gé teksti t& ndjek tonin e vet, edhe psei krijuar
ngathurrjae shumésisé sé teksteve.
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Poezia né gazetén “Llaikovilma” (1945-2012)

Olieta Polo

“Eqrem Cabej”,
Gjirokastér, Shqjipéri
poliouolga@yahoo.gr

Poezi shkrugjné dhe botojné njé pjesé e miré e krijuesve té Minoritetit Etnik Grek. Duke
gené se &shté gjinia letrare gé shkruhet dhe botohet mé shpejt, té gjitha moshat gjejné strehé né
kété fushé té krijimtarisg, gjithmoné né njé lidhje objektive me deklarimet ideore e programatike
té gazetés. Domethéné autori i ri pérmes njé cikli poetik, apo akoma edhe me shumé me ané té
njé libri, béhet i njohur e pérfagéson né njé kohé té shpejté gjithé kapacitetin shpirtéror té
Minoritetit Etnik Grek. Njé grup i madh poetésh dhe bashké&punétorésh jané ata, gé provojné
forcat e tyre pér heré té paré, duke skicuar fillimet e para poetike dhe ndjeshmériné krijuese né
sgjé té inkurajmit dhe ndihmés sé redaksisé sé gazetés. Paragitja e tyre permanente né botimet e
kohés né faget e késgj gazete, bén t€& mundur, gé né harkun e disa viteve, aa té dalin me
pérmbledhjet vetjake poetike té pakta pér njé publik mé té gjeré.

Né brendési té gazetés gjejmé kompozime té shkurtra dhe me pak vargje, gjé gé u shkon
pér shtat si nivelit kulturor té asgj epoke ashtu dhe kushteve teknike té pérgatitjes sé gazetés. Kjo
i pérshtatet edhe papjekurisé letrare té poetéve, té cilét mé miré mund t'i karakterizojmé s
vjershétaré ose thurés vargjesh, pérderisa nuk rrezikojné té b&né krijime té médha e té pjekura
poetike. Bile, disa, pas paragitjeve té tyre té para poetike, humbasin népér aktivitete té tjera dhe
nuk vazhdojné rrugén e tyre né poezi. Nga ana tjetér gjejmeé edhe poeté apo krijues té afté dhe té
njohur né fushén poetike pavarésisht se kané pak veprimtari botuese. Poezia pérzgjidhet nga
shpirti rinor si ményra mé e shpejté pér té shprehur shgetésimet e brendshme, megénése kjo s
giini tashmé e dobishme, kultivohej lehté. Nga larmia e vargjeve disa shquhen dhe dalin né drité
né fushén e poezisé dhe té tjeré mbeten tek shkrimet e tyre té castit. Pér mé tepér edhe “Llaiko
Vimd’, gjithmoné né bazé té parimeve té sgj themeluese, ia beson faget e sgj dhe i hap rrugén
brezit té ri. Pér mé tepér, bolléku i materialit poetik nénkupton regjistrimin e shumé poetéve, gé
térhigen, dhe gé s paku njé pjesé e mire e tyre, nése pérfundojné poeté, mbeten bashképunétoré
té zellshém té gazetés. Duhet shénuar me kété rast se nga piképamja gjinore numri i poetéve
éshté i madh, ndérsanumri i poeteshave éshtéi kufizuar.

Nga vjershat e shkrimtaréve mé té njohur e mé té réndésishém té Minoritetit Etnik Grek
paragiten ato té poetit Pano Cuka, i cili &shté njé nga penat mé prodhimtare né MEG. Né faget
dhe numrat e gazetés, ai ka botuar shumé tituj, disa prej té ciléve jané: “Poshté lufta” (“Llaiko
Vima': 29.09.1949), “Gézuar pér shumé vjet” (“Llaiko Vima': 01.01.1955) (né kété vepér
pérmenden ngjarje nga vitet e tij té vegjélisé pér Vitin e Ri), “Né ushtriné e fitorés” (“Llaiko
Vimd': 24.02.1955), “Mugji Mg né natyré, mugi Mg né zemra tona’ (“Llako Vima':
01.05.1955), “Forca jon&" (“Llaiko Vima’: 19.05.1955), “Rojet e pafjetura’ (“Llaiko Vima':
10.07.1955), “Né festivdin e V" (“Llako Vima': 07.08.1955) i frymézuar nga festa e rinisé
botérore, “Letér njé ushtari Sovjetik” (“Llaiko Vima': 23.02.1956), “Pér Parting” (“Llaiko
Vima': 15.04.1956), “Né fshatin tim” (“Llaiko Vima’: 11.10.1956), “Historia e Partisg” (“Llaiko
Vimd': 27.02.1958), “Zemra e partizanéve’ (“Llaiko Vima': 10.07.1958), “Vazhdimi i njé
didogu” (“Llaiko Vima': 03.04.1958) kjo vjershé mori ¢mim né revistén “Migésid’, “Dasma’
(“Llaiko Vima': 27.05.1958), “Nénd’ (“Llaiko Vima': 29.10.1959), “Tirana’ (“Llaiko Vima':
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15.11.1959), “Partid’ (“Llaiko Vima’: 07.11.1963), “Migjeni” (“Llaiko Vima': 07.06.1964),
“Duart punétore” (“Llaiko Vima': 04.02.1971), “Athina e lir€¢" (“Llaiko Vimad': 08.10.1992),
“Me miqté e mi té vegjélisg” (“Llaiko Vima': 24.12.1992) etj.

Njé poet tjetér, tepér i talentuar éshté edhe Andrea Zarballas, i cili ka gené gjithmoné i
pranishém né faget e gazetés “Llaiko Vima’ me: “Vazat e fshatit” (“Llaiko Vima': 12.05.1963),
“Ora e qytetit” (“Llako Vima': 23.07.1972), “Mos u cudit” (“Llaiko Vima': 31.08.1978),
“Tréndafili i erérave” (“Llaiko Vima’': 15.09.1994), “Korfuzi” (“Llaiko Vima': 15.09.1994), etj.;
Vasili Koga me: “Fshati im” (“Llaiko Vima': 10.05.1956), “Dallandyshet e para’ (“Llaiko
Vima': 29.09.1957), “Bistricd’ (“Llaiko Vima': 27.02.1958), “Fshatari dhe kali” (“Llaiko
Vima': 10.03.1991), “Njé kambané bie’ (“Llaiko Vima’: 27.05.1993), “Né dashuriné time”
(“Llaiko Vima': 26.01.1995), “Biri im” (“Llaiko Vima': 06.04.1995), etj.; Pavlo Shuti me:
“Bebe” (“Llaiko Vimd': 29.05.1955), “Pambuku” (“Llaiko Vima': 08.09.1955), “Topat e
Aurorés’ (“Llaiko Vima': 06.11.1955), “ Shokét” (“Llaiko Vima': 17.11.1955), “Roja’ (“Llaiko
Vima': 12.07.1956), “Pesémbédhjetévjetori i Partisg” (“Llaiko Vima': 08.11.1956) €tj.; Mina
Leka me: “Vjelja@ (“Llaiko Vima’: 29.09.1957), “Fshati im” (“Llaiko Vima': 05.12.1957),
“Naté Prilli” (“Llaiko Vima': 06.07.1958), “Merak pranveror” (“Llaiko Vima': 12.05.1963),
“Dropullitét” (“Llaiko Vima': 07.07.1994), “Cfaré dashuroj?’ (“Llaiko Vima': 07.07.1994),
“Uné prapé do té dashuroj)” (“Llaiko Vima': 07.07.1994), “Ushtaré grek té vraré&” (“Llaiko
Vima': 27.10.1994), “Zemraime” (“Llaiko Vima': 16.02.1997) etj.

Poeti mé i talentuar i Minoritetit Etnik Grek Niko Kacalidha pérfagésohet edhe ai me njé
numér té konsiderueshém poezish si: “Jemi tregind” (“Llaiko Vima': 04.05.1995), “ Tréndafilli i
zi” (“Llaiko Vima': 04.05.1995), “Héna e té burgosurve” (“Llaiko Vimad': 04.05.1995), “Ktheu
né shtépi Odhise” (“Llaiko Vima': 04.05.1995), “Loti i ciklaminit” (“Llaiko Vima®: 03.09.1998)
gé i éshté kushtuar “vendlindjes se tij té vecanté, né hénén e yjeve dhe té cobenjéve’,
vendlindjen e vecanté té tij, Leshnicés. Edhe poeti tjetér Foto Qiriazatit vien me njé tufé
vjershash si “Toké, dashuriaime” (“Llaiko Vima': 05.10.1980) apo Vangjel Zafirati me “Tryeza
eVititte Ri” (“Llaiko Vima': 11.01.1987) dhe “Dité korrjesh” (“Llaiko Vima’: 31.07.1988) et].

Bie né sy se né kété periudhé e vetmja poeteshé né MEG, gé pérfagésonte letérsiné
femérore (e shkruar nga femrat) ishte vetém Persefoni Gjini e cila merr pjesé me shumé krijime
té sg p.sh. “Ngrehu Argjiro nga gremina’” (“Llaiko Vima': 06.10.1983), “Legjenda e nuses’
(“Llaiko Vima': 31.07.1988), “Mundimet e mérgimit” (“Llaiko Vima’: 25.01.1996), “Figura e
gale (“Llako Vima': 07.11.1996) etj.

Né gazetén “Llaiko Vima' paragiten shumé vjersha té pérkthyera kryesisht nga poetét
dhe shkrimtarét gé luanin edhe rolin e pérkthyesit si¢ ishin Pano Cuka, A.A., Pavlo Shuti, P.
Kastriti, A. Z., A.Thalasino, Mina Lekaetj.

Disa poeté pérdorin fjalé tingélluese me kuptime té shuméllojéshme ose me koncepte té
ndryshme, ose e kénagin lexuesin me pércjelljen e analogjive dhe iluzioneve, por jané sérish ata
gé me fja & té pastér e drejtojné kuptimin lehtésisht tek lexuesi dhe pérjetuesi i poezive. Ka edhe
poeté gé jané fanatik té tradités, gé ndjekin ligjet klasike té vargézimit, aplikojné metrin, rimén
dhe ritmin, ndérkohé gé katé tjeré, gé pas hapave té para avancojné né kérkesa té reja té shkrimit
moderne.

Né faget e gazetés botohe gjithashtu edhe poezi e frymézuar nga doket, ritet dhe zakonet
e MEG, e cila inkuadrohet né poeziné lirike shogérore. Ka dhe disa poeté qé depértojné né
psikologjiné e njerézve, fshataréve e punétoréve né gézimet dhe hidhérimet personae e familjare
duke pérshkruar késhtu thjeshtésing dhe madhéshting e tyre. Kété grup poetésh e dallon dashuria
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e veganté pér njerézit gé rrojné e punojné né vende malore, pér fshatarésiné dhe jetén baritore
prandaj né brendési té vargjeve gjejmeé bukuriné natyrore e shpirtérore té Minoritetit Etnik Grek.
Shumica e poetéve t&€ MEG gjejné forma e modele té ndryshme pérmes aktiviteteve shogérore té
ndryshme si panairet, mbrémjet apo dasmat pér té afirmuar personalitetin e tyre artistik.

Njé nga temat mé té shpeshta né gazetén “Llaiko Vima' éshté dashuria pér vendlindjen e
cila éshté e kudogjendur né poezi. Dashuria pér vendlindjen vjen e béhet njé konstante tematike
apo njé nga motivet me té géndrueshme g€ e frymézojné poetin e MEG. Malli, nostalgjia dhe
evokimi shirtéror i fémijéris® dhe i fshatit jané shenjat kryesore té disponimeve poetike né
vjershas “Fshati im” (“Llaiko Vima': 10.05.1956) e Vasil Kogés, “Fshati im” (“Llaiko Vima':
05.12.1957) e Mina Lekés, “Vargje nga vendi gé u linda’ (“Llaiko Vima': 31.12.1959) e Pano
Cukés, “Fshati im” (“Llaiko Vima': 24.02.1980) e Vangjel Micit, “Né vendlindjen time”
(“Llaiko Vimd': 03.03.1983) e Niko Litit, “Fshati im” (“Llaiko Vima': 28.06.1986) e Kristo
Janit etj.

Njé grup tjetér vjershash pérfagésojné unitetin tematik e motivor té “poezisé pér luftén”.
Né kété formacion poetik pérshkruhet zakonisht déshira e rinis2 pér |ufté, pérpjekja e
pérbashkét pér bashképunim, pér té aritur pagen dhe liring, vlera e véllazé&rimit dhe
bashkekzistenca mes popujve té botés.

Njé grupim i treté i vjershave na orienton né disa konstatime té pérgjithéshme, gé na
lejojnéti kategorizojmé si vjersha me pérmbajtje ekzistencia e dhe filozofike.

Té pakta jané vjershat gé né pérmbajtjen e tyre shmangen nga koordinatat ideo-estetike,
socio-redliste té cilat kané rolin e parimeve bazé té shkrimit letrar. Kjo kategori vjershash ndjek
formén tradicionale dhe skemat metrike té provuara mé paré, ndérsa disa té tjera, tematikisht,
lévizin brenda njé atmosfere romantike, melankolie, hidhérimi, pra né trualin e njé poezie
metafizike e universale.

Né pérgjithési poetét zgjedhin formén e vargjeve tradiciomae dhe sistemet metrike té
provuara, kryesisht disabé&né provat e para, por disa té tjeré pas viteve '80 guxojné e provojné
edhevargun eliré.

Forma e poezisg

Té shumté jané ata poeté gé lévizin lirshém né forma dhe rregulla té provuara, késhtu gé
mbeten pasues té palékundur té tradités, né atarin e sé cilés shérbejné me pérkushtim té rrepté
sipas masts dhe ritmit klasik. Ndérkohé ka té tjeré, tek té cilét fjala poetike artistike ndjek
giurmét e kéngés popullore. Disa, pas fluturimeve té tyre té para poetike, thyejné konturet dhe
guxojné té vazhdojné rrugén tej “persekutimit” té vargut dhe té rrymés, duke iu pérgjigjur
kérkesave rinovuese té kohérave. Pér té tjeré, problemi i formés éshté zgjidhur pérfundimisht,
pasi tashmé té gartésuar, japin poezi té formés mé té re.

Pérmbajtja

Guximi shprehés i disa poezive, forca e tyre rriedhése, fjadét e papérshtatshme dhe
nocionet gé nuk pérputhen, né pamje té paré, i béjné gé té jené hermetike, aludive, té fshehurané
aé shkallg, gé véshtiré té kuptohet esenca e tematikés sé tyre. Né poezi té tjera pérmbajtja éshté
plotésisht e ndricuar, fiadét te garta dhe té pérditshme duke lejuar késhtu thithjen e lehté té
mesazheve té tyre.
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Hymnizohet me lirikén e pastér dhe shpérthim ndjenjash, bukuria e natyrés s& Minoritetit
Etnik Grek. Diku tema shpaloset me vende dhe peizazhe té Minoritetit Etnik Grek, ku subjekti
poetik pérfshin tek titujt fjalén ose derivate té saj pércaktuese. Elementi adhurues vulos
prodhimin poetik té gazetés. Kohé mé voné, pas viteve 90, motivi i pérséritur i nostalgjise sé
pashéruar pér atdheun dhe lidhja fizike e shpirtérore me baltén atérore shprehen népérmjet
shumé poezish té poetéve gé morén rrugén pér né mérgim dhe ndogén rrymén e véshiré té
emigracionit. Adhurimi i dheut amé dhe dashuria e pérjetshme pér gjuhén dhe shpirtin helen
kristalizohet me gartési té vecanté.

Kéto referime té shpérndara né tokén e Minoritetit Etnik Grek, qofté si pérhapje territori
natyror, qofté si toké e vendlindjes vérteton kthesén e garté té gazetés né drejtim té popullit té
Minoritetit Etnik Grek.

Njé& numér i madh poezish frymézohet nga jeta fshatare dhe baritore. Me dashuri té
vecanté pérshkruhet madhéshtia e déliré, psikosinteza krenare, jeta e pérditshme, pérpunohen
aktivitetet shogérore té zonés, regjistrohen gézimet e vogla dhe té thjeshta té pérditshme, por
edhe hidhérimet e shumta dhe vuajtjet e kultivuesit té tokés. Béhet fjaé pér poezi gé
pérshkruajne zakonet, gé jané pérfshiré né poeziné lirike shogérore.

Njé tematiké tjetér pérbén krahina, e paragitur me skicimin e dyfishté kontradiktor,
népérmjet bukurisé sé pérditéshme té sgj, té jetés sé papérzier, té pastér, idilike dhe formén e sg
té idealizuar, por edhe népérmijet jetés mbytése, té padurueshme dhe té mérzitshme, gé i zbon
njerézit e sgj.

Njé numér poezish lidhet né brendési me ringjaljen e karakteristikave té romantizmit.
Tek poezité neoromantike, neosimbolike kristalizohet ndjenja erotike zotéruese, i dukshém
zhgénjimi nga mospérgjigjja e personit té dashur. Bile formulohet pesimizmi dhe melankolia
(mérzitja) brenda skenarit vjeshtak, rikujtimi i viteve té fémijérise ose i formave gé kané [éné
shenjé né jetén féminore.

Materialet poetike japin disa pérzgjerime filozofike dhe kérkime ekzistence. Vetmia,
mungesa e komunikimit me njerézit, mesazhet ndérnjerézore dhe ideté pér ruajtjen e pages,
géndrueshmérisg, drejtésisé dhe té lirisg, jané kérkesaimediate té ¢do epoke.

Réndésia e poezisé

Poezia éshté pér gazetén njé pjest organike e réndésishme, e cila edhe mund té mos jeté
element i paré bazé i gjithé materiait, por té paktén si element plotésues, jo vetém nga piké&pamja
sasiore, por edhe cilésore, &shté e vetmja kategori e materiadit té s, gé zgjeron dhe shtrin shumé
korrespondencén me publikun e sg.

Shumica e kompozimeve poetike té gazetés paraget tonalitete dhe tema té ndryshme, me
njé géndrueshméri konstante té pandryshuar, me funksion themelor Iévrimin dhe I1émimin e
giuhés poetike. Fillimisht, gazeta nuk pérfshinte rubriké té vecanté pér poeziné, sepse shumé
vjersha “plotésonin” faget e gazetés, por mé voné kjo gjini pati rubrikén e sagj té pérgatitur me
kulturé dhe kujdes té madh.

Inventari poetik pérbéhet nga vjersha me temé patriotike, fetare, morale, vlera, lirike,
erotike, morale e sociae, nga e kaluara historike si dhe nga e sotmja, aktualiteti i Minoritetit
Etnik Grek, ngatemae mérgimit etj.

Zakonisht poezité jané krijime té gjata si p.sh. vjersha kushtuar heroit Lefter Talio me
titullin “Lefter Taio” (“Llaiko Vima': 03.09.1945), e nénshkruar me pseudonimin e Pano Cukés
“A. Anthulis’, por ka edhe poezi me pak vargje dhe strofa. Shumé interesante jané krijimet
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poetike me temén fetare, g€ hymnizojné frymén e Krishtlindjeve s p.sh. vjersha me titullin
“Krishtlindje’ (“Llaiko Vima': 24.12.1945) me pseudonimin T. A.

Tematografia e vjershave mund té tregojé veté karakteristikat themelore ideologjike té
gazetés. Redaktorét dhe drejtorét e sg e fokusojné rubrikén e poezisg, kuptimin dhe mesazhet
drejt temave té tyre me nota “poetike’ duke i pérfocuar ato, dhe duke shfrytézuar magjiné gé
ushtronte dhe ushtron poezia né popull.

Né pjesén mé té madhe té vjershave zotéron pérmbagjtja patriotike. Gama e vjershave
patriotike pérfshin kompozime, vargje té shkurtra dhe té gjata pér Minoritetin Etnik Grek dhe
luftén e tij pér heronjté Thodhori Mastora, Lefter Talio, LIambi Nika, Qiriako Dhroso, Jani Papa,
Grigor Barka etj.

Vjershat me pérmbajtje intime zéné njé vend té veganté. V ugjtjet nga dashuria dhe motivi
erotik jané nga temat mé té pérhershme té poezisé intime té gazetés. Gazetat |okae vazhdojné
deri mé sot té mirépresin né rubrikat e tyre (pothugjse ekskluzivisht) vargjet “e poezisé
popullore” si p.sh. “Madlet e fortifikuar”, “L ufta e Dhrovjanit”, “ Kéngé pér fshatra tona’, “Kéngé
pér Thodhorin Mastora’, “Lefter Talio”, “Eleni Kito” ej. Vjershat jané shkruar pérgjithésisht né
giuhén e thjeshté greke té popullit, sipas formatit vargézues popullor me pesémbédhjeté rrokje
(ose vargje né formé té ndaré tetérrokshe dhe shtatérrokshe) me ton lirik, gé e prekin lexuesin.
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Tematika e emigrimit né veprat e shkrimtarit italo - arbéresh Karmine Abate

Vjollca Rrapai
“Eqgrem Cabej”,
Gjirokastér, Shqipéri
vjollcarapai @yahoo.com

Hyrje

Njé nga temat e pérbashkéta né krijimtariné letrare t& Karmine Abates éshté go e
emigrimit. Motivi i braktiges s& vendit té lindjes, pér té gjetur njé puné dhe motivi i kthimit
éshté njé konstante gé bashkon veprat e kétij autori Kalabrezé. Vendi i lindjes nga ku
personazhet e Abates largohen dhe pastgj vendosin té rikthehen quhet, Hora, vendi i tij i
origjinés, Karfici, i cili, transformohet né toponim simbolik pér té pérfagésuar shpikjen e
autorit. | frymézuar ngabiografia e tij, por edhe duke zgjeruar shikimin né njé perspektivé universale,
Abate rréfen fémijéring né fshat, shijet e kuzhinés arbéreshe, magjiné e rapsodive té vjetra arbéreshe,
emigrimet pér né Gjermani dhe Italiné e Veriut. Ai, trajton gjithashtu edhe temat e formimit té
individit, né njé sens té thellgé, né kulturén evropiane dhetakimet meemigrantét e rinj, né
njé Kalabri boshe, ku tani gerdhet bosh po béhen gendrat e pritjes.

Hora, metafor & e pérhershme né veprat e Abates

Né té gjitharomanet e Karmine Abates, Hora paragitet si njé mikrokozmos, si realitet i
njé vendi gé éshté portretizuar né té dy aspekte, pozitive dhe negative. Né romanet e Abates, né
gendér té késg bote té vogél éshté familja e personazhit kryesor dhe ¢éshtje tjera, por para sé
giithash éshté trgjtuar ¢éshtja e emigracionit. Prania e vazhdueshme e kétij toponimi  né
romanet e Karmine Abates bén gé Hora té kuptohet jo vetém si simbol i té gjitha vendeve me
origjiné arbéreshe, té cilat kané pasur njé té kauar t€& mrekullueshme, por Hora béhet edhe
metafora e njé vendi ngai cili njé pjesé e njerézve nisen nganevoja, por gé mé voneé gjithmoné
duan té kthehen.

Romani Motociklata e Skénderbeut, éshté njé nga veprat mé pérfagésuese té Karmine
Abates, ai pérshtatet né ményré té pérsosur me kété kuadér gé ka s protagoniste Horén,
njerézit gé jetojné aje, ata té cilét u detyruan té largohen, por gé e kané ende né zemér. Eshté
diskutuar disa heré pér réndésing gé luan ¢éshtja e emigracionit né krijimtaring letrare té
Karmine Abates. Romani i paré i autorit, Den Koffer und Weg, na ¢on né kété boté té largimit
me ose pa kthim. Nga veté titulli i romanit, g&¢ mund ta pérkthejmé "Valixhja dhe niga”, i cili
najep njé ide rreth asaj gé éshité trajtuar né kété roman.

Qélimi i Karmine Abates duket shumé garté gé né fillimet e krijimtarisé <2 tij letrare.
Puna e tij fokusohet mbi emigracionin dhe vazhdon edhe né romanet e mévonshme: Vallja e
paképutur, Midis dy detesh, Festa e kthimit, Jeta e gjeré, jané vetém disa shembuj té krijimtarisé
letrare té propozuar nga Abate. N& veprat e tij shohim gjyshérit, baballarét, xhaxhallarét, duke u
nisur, pér té gjetur njé vend dhe njé puné gé mund t'iu ofrojé njé té& ardhme mé té miré pér
familjet etyre.

Né romanin, Motocikleta e Skénderbeut ¢éshtja e emigracionit éshté trajtuar né njé
ményré té re, pothugjse té gjithé personazhet pér té cilét rréfehet né tekst e kané jetuar kété
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pérvojé. Né radhé té paré protagonisti i késg vepre Xhoveni , pastaj dajé Mariua, Stefano
Santori, Klaudia etj. Nga rrjedha e ngjarjeve, gé zhvillohen né roman, mund té arrijmé né
pérfundimin, se emigrimi éshté “elementi” gé bashkon té gjithé personazhet e kétij romani.

Karmine Abate né kété vepér, trajiton né ményré té drejtpérdrejté temén e emigracionit né
kapitullin e dyté. Autori, tregon historiné e Mario Schiro-it, njé emigrant né Gjermani. Cdo gjé
éshté treguar né vetén e pargé, ose mund té jeté veté Schirdi, ai gé shkruan né njé letér
eksperiencén personale né ményré gé historia e tij t& mund té shérbejé pér njé revisté mbi
emigracionin, té cilén e pérgatit Xhovani, ai déshiron t'iu japé té drejtén e fjidés atyre gé
emigruan né njévend gé nuk éshté i tyre dhe ndoshta, nuk kané asnjé ményré pér té shprehur
mendimet e tyre té vérteta

“Quhem Mario Skiro dhe prej 28 vjetésh jetoj né Gjermani. U nisa nga Hora, vendi im,
me kontraté pune[...]. Nga sot nesér u gjenda pérballé njé jete krejt tjetér.

[...] Kontakti me njeréz té gjuhéve dhe traditave té& ndryshme fundosi tek uné valén e racizmit,
edhe pse njé etillé ekzistonte, dhe kuptova se gjuha dhe emri i dikujt nuk kané rendési, por veté
njeriu duhet té fitoj respektin népérmjet ményrés sé té vepruarit. Kuptimi i késaj mé ndihmoj né
jeté[..] | zhgénjyer sicisha ndoshta do isha kthyer néItali... . Dua té flas pérséri pér
poshtérimet. Na thoshin me ligési se duhet té bésh kété puné dhe nése nuk pranon merr valixhen
dhe kthehu té hash makaronat spageti. Ndoshta dhémbéshtrénguar, por até puné duhej ta
bénim, sepse po té ktheheshim né katund, do mbeteshimté papuné. [ ...] Kjo éshté névija té
trasha jeta ime né Gjermani dhe madje as nuk pendoheni’. (Abate, 2003: 164 — 168)

Pérvoja e emigracionit dhe kar akterizimi i personazheve

Personazhet e Abates jetojné né kultura té ndryshme dhe flasin e mésojné gjuhé té reja
duke e pérballuar me véshtirési jetén né emigracion, por edhe duke fituar vizione té tjera, njohjen
e kulturave té tjera dhe respekt e mirénjohje pér njeriun punéor dhe dashamirés né
pérgjithési. Edhe pse kéto elemente karakterizojné pérvojén e emigracionit, kétu mund té
ndryshém nga gjo e gjithé té tjeréve. Kéeé shuméllojshméri pérvojash do té pérpigemi ta
paragesim né ményré mé té detajuar né analizat e méposhtme, duke treguar edhe si autori me ané
té veprave té tij, déshiron té pércjellé tek lexues té gjitha aspektet e jetés gé shogérojné njé
emigrant.

Hora, e cila &shté protagoniste né katér romanet e Karmine Abates éshté po ashtu pjesé
eromanit Vallja e Paképutur osei titulluar ndryshe Rrethi i Kostandinit. Njé rréfim gjithé drité
mbi mitet e s& shkuarés dhe “modernitetet e vonuar”. Kostandini éshté djali i vetém i familjes
Avati, ndérsa Gjyshi Lisandro, béhet protagonist né roman me historité e tij, gé nuk jané gjé
tjetér vegse versione té rapsodive té vjetra shqiptare. Né kété mori rréfrimesh, shqiponja me dy
koka dhe historité pér Skénderbeun, jané ato gé ka mé pér zemér Kostandini.

Legienda dhe e sotmja pérthyhen natyrshém né Kostandinin fémijé. Njé rol té
réndésishém luan dhe i ati, gé né syté e té birit ka njé hije hareje, por né té vérteté ai éshté
emigrant klasik, gé pérpiget t& sigurojé njé jeté mé té miré pér familjen e tij. Bashké me
mirégenien, né kthimet e tij gjaté verés né shtépi ai gellé dhe até frymé moderniteti me té cilén
jo rrallé heré éshté e véshtiré té bashkéjetohet. Eshté miku i Konstandinit, djalit t& vetém té
familjes Avati, ai gé rréfen historing. Emrin "Konstandin" ai e ka marré nga njé prej "valleve
rrumbullake" arbéreshe, njé nga mé té famshmet ndér té tjerat, e cila hap edhe librin. Babai
Kongantini, i njohur si "Mericano”, i cili emigron né Gjermani pér té fituar mé shumé para dhe
kthehet rregullisht né vendlindje.
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Gjuha amtare e Abates é&shté dhe mbetet gjuha arbéreshe, pra shqipja e vjetér edhe pse ai
pranon se nuk éshté mé i zoti té shkrug né gjuhén arbéreshe . Megjithaté, ai e pérdor shpesh até
né dy romanet e para “Vallja Rrumbullake” dhe “Motogikleta e Skénderbeut” fakt ky gé
déshmon se gjuha arbéreshe éshté gjithmoné pjest e kulturés <8 tij, té cilén e ka fituar nga
tregimet dhe rapsodité gé kishte dégjuar né fémijéri nga prindérit.

Hora éshté e pranishme edhe né romanin Festa e Kthimit. Né kété roman rréfehet historia
e njé baba dhe e té birit. | pari tregon jetén e tij si emigrant, né pritje té largimit dhe kthimit,
mes Francés dhe vendit té tij té lindjes. Ndérsa i dyti kujton fémijériné dhe zemérimi e tij, né
kohén kur babai ishte larg tij, por edhe magjiné e fémijérisé, i vendosur né njé peizazh té gjallé
dhe té bollshém. Para tyre ndizet njé zjarr i madh, né prag té Krishtlindjeve. Ata té dy kané njé
sekret pér té fshehur, njé sekret lidhur me dashuriné e vgizés £ madhe pér njé njeri
misterioz. Njé mister gé zbulohet pak nga pak dhe nalé né pritje deri né pérfundim té romanit.
Ngjarjet zhvillohen né njé fshat arbéresh, né Kalabri dhe rréfehen nga dy zéra té vecanté té
mbushurame ritém dhe fja é shumégjuhéshe.

Romani Festa e kthimit , &shté roman i dyfishté, i formimit dhe i njé historie dashurie, i
gatshém pér té denoncuar kushtet e jetés té cila detyrojné shuménjeréz nga jugu i Itaisé té
emigrojné pér té kérkuar puné dhe njé jeté mé té miré. Njé roman i pazakonté dhe intensiv né
kérkim té lumturisg, rritjes, agonisé dhe lamtumirés, né kérkimé té kuptimit téjetés.

"Né javét pasardhése u mésova me praniné e babait tim dhe pérpigesha té bindja veten se ai
ishte kthyer pérgjithmoné. Késhtu ndodhte né ¢do kthim. Doja té harroj periudhat e gjata pa
até, té fshihja nga mendja fjalén Franca, né té vértetg, "Froncia", si¢ themi ne, dhe nuk guxoja
kurré ta pyesia nése kishte ndér mend té rinisej. Po sikur t& mé pérgjigjgj "Po, duhet", do té
vuaja deri diténe niges'. (Abate, 2004: 25)

Individi nékérkim ténjé" vendi”

Mjedisi ku jeton emigranti shpesh heré ndrysho nga nigjet e papritur ose té menduara mé
paré, drejt Kalabrisg dhe vendit ku a punon. Déshira pér t'u kthyer dhe nostalgjia nuk paragitet
vetém si njé tipar ngushéllues. Por, pérkundrazi ato jané motivi i njé vuajtjeje té vazhdueshme
pér fémijén, i cili e ndihen mungesén e babait ¢do heré gé ai shképutet nga gjiri i familjes, ky i
fundit &shté i dénuar té 1évizi né njé “epope” hapésiré té pérkohshme né té cilén vendi nuk éshté
mé territor, por njé hgpésiré né lévizje dhe éshté pikérisht go gé pércakton njé identitet
relaciond. “Ankthi éshté i vazhdueshém s nostos (lloj loje, nga anglishtja) e cila ndikon né
perceptimin psikologjik nga ana e fémijés (“Zakonisht ishte dimér stina e kthimit [...] dhe koha
gante"). (Abate, 2004: 25)

Tema e udhétimit paragitet si njé kusht ekzistenciae, si njé “dénim socid”, i cili pérdoret
né té gjithé romanin. Struktura e romanit, zhvillohet mbi vazhdimésiné e niges dhe kthimit nén
pranin e vazhdueshme té temés s& udhétimit, né hapat e pérvojave esenciale té protagonistit nén
drejtimin e prindit dhe ky roman paraget njé prirje gé e afron me romanin e formimit.

Personazhet e kétij romani jané vendosur né njé kohé té pranishme mitike. Rreth zZjarrit té
festés s8 kthimit problemet e gjithsecilit béhen simbolik nga fjaa e shkruar, pastrohen dhe fitojné
njé vieré arketipi. Por né qofté se figura mashkullore e babait éshté pércaktuar népérmjet njé
rréfimtari té brendshém, historiae tij ka“ pérbérésit” e komunitetit, figurat femérore, sidomos ato
té familjes (nénén, gjyshen, Elisa, vogélushen), jané té veshurame heshtjen e gjaté.

Edhe moti béhet garkor, sikur fal mitit e kaluara mund té kthehet pér té€ drejtuar té
ardhmen, ta shtyjé pér té marré vendime gé nuk jané té detyruara nga "njé armé né kokén e tij",
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por té ndérgjegjshme dhe té lira, akte vullnetare té njerézve té pérgjegjshém pér ekzistencén e
tyre. Abate, népérmjet tregimeve té rréfimit gojor, jo vetém realizon ndértimin e historisé sé tij,
por, konfirmon funksionin epistemologjike té kétyre i projektuar si njé déshmi eventual pér té
transmetuar pérvojén. Megjithaté, pishtari i utopisé nuk mund té reduktohet né hi, pérkundrazi
népérmjet tregimit “té djegur té mbeturinave” té njé jete té dhimbshme dhe zhgénjyese shfagen
shpresat individuae dhe kolektive pér njé boté mé pak té padrejté né té cilén ¢do njeri ka té
drejté té jetojé né page dhe dashuri me njerézit etjeré.

Si pjesé e romaneve me protagoniste Horén u bashkua me té drejté edhe romani tjetér i
Abates, Mozaiku i kohés s¢ madhe né té cilin ngjarjet e $& kaluarés dhe ao aktude jané
vendosur né kété vend. Né verén e ngrohté eté ndritshmeté mijévjecarit té ri né sheshin me
diell te Horas, njé gytet né Kalabri themeluar shekuj mé

paré nga mérgimtarét shqiptaré, ndalon njé autobus prej nga Zbret
njé vajzé bjonde shumé e bukur me njé fémijé né krahé. Kur vgiza mbérrin né Horé dhe zbret
ngaautobusi, atje giendet Mikele, njédjaléi ri i sapo diplomuar, i cili &shté duke kaluar verén e
fundit né qytet, pérpara se té vendosej né veri pér té kérkuar puné. Eshté Mikele, ai gé do té
zbuloi sekretin e LauraDamis, bjondes s& panjohur dhe fémijés sé sqgj. E gjitha kjo ndodh fa
kuriozitetit té tij té pashtershém lidhur me historing e njerézve té tij. Né kuadrin e késgj vere té
paharrueshme mesdhetare  Karmine Abate ndérton  njé  "mozaik” emocionuese duke
pérdorur “pllakaverbuese dhe té ndritshme”, pjest té njé gjuhe tégjalé s njé shembull i
mrekullueshém i plurilingualizmit i cili té krijon njé emocion té vecanté gjaté rréfimit. Késhtu
fillon dashuria e kétyre dy té rinjve e ndérthurur me njé histori té tendosur dhe téflakté si njé
thriller né epopen heroike té paraardhésve  tétyre. Njé histori e gjaté pasioni, gjaku dhe
obsesionesh gé zhvillohen né “kohén e madhe” té popujve dhe gjeneratave.

Mes nostalgjisé té atyre gé ikin dhe atyre gé mbeten, €shté e véshtiré té kérkosh identitetin. S&
fundmi, mirékuptimi se emigracioni nuk éshté vetém lot, plagé, por mbi té gjitha éshté pasuri, se nuk
éshté e pashmangshme té jetosh mes dy ose mé shumé botéve. Sepse mund té jetohet, me ndérgjegje té
ploté, per addizione, si¢ titullon veprén e tij mé té fundit Abate. Karmine Abate rré&fen udhétimet e
ndérprera nga "herai i tij pa medalje": udhétime té largimit dhe té kthimit, ato gé gjenden né kujtesé dhe
ato gé zhvillohen né té tashmen. Historiae jetésreale dhe go e shprehur me poezi, paragitet pérmes
rréfimeve intensive gé kané kompetencén e njé romani.

Valixhja e tij nuk éshté mé prej kartoni. Ka brenda njé diplomé mé shumé dhe ndoshta ndonjé
éndérr mé pak. Por protagonisti i kétij libri, ashtu si gjyshi dhe babai, duhet té& largohet nga vendi i tij
drejt vendeve me pluralizém kultutoré.

Edhe pse personazhet e Abates nuk jané paragitur pérmes andizave té thella
psikologjike, lexuesi éshté né gjendje té pérkryer pér tu pérshtatur me mjedisin dhe kulturén e
tyre né ményré e tyre té té genit njerézor....
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Pérfundime:

S pérfundim, ne mund ta pércaktojmé Karmine Abaten si njé ndér shkrimtarét pionier té
letérsise shqipe pér shkrimet e tij mbi fenomenin e emigracionit. Abate éshté vlerésuar pér
rréfimin e tij origjinale né gjuhén italiane té pasuruar me fjalé dhe kéngé té rejané gjuhén e tij té
zemrés, né gjuhén arbéreshe.

Gjendja e emigrantéve e rréfyer nga Abate né tekstet e tij &shté mjaft realiste. | till€ éshté
shembulli i personazhit t& Marios né romanin “Motogikleta e Skénderbeut” , i cili pér té filluar
njé puné jashté Italisé, pér té cilén ka njé kontraté né xhep, pérballet me véshtirésité e té jetuarit
né njé vend ndryshe nga vendi i tij, zakonet dhe ményrat e ndryshme té jetesés midis vendit té
lindjes dhe &tij té hugj, deri né kthimin pérfundimtar né vendin e origjinés.

Personazhet e Abates jetojné né kultura t& ndryshme dhe flasin e mésojné gjuhé té
ndryshme duke e pérbdluar me véshtirési jetén né emigracion, por edhe duke fituar vizione té
tjera, njohjen e kulturave té tjera dhe respekt e mirénjohje pér njeriun punétor dhe dashamirés né
pérgjithési. Edhe pse kéto elemente karakterizojné pérvojén e emigracionit, kétu mund té

ndryshém ngagjo e gjithé tétjeréve.
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Kputnukn npucranu Ha , Xamuer" . AHAJIU3a HA3 NpU3MaTa
HA IreHeoJIOTHjaTa H MCUXO0JrujaTa
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Tetovo, P. Makenonuja

jetarushidi @seeu.edu.mk

1. BoBen

Tparenujara Ha XamneT, IPUHIOT Ha JIaHCKa, € €Ha OJ] HAjIIO3HATUTE TUCKYTHPAHU APAMH,
Hamumana oJ Bumujam Illexcriup. Taa e aHamu3upaHa oJf HEKOJKYMHHA KPUTHYapu OJ
Pas3IMYHK TIEPCTIEKTHBH, OTKako Guita o6jasena Bo 1603. Enmot (1932:124) tBpau mexa Xamiet
e ,MoHa Jluza Ha suteparypara”. OBaa TBpJEHE € BaKEUKO aKO T'M 3eMeMe Ipe/IBU/I MHOTYTE
Pa3IMYHE UCTOPUCKH TOJKYBamha KOU T BOJea JIMTepaTypHUTEe KPUTHIAPU HA CEKOE YHTAmbE Ha
XamIeT, Kako U Ha Pa3IMYHU aHAIU3M CO3MAJCHH O[] Pa3IM4YHU UCTOPUYApU Ha YMETHOCTAa Ha
Taa UHTpUraHTHa ciauka ox Jla Bunum. Ako Bo TekoT Ha 17. Bek, BO BpeMETO Ha HEj3MHOTO
oOjaByBame, Tparemujara Ha XamiieT BO HajrojieM Jen Oellle aHaau3upaHa HU3 O00jeKTHBOT HA
peToprKara M Ha TeHOJIOIIKUTE Tpamniama, O KpajoT Ha 18. Bek, of Ipyra cTpaHa KpUTHYApHUTE
CBOETO BHHUMaHHME T0 (OKyCHpaa Bp3 TJIABHHOT JIMK, MMajKd THW TPEIBH] NCHXOJOUIKHTE
JIMCTIO3UIIMHU Ha XaMJIeT.

2. I'eHeaJIo KK aHAIH32

2.1.Te3u 3a cCyIITHHATA HA Tpareaujara

AKO cakaMe Jia T0O aHaJIM3UpaMe OJHOCOT XaMJIeT - Tpareuja, IPBEHCTBCHO ¢ MOTpeOeH
€/leH Tperje] Ha HajIo3HaTUTE Te3U OKOJy CyLITHHATa Ha Tpareaujara. KoHkpeTHo, 6a3upajku
ce Ha ornenot Ha JKapko Bumowu, Bo Cywmuna na mpacedujama, ce CIIOMHYBaaT NOBEKe
koHctatanuu. KoHkpetHo, Hude kxojmTo Hamecto na € yOeleH Jeka My3WKaTa € pojeHa OJ
IyXOT Ha Tpareinujara, TOj ja IiieAa TpareAujata Kako Ja € poJeHa O] IyXOT Ha MYy3HKara.
ITotoa, TpareaujaTa Hako He CE OrpaHHYyBa Ha HEKOja KOHKPETHA eIoXa, Celak, TPareAuCKOTo
cakame Ha YOBEKOT M Ha HETOBOTO HCKYCTBO € IpYkd (heHOMeH. TpareuckoTo MCKYCTBO ©
HELITO KO€ BO CBEYCHOCTH M BO HUBHHUTE IMOJTOTOBKH ce OYIM BO cBecT. BO TOj MOMEHT ce
[10jaByBa CBEYEHOTO TyBCTBYBAHE KOE € UyBCTBO Ha UCIIOIHETOCT MAaKO JIEHEUIHOTO chakame Ha
Tparequjara ce pasjuKyBa oJ oBa. Mery ApyroTo, TpareaujaTa ce riiejia He Kako Hecpeka TyKy
KaKO CJIaBEH-€ Ha )KPTBATa Koja CTpaJajku HaMecTo Hac, ro nobemyBa 370To. HOBEKOT ouTydyBa
3a OJIHECYBAETO, HO HE U 33 HEroBara TparuyHa BuHa. Ho, Toa IITO Criopes AaJeHUTE IPUMEpH
MOXKE Jia Ce OIy4d € TOoa IITO MPBHOT Jel Ha XamuleT e mojorara (yOHCTBOTO), JojeKa
TPETHOT Aen Ou Tpebaino a Ouje mpa3HUYHATA 04 KaKo CliaBa Ha xpTBaTa. Taka:
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Co makeomo ucuesHnygarne Ha MPUIOSUCKUOM KApAKmep ucyesnysa u mpazeoujamd,
maka wmo moa wmo Ha 3anao ce napekysa , mpazeouja” ne e mpazeouja myxy, (Oypu u
kaj Llexcnup) — camo dpama Ha cmpacma, 60 Koja MpasuiHUOMm eleMeHm e COYY6aH
Camo MoKy KoJKy Wimo e couyeana ceecma 3a wuynocma... (Bumosuu 1992:106)

3HaueHETO Ha TPUIIOTHjaTa ce CIIOpeayBa U CO CTPYKTypaTa Ha YOBEKOBOTO OWTHE, KO
ce moapa3dupa BO TPU XUIIOCTA3W: TEJECHATA JyIla, JyIIaTa Mely TelIeCHOCTa M JyXOBHOCTA H
nyxoBHara nayma. Taka, crnopex ITnaton karap3ara ¢ MOCTHUIHYBAaHCTO HA Taa YHCTOTA Koja €
MoTpeOHa 3a YYBCTBOTO Ha HCIOJHETOCT, 8 TAKBOTO YYBCTBYBAKE KaKO OYHCTEHO OJf CHTE
WCKYCTBa M HAJl CUTE HUCKYCTBa ke ce Tojapaszdepe Kako TpaHCUEHICHIHja. AKO OJHOCOT KOH
bora ce maBa kako MHCIOBEH criopen Apuctoren, cropen IlnatoH Toa e (eHOMEH Ha
4yBCTBYBambe. AKO TpareAnjata € ¢IHO ABIDKCHE Ha JAyIiaTa Oj IPEBOT, HACIpeMa CBECTa 3a
IPEBOT, IPU3HABAE HA BHHATA, CTPAJarhe 10 MPEMHUHYBAE, 3aBPIIYBABETO HA TpareAnjaTa co
CIIaBeEbE Ce TI0BP3yBa M €O 300pOT 0/la KOj 'O HaofaMe BO COCTABOT Ha 300poT Tparoiuja (Kako
IITO HA TPYKU € Hanwminana). OTTyKa Hpou3JeryBa (h)parMeHTapHOCTA HA MOHOBHOT OOIIMK Ha
Tparequjata kaae mrto (OKycOT € 3aap)KaH Ha CaMHOT MOMEHT Ha crpaiame. Taka ce ryou
BpckaTa Mery TparegujaTa M OCBETYyBambeTO Ha IOTpedaTa 3a HaJAMHHYBame, Tpareaujara
MOYHYBA J1a ce Moapa3bupa Kako ApaMa Ha CO3/IABamETO Ha YyBCTBYBAETO, KAKO YYBCTBYBAMEC
Ha wucnonHeTocT.CTpacTa ke OHIE 4YyBCTBYBalC Ha JIMIICHOCT, JOJCKa YYBCTBOTO €
YyBCTBYBAaHCTO HA HCIIOJHETOCT, TaKa TpareaujaTa ce IBUXKU OJf CTPacTa KOH YMCTBEHOTO
4yBCTBYBame. [IpuunHata Ha 370TO € TpareAujaTa. 3a HAaCTaHyBame Ha Toa 3710 € BHHOBCH
YOBEKOT KaKO JIMYHOCT, KOj MOJKE Jla CE CIaCH caMo aKo ja npudaTH BUHATA.

2.2. AcrieKTH Ha Tpareamjara

Hema npuymHa na ce COMHEBaMe BO I'€HOJIOMIKATa Kiacudukanyja Ha XamieT; 3aToa
LITO CeNaK OBOj MCTOPHCKU CTAaTyC BEKE € MOTBPJCH OJI MMEHYBAaWmETO Ha IpeTcraBara -
Tparequjara Ha Xamuiet, npuHIOT Ha JaHcka. [lypu u Taka, 3a moJo0po pa3duparme Ha KakoB
BUJ Ha eNeMEHTH Oea BKIYYSHH BO TPArMYHHOT COCTaB, @ WCTO Taka M MPOIKMCUTE H
MpOLEYPUTE 32 TPATUIHHOT JKaHP KOM Oea JOCTAIHU 3a eM3a0eTaHCKUOT JPaMCKH aBTOp, HUE
Tpeba na ja 3emame mpensun Iloemuxama na Apucmomen. Bo cymTuHa, ApHCTOTEIOBHTE
MPUHIMITE UMaJie TOJIEMO BIIMjaHHE BP3 PETOPHUYKHUTE M MOSTCKUTE PACIPABUU KOU CE KOPHUCTENE
3a peryiupame Ha YMETHHYKOTO TBOPEWITBO A0 MOCIAeOHUTE AeueHuu Ha 18. Bek, mpex
pomantuamor. Kako mpso, Apwucroten (I1,16) ykaxyBa Ha pasimukara Mely KoMmeawjaTa u
Tparenujara, ABETE IPaMCKH JKaHPOBH, CIIOPE] HUBHUTE MOCEOHH OOjeKTH Ha WMHUTAIHja:
JIoleKa KOMelfjaTa MMa 3a I1eJ1 1a TH IPEeTCTaByBaa JyleTo BO HOJIOIIO CBETIIO, TpareaujaTa uma
3a LIeJ1 Ja TU NIPeTCTaByBa JIyfeTo KaKko MOJ00pH OTKOJKY IITO ¢€ BO BUCTHHCKHOT JKUBOT.

Hcto Taka, ApuCTOTeN pasjacHyBa JeKa TpareAujara He Ce 3aHMMaBa IPBEHCTBCHO CO
MMHUTAlMja Ha JIyFeTo, TyKy CO HHBHHTE aKTHBHOCTH, OHA IITO HABHUCTHHA € BAXHO 33 CICH
Tparu4eH 3aroBOp HE € 30uimo, HO KaKo JIMKOT Ce CIPaByBa CO NPOMEHATa Ha cpekaTa — HO,
CCIIaK, OBHUC IBC MOTHBALIMU CYIITUHCKHU CC ITOBP3aHU.
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2.3. CHCTEMOT Ha KAaHPOBH BO XaMJIeT

Ilpen TBOPEIITBOTO HAa POMAHTHUYAPCKUOT MUCKYPC, BPEAHOCTA HA MOCTHTE OMia
OLICHYBaHa HE CIOpe] HUBHATA MPETIIOCTABYBAaHA OPUTHHAIHOCT, KAKO 3a4yHaTa BO MOJCpPHUTE
BpEeMHEa, TYKy BO OJHOC Ha HHBHHTE IIOSTCKM Jejla Ha OBJIACTEHH MOJENH, BeKe
KOHCOJMIupanu Bo Tpamunujata. Criopen Ennor (1932:4), Tpaauimjara BO yMETHOCTa HUKOTAIII
HE ¢ Hacle[eHa Ha MacHMBEH HAYMH, HANPOTHB, TOA € HEIWTO A00MeHo co roiem Tpya. Toa
BKJIy4yBa aKyTHa CMHCIIa Ha UCTOpHUjaTa, MOJUTabe Ha CBECTA HA HCTOBPEMEHOTO MOCTOCH:E Ha
MHHATOTO M CETallHOCTA, a CO TOA M Ha COXKMBOT Ha CUTE KHIYKEBHHU TBOPEILTBA. , be3aBpeMeHcka
CeTaNIHOCT", Koja € CYIITHHCKA KapaKTepUCTHKA Ha JITepaTypara 3HauH JIeKa JHTepaTypara o
MHHATOTO CEKOTalll MOXke Ja Oujie aKTHBHA BO Taa Ha ceramrHocrta. 3Hauyu Xomep Bo Bepruiyj,
Beprumij Bo [lante, Ilnyrapx u Ceneka Bo Ilexcrmp, Illekcomup Bo Tere [..] "(Kyprtmyc
1990:15).

YmetHocTa Ha Aujano3ute Ha Lllekcnup co cuTe royieMH aBTOPH OJf AHTHYKHOT, TPUKO-
PUMCKHOT H O] CPETHOBEKOBHHOT IIEPHOJ, CE OJTHECYBa HA TOA JICKa HUTY €JICH MOET, HUTY €/IeH
YMETHHUK Ha KOja ¥ Jia OWJI0 YMETHOCT HeMa cMmuciia caM 1o cebe (Enmot 1932:4). JlocetnmBocTta
ce JIOJDKH BO TOJIEM JIe Ha OBHE IPYTU aBTOPHU CO KOM TOj UMan koHTakT. [lmyrapx, Ilnayryc,
Osunanj, CeHeka ce HEKOH O] MOKHHTE JIATHHCKY aBTOpH 4nTaHu (i umurupanu) ox Llekcrmp.
Jypu 3aroBopot XamileT He € ,MHOBATHBHO co3zaBame” Ha [llekcrup, HO Toa H  BOJM Has3aj
KOH INPETXOAHUTE TPAJUIMU KOU LUPKYyIUpaaT MHOTY mipea Bpemeto Ha Illekcrup. OHa 1mTo €
HMHTEPECHO Ja ce HaOJbylnyBa, MaKO HE € T.H. OPUIMHAIIHOCTA Ha INPUKa3HaTa, TYKY MOXXHOCT
kako IIlekcrnup ro mpeTcTaByBa TOA U CO IITO 3HAYU JIEKa TOj TO MPABH TOA.

WHTepecHO € 1a ce CHOMEHEe MNPHUCYCTBOTO HAa CTPHUI-CIEMEHTOT BO IPETCTaBaTa.
IMononuj, Ha mpumep, ¢ Hacioukan ox lllexcmup Kako KOMH4YHA (urypa, KiacudeH JIMK Ha
Pumckata komenuja (cedekc). Mcro Taka, Haorame eJIEMEHTH Ha CaTHpa [OBEKeNmaTH BO
obpakameto Ha Xamiiet KoH apyrute. Enen npumep e kora Xamier My ce oOpaka Ha ITononuj
Benejku: Cmapyume umaam cedu O6paou, 30puKany auya...00 ouume UM Kane 2ycma cMoid u
mapmenaoa 00 Causu, ..HANnoaHo ce be3z pasym u co muo2y ciabu 6eopa (64-65). Boemwo,
[lexcmup mpeKy rOBOPOT Ha MPOTArOHUCTOT, BOBEAYBA U €JIEMEHTH Ha (PUTYPATUBEH ja3HK KaKO
IITO € OKCHMOPOHOT Kora XamieT ro Hapekysa Kuaynuj - dobpuom kpan. Vcto Taka uma u
eNleMEeHTH Ha xurepOoia, cropenba (Ha mpuMep Kora 300pyBa 3a KEHCKHOT II0J, HEroBara
MajKa), HajaByBame (TPU3PAKOT) MTH.

Bo cuena Il ox gun |1, npamckuoT Hactan Ckiyna (apaMa BO Jpama) - ce KOPUCTH OJ1
NPUHIOT XaMIIeT Kako 3aMKa 3a J1a HOTBPIH Jalld HeroBHOT Byjko Kiraynuj Geme 06e3 coMHeHue
yOHEIOT Ha HETOBUOT TATKO. XaMJIeT ce 0O0paka KOH NPBUOT aKTep Ha TearapoT U My JiaBa HEKOU
COBETH BO Bpcka co japamara. OBOj THUII TOBOp HE C€ OJHECYBa Ha OHA INTO CE CMeETa 3a
CYIITHHCKH JIeN OJ] €[JHA rojleMa Tpareuja, TYKy ce YHUHH JIeKa € AUTPecHja HHKOPIOPUPaHa O]l
[lekcrup Bo CBOjaTra JApama, KOja CIYXH Kako COBET M NPEAYNpeAyBame KOH TilyMara Ha
akTepuTe. Moke 1a ce TBpIM JeKa OBOj TOBOP OJP)KyBa CHIIHA BPCKA CO TOBOPHHOT JKaHP: HA
MCTHOT HaYMH Ha KOj XamJyeT MMa 3a el a My JaBa HHCTPYKLHH Ha aKTepoT CO IIed Aa UM
YKak€ Ha TOBOPHHUIMTE Kako Ja Ce OJHecyBaaT mpen myOnuka. JIpyra KapakTepucTHKa €
ally3ujaTa Ha MHOT'YTe [O3HATH Toocu oA ¢puno3odcku MaTepujai. BeymHoct, 0Boj hakT Moxke
na Oune eqHa o MPUIMHHUTE 30IUTO XaMIIET Ce CMeTa 3a eIHa TakBa ,, pe(yieKCUBHA" WM TypU
s~bmrozodcka” Tparemuja. Cemak, BaKHO € Ja ce Harjacd Jeka Mpel pOMaHTHIapHuTe,
KOHIIENITOT Ha JIMTepaTypa Oelle MHOTY pa3iuyueH O MOJEPHHUOT, U Ce OJHECYBAIlle Ha LEIHOT
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CHCTEM Ha KHIDKEBHATa MNPOIYKIHja M Ha HETOBOTO COOABETHO 3Haewe. OTTamy, BO TOj
HUCTOPHCKH TEpHOJ], JUTepaTypa BO CBOjOT MPOCTOp BKIyYyBallle NApaJeHA INPEAMETH 3a
JUTEPATypeH IUCKypC: moe3ujarta, ¢uino3odujara, eTUKaTa, PETOPUKATa, MOJUTHKATA WTH.
Knacugukanujara Ha Xamier kako ,duno3odcka Tparenuja”,e nmpeHeceHa 01 poMaHTHYapcKa
rnenHa touka. Cemak, Benejku naexa lllekcnmp pasBuBa ¢uio3zodcku mpamiamka BO CBojaTa
Tparenuja, MOXe Ja ce yKake JeKa HEKOU OJf TOIIOCHUTE BO HEroBaTa Jpama, MOXKe Ja Ce CMETaT
3a MpaBUJICH MaTepHjaj 3a TOj THIT IUCKYPC.

3a nenoto Ha lllekcnup yecTonaTu ce BeIM JeKa MMa HEKOU KapakTepucTHkH co CeHeka
(crounmzam). Ha mpumep, npex apamara wiu nuecara ,, CKiymia“, HaoraMme eKCIIpeCHBEH TOBOP
Ha XamierT 10 XOparHo, KOj auyAupa Ha HEKOM OJf TeMUTE MpOmarkpaHd oj cTouimute.Bo
CYIITHHA, BO COIJIACHOCT CO CTOHMIIMTE, NMOCTOM TEeH3Wja MoMely cpekara W gobiiecTa, IITOM
0CTOjaHOCTA HA AyIIaTa YEeCTONATH € 3arPO3¢Ha OJ1 HECTAOUIHUTE yCIOBU JAJICHU OJ] CyA0HHATA.
CuTe CTOMYKH €JIEMEHTH Ce 3TyCHaTH BO TOBOPOT Ha XaMileT, BO KOj NMPHUHIOT I'0 OTCIMKYBa
HETOBHOT TIpHjaTesl XOpaTHO KaKo MyAap YOBEK.

Hcro Taka, mmanot Ha Xamier 3an ,Criynma® ykaxyBa Ha CTOMYKAaTa MOpanHa
MO3MIIKja, CO OTJIe]] Ha BepyBamaTa Ha CTOMIMTE, JeKa Hamara ayma tpeba Ja ce IBMKU KOH
BHUCTHHHUTA, OJ0MBAjKN JIAKHHU HIEW W YKUHYBamhe Ha Mpecymara 1o HejacHu mpamama (Yayn
2010:304). CocraBOoT Ha KapakTepOT Ha XamJleT JIMYH Ha CTOWYKHOT M METaHXOJINYHHOT
TEMIIEPAMEHT, TPaJCH OJ] CIEMEHTH 3€MEHH O]l CTOMYKHOT MOPal M COINIACHO CO HICH KOU
Kpykene Bo uctopuckuor mepuon Ha Illexcrmup. Bo TekoT Ha mpeTcTaBara, ce YMHH JeKa
Xamier cexoraii e Bo 6opba: 6opba mery, o1 elHa cTpaHa, IPUIHHA U IIOCTOjaHOCTA Ha TyIaTa
, OJI ApyTa CTpaHa, CTpacHara )eJoda 3a BpIIeHmhe 0IMa3a.

3. IlcuxoJiomKa aHAIU3A

AHanu3upajku ro OJHOCOT Ha KHIKEBHOCTA M IICHXOJIOTHjaTa, BO CAMHUTE KHH)KEBHH
Jiella TO HaoraMe CICAHHOB IpuMep: JIMYHOCTHTE BO ApaMHTe M POMAHHTE Ce CyHaT OJ Halla
CTpaHa Kako ,IICHXOJIOMIKK® BHCTHHUTH, HO CO OBaa KAapaKTEPHCTHKA HHC I'M OLCHyBaMe H
CIICHCKHUTE cUTyaluH. FiMa npumepu Kora eHa ICHXOJIOIIKA TeOpH]ja, Koja ja MOAIpKyBa eIeH
aBTOp, CBECHO WIIM HECBECHO, CE IIOMCTOBETYBA CO jYHAKOT WM CO HErOBUTE cHTyaruu. Taka,
Jumu Kemmben kaj Xamuier ro riiega THIOT HA: ,,CAHPBUHHYEH YOBEK KOJIITO IMATH OJ
KOJIGPUYHA MENIAHXOJHja" IITO, CHOPE IICHXOJIOMIKUTE TEOPUH, IIOCTOENA BO €In3a0eTaHCKOTO
noba (Benek & Bapen 1949:92). Bemex u Bapen ja miemaar oBaa TeHACHIHMja Ha
MOUCTOBETYBake Ha XaMJIET CO TICHXOJIOIIKATA [IeMa Ha en3abeTaHCKOTO 1002 Kako MorperiHa
Ouzejku Taa CUX0JIOTHja Oula KOHTPAAUKTOPHA.

XamyleT € eHUrMaTHieH JHMK. HeroBuoT roBOp M HETOBOTO OJHECYBame UYeCTONATH
n3rienaar HeobjacHUBO. Jlypy U JeHec, KpUTHYApUTEe C  YIITE Ce paclpaBaaT OKOJy Heromara
smgHOCT. TOj, eTHOCTABHO € YOBEK CO ,, eKCTPeMeH ceH3nommuteT Ha ymot* (Mekensu 1780:149)
, WIM ,4OBEK 4YME YyBCTBO HAa MOpajlHa COBPIICHOCT € HEBOOOMYACHO MCKIy4uTenHA"
(Puuapycon 1774:147) wim "rosieM MOPAIU3aTop ... 00esIexan co MpeUHETOCT HA MHUCATa U
cenrment"” (Hazlitt 1817:164-5). Criopen I'ete, XamieT He € IOBOJHO IBPCT W TOj HeMa
xpabdpoct. Kospuil Ben ieka 0/I05KyBambeTo Ha oaMasfaara off XamieT ¥ Ha KpajoT Herorara
IpOIAacT, ce MPEeIU3BUKAHU OJ NMPEMHOTY pa3MHCIyBame. bpemm, mak, Benw geka XamieT
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CTpaja OJ TPArmIHOTO M MEJIAHXOJMIHOTO IPH3HABahe Ha HalllaTa KOHEYHA YOBEYKa COCToj0a —
MaKo HaIlIUTe JYIIM MOXKe J1a Ounar OeCKOHEUHH, HalluTe Tella ce CMPTHHU. [JoHC KoMeHTHpa 3a
(hpojIoBCKOTO TOJIKYBamke, MM EaunoBuot kommuieke. OBa 3Hauu jieka XaMJleT € yrpaByBaH O]
MOTCBECHATa enba J1a ro yOue CBOjOT TaTKO M Jla e 0)KEHU CO Heroparta majka. HeroBuor cras
koH Kiaynuj e amOuBaseHTeH, Toj My e OnarogapeH Ha Kiayuj 3a oTcTpaHyBambe Ha HETOBUOT
»TIPOTHBHHK" 33 HAKJIIOHETOCTA Ha HeroBara Majka (KpajgoT Xamier), HO, UCTO Taka, € HaBpeIeH
0]l HEro Kako (urypa Ha CBOjOT HOB TaTKO.

XamJIeT oCTOjaHo ce ABOYMH 3a YOUCTBOTO Ha KpanoT Kiaynuj, Iypu u xora 103HaBa 3a
HeroBara BuHa. Criopen teopujata Ha ®poja, cyneperoro Ha XamieT ¥ EAUNIOBHOT MHCTHHKT
MMaaT ToJIeMO BiMjaHHe Bp3 OecaejcTBueTo Ha Xamuter. Kiaynuj, koj mpercraByBa UME 3a
Xamuier, ro ¥Ma IIOCTUTHATO OHA ILITO Kaj XamieT ¢ BpoJeHo nocakyBame (I'epTpyna). Xamier
ce IBOyMHU Jianu aa ro youe Knaynuj noaeka Toj ce MoJu:

O, moj ce monu. Kaxog pedok mue!
Co eden yoap na nebo ke cmaca,
A jac 3a epesom Ke ce 00MA30aM.
3ap ne e maka? [a pasmucram maixy.
00 cakan mamxo, moj KpeHUK me Iuuil,
A jac 20 npakam youeyom 6 paj.
He xaszna — myxy nazpaoa e moa.
..0 3ap e moa ooma3zoa u Kazua
Toj 2ad 0a naowne na momumea yucm...(116)

CrnencteeHo, XamieT He MOe Ja ro youe Knaynauj, ako ro cropu Toa Toj Ou yous aen
on cebe. Camo kora I'eprpysa ymupa XamyleT MOXKe KOHEYHO Ja ce oamaszau. HeroBorto
CyIepero uMa BiHjaHHe Bp3 HEFOBHOT MOpPAI M BP3 HETOBUTE MPHUHIMIIKN KOU TO CIIpeuyBaaT BO
BpILEHE HAa HeMOpaHHU rpeBoBH. Co KOMOMHHUpame Ha OBHE JIBA KOHTPAJUKTOPHU EJIEMEHTH
(eroto u cymeperoro), Xamier ce 00UIyBa [1a ja palMOHAIN3UPA CHTYAIH]a.

Cnopen Burotcky, llekcnup He ru o0jacHyBa IPpUUUHHUTE 3a 0€3€jCTBUETO HA XaMIIeT,
a Co TOa Ha KPUTHUYApUTE MM IpHOra CO 3ararkaTa oJ [BE Pa3IM4YHU CTpaHU: IpBaTa, O
KapaKTepoT W JINYHUTE UCKYCTBa Ha XaMJeT, a BTOpaTa, oJ] IPeUKHUTe Ha HEeTOBHOT mat. Cropen
€JlHa IJIeJIHA TOUKa, IPOOIeMOT JeKH BO IMYHOCTa Ha XamieT. Kputnuapute Ha oBa yOemyBame
ce o0MAyBaar Ja IMOKaXaT JieKa NPHYMHUHUTE 3apajy Koja XaMJleT ja OUI0XKyBa oAMasara ce
HETOBHUTE YyBCTBAa Ha OYHTOBHUK NPOTHB aKTOT Ha HACHJICTBO, HECUTYPHOCTA U ciabaTa BoJja
WM 1IeKa, Kako MmTo TBpau ['eTe, Toa MITO MPEMHOTY TellKa 3a7ada Oellle CTaBeHa BP3 HETOBHUTE
cabu paMeHHUIN.

Axko XamJleT caMo MpeTeHAupa Ja Oue JiyA, Toj CeTO 0Ba IO NPABH PEUHCH MPEMHOTY
no6po. HeroBHoT mopTpet TojKy € yOe UIB IITo rojieM Opoj KpUTHYIapu TBpIAT JeKa Heropara
BeKe KpEeBKa PasyMHOCT €€ KPIIM BO OYMTE Ha IYXOT Ha MPTBHOT Tatko. Cemak, akyTHHTE W
OCTpH HabJbyyBama TOj TM BPLIX OJEKa HABOIHO € JIy[, K OBa ¢ MOAJPIIKA Ha CTABOT JIeKa TOj
camo ce mpemnpaBa. BaxkHa e Heroata m3jaBa: ,Jac cym ayd camo koea 0yea cesepo3anaden
semap. Koea dysa jyacnuom 3nam wmo e coxonr, a wmo e 4anma "(73 ). OBa 3Ha4H geKa TOj €
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camo ,,JIya" BO OJpeAeHH CUTyaluH. Bo cekoj ciydaj, IiaHoT Ha XamJeT J1a ro ¢patd KpajoT co
U3BJIEKYBamke Ha EMOIHOHAIEH OJrOBOp € MHOTY HecTaOHieH: yyBcTBara Ha Kiaynuj Bo Bpcka
€O JipaMaTa HUKOTAIll He MOKaT Jla CE TOJIKYBaaT KaKo CUTYpPEH MHJICKC Ha CBOjaTa BUCTHHA.

IIpBuuHo, XamileT He ce W3pa3dyBa Ha JUpeKkTeH HaumH. Kora Toj ce mpamrysa: ,/la
Oupaemn WM aa He OWIen TH — eBe BO IUTO € MpaNlamkeTo cera’ OYMIJIeAHO WMIUTMKALjaTa e,
JJamm Tpeba na ce youjam?' LlenmoT MOHONOT CHIIHO Cyrepupa Jieka TOj CH IOMIpyBa CO
caMoyOHCTBO, a MOXeOH 1 ce 00uayBa J1a mpopaboTH BO cBojata xpabpoct. Toj He ce oOuayBa
na ,ce m3pasu " mpen cute. HamecTo Toa, TOj TO MOCTaByBa MpPAIIAmbETO KAaKO Mpallame Ha
¢dunozodcka nebara. Kora Toj TBpau aeka cure ke H3BpIIea caMOyOHWCTBO aKO THE He Oea
HEHM3BECHH 3a 33JrpoOHHOT JKMBOT, OBA 3BYYH KaKO TOA Jia € apryMEeHTHpame 3a Ja To yoeau
MMaruHapHHOT CITyIIaTes 3a alcTPaKTHA TOYKa HaMECTO AUPEKTHO OoOpakame Kako Ipallambe
KoOe ce oaHecyBa Ha Hero. Cera, Toa € COBPLICHO OOMYHO 3a JIMKOBUTE BO MIPa [a T'H IPUKPHBAAT
CBECHO CBOMTE BUCTUHCKM MOTHBH, HO XaMJIET TOa IO MPaBU Kora Toj 300pyBa 3a cede.

4. 3akjIy4ok

Tparenujata Ha Xamier, IpUHIOOT Ha JlaHCKa, ondaka TONOCH OJ JPYTH JTHTEPaTypHH
JKQHPOBH, KaKo IITO ce KOMeAWja, TOBOPHUIITBO U ¢mro3oduja. Cemak, oBa HE 3Ha4M JeKa
Hlexcrimp Omma KopyMITHpaHa BOCTIOCTaBEHAa TPAJAMIja, CO 3allOCTaByBame Ha TPardmdHH
NPUHINIY, KOU WX OMIe M3MUCITYBaHU OJf HEIITO HOBO M OPUI'MHATHO, KAKO MOXKE Jla C€ TBPIH.
Kaxko mTo crioMeHaBMe Npesl Toa, ICTOPUCKATa TEHACHIU]a € AeKa OBEKETO Pa3IM4HU KaHPOBH
pasBuiIe Menranu (OpMHU eIHHU cO IpyTH. Bo ciydajor Ha XaMileT, U Ha TIOSTCKOTO CO3/IaBamke Ha
KJTacHYHATa TPaJWIHja BO IIENHHA — of I'puuTe n PuMjaHuTe 3a poMaHTHYapHTe - )KAHPOT Ha
COCTaBOT HE € CTarHaluja, HalpoTHB, Taa MPHU3HaBa TONOCH M HAYMHH Ha M3pa3 KOH, allPHOPH,
HE ce OJlHeCYBaaT Ha OpUIHHAIHA paMKa. MokeOu TOKMY IIPUCYCTBOTO Ha APYTUTE )KAaHPOBU BO
XamJeT IpaBM OBa AEJIO J1a CE CMETa 3a TOJIKY ,, KOMILIEKCHO" BO MOJIEPHUTE BPEMUIbA.

HauuHoT Ha koj Illekcrup MaHMITyJIHpa CO CHCTEMOT Ha JKAHPOBH M UIPA CO HEj3UHHTE
IpaBuia pe3yJITUpa, BCYIIHOCT, BO €/[Ha I0BEKECIIOjHA Tpareinja, Koja Moxe Ja Ouie BCyLIHOCT
CMETaHa 3a ,HeorpaHmyeHa. Bmpouem, Toa ce BpHIM caMO MPEKy CIOXCH MaHEeBap Ha
HPETXOAHH IIOCTOJHH KOHBEHLIMM W MarepHjaiu, mpeky kou Lllexcrmp KOHEYHO MOXe @ ro
HOCTUTHE OBOj BIEYATOK HA I'yCTHHA 1 GECKOHEYHOCT.
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CraBoBuTte Ha Pynos¢d KapHam 3a ja3ukoT BO KOHTEKCT

Ha JUpUKaTa u puiio3zodcekaTa MTEpaTypa

Kern MuteBa-MapkoBHuK
YHusep3uteT Ha Jyroucrouna Espona
TetoBo, P. Makenonuja
k.markovig@seeu.edu.mk

1. Bosen

BuHeHCKHOT Kpyr NpeTCTaByBa HEMHHOBEH (hakT BO HCTOpHjaTa Ha COBpeMeHaTa
¢duno3oduja, a CTABOBUTE W TEOPHHUTEC HA HETOBUTE WICHOBH C€ BTEMENIMIIC BO yuermhara Ha
HCOIMO3UTHUBU3MOT. q)I/IJ'IO?)OCbCKI/ITC rjeauiTa  Ha YJICHOBHUTE Ha Buenckuot Kpyr ce¢
NPEMO3HATIMBY U M3BPILIMJIC OTPOMHO BiMjaHMe Ha (umoszodujata BO ABAaECETTHOT BEK, a
MOCeOHO BP3 JIOTMYKaTa aHallk3a Ha ja3ukoT. HuTy enHo ¢uio3odcko IBIKEHE BO UCTOpHjaTa
Ha ¢unozopujaTa HeMano TOJKY BHCOK CTCNCH HAa WHTEPHAIMOHAJHA IOBP3aHOCT H
opraHu3MpaHocT kako BueHckuor kpyr. Ilopamu Toa, Ge3 mo3HaBameTO Ha BHUEHCKHOT Kpyr
HEBO3MOXHO € Jla ce pa3depe COBpeMeHaTa aHaluTH4Ka (uio3oduja, a co Toa M JOrHIKara
aHa/IN3a Ha ja3UKOT.

YiteHoBUTE HA BHEHCKHOT KPYT IMOCTOjaHO AMCKYTHPANE 3a ja3HKOT, 3a 3HAUCHETO U 3a
cmucieHocta. [la oTramy ce CTeKHyBa MHUCIEHE JAeka HHBHaTa ¢Quio3odpuja mpex ce e
¢unozopuja Ha ja3UKOT, IUTO HE € JAJIEKY OJ BUCTHHATa. TPrHyBajku ol MPEeTHOCTaBKaTa JeKa
YOBEKOBOTO 3HACHE € M3Pa3eHO BO ja3WKOT, WICHOBHUTC HAa BHEHCKHOT Kpyr cMeralie IeKa
AHAIIM3aTa Ha ja3MKOT BCYIIHOCT MIPETCTAByBa AHAIIM3a HA CEBKYITHOTO YOBEKOBO 3HACH:E.

2. CrasosBute Ha Kapnan 3a jasukor

Pynond Kapham e emeH o HajUCTaKHATUTE WICHOBH HAa BHEHCKHOT Kpyr, KOjJIITO
HajTeMEJIHO TH 00paboTHII Ha OPUTHHAJICH M CUCTEMaTCKH HAYMH OCHOBHHTE CTABOBH M TOTJICIH
Ha Buenckuot kpyr. [IpBEeHCTBEHO JOTHYKATA CHHTAKCa Ha Ja3MKOT M TeOpHjaTa Ha 3HAYCHHETO,
Teopujara Ha Bepu(HKAlMjaTa, UHAYKTHBHATA JIOTHKA M TEOpHjaTa Ha BepojarHocTa. [loyetHa
TOYKA HA CHUTE THE Y4YCHha € Da3lIMKyBamkeTO HA CMHUCIICHHTE M OECMHCICHHTE CTABOBH M
oTpiame Ha CEBKyNHaTa MeTapu3MKa Kako COCTaB Of OCCMHCJICHH IICeyl0CTaBOBH. Bo
pacnpasute "TlceBmonpo6iaemu Bo dpumoszopujara” (Scheinprobleme in der Philosophie, 1928) u
"Haykara u MeTadu3ukata npej Jornykara aHanmsa Ha jasukot” (La science et la metaphysique
devant I"analyse logique du language, 1934), Kaphan co joruuka aHaii3a Ha Hay4yHHTE U
MeTahM3UUKHTE CTABOBHU ja IOKaXyBa Te3ara 3a OECMHUCICHOCTA HA CUTE METa(pHU3MIKU HCKa3H.
Toj He ja otdpia mMeradu3mKara Kako CHCTEM O MOTPEIIHH MM IPa3HH CTABOBH TYKY Kako
30up Ha OecMmucienu uckasu. OBaa Te3a HajIPBO ja 3acTallyBajl BUTreHInTajH, HO OpUTHHATHATA
U CHCTEMaTCKa JIOTHYKA aHallM3a Ha ja3MKOT Ha HayKaTa W ja3MKOT Ha MeTadusukaTa ja u3Bel
tokmy Kapram. Toj moara o1 TBpICHETO [eKa BO ja3MKOT MMaaT CMKCIA CaMO OHHE 300pOBU
KOW O3HAa4yBaaT OJPEICHH NpeaMeTH u oxapeneHu moumu. [la taka, cmopex Kapwam, 360poT
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"MpUHIMIT" ©Ma CMHCIIA U OAPEACHO 3HAYEeHe BO M3Pa30T "NPUHIMI Ha co3HaHHeTo". TakBu
CMHCIIEHH 300pOBH ce U CHTe 300pOBHU Ha ja3UKOT Ha HayKaTa, HO BO MeTadu3uKara 300pOoBHTE
03HAuyBaaT NCEBIONOMMHU. Taka, BO MeTadu3MKaTa M3pa30T "NPHHIMI Ha OUTHETO", KaKo M
30opoBute "Oor", "HeOuTHe", "cTBap mo cebe", "jac" WUTH., HE ce OIHECyBaaT Ha HUTY €/ICH
MpenMeT, He 03HauyBaaT HUKAKBU MOMMH, IITO 3HAYM JeKa HeMaaT HHKaKBa cMHUcia. MeryToa,
MeTaQU3NUKUTE M3pa3u ce OECMHCICHHU 3aToa INTO YMoTpeOyBaaT OSCMUCICHH 300pPOBH HIIH
3aT0a ITO ynoTpedyBaaT 300poBH BO MeTadhopHIHa, MPEHOCHA CMUCIIA.

» Bo naBara cimydan, OOXKEMHHTE CTAaBOBH, KOM COJpXAaT TakBH 300pOBH, HeMaaT
HUKaKBa CMICJIA, allCOJIyTHO HHUINTO HE Ka)XKyBaaT M BO KpajHa JIMHH]ja TOA CE€ MCEBJIOCTABOBH."

(Carnap, 1934: 15)

Kapnam ja nokaxysa OecMucieHocTa Ha MeTahHU3UUKUTE M3pa3y, NOBUKYBAjKU ce Ha
BUTreHIITajHOBUOT KPUTEPHYM 3a CMHUCJICHOCTA, KOj riack: "KpurepuyMoT 3a cMHCIIEHOCTa Ha
CTaBOT JIEKM BO METOAOT Ha HeroBara Bepudukanuja“. Cekoj craB co CMHCIA, HayyeH,
EMITMPHUCKU U eKCTIepUMEHTAIEH € BO BPCKa CO T.H. IPOTOKON-cTaB. HecurypHHTe U HETOUHHTE
CO3HaHMja MOYKAT Ja CTaHAT CUTYPHH M TOYHH, 3aTOA IITO BUCTHHCKHTE, HAYYHHUTE CTABOBU CO
cMHCIIa MOXKaT fa ce nonpasaT. Ho, Metadusuukure, T.e. 66CMUCICHUTE CTABOBU HUKOTrall He
MOXaT J1a CTAHAT HUTY CO CMUCJIA, HUTY BUCTHHUTH.

3. Ja3uKoT BO KOHTEKCT Ha JIMpUKaTa H puiio3odckara Jureparypa

Kapuam, Bo HeroBoto aeno "®mioso¢puja u sormuka cuutakca” (Philosophy and
Logical Syntax, 1935) , Bo mpBOTO TIOTNIaBje HAaclIOBEHO Kako "OmbuBame Ha MeTapm3mKara',
pasnuKyBa aBe (YHKIMH Ha ja3HKOT. eKCIpecHBHAa (DYHKIMja W perpe3eHTaTHBHA (YHKIH]a.
Croopen Hero cHUTE ja3sUYHM M3pa3d Ha HEKOja JIMUHOCT MCKaXKyBaaT Jed OJf 4yBCTBara,
MOMEHTAIHOTO PACIONIOKEHHE W TOCTOjaHWUTE pearkpama Ha JndHocTa. Ila, OTTaMy CHTe
300pOBH IITO K& TH UCKaKe €IHA JIMYHOCT MOXKEME Jla TH CMeTaMe KaKO CHMIITOMH O]l KOH
MOXKEMe HENITO Ja 3aKiydyuMe 3a HEj3MHHTEe UyBCTBA WIHM HEj3MHHOT KapakTep, a Toa e
BCYLIHOCT €KCIpecuBHATa (pyHKIHMja Ha ja3ukoT. Ho, OCBEH Toa ompejeneH Jen Ha ja3udHHUTE
W3jaBH, KaKo Ha Np. "Taa KHUTa € UpHa", UMaar apyra QyHKIH]ja, THE IPETCTABYBaaT ONpeiesicHa
cocTojba Ha CTBapHTe, THE HH TBPAAT HEIITO, [ABAaaT MUCJICHHE 3a HELITO, a TOA ja MPEeTCTaByBa
penpe3eHTaTHBHATA (DYHKIIM]ja HA Ja3UKOT.

IenTa Ha HEKoja MUPcKa IEeCHA BO KOja ce [0jaByBaaT 300pOBHUTE "COHUEBA CBETIMHA" U
"oOnamu" He e 1a He WHPOpPMHpa 32 HEKOM METCOPOJIOIIKH (PaKkTH, TYKY Ja M3pa3u OJpeICHH
YyBCTBA Ha MOETOT M CIMYHM YyBCTBA Ja NPEAW3BHKA Kaj Hac. JIMPCKHTE CTUXOBH HEMaar
n3jaBHA CMHCJIA, HEMAAT TEOPETCKa CMICIIA, HE COIPIKAT 3HaeHmhe, TYKy MMaaT caMo eKCIIPEeCHBHA
(dyHKIHM]ja, a HE penpe3eHTaTHBHA.

Ionaramy, Kapnan mpaBu cropexda Mery Metadusmkara W jgupukara. Criopen Hero
UMa TOJIEMH CIMYHOCTH Mery Meradu3WkaTa W JMpHKara, 3aToa INTO M JBETe HEeMaar
penpe3eHTaTUBHY (YHKLUM, HUTY NaK MMaaT TeopeTcka compkuHa. Ho, Hekoj Metadusuuku
CTaB CE€ pas3lIKyBa O] JUPCKHOT CTHX IO TOa INTO HHU CE€ NPUYMHYBa JieKa MMa HEKakBa
TEOpeTCKa CMHCIA, & CO TOa HE € INpejlakaH caMO YUTATeNOT, TYKy M CaMHOT MeTadu3uyap.
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Meradpuzuuapor, cropen Kapnam, BepyBa Jeka BO cBojara Meradu3uuKa pacmpaBa HELITO
TBpJEN, a TOa IO BOBJEKYBAa BO PAaclpaBhja U IIOJEMHKA MPOTHB CTABOBHUTE HA HEKO] APYT
metadusuuap. Ho, moeToT He TBpAM AeKa CTUXOBUTE HA HEKOj APYT MOET ce HEHCIPABHH HIIH
norpemmHy. Toj oOMYHO ce 3a70BOJyBa CO TOa LITO T'M HapeKyBa JIOIIM CTUXOBU. BeymHocrT,
CHTE YMETHOCTH I'0 MMaaT TOj HEe-TEOPETCKH KapakTep, a co Toa He ry0ejkH ja HHMBHATa BHCOKA
BPEIHOCT 3a JIMYHUOT KaKo U 3a ONMIUTECTBEHHOT >kMBOT. KapHam Bein gexa Meradu3ukara 1aBa
WITy3Hja Ha 3HACHEeTO 0e3 BUCTHHCKH JIa ane HekakBo 3Hacwme. (Carnap, 1935)

Bo omHOC Ha JOrMYKaTa aHaM3a Ha ja3uKoT, KapHam Ha CHHTAaKcara W 1aBajl MHOTY
roiema BaxHocT. Toa HajMHOTY ce Orliefia BO HErOBOTO Jielio ,, JIOrudKa CHHTaKca Ha ja3ukoT' .
Toj cMeran jaeka aHanmM3ara Ha ja3UKOT Ke TH pemn cute Guiaozodcku mpobiemMH, a Jeka
CHHTAKCHYKAaTa aHAIN3a ¢ SMHCTBCHUOT BAJIMICH HAYKH CO KOj TpeDa 1a ce BpILUH aHaIu3aTa Ha
Jja3HKOT.

Toj cmeran neka HeKoj INTO I'M Oapa 3HaueHaTa Ha HEKOM 300pOBH MoOXe Aa Oune
HaBeJICH Jia M 0apa BO eMUCTEeMOJIOTHjaTa WM BO HEKOja Jpyra HENpaBHiIHAa 00J1acT, Kako Ha
OpuMep [lda HMCTPakyBa KOW MEHTAIHM CJIHMKM HEKO] TM IOBP3yBa €O JaieHHUTe 300pOBH.
EnuHcTBeHara mpaBuiHA 00JACT BO KOja MOXKE Jla Ce YTBPAM 3HAYCHETO Ha 300pOBHTE €
CHHTaKcara.

Kapnan Benu Jeka 3Hau€HETO Ha 300POBUTE € OJIPEJCHO CO HETOBHOT KPUTEPHYM Ha
NPUMEHa, a BCYITHOCT KPUTEPHUYMOT Ha IPUMEHa Ha 300pOT € KCTO IITO U 30Mp Ha pelanuuTe Ha
U3BElyBae BO KOW CTOM HEroBara eJieMeHTapHa peueHHnYHa (opMa, HCTO IITO M YCIOBHTE Ha
BUCTUHUTOCT HAa HEroBara eJiEMEHTapHa peueHW4Ha (opMa, KMCTO IITO M METONOT Ha
Bepu(UKalija Ha HErOBaTa eJIeMEHTapHa pedyeHn4Ha opma.

4. 3akiay4ok

dunozodujara Ha Pynond Kapuan e cucremarnyna u ceondarna gunosoduja koja ru
CONpXKM CEMaHTHKaTa, OHToJorujara, (Qumo3odpujata Ha JOrMKaTa W MaTeMaTHKara,
¢unozopujata Ha EMIUPUCKUTE HAYKH, eTHKaTa, Guno3odujata Ha pelurujaTa, KPUTHKaTa Ha
npyrute puno3oduu u cexako ¢punosodujaTa Ha ja3UKOT.

Jenarta Ha BueHnckuoT kpyr, a BoeHO U AenaTta Ha Pynond Kapnam, Bo ronema mepa u
JICHEeC ce aKkTyenHH. Bo cemaHThkara, BepH()HKALHOHH3MOT M JCHEC HMa CBOHM 3aCTAIHHIIH.
PacnpaBata OKOJy aHAaINTUYHOCTa U CO3HAHHETO a IPHOPU € PasropeHa BO IOCICIHHBE
JIBacCETTHHA TOAWHHU. Ja3WYHATa TEOpHja Ha a HPHOPH IOBTOPHO € aKTyenHa. IIOBTOPHO,
nocedHo Bo Benmmka bpuTaHmja, e akTyenmHa M pacmnpaBaTa OKOIY CYOjeKTHBHOTO HCKYCTBO.
Hajmanky mro Moxe Jia ce Kaxe € Toa Jieka 4WieHOBUTe Ha BueHcknot kpyr, a u Ha KapHan kako
HajUCTaKHAT WIEH, U II0 Toa Ipallamke Jaje rojeM npunoHec. Tue ro nenene cTaBoT Aeka “jac”
MpeTCTaByBa EMIIMPUCKO OTKPUTHUEC, & HC HCIITO IITO C€ OTKpHUBA CO YMUCTO PAllMOHAIIHUOT YBUI.
ITo3HaTy ¥ BiIMjaTeNHNU ce Aenara Ha KapHar o obilacTa Ha MHIYKTHBHATA JIoTHKa. [1a mopagu
CeTo OB, JeNaTa Ha WICHOBHTEe Ha BueHCKHOT kpyr, a moceOHO nenata Ha Pynond Kapram u
JieHeC TpeTcTaByBaaT JAParoleH W3BOp Ha wuaeH, (opMynmanuu Ha mpoOleMHTe W HUBHH
pellieHHja, KOM C€ PEJICBAaHTHU 3a TojieM Opoj Ha COBpPEMEHM pacmpaBu Bo (uiiozodujata, a
oceGHO 3a JTIOTHYKOTO Pa3bupame Ha ja3UKOT.
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KpeaTuBHOTO NuilyBathe H KPUTHYKOTO MUCJIEHE
BO MeIUYMCKHTE U3pa3Hu popmu
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VYHusep3utet Ha Jyroucroyna Espona
TeroBo, P. Makenonuja
|.siljanovska@seeu.edu.mk

1. Bosen

HOBI/IHapCTBOTO nu JuTeparypara uMaaT HHU3a AJONHUPHU TOYKHU O KOM OCHOBHA €
CBPTCHOCTA KOH YOBEKOT M JKHBOTOT, CO L Ja ja MPUKaXaT CTBAPHOCTA KAKO PAa3HOBHACH U
KOHTHHYHpaH JAWjaJeKTHYKH pa3BoeH mporec. Jluteparypara HajIeJIOCHO ja MpPUKaXyBa
MHTETPATHOCTa, OOTaTCTBOTO W CMHUCIaTa Ha YOBEYKUOT >KMUBOT. Y HOBHHAPCTBOTO, KAaKO H
JuTeparypara € CHHTCTUYHO BO HaCTijBaH)CTO Ja Tro MpUKaXxe JXHUBOTOT BO HEroBaTra
LEJIOKYITHOCT CO MOCOYYBarkhe¢ Ha B3aCMHUTE OJHOCH M CHPOTHBCTABEHOCTH HA CTBAapHOCTA.
OrTamy, MOXe J1a ce KOHCTaTHpa JeKa IJI00aJHO HOBHHEPCTBOTO M JIMTEPATypaTa MMaaT MCTH
TeMH 3a pa3paboTka. BuIeHH 011 e/ieH IHPOK paKypc, TOA Ce )KUBOTOT, YOBEKOT, OIIITECTBOTO U
npuponata. Mefyroa, OCHOBHATa pasiika Mely HOBHHapCTBOTO W JIMTEpaTypara ce Haora BO
OJHOCOT Ha aBTOPUTE KOH THE TEMU M BO (YHKIWMjaTa W IIeiTa Ha co3maBamero. OXHOCOT Ha
[HCATeNI0T KOH CBETOT LITO IO HabJbyIyBa M ro OONHKYBa BO CBOHMTE JeNa € CEKOrall JHYCH,
cy0jeKTHBeH, 3HaYd WMHAMBUAyaneH. Toj ro rjelna >KMBOTOT HE OHAaKOB KakOB IITO € BO
CTBAapHOCTA, TYKY BOOOJHYYBa CBOj MMarMHapeH cBeT. B0 KOHCTPYHPAamETO Ha MEAMYMCKUTE
MOpaKH, peajHoCTa € IMOYEeTHA W KpajHa Iel Ha aBTOPOBOTO AHT&KHUPAame MPH INTO IBETE
OCHOBHM (YHKIIMM Ha HOBHHapckaTa mpodecuja ce WHOOpMATHBHATA M KPUTHUYKATa. AKO
XPOHHYAPCKATa MPOCKIIMja Ha HEelITaTa He Ce CBeAyBa CaMO Ha PEHPOIYKIHMja, HA HCTAaKHYBAamke
Ha (baKTI/ITe Ha €JHOCTAaB€H KOHIMU3CH HA4YHH, 663 HaBJICTYBAamkbE€ BO NPUIUHUTE IITO Iru
yCJOBMWJIE, TOrall KPEaTHBHOTO IHIIYBAakeé M KPUTHYKOTO MHUCICHE HU3 COBPEMEHHTE
MEIMyMCKH M3pa3HH (OpMH: pernopraxara, IpTunara, (GesbTOHOT, MaTennucoT, He OArOBapaar
camMo Ha 5- OCHOBHM Tpamiama- Koj, IITO KOora, Kako W kame ( 30mTo), TyKy (akture TIu
HCKOPHUCTYBaaT Kako MOBOJ 32 IPOHUKHYBAIE BO CYLITHHATa Ha MpoOaeMoT, Ouaejku ce oHa
IITO CE€ CIy4dyBa IPH HEpLENIja Ha PealHOCTa € CaMo MOCJICANIA, 2 IPUYMHHUTE ITHO MPABUIIO,
6apeM Ha MPB MOTJIE, Ce HEMO3HATH.
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2. IIuyBame BeCTH €O cplie

duyepoT WK LPTULATA CE CMETA 3a JIeJT 0]l CHelU(PUYHHOT OENEeTPUCTUYKY HOBUHAPCKH
*aHp, nin Kako 1mto Bean Mapu I'unecrin ( Marie Gillespie) ox ,,Hukaro cau tajmc,, ( Chicago
Sun Times)- nuwysarvemo na guuepom e nuuysare éecmu co cpye. (MUM,2005:94) Toa mto
MOCEOHO € KapaKTepPUCTUYHO 32 HEro € He(hOPMATHUOT CTHJI Ha U3pa3yBambe, 3aToa IITO HaKo BO
OCHOBA ja MMa BECTa, OJHOCHO COOIIITYBake¢ Ha HOBOCTA, HE PETKO 00jacHYBa HIIM OMHIIYBa
OIpeNieHN CcuTyamuu Wi Jyfe. Ilputoa Kako W IpYyruTe e€NeMEeHTH Ha HapaTHBHOTO
u3jacHyBame, UMa KapakrepucThka Ha (abynma M omuc Ha aMOHMEHTOT BO KOj ce€ CllydyBa
HACTaHOT WX CE OIHIIYBa JIUIIE 332 KOE CE Bp3yBa HACTAHOT, a IPEAU3BUKYBA HHTEPECUPABE HA
YHUTaTeNUTe Ha €lIeH HemocpeAeH HauuH. LlpTHrara mMma KapakTepHCTHYHO HHTEPIPETaTHBEH
CTHJI CO €JIeMEeHTH Ha (axtorpaduja i GeneTprcTHKa. 3a pa3inuKa 01 BeCTa M 0J] H3BEIITAajOT, BO
¢uyepoT ce KOMOMHHMpaaT (akTHTe HACOHO CO HEMOCPEOHO IPE3eHTHpame Ha CTaBOT, Ha
OJpeNICHO IEpLUINpake Ha CHUTyallljaTa, CcO OApEAeHa OlleHa Ha HacTaHOT. Mako compxku
eJIEMEHTH Ha BeCTa, INIaBHaTa (QyHKIMja Ha Taa BECT € JIa U JaJIe XyMaH aclekT. ABTOPOT Ha OBOj
O0JIMK Ha MEJUYMCKO H3pa3yBame MMa IMOBEKe MAHCH J1a TO HCKaXe CBOJOT JIMYCH CTHJI, 3HAYH
Jla pacKakyBa, OJHOCHO Ja THIIYBa )KUBOIKCHO, a HE CYBOIIAPHO, [1a TO KOPHCTH OOTaTCTBOTO
Ha ja3MKOT 3a Ja NHIIyBa Ha MHTEPECeH HAuWH, OJHOCHO CO CTaBame Ha JMYeH Oeyier Ha
npukasHara. Ilenta Ha oBaa ¢opMma e Ja ce IpHUBJIeYe BHUMAHUETO HAa YUTATENOT U JIa C€ 3aAPKH
JI0 KpajoT Ha TeKcToT. PUYEepOT COAPIKU €IEMEHTU Ha NMpodui Ha JUYHOCT, XyMaH HHTEpPEC,
NpUKazHa, OeKrpayHJ, aHaiuu3a, ciydyBame. CTpYKTYpuUpajKu ro QuuepoT, HOBHHApOT Ce
00MIyBa Ha OJPEEHHOT JIMK J1a My HAMETHE yJIoTa Ha MaMKa, KaKo jaJuIiia 32 HaTaMOLTHHOT TeK
Ha npukasHara. Ha npumep: - Cemejcmeomo Cmojanoscku u 0o8aa eéeyep ja nNOMUHA nood 6eopo
HebO 3aMONIY8ajKu ce co 02HOm 00 KAPMOHCKUMe KyMmuu U 4YeKajku Ha MuiocmuHama Ha
ympewHuom OeH Koj no Huwmo He ce pasuuxysa oo ocmaunamume. Ilapue myenocan ned, no
HeKOj OMNAadoK 00 XpaHa U HEOOUCHUECH COK 80 HEKOe 3aMUPUCAHO NAacmuyno wuuie. ( aBTOPOB
npumep 3a puuep) Co 0BOj pHMeEp caka ja ce 00jaCHU eKOHOMCKaTa cocTojoa Bo MakemoHuja
HH3 )KMBOTHATA CUTyallja Ha eHO ceMejcTBO. ONMCOT Ha JIMKOBUTE, )KUBOIIMCHUOT NpeTyeN Ha
CUTyalujaTa W 00jacHYBaleTO Ha IPUYMHHUTE HOpagy KOM € CO3[afeHa IpHKa3HaTa, Io
pa3BUBaaT KPEaTUBHOTO IHMIIYBAKE Kaj aBTOPOT U KPUTHUKOTO Pa3MHCIyBame Kaj MyOsukara
KOja HanuWIlaHa Ha OCNETPUCTUYKM HAYMH ja TOCTUTHYBa 3aMHTEPECHUPAHOCTA M XYMAaHHOT
HayMH Ha IJleJake Ha HelTaTra M T0a MHOTY IOBeKe OJOINTO KJIACHYHA T.H. TBPAA BECT Koja
cyBomapHo u3HecyBa (aktu. Ha mpumep: Maxedonuja uma oxkony 400.000 Hespabomenu,
cnoped nociedHume nooamoyu Ha 3aeodom 3a cmamucmuxa. ( ABTOPOB IPUMEP 33 KJIACHIHA
BECT)

3. JIutepaTypHo y0eayBame H apryMeHTHPAabe

®DesbTOHOT MpHMalra Ha HOBUHAPCKO- crienuduIHaTa OeNeTpUCTHYKA KaHPOBCKA Ipyma 1
IPETCTaByBa HANMC BO MPOJOJDKEHHja KOj COAPXKH 00eMHa, HHTEpPEeCHa, JOKyMEHTHpaHa
(akrorpadcka rpanda, oOpaboTeHa Ha 3aHUMIIMB, MOMYJIAPEH, PENOPTEPCKHU, AypHU JIUTEPAPHO
YMETHUYKH cTHI. JIOKOJIKY 3a permopTaxkara ce BelH JeKa € CO3IaJeHa CIOped MPUHIUIOT
HOBHHApPCTBO M JIHTEpaTrypa, 32 (eJbTOHOT ce BeNu Jieka € moMel'y HOBMHApCTBO M CTPYyYHA
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JHTEpaTypa WIM YIITe JOKyMEHTHpaHa peropTaxa. desbToHOT Oapa HOBHHApOT na Oune
IIpOKo o0pa3oBaH, J0OPO Ja TH MO3HABA OIITECTBEHUTE 30MAHYBama M Ja MMa YyBCTBO 3a
HUHTCPECEH Ha4YWMH Ha TMPC3CHTUPAKkE Ha I[MO0JAaTOLHUTE, 6.]'II/I3OK A0 JIUTCPATYpHUOT CTHIL.
®esbTOHOT U MHGOpPMHUpPA U KOMeHTHpa. Toj morceTyBa, yoenyBa. aprymeHTHpa. Mopa na ce
MUIIyBa HA HMHTEPECeH M JWHAMUYEH HAYWH, 3aT0a LITO TOj CIOpEN CBOjaTa MpHUpPOJa H
ceon(aTHOCT € JIOJIT 1 He cMee J1a Oufie 310IeBeH HIHM 3aMOpPEH 3a OHHME IITO 1o cienat. Orramy,
pa3BHBajKH ja KpeaTHBHATa MHUCJIA 33 TIOCTHTHYBAbE Ha €T, aBTOPOT NPABH €IHA HHTEpECHa
(dopma Ha —MmyaleTeme- CO jaBHOcTa. BeymHoct, mpBoTo oOjaByBame Ha (PEeJbTOHOT OMI BO
(hopMa Ha YUCT KHIKEBEH MPUIIOT U TOA BO MOYETOKOT Ha 19 Bek BO (paHIlyCKHOT meuar.

JenemHOT (eJbTOH M300MITyBa CO pa3HOBHIHA TEMaTHKa, CO OCOOCHO AMHAMHUYEH U
UHTEPECEH CTWJI, TUjANIOIKH (GOPMHU, EMUTETH U KOMITApaluy KOM N300MITyBaat co ceondaTHOCT
Ha TeMara Ipy Toa OCOOEHO BHMMAaBajKU Ha NPHUBIEKYBame HA BHHUMAHUETO HA UMTATENOT,
HACIIPOTH HEroBaTa TOJEeMUHA U 3I0JEBHOCT JOKOJKY ce ymoTpeOyBa YMCTa XPOHOJOTHja Ha
cutyanujara. Bo kmacudukanujaTa Ha HOBHHApCKATE XKaHPOBH, (eJbTOHOT 10OMBA TPETMaH Ha
nocebHa MOATPYIa, IITO TOApa3dmpa JeKa M CO CaMoOTO Toa TOj HE € THUIMYCH OOIMK Ha
HOBHHApPCKO M H3pa3yBame, HE caMO INTO HEro ro MUIIyBaaT Jyfe LITO HE Ce WICHOBH Ha
penaxkumjata (mMcaTend, HCTOPHYApH), TyKy M 3aToa IUTO BO HEr0 HE C€ HarlaceHu
KYPHATHUCTUIKHUTE €IEMEHTH KaKo IITO Ce aKTyeIHOCTa Ha (DaKTHTe, CTporara HHPpOPMAaTHBHOCT
1 JTAITUJAPHUOT ja3HK Ha COOTIITYBAE.

4. UMnpecHOHHU3MOT, IPaMATHYHOCTA U AUjajomkaTa ¢opMa Ha peajiHOCTA

Kako eneH oo BHIOBUTE HAa HOBHHAPCKOTO H3pa3yBame, pEMOpTaXaTa uHMa
nH(OpMaTUBEH KapakTep OWIejkM M Taa oAroBapa Ha OWTHHTe mpariama ( KOj, KajeKora,
3omrto u Kako). Ho, Toa Taa ro mpaBu Ha crenu(uYeH, €CTETCKH H3IPaACH CTHI HPH IITO
0coOCHO ce KOpHCTaT HWCKycTBaTa Ha  Jureparypara. I[lokpaj uHpOpMATHBHHOT Oerer,
peropTaxara ja KapakTepu3Hpa M aBTGHTHYHOCTA, Taa ¢ JOKYMEHT M XPOHHKA 3a BPEMETO,
ayreto u Hactanute. OTTyKa, CIMYHOCTUTE CO JIUTEPATypaTa ce O aCIeKT Ha KaKyBameTo, PH
miro, kako mro noxsiexysa Ceprej Jlykau- 6o penopmasicama ne modwce oa uma aumepamypHa
Qukyuja, Ho 3aMoa UMA NCUXOLOWKO, COYUOTOWKO U Punosopcko naozpadysarve.( ClIaBKOBUK,
1981:125). 3a ma ro TMOCTHIHE HY)KHHOT CTETICH Ha TOAa HAATPadyBame, HOBUHAPOT Mopa Ja
HCTpaXKyBa, Ja NMPOHHWKHYBA BO CYLITHHATa HA II0jaBUTE M HACTAHHUTE CO LEJ Ja 0 OTKpHUE
IPOLIECOT HA HMBHATA MPUYMHCKO MOCICAMYHA MOBP3aHOCT. Toj Mopa ha MOKaxe JOBOJIHO
3HaCHC W MHBCHIMjAa BO COOYYBAETO CO CEKOjIHEBHUTE CHTYALUH 3a Ja MOXE Ja ja JOJIOBH
noabokara CMHCIa Ha )KUBOTOT. Toa moapa30upa Jeka HOBHHAPOT- PEOpTepP BOCIOCTABYBa
Cy0jeKTHBEH OJHOC KOH peanHocTa. [Ipu Toa omdupa CBOj aroi Ha rielname, CBOj HAYMH Ha
IpUcTall KOH IpeIMeTHaTa NpoOiieMaTHKa W CBOj CTWJI Ha KaxyBame. Meryroa KOH OBaa
KOHCTeJIalllja ce HAMETHYBA U €JHO HYXKHO J1000jaCHYBambe a TOA € IeKa CYOjeKTUBHHUOT OJJHOC
He ro 0c10001yBa HOBUHAPOT 0] 00BPCKaTa Aa ja MpUKaKyBa 00jeKTUBHATA PEATHOCT U JTyI'eTO
BO Hea CO CBOWTE NPEOKYIALUH, AUIEMH, IPOOIEMH U aKIIHH JOTOJIKY MOBEKe IITO, OCHOBHATA
neduHMIMja HA peropTaXkara CIope] Koja Taa UMa CIIO3HaeHa, eCTeTCKa M MIIEJHO MOJUTHYKA
(yHKIMja, jacCHO yKaXKyBa Jieka Taa MpHIara Ha T.H. aHTKUPAHU WIM aHATMTHYKU XKAHPOBH.
Toa 3HauM Jeka pernopTakara Mopa Aa JOHECYBa CYI, OLIEHKAa U OJf OIIUTECTBEHO 00jeKTHBEH
paKypc Ja TH TOJIKyBa ¥ BpeJHyBa (hakTHUTE 3a KOU 300pyBa.
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Pemopraxkara ce cMeTa 3a MMIIPECHOHHCTHYKA (opMa HA IIPUKaXyBamke HA PEATHHOT
x*uBOT. Kora ce 4mra pemopraxa, ceé MMa BICYAaTOK KaKo Ia Ce 4WTa packa3s MM OapeM
IuTepaTypHa penopTaxa. Taa Kako HHUKOj Ipyr XaHp M ce AOONWKyBa Ha JHTEparypata,
penopTepoT Tpara Ho mojjgabokara CyIITHHA Ha >KUBOTHHTE MaHHU(ecTaluH, T0j Mopa 1a ja
JIOJIOBH HEOOMYHOCTA Ha OOMYHHUTE, CEKOjAHEBHN OOJIMIY Ha XUBOTOT, 32 1a T'M OTKPHE BO HUB,
HH3 eJ[HA CYNTHIHA (JopMa Ha IPHCTAIl U IPUKAXKYBambe, HIjaHCHTE Ha JXHBOTOT, KOHTPACTHTE
MapajioKCHTe Ha YOBEYKHTE NOXKMBYBama, Ja ja JONOBH JIPAaMaTHYHOCTA INTO ce KpHE 3aj
TpeBe30T Ha TJIABHHOT TE€K HAa OHA INTO TO ToApa3bmpaMe IOJ TIOMMOT OOWYEH >KHBOT.
Kopucrejku r4  nuTepaTypHHUTE CPEACTBa KAako INTO C€ CTHICKUTE (urypu, rpagejku ja
(abymnata He pPeTKO HHU3 [AUjaJOLIKM M MOHOJOWKH (opmu, co pernjedHO ouUpTyBame Ha
JUYHOCTHTE W KapaKTepHTe KaKo M TPO3aHdHO CIHMKamke Ha HaCTaHUTEe M aTtMocdepara OKOIy
HHB, pelopTakaTa OYHIJIENHO ce NPHUOMIMKyBa IO yMETHHYKATa JINTEparypa, Tpex ce IO
packaszor. Cekako Ieka Jaujayomkara (opMma, TEYHOTO PacKaKyBambe IONHO CO JKHBOIHCEH
ja3uK, MOHEKoram 1 MeTadopuyeH Ou OHiIe OIacHH 332 aBTCHTHYHOCTA Ha PUKa3HaTa ako THE ce
camu 1o cebe 1en. Pa3mukata co smrepaTypHuTe u3pasHu GopMH € BO T0a ILITO BO peropraxara
uMaMe (akTorpa)cko PerHCTPHpAme Ha PealHOCTa, a BO Packa3oT cpekaBaMe CBECT IITO €
TTaBHO IUIOJ Ha aBTOPCKATa MMarWHamuja. ABTOPOT Ha peropTakaTa HE MOXE Jja H3MICITyBa
JUYHOCTH M HACTaHW BO OHAaa Mepa Kako IITO TOa MOXE Ja TO MPaBM PAcKaKyBadoT HIIH
pomancuepoT. Toj Mopa BepoIOCTOJHO JIa TH MPETCTaBH, OUIEjKHU 3a]] HSTOBUTE JIMKOBH U 110jaBU
CTOH >KUBOTHATA PEATHOCT KaKO HEMOCPEAEH KOPEKTHB.

CTUIIOT BO periopTakara € 1B, THHAMHYCH U Pa3HOBH/ICH, OMJICjKH BO Hea MOCTOjaHo ce
IpereTyBaaT aBTOPCKUOT FOBOP ¥ TOBOPOT Ha JIMYHOCTUTE KOj € aBTEHTHYEH U u3BopeH. Ha 10j
Ha4yuH OJ €JHa CTpaHa C€ IMOCTUI'HYyBa YBCPJIIMBOCT BO IMPUKAXYBAKLETO U O JApyra CTpaHa,
HETIOCPETHOCT M 3aHMMIIMBOCT BO M3pa30T M OOJHMKYBAameTO HAa TEKCTOT. YTOTpeOyBajku
Pa3IIYHE CTHICKH (GUTYPH, aCOLMWjalliy, JAPCKHU Nej3aXH, AWjaJo3d U MOHOJO3H, PEOPTEPOT
OpeKy COYeH H Oorar u3pa3s, ycrmeBa jAa NMOHYAM HEHNOCPeIHa IUIaCTHYHA JKHUBA CIHMKA Ha
peannocta. Criopen yman CnaBKOBUK :

- Jasuxom na penopmasicama He e OHOj KOH8EHYUOHANENH, (PaKkmozpagcku jasux co kou
ce cayscam 6ecma U U3Gewmajom, moj He e OHOj NOeOHOCIAGEH U CO apZYMEHMU UCROAHEeN
Jasuk Ha KOMeHmapom u UHMepEJymo, jasuKom Ha Penopmanicama e 6CYWHOCH ja3ux co Koj ce
cuyocam u qumepamume. Toj e noeekesnauen, emomueeH u ecmemuueH, a He CHPO20
payuonanen. ( Cnaskosuk. J[,1981:225)

Meryroa, cnoboaarta BO HaYMHOT Ha M3pa3yBambeTO HE MOXE Ja ce paszdepe Kako
arcojiyTHa cnodona. Jlypu U HajuspaseHHTe CTWICKH (GOPMH M UTPH Ha 300pPOBH, HE CMear Ja
MPEMUHAT BO MOBPIIHO W UMIIPECHOHUCTHYKO ITHIITYBamke O] TICEBIOJIMTEpApeH KapakTep LITO
ke ce ry0M BO HEKaKkBa ecTeTHKa cama 1o cebe. Bo pemopraxkara ce, ma W HAa4MHOT Ha
Ka)KyBarmbeTO, OJHOCHO CTHJIOT, MOpaaT Ja OMmaT MOAPEICHH Ha XKUBOTHUOT MOAATOK. CTHIOT
MOXe 1 Tpeba J1a JOMyLITH U JeCKPUIIIIH U JUTPECHH, HO TOj BO OCHOBA MOpa Jia € BO 0CIeNHA
(dyHKIHMja co daKTUTe, CO OHA IITO €IHOCTABHO I'0 HapeKyBame NokymeHT. Cropen Toa , 6e3
oryien Ha cinoboaaTa WITO ja MOApa3dupa CTUIIOT BO pEeHopTaxkara, Mopa Ja Jojaar A0 u3pas,
HEONXOIHHUTE OCOOMHHM Ha pernopTepoT, Kako Ha IpUMep OICepBalyjaTa MM MOKTa Ha
BUJYBaWkETO, KOMMapalujaTa M acolfjaldjata BO OTCIMKYBAaHOTO Ha aMOHEHTOT W
JIOIOBYBAm-ETO Ha aTMoc(epara Kako U IyBCTBOTO 33 OJHOC MeTry BEpPOJOCTOJHOCTA HA (haKTHUTE
U UMaruHanyjara.
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5. 3akaydox

W mokpaj HacTojyBamaTa, BO TeopeTcKara KiacH(pHKaIHMja Kako M BO MeIWyMcKaTa
pEaTHOCT TEUIKO € J1a Ce OJIBOjaT JINTEepaTypaTa U HOBUHAPCTBOTO OCOOCHO BO CCHH(UYHHUTE
MeanyMCcKH GOpMH Ha M3pasyBarmbe KaKo IITO Ce LPTHIATa, (eJbTOHOT U penopTaxkara. U noaexa
U NOHAaTaMy ce apryMeHTHpa U jaebatupa 3a NMPEJOMHHAHTHOCTA HA KHIDKEBHOTO OJIHOCHO
JIMTEPAPHOTO WIH Ha JKYPHAUINCTUYKOTO BO pEIOpTakaTa M JOJCKa CJHHTEe Ce yIUTe ja
noApeayBaar BO OeneTpucTHKa, a Opyrute Bo (daxTorpaduja, noTOram HEKOH JIpYrH
TEOpeTHJapy BO MelyBpeMe HamuIiale LeJOCHH TOMOBH BO OOHMA Ja JOKaxar maeKa
penopraxkata € BO TOJIKY BHJIOBH KOJIKY MHITO HMa U TEMHU WA O6J'I3.CTI/I Ha 4YOBCYKO
uHTEpecupame. Toa BO UCTO BpeMe MOKa)XyBa JieKa KPEaTUBHOTO IHUIIYBAHE U KPUTUUKOTO
pa3MUCITyBambe BCYIIHOCT CE MOBEKE CTaHYBaaT MOJICH TPEH] BO M3Pa3yBameTO Ha aKTYETHHUTE
HACTaHH, IITO 3HAYM JIeKa IO 3a3eMaaT MECTOTO U BO aHAJMTHYKHUTE XKAHPOBH BO TPETHUPAETO
Ha T[I0jaBHTE, NPOLECHTE W JUYHOCTHTE O] OIIUTECTBEHO IOJUTHYKHOT, EKOHOMCKHOT H
KYJITYPHHOT XHBOT. CHHIPOMOT Ha uAeHTH(UKAIMja U MPOCKIKja, yOeayBaukaTa KOMIIOHEHTA,
(hopMUpamETO ¥ MaHUITyJIAllKjaTa HA jaABHOTO MUCIEHE KAKO U OMIITECTBEHATa KOMYHUKAIKja
JIpeTcTaByBaaT apTe(akTd U ePeKTH Ha JINTCPATypHH KOHCTPYKIMH M KPEal[Md HA PEaTHOCT.
Cenak THe He ce pa30HMpaarT Kako JUTepaTypHa HMMaruHaldja TyKy Kako OelleTpUCTHYKa
MHTEPIIPETALHja Ha PEATHAOT JKHBOT.

Bbu6.morpaduja

MUM, 2005, ITuwysarve 3a neuamenu meouymu, Cxotmje:MIM

CnaskoBuk, J1,1981, bumu nosunap, beorpan
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CeMaHTHYKA B KYJTYPOJOIIKA aHA/JIHU3a HA HA3UBUTE

3a macmujio BO CJIOBECHCKUTE jasmm

Kern MuteBa-MapkoBuK
YHuusep3uteT Ha Jyroucrouna Espona
TetoBo, P. Makenonuja
k.markovig@seeu.edu.mk

1. BoBen

Bo 0B0j TeKCT ke OHe aHAIM3WpAHA CEMAHTHYKATa M KYyJITYpOJIOIIKATa MOTHBAIHja Ha
Ha3WBUTE 3a MAC/MUI0 BO CIOBEHCKHTE jasWIM M HHUBHHUTE MIWjaJIeKTH, INPOCIEASHO CO
€THMOJIOIIKA aHaIN3a Ha COOIBETHUTE HA3UBH U BO IPYIHTE €BPOIICKH ja3HIH.

NwmeHo, ce pabotu 3a mpamamero L 2084 "uwepnmia”, cropen MpamajiHUKOT Ha
OMNIITOCIOBEHCKUOT JIMHTBUCTUYKK aTiiac BO KOj ce omdaTeHH oAroBopu ojn okoiy 850
HACeJICHW MecTa Ha IeJaTa CIOBEHCKa TepuTopuja. HasuBute 3a wmacmuno, cropex oBoj
HpaIlagHuK, ce IpeTcTaBeHy Ha kaprara Op. 37 Bo VIl nexcuuku Tom Ha OJIA (ITmkypuna M.,
111:2003)

Bo moHaTaMOIIHKOT TEKCT Ke Oupe pasriienana reorpadckara AUCTpUOYIHMja HA OBHE
HAa3WBH Ha CJIIOBCHCKATa TEPHTOPHja, a IPEKy eTMMOJIOIIKATA aHau3a ke OHJe MpeTcTaBeHa
CeMaHTHUYKaTa MOTHBALH]ja Ha COOBETHUTE HA3UBH.

2. T'eorpadcka qucTpudyuuja

Bo pamxute Ha reorpadckara JUCTpUOYLHja HAa HA3UBUTE 33 MACMUIO BO CIOBEHCKHUTE
ja3uly U HUBHUTE HjAJIEKTH, MOXe Ja ce 3a0eNeXu rojieMa KOMIIaKTHOCT Ha apeanute. Taka,
Ha IIeNara PycKa TepUTOpHja Ce cpeKaBa Ha3HBOT uepHuid (CO HEKOJKY (OHETCKH BapHjaHTH.
Ha Oenmopyckara jasuyHa TepuTOpHja, MOKpaj (DOPMHUTE uepHuio, uYepHuia, Ha 3amajgHaTta
Teputopuja Ha bBenopycuja, BO HEKOJIKY IYHKTOBH ce cpekaBa M (opmara ampamanm. Ha
YKpaMHCKaTa ja3uyHa TEPUTOPHja, MOTOYHO BO HEJ3MHUOT HCTOYEH U LICHTPANICH IeN ce
cpekaBaar (OPMHTE uepHUIO0, YepHUIA, BO KPAJHHOT 3alaieH Nesl, MOKpaj ropeHaBeeHHUTE, ce
jaByBaaT u QopMHTE ampamenm, awmpamenm, DOJIEKa BO jYro3amaJHUOT Jel IPeoBIagyBa
dopmara murma. Ha mornckara Teputopuja npeosiaayBa ¢opmara atrament, a Bo ceBepHUTE
nenoBu Ha IToncka ce cpekaBaar u popmurte tinta u inkost, inkast. Ha my>xuukara tepuropuja ce
jaByBa ¢opmara tinta. Ha menara wemka tepuropuja npeosnagysa ¢opmara inkoust, moexa
Teputopujata Ha ClioBauka e MOJENeHa: BO 3ala HHOT [l ce jaByBa opmara atrament, nogexa
BO HMCTOYHHOT ce jaByBa (opmara tinta. Mcrara ¢opma (THHTa) ce jaByBa CKOpPO Ha Iieiara
Tepuropuja Ha ClIOBEHH]ja, a BO HEKOJIKY TIYHKTA ce jaByBaaT W ¢opmute ingjustri u ¢rnilo. Ha
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TepuTopHjata Ha XpBarcka W BocHa mpeoBnmamysa dopmara tinta, a ce jaByBaar m ¢opmara
crnilo (Bo HeKOJIKY XpBaTCKH TYHKTOBH) U (opmaTa mastilo (Bo HEKOJKY 6OCAHCKH ITyHKTOBH).
®opmara mastilo e momunantHa Ha Teputopumnte Ha Cpbuja, llpua I'opa u Makenonuja. Bo
HEKOJIKY MaKeIOHCKH NyHKTa c€ cpekaBaaT W (OpMUTE MypeKke, MYpYKYn, a BO jyKHHUTE
MaKeIOHCKH TOBOPH Ce cpekaBaar 1 pOPMUTE KAIAMAp U MENaH.

3a 1a ja IOTMOJHUME CIMKara, ke TH HaBeleMe M Ha3WUBUTE 3a MACMULO W BO HEKOJIKY
CBPOIICKM ja3HLM - HMCHO, BO AaHIVIMCKMOT ce jaByBa iNK, Bo repmanckuoT Tinte, Bo
(paHIyCKHOT E€NCre, BO MTAJIMjaHCKHOT iNChiOStro, Bo MIMaHCKHOT M BO MOPTYTaJCKHOT tinta,
JOJIeKa BO HOPIWCKHUTE jasuiy (IIBEICKH, MaHCKH, HOPBEIIKH) ce jaByBaar (opmmure: black,
blak, blekk. Bo matuHCKHOT ce jaByBa (opmara atramentum, Bo TPUKHOT ieldvy, BO TYPCKHAOT
mirekkep. WHrepecHo e 1a ce HAaloOMEHe JeKa BO JBa COCEJHH ja3WKa HA CIIOBEHCKATa
TEPUTOpPHUja CE jaByBaaT CIOBEHCKH Ipe3eMeHH (hOpMHU, U TOA BO POMAHCKUOT e jaByBa opMmara
cerneala, monexa Bo aGaHCKHOT ce jaByBa (popmara bojé (shkrimi).

3. ETumoJiomka aHajan3a

HasuBute 01 TUIOT. uepHuio, yepHuaa, ¢rnilo, crnilo motekHyBaar ox mpacioBeHCKATa
1 OaNTOCIOBEHCKATa MpHIaBKa *ChINb CO 3Haueme Ha mpHa 0oja (SKok 1971:277) ox koja e
00pa3syBaH Ha3UBOT YPHUIO KAKO KaJKa O JATHHCKOTO atramentum.

HasuBoT macmuno WCTO Taka € OJ MPaciOBEHCKO MOTEKIO. MIMeHO, MOTeKHyBa O
npacioBeHcKkaTa (opma *mast co 3Haueme Ha '00ja’, a 3aeaHo co maslo (o0il) ce m3Benenu on
[PacIIOBEHCKATA II1arojicka OCHOBa *maz- 'mazati-mauxka' (Skok, 1971:383; 3CCSI 1993: 8.18).

OcBeH oBHe /1Ba Ha3MBa (YCPHUJIO U MACTHIIO) CUTE JPYTH HA3UBU KOM CE CPETHYBAaT Ha
CIIOBEHCKATa TEPUTOPH]ja ce 0j Tyro motekno. Taka, popMuTe O THIOT: ampamanm, atrament,
KOW ce cpekaBaar Ha OeJopyckara, yKpawHCKara , IOJICKaTa M CJIOBa4Kara TEPHTOpHja
MOTEKHYBaaT Off JJATHHCKUOT Ha3uB atramentum. Atramentum Bo JaTHHCKHOT 3Hauu 'MacTHJIO,
[pH MUTMEHT', a ¢ u3BeaeHo ox ater 'black, dark; dark-colored, (OLD, 1982). Hasusute on
tunot: inkost, inkast, inkoust, ingjustri, kou ce JOMUHAHTHM Ha MOJICKATa, a ce CpekaBaaTr M Ha
YEIIKATA W BO HEKOJIKY ITyHKTa Ha CIOBEHEYKAara TepUTOpHja, MOTEKHYBaaT O JIATHHCKOTO
encaustum co 3Haueme Ha ‘purple or red ink', koe ce ymotpebyBamo oj cTtpana Ha Pumckute
UMIIEpPATOpH 3a TOTNHUINYBake Ha OQHUUMjaTHH A0KyMeHTH. OBOj TEpMHH € MOBp3aH CO
cTaporpukoto ykovotog ‘burned-in', om v 'in' + kaio 'burn’. Ox oBoj Ha3uB, 3aeAHUYKA
eTHMOJIOIIKA HHIIKa MOXE Ja Ce Hajie W BO HasuBuTe: INK BO aHTIIMCKHOT, €NCre BO
¢panuyckuor u inchiostro o uranujanckuor. ®opmure o Tunor tinta kou ce cpekaBaar Ha
YKpaHWHCKaTa, CIIOBa4KaTa, MOJICKATa, JIY)KHUYKATa, CIOBCHEYKaTa, XpBarcKaTa M OOCaHCKara
TEpUTOpHja BO OBHWE HA3WBM HAaBIIETJIE TIPEKYy TepMaHCKOTO Tinte 'MacTuio' u Tpeky
uranmmjanckoro tinta 'dye, colour, paint'. Etumonorujara Ha 0BOj Ha3WB TOBTOPHO BOIH IO
JIATHHCKHOT, Kaje ce jaByBa (hopmara tinctus 'dyeing ' koja notexHyBa ox riaroiot tingo, tingere
co 3Haueme 'colour, dy€'. Kako ImTo HaBeJOBME MPETXOJHO, HAa MaKEeJOHCKAa TEPUTOPHja BO
HEKOIIKY MYHKTA Ce Cpekaaar i GopMuTe Mypere, Mypykyn, a BO JY)KHHTE MaKeIOHCKH TOBOPH
ce cpeKaBa U ¢dopmara MergH KoOja UMa IOTCKJIO OJ TPYKUOT HAa3WB UeAdVI CO 3HAUYCHE
‘Mactuio'. dopmure mypere, MypyKyn MOTEKHYBaaT O/ TYPCKHOT Ha3uB 3a Mactiiio mirekkep u
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MPETCTaByBaaT GaTKaHCKH TypIM3aM O aparcko motekio mMurékkab ‘coctasen, meman' (Skok
1971: 485). Ce cpekasa u Bo bocHa, Kocoo, byrapuja u An6anuja.

3. CeMaHTHYKAa MOTHBaNHja

VMajku ja mpeABU €TUMOJIONIKATA aHAIM3a HA Pa3IMIHUTE HA3UBHU 32 'MacTHIIO MOXe /1A ja
3abese)XnMe KOMITAKTHOCTA Ha apealinTe ¥ CHOpe/ KyITypHHTE BiMjaHHja KOH BO ce0e ja Hocese
M COOJIBETHATa CEMaHTHYKa MOTHBaluja. Taka, rOpeHaBeJeHUTe Ha3MBH 3a 'MAcTHJIO' MOXe 1a
'Yl [OJBEJEME O] HEKOJKY CEMaHTHUYKH HUIIKK. BO CHTE CeMaHTHYKM HHILIKH CE IIPOBJICKYBa
OCHOBHATa CEMaHTHUYKa MOTHBAIIM]a '00eHke, MauKame', Kako 1 '00ja’ u BUJ0BU Ha 0oja.

3.1. 'Mauka, oon’'

[IpBoOuTHaTa ymoTpeba Ha 'MacTHIOTO' HE OWJa TOBp3aHa CO MHIIYBAKETO TYKY CO
MOXKHOCTa Ha OJpENCH Marepujaj Ja ce 'Hamadyka' HemTo, jJa ce 'oboun’ HemrTo. OTTamy u
MOBP3yBambETO HAa 'MAYKAmbETO' CO MOJOIHENKHATA yroTpebda Ha OJpEJeHH TEUHH CYICTAHIHU 3a
nuinyBame. [10/1 0Baa ceMaHTHUKa HUIIIKA OM MOJXKeJle J1a TH TI0/IBEIeME Ha3UBUTE OJ] TUTIOT:

macmuno (ox * mazati), u tinta. Kako mro Beke HaBemoBMe, €IHHOT TIOMM TIOTEKHYBA O
MPACIOBEHCKOTO *Mazati co OCHOBHO 3Hademe 'Mauka, Hamactysa', a drugiot (tinta)
HOTeKHyBa JIATHHCKOTO 1iNgo, tingere co 3naueme ‘colour, dye. Tyka Ha HeKoj Ha4uMH OM
MOYKeJIe J1a TH TojBerieMe H GOpMHTe MypeKe, mypyKkyn co noTekso ox murékkab ‘cocraseH,
Meman'.

3.2. 'upHa 6oja'

VYnoTtpebaTa Ha IpH MUIMEHT OJHOCHO IpHa 00ja 3a MHUIIYBame € €HA OJf OHHE
CEMAaHTUYKU MOTHUBAIIUU KOU, UAKO NPEKY pa3IMIHN Ha3UBH, CE paclpoCTHpaaT Ha Iorojemara
eBporicka Teputopuja. Taka, HajpacpoCTpaHEeTHTE HA3HBH Ha HCTOYHOCIOBEHCKATa TEPUTOPH]a,
a JIelyMHO W Ha JIpyrara CIOBCHCKA TEPUTOPHja, CE HA3UBUTE OJ TUIIOT: YEPHUIO, YEPHUI,
¢rnilo, crnilo kou Kako WITO CIOMEHABME MOTEKHYBAAT 01 MIPACJIOBEHCKATA U OATOCIOBEHCKATa
npumaska * ceine (black). Mcrara cemanTruka MOTHBAIIM]a € IPUCYTHA U Kaj HA3UBUTE O] THIIOT:
ampamanm, atrament, KoM MOTEKHYBaaT OJ] JJATUHCKHOT Ha3WB atramentum Kkoj € u3BeIeH O
ater 'black, dark-colored’. Hcrto taka m dopmara merar KojaliTo UMa MOTEKIO O IPYKUOT
Ha3UB MEAGVI ja MMa McTaTa CeMaHTHYKa MOTUBAIMja, Ouziejku e usBeneH oxn uélog black’.

Kako mro croMHaBMe, BOBEIYBaWmCTO HA UYEPHUIA, YePHUIO, 33 'MACTHIO BO
CIIOBEHCKHUTE ja3ulld MOTHBUPAHO CIIOPE JaTHHCKHOT Ha3uB atramentum. Jla cmomeneme mexa
0Baa CeMaHTHYKa HHIIKA MPEOBIIaiaia 1 BO HOPAMCKUTE jasuIy (IIBEICKH, JAHCKH, HOPBEILIKH)
Kaje ce jaByBaaT ¢popmure: black, blak, blekk.
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3.3. 'upBena goja, orax'

OcBeH 1pHarta 00ja Kako OCHOBHa 00ja 3a MAaCTUIJIOTO, BO ja3UIUTE CE PACIPOCTPAHUIIE U
Ha3WBM KOW C€ M3BEACHH OJ 'TEMHO ILpBeHa 00ja, m3ropeHa 0o0ja' Koja ce KOpHUCTEsa KakKo
MacTHIIO.

Bo oBaa cemanTHuKa HUIIKA OM r1 BOpowmie HasuBuTe o TUMOT: iNKOSt, inkast, inkoust,
ingjustri, xou ce cpekaBaaT Ha CIIOBEHCKAaTa TEPUTOPHUja, KAKO M COOJBETHHTE HA3UBU BO
JpYTHTE jasuuy: iNK BO aHITIMCKHUOT, €NCre Bo (paHiycKHoT 1 iNChiostro Bo uranujanckuoT.

Cure OBHE Ha3UBH MOTEKHYBAAT OJ1 JIATHHCKOTO ENCAUStUM co 3Haueme Ha ‘purple or red
ink’, xoe ce ymotpeOyBao Ox cTpaHa Ha PHUMCKHTE HMIEpaTOpHM 3a MOTHMINYBAakC HA
oduIMjaTHA JOKYMEHTH. Mlako Toj THI Ha MAacTHIO C€ KOPHCTEN MPBEHCTBEHO 32 OQUIIHjaTHH
JOKyMEHTH, BO TEKOT Ha UCTOPHjaTa Io MPOIIUPHI CBOETO 3HAUYCHE.

4. 3akiIy4ok

Opn oBoj mpuka3 Ha reorpadckata AUCTpUOyLMja W OJ aHAIM3aTa Ha CeMaHTHYKaTa
MOTHBaIMja Ha HA3UBHUTE 332 'MACTHJIO' BO CIIOBEHCKHTE ja3HIU M IHjaCKTH MOXE J1a Ce M3Be/IaT
nmoBeke 3akiydoud. Bo omHoc Ha reorpadckara AUCTpHOYIMja, KOMIIAKTHUTE apeaid Ha
CJIOBEHCKaTa TEPUTOpHja, IIOKpaj jasHyHaTa ja OTCIMKYBAaaT M KyIATypHaTa HCTOpHja Ha
COOZIBETHHTE HAapoAu. Moxe Aa ce 3aKIy4H JeKa OAPEICHH CIOBCHCKH jasHllH, BO PAMKHUTE Ha
JIEKCHKaTa O]l MaTepHjaliHaTa KyATypa W IHCMEHaTa Tpaauldja Lprejie ATad0Ko OJ CBOETO
jasuyHO HaciencTBo. Taka, Ha HajroyieMa TepUTOpHja ce 3acTalleHu Ha3HBUTE O THIIOT YEPHUILO,
yepnuaa, Crnilo u magilo xou Bogat MOTEKIIO 0 MPACIOBEHCKUOT jasudeH ciioj. Ha mapyrure
apeand Kaje ce cpekaBaaT Ha3WBHTE O THIIOT ampamanm, atrament, inkost, inkast, inkoust,
ingjustri, tinta, noarame 10 co3HaHWja JeKa KYITYPHHUTE BJMjaHHja MMalie MPUMapHa yjiora 3a
HaBJICTYBakbCTO HAa OBHUEC IIOUMHU BO COOABCTHUTC ja31/1u1/1.

AHanM3aTa Ha CEMaHTHYKaTa MOTHBALlja HA HA3MBHTE 3@ MAcCMuio, HU yKaKyBa Ha
pacmpocTpaHeTOCTa M OOraTCTBOTO HAa CEMAaHTHYKHUTE jafpa PasBHBAHM BO TEKOT Ha MCTOpPHjaTa
Ha LMBWM3anuuTe. McTo Taka, OBaa aHalu3a HU yKa)KyBa M Ha Toa JeKa JIEKCHYKaTa
Pa3HO0OPa3HOCT HE 3aBUCH CAMO O ja3UYHOTO HACIEACTBO TYKY U OJ] IPYTH, UIUBUIN3ALUCKU U
KyntypHH (akTopu. Taka Ha mpuMep, HaKo Ha MOJICKAaTa TEPUTOPHja OJ] €HA CTpaHa UMaMe TyT
HasuB (aTrpaMeHT), a Ha pyckaTa, OelIopyckaTa M yKpauHCKara ro MMame Ha3HBOT YepHUId,
CeMaHTHYKaTa HHIIKA KOja M MOBP3yBa € MICHTHYHA, a TOa ¢ 3Ha4yewmeTo Ha '‘crna boja. Co
BaKBH IIOHATaMOIITHU aHAJIM3U Ha JIEKCUKATa OJf JOMEHOT Ha KYyJITYypoJolIKaTa cepa Moxe Jia ce
Jiojzie U 0 oBeKe MHTEPECHH CO3HaHMja 3a KyITypHATa W ja3UYHATa TPAIWINja HA CIOBEHCKUTE
Hapoau.
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HauonexkToT Ha riaaBHUOT jyHak (Xouagen Kouduia) Bo pomaHor
Ha [I.1I. Ceaunuep “ Urpa Bo 'P:xkra” (The Catcher in the Rye)

U HAYUHOT HA KOj € MPEHECEH BO MAKCTOHCKHOT jasmc

Muiuna Martocka
YHusep3uret Ha Jyroucrouna Espona

TetoBo, P. Makenonuja
m.matovska@seeu.edu.mk

1. BoBen

EnHa on HajueHeTHTEe BEIITHHHM Ha €IeH IHcaresl € Ja MO)Ke Ja Co3Iajae JIHK CO
JMUCTUHKTUBCH M BEPOJOCTOCH HWAMOJIEKT, OMICjKM Ha TOj HAuWH JIMKOT J0OMBa >KHUBOCT, a
YUTATEJIOT TM JOOMBAa CHUTE BaKHM HMHPOpMAIMK BO pasMyHHUTE (a3u O] JCjCTBYBAHETO,
Pa3MUCITyBabETO U KUBECHETO HA JIMKOT Ma TaKa MOXKE MHOTY TIOJIECHO J]a Ce MOMCTOBETYBa U
COXHBYBA CO HCTHOT.

IIpeky MAMOJEKTOT MUCATENIOT MOXKE BEIITO Ja HE BOBEAE BO KMBOTOT Ha JIUKOT, 1a HU
Ka)ke Ha KOja BO3pacT e, KaJie )kKuBee, KakBa My/u € MarepHjaiHara cocTojoa, BO KakBa CpeuHa
u3pacHai/a u Koj CTeNeH Ha 0Opa3oBaHue UMa 3aBPLICHO, KOj MY/ € CTaTyCOT BO OIIITECTBOTO,
Kako JIMKOT Ce JIOKMBYBa ce0ecH M IPYruTe M Ha KOj HAYMH Pa3MHCIyBa U €MOTHBHO T'H
JIOKUBYBa HACTAaHHTE.

Bo oBoj Tpyn ce pasriemyBa riaBHUOT JIMK BO pomanoT Ha II. JI. Cemmnyep “Urpa Bo
‘Pxra” (The Catcher in the Rye) Xonnen Konwmin, u kako aBTopoT co yrnotpeba Ha HAHOJIEKT,
€O o0paH HauyMH Ha M3pa3yBamke, CO KOPHUCTEHE Ha MOceOHA JIEKCHKA, IPaMaThKa, PETHCTep H
cTun ro QGopMupa JIHMKOT Ha eaHo 16-roamimHo, MOIIHE 30pKaHO MOMYE KO€ € M3PAacHATO BO
Gorarto cemejcTBo on Ibyjopk, BO cpearHaTa Ha YETUPUECETTUTE TOJUHH OJI ABACCETTHOT BEK.
CenuHilep ycriean MHOTY KHBOITHCHO J1a CO3JaJie M 3a0KPYXKH JIUK KOj € JOCIEACH U YBEPIIHB BO
TEKOT Ha LEJTHOT pOMaH. BakHOcTa Ha TOYHOTO NpeHECYBame Ha HIUOJIEKTOT Ha XOJIEH ce
cocTor BO Toa mrto CenuHiep ro NHIIyBa pOMaHOT BO NPBO JIMIE €AHMHA O MEePCHEeKTHBATa Ha
rnaBHUOT JiMK, XoyeH Konpuia. 3Hauw, 1en poMaH € NMpHKaxaH npeky XOJjieH, U 3aToa
HajBOXXHHUOT ACTEKT CTaHyBa HErOBUOT JMYEH roBop. [TucarenoT yoeyIMBO ro UMHUTHPA ja3UKOT
Ha OMCTPHOT THHEjIep IITO ce OOpH Ja mopacHe mpeKy ao0pa mpe3eHTaluja Ha Hapanujata u
nmujano3ute. CTUIIOT e 300piecT, ¥ HaMepHO CONPXKH KOJOKBHjAIHM3MH, UIUOMH, MeTadopH,
(hpasu 1 U3pasu MITO My CE CBOjCTBEHH MPBEHCTBEHO HEMY.

Bo Tpymor ce pasrieqyBaar IBara HpeBOja HA OBOj POMaH Ha MAaKCIOHCKH jasHK BO
crmopenba CO OPUIMHATHHOT TEKCT HA AHIVIMCKM W HCTOBPEMEHO CE [aBaaT I[IPE/IIO3d 3a
KOPEKIMH OJHOCHO MPEHECYBambE 3HAUCHE HajONHMCKy 10 opuruHaiHoto. Co 0BOj Tpya cakame
Jla TO JajaeMe CBOJjOT MPUIOHEC KOH MaKeIOHCKHOT KHIKEBEH MPEBOJ M [a Ce MOTEHIMpa
HOTpe6aTa O TIPpCHM3CH U aBTCHTHUYCH NPEBOA 3a MNPCHOC HAa OPUTMHAJIHUTEC HACHU, HO U 3a
JNOOMIKyBabe Ha JOKHBYBAECTO IIPH YHTARHETO HA TEKCTOT KAaKO IITO TOa OW ro J0XKHBEa
HEKO] KOjIITO TO YHWTa ACJIOTO Ha M3BOPHUOT ja3uk. Kora oOMYHHOT YOBEK, a yIUTE IOBEKe
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AKaICMCKHUTEC nyfe, Ke CeHaT Ja NpoYnTaaT HEKOC BPBHO CBETCKO ICJIO, OpUTMHAIIHO HAITUIIIaHO
Ha aHIJIMCKH, HO CO MAKE€JOHCKU NPEBOM, IIPOCTO MOXKE Ja CE pasoydyapaaT OJ TOa LITO CE Haora
3a TOJIEMHUTE IIOPTH Ha MPEBOAOT, OO NPUYMHA INTO MHOTY MAJIKy KHI)KXCBHH [JI€Jla KOU C€
NpeBEeAYyBaHU OJ1 aHI'TIMCKUOT JaSI/IK MOXXaT Ja Cc€ nod)anaT JICKa nMaaT UCTa KHUKEBHA BPEIHOCT
KaKO HUBHUTEC OpUT'MHAJIH.

INopanu oBaa nmpuYMHA, IPBEHCTBEHO Tpeballe 1a ce OTKpUE 30IITO € TOA TaKa, M AT MOXKe
Jla ce CMEHH, Ja ce noJo0pu cuTyarujaTa co NIpeBoAUTe, AalU IPEeKy aHanu3aTa Ha Toa LITO Ce
CIIydyBa IPHU MPEBOJOT U MpeBeyBauuTe,; WIN Aa JO3HAEMe JajH € TOa BOOIIITO BO3ZMOXHO O]
JIMHTBUCTHYKA TJIEJHA TOYKA, 3apaJH CAMHUTE Pa3IMKH ITOMely ja3HIUTe W M3HAOTame Ha HaYWH
Ha HUBHO M3pDaMHYBambe.

CHopen orope KaxaHoTO, CTaHyBa jaCHO JAC€Ka TOa HITO I'0 IpaBh €JHO KHHIXEBHO AEJIO
HOC€6H0, JIMTEPAPHO, C€ CEKAKO HErTrOBUTE OTCTAIIKHU WJIKM OUyAyBamba, HAUYUHOT Ha KOj aBTOPOT I'0
HCKa)XyBa TOA IITO € aBTCHTUYHO U OPUTMHAIIHO, TOA IITO € MMOCEOHO 3a HEro JUYHO U PasINnIHO
01 C€ NMPETXOAHO HAIMIIaHO OA APYIUTE aBTOPH, 3a Ja CHU ja HNCTAKHE KPCAaTHBHOCTA U CBOCTO
MECTO BO OBOj CBCT, a YHITE MMOBEKE BO CBETOT Ha KHM)KEBHOCTA.

Co ornen Ha Toa jAeka ¢ m3bpaH TOkMy oBOj poman — “Catcher in the Rye’u Tokmy 0Boj
aBTop — CenuHyep, ce IIea Ieka UMa HELlITO MHOT'Y HHTEPECHO W HEOOMYHO ILITO BPEIH Ja Ce
aHanu3Mupa U pasrienysa. Fimeno Toa e nukoT Ha XongeH Konduna, koj ce Haofa Bo ynora Ha
HapaTop ¥ HM3BPIINTEN Ha IEjCTBHETO BO POMAHOT, a TOA HH € NPEHECCHO HaM, YHTaTelnTe,
IpeKy HETOBHOT JIMYCH TOBOP, OTHOCHO HETOBHOT HANOJEKT.

2. Len

Ilenta Ha oBaa Te3a € Ja ro M3HAjAEME TOA IITO € MHTEPECHO, OYYIEHO, HEOOHMYHO BO
UIHOJIEKTOT Ha XOJIZIeH, 1a HajaeMe LITO € TOa IITO IO U3JIBOjyBa O IPYrHTe, 30IITO TO cakaMme
Y TOYHTYyBaMe TOJIKY MHOTY, a IpeX ce YKHBaMe Ja To 4uTame 0e30poj maTH, reHepanuu
HaHa3a/1, ¥ CEKOj MaT J]a HU € CBEX M HOB KaKO MPBHOT IaT.

3aroa ce HampaBW aHAJIHM3a HA JIEKCHKaTa Ha WIMOJIEKTOT MOYHYBAjKH O 300pOBHTE KOH
OJUTy4yBa J1a TH KOPUCTH, PU TOa YNOTpeOYBajKH T'M BO pa3IMUHU KOHOTALMH, BO HUBHHUTE
Hajpa3inyHu (GOPMH JaJeKy OJi BOOOMYACHOTO W OMNIITO KOPUCTEjKU T'M 300pOBUTE Ha HauWH
criequ(UYCH U MPENo3HATINB camo 3a XoiaeH. Vcra e curyanujata u co (pasaHuTe IIaroJim,
unuomute, Merahopute, ppasuTe MITO TONKY MHOTY MATH CE MOBTOPYBAAaT HU3 POMAHOT LITO
MIOCTAaHyBaaT JUYHO HErOBH, C€ IPENO3HaBaaT Kako HErOB HAYMH Ha TOBOPEHE, M3PasHuTe KOH
n300MITyBaaT co HMpOHHja, capka3aM M MHOTY KOMHYHOCT. ['pamMaTHYKuTe KOHCTPYKILMH ce
HaMEpPHO HAaNpaBeHWM HErpaMaTH4YK{ 3a Jla OCTaBaT IOCe0CH BIEYATOK, NMOBTOPYBAHETO Ha
pedeHuIuTe U 300pOBUTE CO LT JIa C€ MOCTUTHE e(hEKTOT Ha PeacH roBop, a JOJATHO Ha T0a U
HAarJlacyBameTO Ha OJpeaeHH 300pOBH, Gpasu U AypH U MOCEOHH CIOTOBU KOU ce cO (YHKIHUja
Jla ja TIOCTHT'HE TOpEHaBeIeHaTa IIell, a Toa € XOJIeH J]a TO co3Jajie KaKo JIMK CO KOJIITO HHe Ke
ce MOMCTOBETHME BeAHANI, JIKK IITO HMa e O CEKOr0 BO HETO, JIMK KOj MOKEMe J]a TO BUIIIME,
ma JypH ¥ 3acaKkame M MOKpaj CUTe HETOBU HEJOCTATOIH, TOKMY 3apaayl HeropaTa aBTeHTHYHOCT,
aToa e ce OylarofiapeHne Ha HErOBUOT UAMOJICKT ITOJIH CO OTCTANKU U OUy/yBamba.
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IIpeamer Ha OBOj TPYJ € Tperiie]] W aHAIHW3a HA MIPEBOJHUTE OJ AHITHCKH Ha MAaKEIOHCKH
ja3WK, U Ja ce BHIH 10 KOJKaBa Mepa MaKeJTOHCKUTE MPEBOAM IO 3ala3yBaaT ja3UKOT U HeroBata
(byHKIMja KaKO CPEeCTBO 3a KOMYHHIHPame M CO3[aBamke CIMKA 33 JUYHOCTH M HACTaHU BO
KHIDKEBHOCTA.

Topamu daxToT mto poManoT Ha CeNMHIIEp € HANWIIAH MPEKy HApaTOpCTBOTO Ha XOJICH,
npousJieryBa akToT JIeKa WAMOJICKTOT Ha XOJIICH € elHa O] HajBaKHUTE KOMIIOHEHTH BO OBa
KHIDKEBHO JIEJIO, U KaKO TaKBO MOpa Jia CE 3adyBa IITO € MOXKHO MOOJMCKY /10 OPUIMHAJIOT.
WTUONeKTOT BCYITHOCT IO MPaBM POMAHOT Jia € TAaKOB KaKOB IITO €, Pa3juyueH, OpUIUHAICH,
HEOOWUeH.

U nokpaj daxror mro The Catcher in the Rye (1951) ox I1. . CenuHiep e Ha CIUCOKOT Ha
CTOTE HAjIIEH3ypHPaHU POMaHH U € IIEH3ypUpPaH Ol MOMEHTOT KOra € W3/aJieH, HCTOBPEMEHO Ce
cMeTa 3a eIHO 01 HajBKHUTE KHIDKEBHU JieJla Ha JBAeCeT U MPBUOT BEK, U HAjYeCTO ce Haora Ha
HAaCTaBHHUTE NpPOTpaMU BO CPEIHHUTE yUWIMINTa Hacekane Hu3 EBpoma u CeBepHa Amepuka.
KonTpoBep3ujaTa e BO HaBOAHATa BYJITapHOCT, ja3UKOT IITO C€ KOPUCTH, CEKCYaTHUTE TEMH IITO
ce pa3paboTyBaaT, M €JIEeMEHTUTEe KOM T0 OOJIMKyBaaT HauYMHOT Ha KOj XOJIEH IO KOPUCTH
AHIJIMCKUOT ja3WK, CBOJCTBEHO CaMO 3a HEro, IUTO BCYIIHOCT IO MpPETCTaByBa HETOBHOT
UIMOJIEKT W TO TpaBH He3a0OpaBeH JIMK BO aHIVIMCKAaTa KHIKEBHOCT. TOKMYy IoOpaau oBaa
NpUYMHA ¥ € U30paH 0BOj pOMaH, IIOTOYHO OBOj JIMK M HETOBHOT MAMOJIEKT, 3HAUSHETO IITO T'O
UMa BO KHIDKEBHOCTA, IIPECBPTOT NITO IO HANPaBWI CO ymoTpeda Ha TAKBHOT jasHUK H
U3pa3yBamke, U KaKO U KOJIKY YCIEIIHO € TO0a IPEHECEHO BO MAaKEJOHCKHMOT ja3uk. [anu
MAaKeIOHCKHOT YMTaTeN ja MIMa MOKHOCTA /12 Y)KHBa BO OBa BPBHO KHIDKEBHO JIEJI0, KAKO IITO OU
MMaJl YUTaTeNl IITO IO YUTa BO OPUTHHAJ, M JATH JAJCHUTE NMPEBOMM Ha MaKeJOHCKH ja3uK,
JOCJIETHO TO IIPpeHecyBaaT HE caMoO 3HauemeTo Ha moceOHuTe (pasm, H3pasu, HANOMH,
Mmetadopy, TyKy M Toa Jadd IO cleAaT TeKOT Ha OPUIMHAJIHHOT HayMH Ha Koj XOJIIEH ce
u3pasyBa, OAHOCHO, JAlH AOCIEAHO IO CIeAaT HauyMHOT Ha Koj CelnuHiep I'M KOPUCTH OBHE
300pOBHM Opy/IMja, CO CUTE IOBTOPYBama, HarjacyBama, HAYMHOT Ha KOj I'M ynorpeOyBa
300poBHUTE CO MOCeOHO CBOE 3HAYeHe, I0T0Aa KaKo MM ja MEHyBa OpUTHHAIHATAa (opMa 1a T'H
HalpaBH CBOJCTBEHH CaMO 3a MIHMOJEKTOT Ha XOJIEH, NOCEOHUTE IpaMaTHYKH KOHCTPYKIIUH
IITO ¥ YHOTpeOyBa U OMILTO IEeIHOT TOH IITO My T'O 1aBa Ha IO3HATHOT POMaH.

Ienta Ha 0BOj TPy[ € Jla ce MOKaXKe BO KOJIKaBa MEPKa 3aBHCH YCIIEIIHOCTA Ha €/IeH pOMaH
Ol BEPOIOCTOJHOTO IIPETCTaByBame¢ Ha HETOBUTE COCTABHU MAEJIOBH — 300pOBHTE, HHMBHATA
3aMHCJIa BO IIPEBOIUTE M CTPEMEXOT Jla Ce 3auyBa aBTEHTHYHOCTA Ha OPUTHHAIIOT

3. Anaauza

CnenyBaar Tabenu CO NPUKaKaHW JIBA KHIKEBHH IPEBOJYM OJl AHTJIUCKM HA MaKEJOHCKH
Jja3HK ¥ HaLlIMOT IPHUJIOHEC.

360poBu Zborovi vo Prevod: Save Prevod : Prevod : Milica
(Words) kontekst vo Cvetanovski Svetlana Matoska
originalot. Ivanovska
this b) Pencey Prep | Pensi Prep e Toae Pensi e
isthisschool..., | u~ili{te...(6) u~ili{te...(6) {kolono...
(p.1)
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phony a ...whata ...kolku glupav ...kolku toj ...Zna~i kakov
phony slob he prostak etoj. (7) | kretene pozerski surat
was. (pg. 3) dvoli~en. (7) be{ e toj.

room ...this guy that ...koj “iveefevo | ...likod ...toj tipot {to
roomed right sobata vednaf do | sosednatasoba. | cimeruva{ e do
next to me..., mojata. (24) (23) mene...,
(pg. 19)

sexy a) | already told | Ve}evi rekov Vikaavvele |Velevikaav{to
you what asexy | kako seksualen kolku toj skot ngpaleno kopile
bastard Stratlater | hibrid e Stredleter be{e | be{ e Stretleter.
was. (pg. 34) Stradleter. (40) opsednat so

seks. (39)

yellow a) I’'m one of Jas sum, inaku, Jas inaku sum Epten nemi
these very vistinski golema stiska.
yellow guys. pla{livec. (95) kukavica. (96)

(Pg-88)
lulu Andtherewere | Noima{eidrugi | Aima{ei Aima{ei po
some lulus, too. | {to bea maheri, nema nekojadilajla
(pg.129) zabele'itelni. {to. (138)
(137)

®pazaganu Frazalni glagoli

[J1aroJan vo kontekst vo

(Phrasal originalot.

Verbs)

.hang around | @) ..but I just Nove}ene No, ednostavno | ...nemo'ev dase
couldn’t hang mo ev da nemo'evvele | motamvele
around there any | podnesamdase | da tamu...
longer...,(pg. tra}am ostanam...(19)

15) tuka...(19)

horse a) ...you ...toga{ voop{to | ...nebitrebao | ...netrebadase

around shouldn’t horse | nebitrebaloda | daseglupira{ | glupira{ i~so
around with her | setra}aesonea | so neai nea...
atal,... (pg. 62) | naokolu...(68) St#...(69)

Hauomu Idiomi vo

(Idioms) kontekst vo
originalot.

2. hit the | mean he Sakam dare~am, | Mislam, ne Pai ne popizde

ceiling didn’t hit the ne skoka{ e do skoka{ e do ne{ to mnogu.
ceiling or tavanicataili plafonot ili
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anything. (p.8) | di~no. (13) sli~no. (12)
3.shoot the | ...solshotthe | Takago otvori Zatoapo~hav | ...papo~nav da
bull bull for a silniot adut za malku dago jadam burek
while...., (pg. izvesno vreme. foliram. (16) nekoe vreme...
12) 17)
5. shoot the | Then the old Potoajasi okolu | Potoataastara | Togd{, starkata,
breeze lady that was sto godini starata | damaod sto od vremeto na
around a gospoja godini i jas dedo Noeta, i jas
hundred years | pozboruvavme ne{ to tresevme gluposti
old and | shot izvesno vreme. razgovaravme | nekoe vreme.
the breeze fora | (210) ...(212)
while. (pg. 201)
6. chew the ...and chewed | ...onakabez ...Mu pravev ...go drvevme...
rag therag with vrska, grizevme | dru{tvo ...(31)
him...(pg. 26) | seno-slama...(32)
Meradopu
(Metaphors)
2...and it wascold | ...studot |avolski ...Studeno kakona | Tolku be{eladno
asawitch’steat, {tipe{e...(8) ve{terkina {to Eskimi pajaa
...(pg. 4) grada...(8) VO nesvest.
Strictly for | O~igledno pti~ja Prikazni zamali Bo{ muabet.
thebirds. (pg.2) pesna. (6) deca. (6)
®pasu Frazi vo kontekst
(Phrases) vo originalot.
1.1f youwant | If youwantto ..akove}e (Nemaprevod) | Ako ba{ saka{
to know the know the sakate daja (5) daznag{.
truth. 23x truth...(pg. 1, 5) Znaete ...moramda
(6poj Ha martu vistinata...(5) priznaam... (9)
mTo 360pOT ce ...ekove}e
HojaByBa BO sakate daja
pPOMaHOT) Znaete
vistinata.... (9)
2...kill me It killed me. (pg.2) | Toame ubiva Navistiname Me patosira{ e.
35x (6) trogna. (6)
3...and all .my parentswere | ...koe bilo ...{ to moite ...moite rabotea
395x occupied and zanimaweto na | roditeli rabotele | i toa...
al....(pg. 1) moiteroditelii | vo ‘ivotot ...(5)
s#...(5)
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4...or anything | Besides, I’'m not Osven tog, jas Vpro~em, ne Ustvari, nema
going to tell you nemam namera | sakam segadavi | davi ja
103x my whole davi ja jaraska uvam raska uvam
goddamn raska’'am celata | celatasvoja celatamoja
autobiography or | mojaprokleta avtobiogrdfijaili | avtobiografija
anything..., (pg. avtobiografijaili | di~no...(5) ili nefto taka...
1) ne{to
di~no...(5)
5..0r ...you were ..seo~ekuvafe | ..seo~ekuvale | ...treba{edase
something supposed to od vasda daizvr{i{ samoubief ili
101x commit suicideor | izvr{ite samoubistvoili | takane{to...
something if..., samoubistvoili | ne{to drugo
(pg. 2) ne{ti sli~no ako...(6)
ako...(6)
7...ashell itwasicy as Be{ezamrznata | Be{estra{no Be{eu pi~ku
82x hell..., (pg. 5) kako xam.... (9) | zamrznat...(9) mater
zamrznato
9...ass... . ...freezing my ...sigomrznev | ...gosmrznuvav | ‘..mi zamrzna
27x ass off.., (pg. 4) zadnikot. (8) gazot. (8) g'zot..,
13. ...sort of ...sort of sorry | ...nebare mi ...zadiv {to ...nekako
179x came.., (pg. 7) stana“a {to dojdov...(11) zaaiv{to
dojdov...(11) dojdov...
Hzpazu
Expressions
1. Itwasn't up | Be{etoa nadvor od Toa voop{to ne I~nego bival{e
hisalley at all. (pg. | granicite na negoviot be{enegov teren. | zatoa.
13) kolosek. (18) a7
(Premnogu formalen i
bukvaen prevod)
2. I’'m not ...ne se{eguvam. (8) ... - ajseriozno. Netedriblam.
kidding. (pg. 4) 8
3. But, we No, sepak, izvesno vreme No u{te malku Nekoevremesi
chewed the fat for a | onaka plampavme za st. zboruvavme za mlatevme
while. (pg. 106) (114) se{to. (115) prazna slama.
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4, ...give her ...i dade li mo’nost vo ... gostavi li vo ...jaispo{tuva
thetimein prokletatalimuzinana Ed | taaprokleta vo koli{teno na
Ed Banky’s Banki? (49) Benkieva kola? Ed Banki?
goddam car? (Zadase zepazi sarkasti~niot | (48)
(pg. 43) ton nare~enicata, bi ka'ale (Premnogu

‘...jaispo~ituvavo koli{teto | eksplicitno, za

naEd?) ne{to {tonee

spomnato vo
originalot.)
I'pamaTuuku
KOHCTPYKIINHA
(Grammatical
constr uctions)
1. Stratlater Stradleter ve} e Stredleter edvaj Stretleter skoro i~
wasn't hardly voop{to ne me du{ & e. (36) nemeni slu{afe.
listening. (pg. 32) slu{ afe. (37)
2. He got Toj po~nada Toj senatreska, a Toj sengprai |on, a
stinking, but | hardly | smrdi, ajasne mene edva mi e namenene mi se
didn’t even show it. davav nikakvi poznava{ e. (98) ni poznava{ e.
(pg. 90) Znaci napijanost.
97

HoBTOpYyBame Prevod: Save Prevod : Svetlana Prevod : Milica
(Repetition) Cvetanovski Ivanovska Matoska
1. figured if they Zaklu~iv ako me Mislev — a&ko me Si rekov, ako me
caught me, they fatat — ete, mefatile. | najdat, nekame fatat, me fatat.
caught me. (pg. (189) nagjdat. (191)
180)
2.1f they fall off, A ko pri toapadnat, | Ako padnat — Ako padnat —
they fall off, ... (pg. | ete padnale, ...(220) | padnale...(222) padnat,...
211)
HaranacyBame
(Emphasis)
1.“Wuddayamean | Kakopa{toimavo |Kakotoamidi{ pa | [tobepa {to?
sowhat?' (p.41) toa? (47) {to? (46)
7."Then | really Togeg{ jasnavistina | Toga{ navistina | toga{ stvarno
started chucking the | po~hav naonoj moj | po~nav daja po~nav dase
old crap around’ star navik —mi’i zaluduvam. (62) glupiram.
(p.56) Asan dati bajam -

...(62)
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4. 3akay4ok

Bo TeKkoT Ha nenaTa aHanM3a MOXeE JIECHO J1a CE YBU/IH JIeKa BO IPEBOAUTE, BO MOTOIEMa UITH
nomaia Mepa, Ma TyOerme Ha 3HAYCHETO, CO MPEMHOTY OYKBaJieH MPEBOJ KaJe KOMILUIETHO Ce
ryOu cMHCIaTa WM ce Joara o MOrPeNIHO 3HAYCHhE MM IyPH U Ha MeCTa MMa U30CTaByBambe Ha
MPEBOJIOT, KaJie IITO MPEBEAYBALIOT HE MOJXKEN JIa M3HAjIe COOABETCH MPEBOJ MM CMETal JeKa
He € BaKHA PEUeHHWIIaTa 3apajJy Toa IITO ce MMOBTOpYBa MHOTY Hard. IlpeBenyBauute HE I'H
Iperno3Halie IPTUTE IITO o NeuHUpaaT WANOIEKTOT Ha XOJJIeH, He Onile CBECHH 3a Toa JieKa
CenuHyiep HAMEPHO KOPHCTH HCTH (hpasu 1 300poBU (KOM MOXKE HU3IIeqaaT MOHOTOHO) U KOH CE
MOBTOpYBaar 0e30poj matu HU3 1enuoT pomadH. Ho, TOkMy OBHe IpTH MOpa Ja ce 3arasar,
Ouaejku THe ce CyIITHHATA HA UAMOJEKTOT Ha XOJAEH, a HAHONEKTOT Ha XOJICH € CYIITHHATA
Ha [EJMOT poMaH, OUJIEjKH TOj € eIEH B MOHOJIOT Ha XOJJICH, €IHO PaCKa)XKyBambe 3a TOA LITO
MY C€ CIIy4HJIO BO TEKOT Ha HEKOJIKY CyZ0OHOCHHU JCHOBH M KaKO TOj TH JOXKHMBEaJl THE HACTaHH
U JyfeTo, W IITO MHCIU 332 HUB. BUIEjKH Toa e CyIITHHAaTa Ha POMAaHOT, a POMAHOT € Beke
KJIaChKa BO KHMKCBHOCTA, UMIICPATUBHO € MAOCJICAHO W KOH3UCTCHTHO Ja C€ NpHUCTAIlM KOH
IPEBOJIOT Ha OBa JeJI0, 3a Ja ja 3aJp)KH BUCTUHCKATA BPEIHOCT M YUTATCIMTE Jla MOXKAT Ja ja
JOKHBCAT HA UCT HAYMUH U HA MAKCOOHCKU ja31/u<.
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3a aMaJIraMHOCTA HA TEKCTOT U MUTOT / JAHTACTHYHOTO BO POMAHHUTE
»JuBa qura“ u ,HeBecrara Ha 3MejoT" on akageMuk Biaga YpomeBuk

MuTtpa BaaskeBcka

CVYTI'C "Pane JoBueBCKH-
Kopuarun"

Ckonje, P.Makenonuja
mimiblazevska@yahoo.com

1. Bosen

IIto e Mmut? [lani HeroBara NPUCYTHOCT M aKTYEJIHOCT CE M3¢IHAYyBa CO YHUBEP3aIHATa
BeuHocT? Kaze € MecToTo Ha (haHTacTHKaTa U Jaiy Ke Ce MOTPEIIN aKo ¢e OIUIEMEHH YyAECHOTO
CO Hay4HO-()AHTACTMYHOTO YyJECHO, MOCEOHO Kora CTaHyBa 300p 3a IIOHOBOTO IPO3HO
OCTBapyBame Ha akajeMuk Brama Yporresuk? [pamiama kou ke ce NPOBIEKYBaaT HU3 MOJOT
Hay4eH TEKCT M KOM Ke ce OOHIaM KOPHCTEJKH Ce CO JIOTWYKH M AHAIMTHYKH METOJ 1a TH
o0jacHam.

2. Hexkou Teopucku corjieAyBama 3a MHUTOT, (aHTACTHKATA M Hay4yHaTa
(¢anTacTuka

Murtor e €JICH BUJ CakpaJHa IpHUKa3Ha KOja € J¢JI O KOJICKTUBHOTO 1 aHOHUMHO YCHO
TBOPEIITBO KO€ MPOU3IECryBa O €AHA KyITypHa Trpyma. 360pOT MHT TOTEKHyBa O]
CTapOrpukuoT 360p ,Mythos’ mro 3uauwm ,,360p, ckasHa" WM ,pHKa3Ha" . DAHTACTHYHOTO BO
OJIHOC Ha CBOETO €THMOJIOLIKO 3HAUYCH:C HE MOBP3yBa O 360poT (anTasuja cropen Kynapkoa
(2007: 567) 'charen kako CMOCOOHOCT Ha YOBEKOT Ja IOKHBYBA CEH3AIMU Mely ceTwiara W
MHTEIEKTOT, HO M Kako TBOpeYKa akTWBHOCT.. Muronorujara criopen baprt (1979) moxe ma
6I/ID,C CaMO HMCTOPHUCKH IOTKpEIEHa UJIKM BTEMEJICHA BO MHUHATOTO, 3aTOA LITO MUTOT € IPEA Cé
roBOp KOj € on0paH o HcTOpHjaTa 'TOj HEe OM MOXKEN Ja MOTEKHyBa O] camara Mpupoja Ha
npenmernte.’ IIpaBejkn XPOHOJOIIKH aHAIM3M 32 MUTOT ce Joara 0 MPEeICOKPATOBIUTE KOH
cBojara ¢dmrozoduja moBeke ja CBeAyBaaT Ha HHBO Ha MHT IOCeOHO Kora ce 300pyBa 3a
OCHOBHHUTE €JIEMEHTH Ha KOM Ce IpEeHHIlyBa co3laBameTo Ha cBetoT. Bo XIX Bek, kora ce
pa3BHBa aHAJIMTHYKATa MHCIa C€ HAMETHYBAa W [ICHXOaHAIM3aTa Kako MOYHOCT 3a
UHTEpIIpeTalMja Ha MHUTOT, co3fganeHa onx ®Ppoja, a mpommpeHa oxa Jynr. Bponucnar
ManrHOBCKH TIOCOYYBa Ha OJIMCKaTa BpcKa MoMely MUTOBHUTE M OIILITECTBEHUTE YCTAHOBH, LITO
ro o0jacHyBa MHTOT KakO TpPAaBUIHHK HAa OIIITSCTBEHHUTE OOWYaH W BepyBama.
Crpykrypanmuctiukute rineanmra Ha Kimox Jlesu-Ctpoc, Kom naBaaT aHTPOTOJOIIKHA ITPUCTAIT
KOH MHTOT, IPETCTaByBaaT eIHO MPOJOJDKYBAbEe Ha TIIABHUOT KOHIENT Ha MalnHOBCKH, a TOa €
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BpcKata Mefy MUTOT M omuTecTBoTo. CTpoC ro Iiiefa MHTOT KaKO HAYHH HAa KOMYHHKAIIH]a,
HCTO KaKO ja3WKOT U My3uKaTa. HcrpaxyBamara Ha Onra MuxajinoeHa ®pejneHbepr, Bogar Ko
(bakToT JiIeka MUTOT C€ MOBeke MOYHYyBa Ja ce JOOJIMKYBa JI0 JIOTOCOT BO MOMEHTOT KOra ce
CIlydyBa W HETOBOTO JOOJIIKYBame M0 (OJIKIOPOT M KOra MOYHyBaaT Aa ce YNoTpeOyBaaT
HOUMH KOU UMaaT PEeaMCTHYCH IIOTJIe]] Ha CBETOT. BO KHIIKEBHOCTA KOja ce CO3/[aBa BO MOHOBO
BpeMe UMaMe J0CTa MPUMEPH Ha TEKCTOBH Kajle ce CpekaBaaT MUTCKA HHTEPTEKCTOBH KOU MOJKE
Jia ce IPEI03HAAT MPEKy JIMKOBH, HACTAHH, IPEAMETH, HO M KaKO I1eJl BMETHAT MUT KOj MOXeE J1a
nobue pyHKIIHja Ha TapoIija WK MOXKeOH caMO e/IHa MPeKpacHa Wily3uja WiIH MUCTH(UKAIIH]a.

daHTacTHKaTa BO KHIDKEBHOCTa MOXKE Jla ce OOjaCHM Kako O3HaKa 3a HEIITO IITO €
MPUPOTHO HEBO3MOYKHO, HEIITO IITO I'M CMECTYBa M JUKOBUTE, M HACTAHHUTE, HO M YUTATEJIOT Ha
¢/lHa JIMHMja MOoMery, Kora IOo4YHyBa Jia ce I'yOM OCEeTOT 3a PeajHOTO M HPEaJHOTO, jaBeTO U
coHOT. IIBetan TonopoB ro yIBpayBa MECTOTO Ha (paHTACTUYHOTO Mely UYAHOTO U 4yJECHOTO,
nmonexka Poxe Kajoa ro mocraByBa BO OIO3MIMja Ha YYyJECHOTO O0jacHYBajKH JeKa BO
(aHTacTHKATa YYHAECHOTO, HEOOWYHOTO M HEBO3MOXKHOTO C€ IPETCTABEHH KaKo CTBapHH,
uctuHUTH. HO, KOpennTe Ha daHTacTHKaTa cMeTaM Jeka Tpeba ma ce Oapaar BO OICEroT Ha
qynecHoTo. * VIMeHO (aHTacTHKaTa ro IpeTcTaByBa KOHGINKTOT KOj HACTaHyBa CO ONOHEHTHO
CyAUpame Ha PeaJHOTO U MPEaJHOTO BO €IHA HEepealHOCT WIM HEeCTBAapHOCT. Taa ce co3nasa,
Kako [mTo HcrakHyBa Ypomiesuk (2005) 'BoO OHOj Mur Kora CTpaBOT IIpei I0jaBaTa Ha
MPAIMOHAJHOTO BeKe HE € BHCTUHCKH CTpaB, TyKy HErOBO apTU(DUIMENHO WMHTHPARE,
MOTTUKHATO OJ] €/IeH BHUJ HOCTAJITHja II0 BpeMHbaTa Ha HeKOTalllHaTa HauBHOCT.'

Ho, danractukara co3gaBa amaiaraM He caMO CO MUTOT TYKY M CO HaydHara (aHTacThka
Kora € BO TNpamiamke Inpo3ata Ha YpomeBuk. Buimjam bapoy3 ja neduuupa nHayunata
(haHTaCTHKA KaKO 'MHUTOJIOTHja HA KOCMHYKaTa enoxa’, a JIuk ne Boc Bo 0flHOC Ha UCTOTO BEH
Jeka 'Taa e camMo Metadopa Ha cakpanmHarta uctopuja.’ Hoptpon ®paj ykaxyBa Ha Toa JieKka
Hay4yHaTa (paHTACTUKA € 'BHJ POMaHCa CO CHJIHA BPOJCHA TCHACHIMja KOH MUTOT.. YPOIIEBUK
(2005: 255-256) ApxerumoBuTe Ha JyHI HMCTO Taka MOKE Ja HajoaT MeCTO BO HaydHara
(baHTaCTHKA KOja IIPABH €IHO MOIMJIATYBAEhe HA MHTOT M C€ KOPHCTH CE MOBEKe KaKo MPUCYTHA
CIDKETHA JIMHHMja BO KHI)KEBHUTE TEKCTOBH Ha IOHOBHUTE aBTOPH, Mel'y KOU ce Haora U akaJIeMHK
VYporieBuk.

3. Amaiaramute Bo pomanute ,/luBa nura“ u ,HeBecrata Ha 3mejor” on Baana
YpomeBuk

MHUTCKHOT aMaliraM BO POMaHOT ,J[uBa nura“ Ha VYpOIIEBHK € TPETCTAaBEH NPEKy
KyJATHUTE MecTa KOM Cce MpenuinyBaaT Ha 6oror Mutpa u Ooxunara M3wpa, Kako U MpeKy
MHUTCKATa aJIXeMHCKa CHIKEeTHA JIMHHja Koja ja Hocat , [IpocBernenurte Opaka on Asuja“. Borot
Mutpa npeTcTaByBa Mepcrucko 00XKECTBO M KyATHHOT MUT 33 HETO BEJIM JIeKa TOj HaCTaHyBa OJ
kapna. M3unma, mak mnpeTcTaByBa erumercka Oo)kuIa Koja Owia MHOTY IIOYHTyBaHa BO
XEJICHCKHOT ¥ BO PUMCKHOT cBeT. CamaTa Hapaluja Ha pOMaHOT CO3/aBa eJICH PHJjaTCH KOHTAKT
CO MHUTCKAaTa OCHOBA U HAMETHYBA Pa3MHCIyBamba KO HE BILIETKYBAaT BO aMaJraMOT Ha TEKCTOT
€O apxuTeKcToT. borot Mutpa Ha TepuTopujaTa Ha MakenoHHja, ceMUHapcKara 3aji1ada Ha Maja,
OTBOpa IIPOCTOP 32 HCTPaXKyBarmbe M IOKAXKYBAE HA CAMHOT KYJIT KOH 0Ba O0XECTBO Ha OBHE
MPOCTOPH, HO W Haolame Ha JI0OKa3 3a MOCTOCHETO Ha BEPCKU OOjEeKT KOj CBEOOYM 3a
[PaKTUKYBalkEe Ha MHUTPAMCTUYKAaTa peiuruja. WHUIMjaUCKUOT AeN Of MHTOT € BO 1IEJIOCEH
COOJIHOC CO WHHUIIMjallWjaTa Ha TJIaBHUTE JIMKOBU OJ POMAHOT, YMj MPOLEC Ha CO3PECBAmbE Ce
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OCTBapyBa NpPeKy TEKOT Ha YyIHHTE HACTaHHW, HA NpoQecHoHaNeH, HO M Ha JHMYeH IUIaH.
CoBpiueHara npupoja Ha oBa 00XKecTBO HE MOBP3yBa M CO HMiecosorujara Ha , [IpocBerienute
Opaka“ KoM MMaaT BHCOKO TIOCTaBEHA IIeJ 3a OTKpHBame Ha ['ojemara BUCTHHA KOja JOKOJKY
NPABHUIIHO C€ CIIEH Ke HE JI0BeIe TIOBTOPHO 10 60roT MuTpa 1 10 BUCOKAaTa MOPAIHOCT KOja TOj
ja mocTtaByBa mpej OHHE KoM ro cieaaT. KyaroT koH erunerckara 6oxuna M3una, He3aBUCHO 01
(akTOT Jeka MPOHAjACHOTO Mapye O HAKUT KOj BOAM 10 oBaa Ookuia oja cTpaHa Ha bojaH,
MpeTcTaByBa e/leH BepeH dancudukar koj e HanpaeH o1 MHTepron 3a fa ce ¢patn KpUMHHAIHA
rpyna Koja IejcTBYBa Ha OBHE IPOCTOPH, TO BOIHU apXeoylorot 1o JIyBp M 10 OTKpHBame Ha
BUCTHHATa 32 OPUTHHAJIOT KOj € CMECTEH M BHHMATEJIHO ce 4yBa Bo My3ejoT. Ho, monpymckure
npoctopur Ha JIyBp ke OTKpHjaT U €[Ha ApYyra BUCTUHA KOja € MOBP3aHA CO JEjCTBYBAMETO U
MUTOT 3a ,, [IpocBeTneHuTe Opaka“, HO M y4ecTBOTO Ha AManuja ne Pozanue BO JejcTByBamaTa
KOM MMaaT MHUCTUYHA Ipupoja. Kora ke ce 3a0KpykH LIEIOCHO Hapanujarta, Kora ke ce cocraBaT
CHTE KOIKH O]l TEKCTOBHHOT KOJIaX, Ce€ jJoara 0 KOHCTaTamujata neka mymuure ox Jlysp ce
OHME KOM Ouiie 3a0eiexaHu Ha MpOCTOPOT Ha MakeloHHMja Kako aBaHTypucTH oJ PpaHuuja
yIITe Bo AanedHara 1788 roauHa Ha KoM UM ce TyOu Tpararta, a Mely KOM ce Haolaja U camara
Awmanuja. Hema na norpemaM ako KOHCTaTHpaM JIeKa CeTO Toa € eCH MPEKPaceH MUT KOj BOIH
JI0 TOCTUTHYBam-e Ha jkeJi0aTa 3a elHa IIOBHCOKA I1eJ1, IIOBHCOKO HUBO Ha CBECTa JI0 KOe MOXe J1a
CTHTHAT CaMO [IOCBETECHHTE.

Bo texcToBHaTa urpa Ha YpOLIEBHK ce MpaBy YIITE €eH MHTEPECeH aMaliraM co MUTOT,
HO TOj cera MMa eaHa MeTaUKIHCKa IOCTaBeHOCT BO ONHOC HAa MHCTaHmara Bpeme. Kora ce
OpraHu3Hpa MoCJIeAHUOT CracyBavKH Moxoja Ha bojaH, Maja u JluMye HacOYEH KOH 3aCIICTICHUTE
Tparaud IO MaTepHjalHu OorarcTBa 4yj maT BOAU JUPEKTHO A0 MHHUPAHHOT MUTPapHUyM,
YpouleBuk co3iaBa eHa MHUTCKa CHHECTETHUKa MeTadHKIHUja Koja ce o(opMyBa BU3YEIIHO
NpeKy 3BYKOT Ha CTpaIllHaTa eKCIUIo3Hja. Bo peaHuOT mpocTop, MPeKy OBOj MHUTCKH HapaTHBEH
npuMep ce BHecyBa (aHTaCTUYHOTO, KOe ITaKk Jo0WBa eQHAa coceMa HOpMallHa W peaiHa
JMMEH3Wja BO TOj IPOCTOp M HA KOj HEMa Ja TorpeniaM ako My JAajaM ompenenda Ha HaydHa
(aHTacTHKA.

Yectonatu YpoIIeBUK BO MMAarojiorujata Ha KyJITYpPHO OOYCIIOBEHHUTE MPETCTaBU KOU
JIe)KaT BO MCEHTAINUTETOT Ha JIy[eTO KOM CO3[aBaaT OAPEACHH CIHKH 3a APYrH HPOCTOPH,
KyITypU KHMXEBHU JIMKOBM M IIOCTAallKU ja Kpeupa Taa HaydHO-(paHTacTH4HA ciuka. Taxa
aBTOPOT 3Hae OJ Ma3apCKUOT MPOCTOP Oa CO3/lalne eAHA WIy3dja Ha PUTyal Bp3aH 3a CTapH
WH]IMjaHCKH Hapoau. Pa300jHUKOT ro croperyBa co BEpCKH NMPOTIOBEAHHUK KOj TaXKU BP3 CUTE 3714
Ha 0BOj cBeT. Ha apxeomoror bojan, YpouieBuk My JozenyBa yjaora Ha BOMH KOH KOTO CE
YCTpEeMEeHH OpYXKjaTa Ha BaApBAPCKUTE BOJHHIIM, & HETOBHOT CTaH KOj € CMECTEH Ha BTOPHOT KaT
ol enHa craHOeHa 3rpajaa, AoOWBa M3rJe] Kako Ja € Jejd Of €JeH IOJABOJEH Ipaj BO KOj
MPOCTOPHHUTE T0OMBAAT YMHOXKYBauKa MEPCICKTHBA OTBOPAjKHU Ce KOH MEITepCKuTe e3epa. Taka
MO3aMKOT COCTaBEH O]l HEKOraml W AEHEC, OJ OBJIE W HEKOW NalieYHH NPOCTOPH, MPaBU eIHA
(aHTacTHYHA M MUTCKa aMalraMHa BPCKa HHU3 KOja KaKO Tparad MHHYBa YUTaTENOT H BKyCyBa
O]l €JIUKCHUPOT HapeyeH- KpeaTHBEH YNH KOj OTBOPA LIMNPOKH BHIMIIH.

PomanoT ,,HeBecTara Ha 3MejoT" 1IeJIOCHO JHIie BO TOj MUTCKH MPOCTOp 000eH co Oojarta
Ha (paHTACTUYHOTO. MUTOT MPBEHCTBEHO IO MMaMe Kako OCHOBa Ha Koja ce 0a3upa W camara
KOMIIO3HUIIMja Ha POMAHOT, IIPB ¥ BTOP J€JI WIIM HACTAHH KOW c€ OABHBaaT BO ['OpHA W HACTaHH
ko ce oxsuBaar Bo Jlonna 3emja. Camuor YpolIeBHK BOAEJKM CE€ O]l CBOMTE CO3HaHHWja 3a
MHTCKaTa MOCTaBEeHOCT Ha MPOCTOPOT, HO U 3a JIa HU IO OJICCHH YHUTABETO M Pa3OUpameTo Ha
HETOBHOT TEKCT, Ha KpPajoT OJ pPOMaHOT BMETHYBa HOJAaTOK BO KOj  METATEKCTOBHO
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(yHKIMOHMpaaT oxpeneHH murati. Ho, mpBu4HO OM ce 3anp)kana Ha TonoHuMHTe ['OopHA M
JoiHa 3emja 3a KOM MOXaM J1a IocoyaM JieKa ce cpekaBaaT Kako CHMOOJIH BO HEKOJIKY IPUMEpH
on bankanckute HapoJHM NPHKa3HH KOM HMMaaT KocMoJjomka ompenenda. Kora ce cosmasa
BCeJIeHATa, 3eMjaTa akTUBHO y4eCTBYBa KaKO MPBHYEH €IEMEHT 3aeIHO CO BOJATa, BO3LYXOT U
OTHOT. BO KOCMOTOHHCKHTE MHUTOBH € HArJIaCeH HEj3MHUOT JKEHCKH OOTOTBOPEH MPHHIIMUII,
CIPOTHBCTaBEH Ha '00XKECTBEHUOT conpyr-HeboTo, co KOro 3acJHUYKH ja ypenyBaaT BCeleHara,
HCTIONHYBAjKH ja co 60KecTBeHM U apyru cymrectBa.” Bpaxumoscku (2000) OBa He motceTyBa
Ha KOCMOJIOIIKATa MPEeTCTaBa Ha CBETOT Kaj JIoroHuTe, Kaj KOM MOCTOjaT CeayM TOBPIIMHH Ha
I'opnata 3emja Ha KoM OAroBapaaT cegyMTe NoBpIIKHY Ha JlonHaTa 3eMja, IPU IITO MPUCTAI O
€/lHa BO Jpyra o0IacT Ha BaKBaTa BEPTHKAJIHA CTPYKTYpa Ce peaii3upa CaMo BO HCKIIyYHTCIHH
cyqan.” Ypormresuk (2008:195) Bo pomaHOT, IOTONEMHOT e Of JEjCTBOTO CE€ CIIydyBa BO
I'opHa 3eMja Koja MHTOJONIKH € IOBP3aHAa CO apXaWyHHTE MPOCTOp M BpeMe, KaKo EIHO
'[10jZIOBHO HMBO Ha OPHEHTAIlMja BO BEPTHKAIHATA KOCMH3aIja Ha mpoctopoT.” (B. Ypomesuk
2008: 194) Topra 3eMja ro mpercTaByBa MHTCKHOT MpocTOp, noxeka JlomHa 3emja ro
IpeTCTaByBa MCTOPUCKHOT IPOCTOpP. BpeMeHckara pamka e passiMdHa OJf SIHHOT BO JPYTHOT
MpPOCTOp, Taka IITO Bo I'OpHa Biajee apXamdHOTO, MUTCKOTO BpeMe, nojaeka Bo J[ojHa Toa e
ceramuoTo Bpeme. [Ipen cé o 'opra 3emja c@ e CBefeHO Ha YyjecHaTa BOJIIEOHOCT YIITE O
MOYETOKOT Ha pPoMaHOT. Ha >XMBOTHHTE MM ce HOJelyBa LEJNOCHa OaCHOJIMKOCT, IPEeKy
crocoOHOCTa 1a 300pyBaaT, a Ha YOBEKOT MY C€ MNPENHUIIYBa HCTAaTa YyJecHa MOXHOCT Ja
KOMYHHIIPA CO HUB. 3a Ja Oujie ylITe MOUHTEpECHa Taa aJeropuyHa (paHTacTHKa, Ha TIIYIMIEOT
Mus rattus My ce naBa KapakTEepHCTHKa Ha BUCOK HHTEIEKTyaJell KOj MMa TOJIeMH MO3HaBamba 3a
TaMHCTBEHATA IPHPOJa Ha YyJHHUTE HEIITa KOU TO ONKPYXyBaaT 4YoBeKOT. TokMy Toj MuUs rattus
ke Jaje CBOe Hay4dyHO o0O0jacHyBame 3a IOCTOCHETO Ha alxeMHujara, Hej3uMHaTa BHCOKa
(unozoduja, Kako U MUTOT TIOBP3aH CO HEJ3MHOTO OOKECTBEHO MOTEKJI0. E30TepruHITE 3HacHa
KoM ce nosHatH 3a ITarentenuja, Kenemot u 3mejot, 3a JIeHKO ce HEINTO Yy HO, TAMHCTBEHO U
BoJIeOHO. HEeroBHOT yM He ro TMo3HaBa TOj KOJA. 32 HEr0 OKYJNTH3MOT Ha MPOLECOT CO KOj ce
3aHMMaBaaT OBHWE TYIMHLH € BHCTHHCKa eHmrMa. Ho, Mus rattus oBaa okynTHa eHHUTMa ja
NPETBOpa BO INpeAaBame 3a €30TepHYHMTE 3Haewa. BUCTHHCKaTa ()aHTACTHKA ce CO37aBa CO
¢urypara Ha 3MejOT U HEroBaTa MOXHOCT 3a UHTamE JUTEpaTypa, Kako U JapOara na 300pyBa,
qyBcTBYBa M pazmuciyBa. Cropen T. BpaknHOBCKH, 3M€JOT € MUICKO CYLITECTBO KO€ I'H
CIOjyBa €JEMEHTHUTE. BOJA, OTaH M BO3AYX CO aTpHOYTH Ha )KUBHOT CBET 3MHja, NTHLA H CJI.
3MejoT, HoceOHO BO HApOIHATA MaKeIOHCKa JINTEpaTypa, IIABHO € MPETCTABEH KaKO 3aIITUTHHK
Ha HaceJIeHO MECTO M € LEJOCHO HAcO4YeH IPOTHB JIaMjUTe M HHUBHHTE 3iojena. Ilocrojar
PasnIYHE KiIacH(UKalUy KOM ce OJHECYBaaT Ha IIOTEKJIOTO Ha 3MEjOT, HO IJIABHO THE C€ O]
AHTPOIIOMOP(HO ¥ 300MOpdHO HoTeKsio. DaHTACTUYHATA CIIMKA ¢ 300raTreHa CO BH3YCIHHOT
JICKOp BO Hapalujata NpeKy JIpBOTO YHMH JIMCTOBM HMMaaT CHOCOOHOCT aa 30opysaar. Bo
IUITAaHMHATa UMa BaMIIMPH, BPKOJAIM M Yy/AeCHA BelITepKa-liemTepka. MiMa u Apyru NMpuUCyTHH
JIMKOBM O]l MPHKAa3HHTE, HCTOpHjaTa M MMHATOTO Kako mro ce: Jlyma I'y3emu, Myaperor,
[JIACHUKOT M OaxpHjyHaKoT KOM HMHTEPTEKCTyalHO c€ BMETHAaTH BO HOBHOT TekcT. IToceOGHO
UHTepeceH (paHTacTHMYEeH MOMEHT € IpeMHHOT ox ['opna Bo Jlonna 3eMja kage ce HOCTaBEHH
MOCEOHN aIMHHUCTPATUBHU TakcH M 3a0paHH CO KOM CE OrpaHudyyBa €IHHOT OJ APYTHOT
npocTop. BpeMeHckaTa MalnHa JaBa efeH TypOyleHTeH U Op3 MpeMUH HU3 MalHMIICECTHHTE
BPEMEHCKO IPOCTOPHH IUIACTOBH KOM 32 JIeHKO MpeTcTaByBaaT eleH IIapeH 3eMjeH KOJaX BO
KOj CEKOj CErMEHT OJ] OCTOCHETO CH Haora cBoe MecTo. CaMo 3MejOT MMa CBOj NMPEMHH KOj HE
MOJJIOKH Ha OTPAaHMYyBamEe 3aToa IITO TOj CO ce0e ja HOCH yHHBEp3allHaTa MUTCKa HapagurmMa
KOja € CenpucyTHa U BEYHa.
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Beke Bo [lonHa 3emja moBeke MPOCTOp Ce HM3ABOjyBa 3a (YHKIHOHATHATA MOK Ha
Hay4yHaTa (aHTacTHKa 3aT0a IITO BO MCTOPHCKOTO CErallHO BpeMe M BO ypOaHHOT MPOCTOp ce
CMeCTyBaaT MUTCKHUTE jyHaly. BemTepka-memrepka cH Urpa coO CBOMTE MOKH U T BLAIIyBa
JIyfeTo KOM ce HaoraaT BO Hej3uHa Onm3uHa. Taa cera e aTpakTHBHA AaMma cO Hao4apu Koja To
MPUBJICKYBa BHUMAHHETO Ha CHTC MUHYBa4M, a CIMHCTBEH 3HaK KOj ja OTKpHBa HEj3MHATA
MHTCKa NpHUpOJA Ce IIAPEHHTe OYM U CHOCOOHOCTa Na mpeodpa3yBa ONPENCHH MPEAMETH.
Iarentenuja, Kenemot u JIeHKO ce COBPeMEHH, HO UyIHH My3HYapy KOM 0apaaT Tesra 3a 1a
3apaboTar M Taka ja COKpHUBAaT CBOjaTa apXandHOCT. 3MEjOT TaK UMa Yy/IeCHa CeNPUCYTHOCT, HO
TOj cera ocTBapyBa YILITE MOr0JeMO BOJIIENCTBO. Jloara Bo cnac Ha cakaHara Jletka co rpyna
3MEjOBH U JAPYTH CYIITECTBA KOU YMHAT €JECH MYITUKYJITYPEH KOJax Ha ypOaHOTO HEOO U
BOjyBaat co ImedoT U TeJIOXPaHUTEIUTE KOH CE OIrOBOPHHU 3a rpabHYBameToO M 3J0yHoTpedaTa
Ha Jletka. Bo camMMOT HacTaH ce OTKpHMBA TajHaTa Ha ajeropuyHara (paHTacTHUKa Koja ce
OJTHECYBa Ha €IHO OJ] 3JlaTa Ha COBPEMEHHOT W ypOaH CBET, 3J0ynotpedaTa ¥ TProBHjaTa CO
nyre. [lpucyTHuTe ycmeBaaT Ja ja ocTBapaT cBojara 3amada Bo JlonHa 3emja, ITOCTOjHO,
CTpaTellKu U €O IeJ0CHa MPO(ECHOHANTHOCT, HO BpaKameTO HAa3al KOH CBOjaTa JaleKy
nocnokojHa I'opHa 3eMja HOCH HEIUTaHMPaHU MPOOJIEMU KOU OBTOPHO K€ HalpaBaT aKTUBAlWja
Ha (paHTACTHYHHOT eJEeMEHT MPUCYTeH BO HEOrPaHHYEHHTe MOKM Ha BOJIICOHMYKATa H
OKYJITH3MOT KOj Taa ro mpeTcraByBa. BpeMeHckaTa pasiuka Koja ke ja mo4yBCTBYBaaT MUTCKHTE
JIMKOBH BO HHBHOTO Bpakare Ha3aJ BO IPUPOJHUOT MPOCTOP € eJHa Karactpoda Koja 3Hauu
CYZUp CO €IHO NOHOBO apXaW4HO BPEME WM BpeMe OJIMCKO /IO CErallHOTO, KOra ce ClydyBa
MacoBHa Tpecesda ceylo-rpaja u Kora ru Hema jaeno VMean um 6aba Mapa Bo peanHocta. Ho, BO
TOa, HOBOCO3JIaJICHO HapaTHBHO BpeMe, MOCTOM 3MejoT M HeroBara JbyOOB KOH JIeBOjKara
Jletka, mocToM BeIITEpKaTa Koja MOKe [a IPaBU pa3HU YyAECHH HEIITa U IOCTOjaT CBEJOIH KOU
C€ YIITE MOXKAT Ja UM JaJaT peaJHu AUMEH3HUU Ha CbaHTaCTI/I'{HI/ITC CJIydyBama.

Ho MoeTo noxuByBame Ha 0OBOj pOMaH Ha YPOLIEBHK HE OW OMIIO KOMIUIETHO IO OJTHOC
Ha IOCTaBEHOTO Oapame O] OBa IOIVIaBje, JOKOJKY He T'M omdaram Beke CIOMEHATUTE
METaTeKCTyallHUTe IPUMEPH KOM TH JaBa CaMHOT YPOIUCBHK BO [OAATOKOT, a KOU ce
oJHecyBaaT Ha 3MejoT. BeylmHocT cranyBa 300p 3a elleH MHTEPTEKCTyalleH HOJATOK KOj HOCH
HacloB ,30MpKa paKONUCHM HCIMCH LITO ja cocTaBWwi JIeHKO M Koja € HajaeHa BO Heromara
octaBuHa. Bo THE pakoNMCH IOCTOjaT IMTATH KOM CE€ OJHECyBaaT HAa OJraTHYBame Ha
MHTCKOTO CYLITECTBO-3Mej, KOM JIeHKO TH BOIM Kako IUIOA HA HEroBoTO 0O(GOpMEHO
oOpa3oBaHHE KO€ Ce CIydyBa IO HMHHIMjAlUCKOTO IaTyBame. Ha MHMTCKOTO TOJIKyBame Ha
3MejoT, OBIIE Ce JaBa €AHA HaydyHa JMMEH3Hja Koja ce OJHECyBa Ha M3IIEIOT Ha 3MEjOT.
CriojyBajku To T0oa co GONKIOpUCTHYKaTa TucKycrja Ha Huna AnacracoBa-llIkpumapuk, 3mejot
€ NPeTCTaBeH KaKo HEeOECHO-XTOHCKO O0KECTBO. '3MEjOT € YHHBEP3aJHO MHUTCKO CYIITECTBO,
MPHUCYTHO BO CHUTE CBETCKM MHUTOJIOTHMH , HO €O pa3nnuHu (yHkuud. 'JIBojHaTta mpupoaa Ha
3M€jOT, 3aUyBaHa BO JIPEBHUTE MUTOBH M BepyBama, IPOU3JIETYBa O] Toa IITO TOj I'M 00eAnHYBa
CIPOTHUBCTABCHUTE E€JIEMEHTH. BOJA M OraH. Bpckara co THE JBE CIIPOTHBCTABEHH CTHXHUU €
Me/WjaTiBHA, a 3MEJjOT € KOCMHYKH MeIujaTop U Mery HeOoTo M 3emjara... 3MejoT ce jaByBa
Kako (akTop Ha OJIp)KyBame Ha KOCMHYKAaTa paMHOTE)Xa, Ha BOJCHHOT, TOIUIOTHHUOT H
CBETJIOCHHOT OanaHc BO BcesieHara. AnacrtacoBa - Illkpumapuk (2004: 277) Tokmy 3aroa Taa
MHUTCKa MOXXHOCT Ha 3Me€jOT 3a HpucycTBO M Bo ['opHa u Bo JlonmHa 3eMja MCKIydyBajKu ja
OTrpaHMYCHOCTA HA NMPEMUHOT. AMOMBAJIETHHOT OJHOC KOH 3MEjOT, MPBHYHO IO MPETCTaByBa
KaKo IPOTHBHHK Ha XepOjoT, a MOTOA M KaKO HeroB MOOpaTUM BO MOTparara no cakanara Jletka.
3MejOT MCTO Taka € MPETCTaBeH M Kako eIHO (haHTACTUYHO CYIITECTBO KOE € NpUMep 3a
IUIEMEHCKH KOHTJIoMepat. VIMeHo Kora 3allodHyBa CIIOjyBameTO Ha POJOBHTE BO OpaTcTBa M
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IUIEMUBbA, TOTAll CE COEJUHYBAaT M HUBHUTE OOXECTBA , TOTEMH U JAPYIH CyIITecTBa. Tue
CyIITeCTBa IIPBUYHO CE& KOMITO3UTHH, a MOJOIIHA jaCHO MOXeE Jia Ce BOOYH KOj el OJ] TeN0TO Ha
KO€ JKMBOTHO My Ipumara. Taka ce ImpeTnocTaByBa JeKa € HacTaHaT U 3MejoT. [lountyBajku ru
OBHE KapaKTePUCTHIHU MHUTEMH, Y POLIEBUK IO CO31aBa COICTBEHHOT TEKCT BO KOj aMaJlraMHO
IO BP3yBa MUTCKUOT U ()aHTACTUUHHOT aPXUTEKCT.

4. 3akiay4ok

Ho, oBa He 3HauM Jeka TEKCTOBHTE KOU Oea MpeJMeT Ha MOECTO UCTPa)KyBame ja 100uja
cBojara nesnocHa u (uHanHa BapujaHta. OBHE TEKCTOBH OTBOPAAT MIMPOKU MHTEPTEKCTOBHU M
WHTEP)KaHPOBCKH JIMjaJio3d KOM MOXeE Ja Co3IajaT OOrarcTBO Of TOJKyBama. EIHOCTABHO,
CEeKOE MPENpPOYNTYBamke, 3HAYM OTKPUBAE HA HOBA AaHAIMTHYKA JUMEH3HMja KOja BOAU 10
CO3/1aBatbe Ha HOBA TEKCTOBHA MHTEPIPETALHja.
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Introduction

Women most of their life struggle between what they want, and what is wanted and
expected from them. They are always trying to keep up with all the different roles they have in
life and sometimes fight what they want in order to maintain a certain position in society. They
are always concerned not to lose the good name they tried years to get and, most importantly, not
to be a shame for the family that raised them, and to be an example for the family they will have
in the future.

This paper will analyze, through an analysis of Jane Eyre as a character, the struggles and
the difficulties that women faced during the nineteenth century in Victorian England. It will
examine the restrictions they faced because of their gender, and how they had to suppress their
desires for equality and accept what was socially acceptable during that time.

Jane Eyre is the main character of the novel and through her we come to experience the
world in which she lived and everything that she went through: the emotional, psychological and
physica damage that made her journey even harder. This paper analyses in details all these
stages and reveals the inner thoughts and feelings of Jane, including the things that tormented her
and why she was dways choosing between reason and passion.

Jane is an orphan who lives with her uncle and his family, the Reeds, but when her uncle
passes away, she remains with her aunt and cousins who do not treat her well; in fact, she is
tormented and rejected by that family. Shortly after her uncle’s death, the Reeds send her away
to areligious school called Lowood. The place to which she is sent is not a very good place for
children; they are never well fed and never have enough clothes to keep them warm. However,
she meets Helen and they become friends. She learns quickly and at age of sixteen she becomes a
governess herself, and works there for three years.

It was when she met the owner of the house where she is employed that her life took a
different turn. In fact, it was the action she wanted to have in her life, because his arrival awoke
in her feelings she did not explore before. Nevertheless, it was not easy for her to love her
master, since there were obstacles that stopped her from following her heart. Although Jane has
to choose between mora and immoral courses of action, between right and wrong, in the end she
resolves her dilemmas in order to be with the love of her life with no one and nothing against
them.
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Literaturereview

Different scholars have contributed to the analysis of Bronté€'s novel Jane Eyre by
analyzing it from different aspects, and revealing the depth of the novel and its significance in
literature. One of the obstacles that Jane faces during the phase of her growth and self-
development is the fact that she is poor and this is the reason that she then has to be dependent on
her husband. The following is described by Kate Washington in her article ‘Rochester's
Mistresses. Marriage, Sex, and Economic Exchange in Jane Eyre':

Maurianne Adams's article, ‘Jane Eyre: Woman's Estate’ discusses the problematic

nature of woman’s economic dependence, but focuses on Jane's economic status as one

of many socia and persond obstacles she must face on the road to self-redization.

Similarly, Beth Kalikoff describes Jane as a potentia ‘fallen woman’ who is tempted to

enter an illicit liaison as Rochester's mistress, however, she does not discuss the

economic dependence that Bronté stigmatizes. No critical discussions of Jane's life have
focused on her similarities to Rochester's mistresses or, therefore, to the major sexual

economy of the text. (Washington, 1997-98)

Jane is always concerned about her position in society and tries to make sure and to point
out to her master that she will never accept a position that is not honorable. This attitiude is
presented in the following way by Kate Washington:

Jane's conception of independence, however, does not transcend Victorian paradigms
about the role of women. Jane is still caught up in making sure her motives appear pure to
herself and to the broader society, and she wants to be certain that she has not been
bought. She can never step wholly outside of the idea that marriage is necessarily about
financial status and appearance, which is why she must make her declaration to Rochester
so firmly ‘I told you | am independent, sir, as well as rich: 1 am my own mistress'.
(Washington, 1997-98)

As we have dready stated, she isin search of equality and independence, and sheisin a
way rebellious and goes against her own desires just to fulfill a greater goal. She achieves this
only after she is economically stable, which makes her an equa partner. ‘Jane’s difficulties’ as
Sandra Gilbert clams in her essay, as cited in Murfin (1996, p.466), arise from her
‘congtitutional ire’; As Murfin points out, ‘her quest for equality and selfhood requires and, in
turn, makes possible the gradua moderation of an incendiary rege. Jane's ire comes under
control as her relationship with Mr. Rochester progresses into one of equdity’ (Murfin, 1996,
p.466).

The novel does end with Jane and Rochester happily married. However, it is important to
notice that she found happiness only after Rochester lost his fortune and became dependent on
her. Nicholas Johnson in his article ‘ The Tension between Reason and Passion in Jane Eyre’ puts
thisin the following way:

At the end of many trias Charlotte permits Jane to return at last to her lover. It isawiser
Jane, and aso perhaps a wiser Charlotte who welcomes this happy event. At this point it
seems that the tension between reason and passion should have been resolved. However,
this is not the case. There is no sense of any redistic resolution of tension between Jane's
reasoning and passionate natures. (Allott, 1973)
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Analysis of Jane Eyerein terms of her emotional suffering

Jane throughout the story is always fighting her inner thoughts, inner feelings, and
choosing between right and wrong. She was maltreated as a child and that left her with some
bitter memories from her experiences of childhood. As an orphan, having no one by her side for
comfort, she was most of the time attached to the stories she read.

As she moved to Lowood, the school for orphans, she became alady and was acquainted
with knowledge that suits a lady. Then she became a teacher at the same place. However, her
search for self-development and fulfilment did not stop. She is dways eager to learn more, since
she spent al those years in the same place with the same people.

Even after she became a teacher at Thornfield we can still sense that Jane is looking for
some liveliness, for something that would fulfill her. Sometimes she thinks that there are many
other people who think and feel the same as her and yet do nothing to change their lives, and that
maybe she just has to be satisfied with what she has got, because many have less than her. In the
words of the novel:

It isin vain to say human beings ought to be satisfied with tranquility; they must have
action; and they will make it if they cannot find it. Millions are condemned to a stiller
doom than mine, and millions are in silent revolt againgt their lot. Nobody knows how
many rebellions besides political rebellions ferment in the masses of life which people
earth. Women are supposed to be very cam generaly: but women feel just as men feel;
they need exercise for their faculties, and afield for their efforts as much as their brothers
do; they suffer from too rigid a constraint, too absolute a stagnation, precisely as men
would suffer; and it is narrow-minded in their more privileged fellow-creatures to say
that they ought to confine themselves to making puddings and knitting stockings, to
playing on the piano and embroidering bags. It is thoughtless to condemn them, or laugh
a them, if they seek to do more or learn more than custom has pronounced necessary for
their sex. (Bronté, 1975, p.111-112)

Jane seems to find the excitement she was looking for when she meets the owner of the
house, she starts developing feelings for him first, and then she fallsin love with her master. The
reason she likes him more is the fact that he makes her life more exciting, he sort of gives her the
fulfillment she was looking for. He is the opposite of her, he is almost twice her age, has traveled
the world, has seen places she could only imagin, and has done things a lady can never do. All
these stories keep her all the more interested in her master.

We see Jane struggling with the issue of equality, not only when it comes to marriage, but
in society too. This is revealed when Jane meets Mrs Fairfax, and she is thrilled that she is an
house-keeper, a position above the servant, and now she thinks herself equal to her. Jane claims
that ‘The equality between her and me was real; not the mere result of condescension on her part;
so much the better--my position was all the freer’ (Bronté&, 1975, p.102)

Jane always wants to be on the same leve with the others, and she does not think highly
of herself when it comes to beauty. However, it might be that for this reason she likes Rochester,
who is not handsome himself. As she explains in the novel, she would not have given him ahand
when he fell off the horse if he was good-looking, suggesting that she did it because she believes
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that a good-looking man might not be interested in her, and a not so handsome gentleman might
be interested in alady like her. Thisis how Jane describes Rochester when she first meets him:

I knew my traveler with his broad and jetty eyebrows; his square forehead, made squarer
by the horizontal sweep of his black hair. | recognized his decisive nose, more
remarkable for character than beauty; his full nostrils, denoting, | thought, choler; his
grim mouth, chin, and jaw--yes, all three were very grim and no mistake. His shape, now
divested of cloak, | perceived harmonised in squareness with his physiognomy; | suppose
it was a good figure in the athletic sense of the term--broad chested and thin flanked,
though neither tal nor graceful. (Bronté, 1975, p.122).

What tortures Jane more is the fact that she has principles by which she lives her life. On
the other hand, she isin love with Rochester and feels as if she did something wrong in hoping
that he would marry her and give her the position of wife. For, she would never alow herself to
be a mistress of his, or something that would go against her beliefs. Bronté puts it in the
following manner:

‘You," | said, ‘a favourite with Mr. Rochester? You gifted with the power of pleasing
him? You of importance to him in any way? Go! your folly sickens me. And you have
derived pleasure from occasional tokens of preference-- equivocal tokens, shown by a
gentleman of family, and a man of the world, to a dependent and a novice. How dared
you? Poor stupid dupe! . . . It does good to no woman to be flattered by her superior, who
cannot possibly intend to marry her; and it is madness in all women to let a secret love
kindle within them, which, if unreturned and unknown, must devour the life that feeds it;
and, if discovered and responded to, must lead, ignis-fatuus-like, into miry wilds whence
thereis no extrication. (Bront&, 1975, p.163)

She has her heart broken and is always split between what she wants and what is right.
She is constantly worried that she will make a wrong decision that will affect her life negatively.
She wants to be loved and respected for who she is, but Rochester does not tell her directly that
heisinterested in her, for he flirts with another woman who Jane think he is going to marry.

Readlizing that she cannot fight the feelings she has for him, she accepts to go and visit her
cousins and her aunt, Mrs Reed. But, deep down she is sad because she thinks that Rochester
does not feel the same about her. As Jane says to herself at one point, ‘I could not unlove him
now, merely because | found that he had ceased to notice me’ (Brontg, 1975, p.216).

Since she cannot accept the position of inferior and subordinate, she aso considers
leaving Thornfiled and finding a job elsewhere, just to deny what she feels and not alow herself
to fall for something she belives is wrong. That is why when Rochester proposed to her and
started buying her gifts she considered writing to her uncle about the inheritance, because
economic stability would grant her an equal position to him, and in return would make her feel a
lot better about her position in society. Jane always has an inner fight between reason and
passion, and reason wins over. Jane finally has that fulfillment she is aways looking for when
she gets the inheritance and when she understands from the family that accepted her that Mary,
Diana and St. John are her cousins. Now, besides having money, she is not an orphan anymore
and that is the real wealth for her: *Glorious discovery to a lonely wretch! This was wealth
indeed! --wedth to the heart!--a mine of pure, genial affections. This was a blessing, bright,
vivid, and exhilarating’ (Bronté, 1975, p.391).
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By the end of the novel, the situation is totally transformed. Rochester is poor, physically
injured and dependent , the way Jane was most of the time. This is how she describes her
relationship with him after the situation is reversed:

I know what it is to live entirely for and with what | love best on earth. | hold myself
supremely blest--blest beyond what language can express; because | am my husband's
life as fully as he is mine. No woman was ever nearer to her mate than | am: ever more
absolutely bone of his bone, and flesh of his flesh. | know no weariness of my Edward's
society: he knows none of mine, any more than we each do of the pulsation of the heart
that beats in our separate bosoms; consequently, we are ever together. To be together is
for us to be at once as free as in solitude, as gay as in company. . . . All my confidence is
bestowed on him, al his confidence is devoted to me; we are precisely suited in character
-- perfect concord isthe result. (Bronté, 1975, p.459)

Having in mind the time when this novel was written, we must emphasize the way she insists on
independence and financia eguality. At a time when women were generaly relegated to
subordinate and dependent positions, she finds arelationship of equality.

Conclusion

Jane Eyre is of great importance to modern literature, because it is one of the foundations
to modern feminist thinking, which leads to women thinking of their rights, independence,
financial status and education. Bronté describes a character that did not have an easy life,
starting from childhood to adulthood. Her heroine faces many challenges in society, and fights to
stand up for herself. However, most of the battles really take place inside her, they are part of
her, in the way she thinks, feels and believes. She has a set of rules by which she lives and
believes. Nevertheless, these ideals and beliefs were shaken when she fell in love and struggled
between what she wanted and what was right. It is important to emphasize that she never broke
her rules of life, and achieved what she wanted only after what she wanted matched with her
beliefs. Bronté chose to give Jane the opportunity to be with the man she loved, only after she
was financialy independent, had a family to support her, and was independent. The author
shows how a woman like Jane can make it and achieve her dreams and goals and still be a
woman and awife. Ultimately, she is a strong woman who does not settle for less that she thinks
she deserves. At a time when women were supposed and expected to be dependent and
subordinate, Bronté presents the world with Jane, who was the opposite of the women of that
time, and shows that one has to fight for what one wants, and believe it can be achieved on one's
own terms.
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Introduction: The semiotic context of the aesthetic

Treating an aesthetic message from the communicational and informationa point of view
gives a semiotician a difficult task in addressing its formational processes. Not only is such a
message not univocal or transparent, but it is as well complex, manifold and poly-semantic. One
should by al means endeavour to see the semanticity it may produce as aresult.

One should be aware of the fact that not only one point of view of treating a message
containing in itself a possibility to transmit such information may be possible, but one should
know as well, that a multi-disciplinary approach within the semiotic method is possible. If one
has, however, to define its aesthetic component, or the messages rendering the aesthetic in terms
of its rightfully chosen constituent elements, one has to treat such theoreticians as Umberto Eco
(especialy Eco, 1979 and Eco, 1968) so as to see the way of its creation. Thisaims at its farthest
possible point, containing various metaphoric references to resolve the poetics or the poetic kind
of writing as atechnique.

It is scientificaly evident, however, that the semiotic method cannot rely on the
communicational component only: such a vision would of course eliminate the other levels
aimed at defining a work’s authenticity. Noting such a concept, it should be obvious that other
analytical levels have to be considered: such as distinguishing between form and contents first,
owing to the Russian Formalists' contribution (see: Beker, 1986) and then, hypotheticaly
establishing the message’s inner relationships, such as in the case explained by Jakobson’s poetic
functions (see: Innis, 1985), as well as, finaly, its openness towards the rest of its remaining
interactive processes. If one views such a phenomenon in the mentioned way, then one is led to
conclude that the levels are multifarious and complex in semiotics: such as the communicative
one, the narrative one, the transformational one as well as the epistemological one. In addition,
one has to ask: what does each of them explicate? And after all, should one take al of them into
account?

It is beyond any doubt that such questions require a detailed elaboration of the concepts
mentioned: or better, a unique scholarly treatment of each of them separately. Approaching the
field of art, however, it should be clear that not only one interpretation of such basic concepts
would be sufficient. | shal try to explicate here only some intentionally chosen theories, which
hopefully shall contribute to the process of rendering a message aesthetic.

The questions which would interest a semiotician in such a context are as follows: who
narrates in Eco’s novel that we attempt to analyze (see: Eco, 2010)? Is it the author himself or
Captain Simonini? Does he redly pass through al of such adventures? Or: which are the
documents, or the realistic elements of such a story described in the mentioned novel? Such
questions lead us to the known semiotic dichotomy between reality and fiction. Findly, in order
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to disclose fiction's metaphoric and connotative references one needs to find out its constituent
parts in terms of various complex artistic messages; or resolve the key question: which element
has been encoded into afictive, artistic redity?

One can aso ask questions of the following kind: why do we see William and Adso in The
Name of the Rose, telling to us, narrating? In the meantime however, it is also true that we can
learn from them so much, in relation to the rest of the characters of the story. It is obvious that
Eco’'s gradua disclosing of various historical reaistic movements in both novels is revealed to
the reader gradually, usualy towards the end of such novels. Nonetheless it is to state that the
author’'s enigma is never disclosed thoroughly, because of the tact which which Eco, as a
semiotician and a writer, leaves the reader to decide: considering thus works of art readable,
open, and permanently interpretable. There is no question but that this view moves the semiotic
levels upwards methodologically speaking, thus, introducing Pierce’s (1960) logical deductive
agpproach, as well as Greimas's transformative method of deduction, basing itself on
epistemologica grounds.

Towards a definition of the complexities of the aesthetic message

R.O. Jakobson (in Innis, 1985) and Eco (1962) have similar approaches in terms of the
aesthetic message’ s definition. One of them is concerned with their rendering as a result of inter-
human communication thus aiming at the metaphorization process, and the second is concerned
with their mutual inter-relatedness, thus attempting even to ‘interpret’ and /or ‘contest’ such
earlier established rules. However, one can never contest both, simply because of these
considerations. While Jakobson rightly defined the instant or the place where a verba sign could
aso be intended and motivated so as to be captured non-verbdly, Eco tried to enlarge the
analytical domain of his language functions, by which Eco explicitly defined the semiotic
message (see: Eco, 1994 and Eco, 1975), on one hand, as well as the aesthetic, on the other.

It should be understood, however, that one cannot treat such theories simultaneously, at
least for the sake of presenting theoretical issues which then need to concretely manifest
themselves, but rather, one has to individually treat them, so as further applicative procedures
may be added aimed at revealing the semiotic levels to be discussed.

| shall therefore be concerned with Eco’s theory here, as one can draw a conclusion on
his postulates in such a way: a way which can make noticeable his double discourse as a
theoretician and awriter simultaneously.

Here is what Eco has to say in relation to this problem: ‘The message of an aesthetic
function is aove all structured in an ambiguous way in comparison to the expectation system,
which is the code’ (Eco, 1968, p.62).° As can be seen, the message here is treated, by definition,
not only as one of the basic semictic elements, but aready treated as ambiguous: i.e. we can’t
speak of it only in the frames of a communicational and informationa process as a whole, as
their indispensable part, but also, we speak of it as an integral part of the process of artistic
expression. After dl, Derrida's concept of différance can suggest such a conclusion (see;
Derrida, 1978). In other words, in the field of the humanities, we have a muilti-functiona
message and not only one single message at atime, as in the rigorous sciences. Moreover, there
are more kinds of messages, a fact which aso speaks of the poly-semantic nature of such a
processing material, which needs to be decoded by certain determined procedures. The
procedures, as may be intended, belong to a semiotic method: either in the sense of juxtaposing

® Thetrandation from Italian is mine.
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phenomena, or in the sense of signification and/or a process of semiosis, which definitely renders
them as meaningful units.

The code itself, (as one of the important components of the communicative viewpoint), or
the processes which lead towards its resolution, is such a kind of component belonging to the
communication process which expects the message as dready processed material. It should
therefore be anticipated that one can find Eco’s thesis here in relation to the over-coding of the
message (Eco, 1975). As a matter of fact, such a situation would mean that the message is
aready coded once, because of its multifarious cgpacities within the semantic spectrum: meaning
that their content is complex and that it is still undetermined, which intends a process that still
has to be done by the code. Such a situation aready represents a double semiotic discourse.
When one speaks of the artistic expression not only have we a triple discourse (Pierce, 1960)
thus being ready to perform alogical and pragmatic signifying process, but it also becomes a part
of the world of possibilities (Eco, 1962), so that one may have a multiple encoding of such a
message.

This kind of a message seen from the communicational point of view, to paraphrase Eco,
is still of an informational character, as long as it does not go through the encoding and decoding
processes. In order to reach the real meaning, such a message should go through some more
changes: one should select the redundant features and decompose or detach them from it. In the
frames of poetics however, Eco treats this problem in another way. Here we cite what he has to

say:

What used to hgppen to the tragic contents according to the rules of Aristotle’s poeticsis
what happens to the aesthetic message: such contents should make happen something that
surprises us, something that should overcome our expectations, even if it was para ‘ten
doxam (contrary to the common opinion). Because of the fact that this event should be
accepted, and would be penetrable, it is necessary that, in the same time that it looks
incredible, it subdues to the credibility conditions; it has to be a certain similarity, it has
to be kata to eikos. (Eco, 1968, p.62) ™

As can be seen, even starting from the older times, some unexpected event should have occurred,
so that the information which isin a permanent movement should have become more precise. By
that, however, it should not be intended that such information (or message in a semiotic sense)
should have been motivated. Eco’s examples in his further elaboration are taken from ancient
Greek Ancient literature, issues like the case of the Oedipus’ complex, etc.

Semiotically speaking, we are aready entering here the field of poetics, although as we
have stated, still seen in terms of communicationa processes. If one combines all these issues, it
isin order to ask which would then be the solution to such sort of enigma as poetics from the age
of Aristotle until today. As a matter of fact, summed up in one statement, that is what Eco
successfully elaborates throughout his theoretical works that we have quoted. Eco further treats
the way in which the message should be motivated, in the frames of the informationa processes:
‘ After this function is absolved, the ambiguous message requires, because of such consequence,
to be intentioned as a primary aim of communication’ (Eco, 1968, p.63).!* The intentionality Eco
speaks of is the message's motivation. How many events, for instance, had to happen, how many
people should have died in The Name of the Rose, so that it could be intended that the books in
the Cathedral had been poisoned? All such events which had occurred in some other time and

® Thetrangation from Italian is mine.
™ The translation from the original is mine.
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socid contexts should have had some reason, so that they could have a consegquence. Besides, the
intentionality, the motive, can be seen in the fact that the readers of the mentioned novel, as well
as the viewers of the film, feel astonished of the occurring events, which otherwise are not
directly linked to the main content’s line of the event, but they simply occur to alow the
intentionality of all other characters: thus, they become part of the poetics of the work.

If such avision in relation to our treated example is not a scientific truth, then one would
ask: isit that the aesthetic message is so simple o that one could easily comprehend it? It goes
without saying that, in such a case, one would not speak even of an artistic creation. Or in other
words in order that we have an artistic work in front of us, its messages should by al means be
coded. That would mean enabling a deductive process within so as to be able to differentiate
what it is that signifies or is being signified. Or more questions: why are so many documentary
resources encountered for instance in Eco’s The Prague Cemetery (Eco, 2010)? How many
characters do we meet there? And, after all, were not dl such characters taken from real life?

The mentioned novel, as a matter of fact, has only one fictive character: Capitano
Simonini. Is it Eco, the rea author himself? How many troubles did he have to pass through so
that he could visit the famous graveyard in Prague? The answer to all of these questionsisin the
aesthetic message: as long as we don't decode these questions, their meaning cannot be
determined. One should be able to conclude from this that Eco aso theoreticaly talks of a multi-
dimensional message, a message which has more than one shape, and which, in turn, is aimed at
its formation: such, as a matter of fact, are the elements that render the message poetical. Here is
Eco’s discussion on the formation of the aesthetic message in stages:

The signification results acquire appropriate significations only from the contextual
integration; in the light of the context they always require successive clarifications and
ambiguities; passing thus through a given signification, but, as this flows, there seem to
be more other possible choices. (Eco, 1968, p.64)™

One has to refer to the context due to the proper meaning selection: namely, to the context which
would for instance have alarger semantic field, according to Eco. However, in order to make the
message understandable, i.e. to reach its proper meaning, we should not have difficulties even
with the selection of such meaning.Here is Eco’s second stage: ‘ The material from which the
signifiers are being made doesn’'t seem arbitrary in comparison to their signified and to their
contextual relation ..." (Eco, 1968, p.65)."*

One would think that this definition is the contrary of what we called the first stage of
Eco’s explication, at first sight. Nevertheless, according to him, the context can also be viewed in
terms of the semantic link within only two words, for instance, which would contribute to the
proper meaning. It means that Eco, in the second stage of explaining the proper choice of
meaning, does not reject the contextua circumstances, but on the contrary, he explains that in the
frames of an artistic text, the combination within used words, for instance in poetry, can aso
play an important part in the metgphorical expression of utterance. After such sort of selection
has been discounted, one should approach the tightening of the semantic field through the choice
of encoded messages for instance, metaphors, in order to achieve meaning.

The third and last stage offers to us a conclusion in relation to this issue. Here is what
Eco hasto say:

2 Thetrandation from the original is mine.
2 Thetranglation is mine.
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The message can imply various levels of redlity: the technical and physica level of the
substance by which the signifiers have been made; the level of the differential nature of
the signifiers; the level of the denoted signified issues; the level of the connoted signified
issues; the level of the psychological expectation systems; logica or scientific ones to
which the signs refer: to these levels however, a system of homologous structura
relations is being established, as if al systems were definable, and they redly are, based
on asingle general code which structures them all. (Eco, 1968, p.65)*

As we can see, Eco completes here his definition in relation to the message as an informationa
and semiotic entity. What one may deduce from his theory is that because of the proper decoding
of the writer's message, or whichever other message, one needs a gradualness in the procedure,
or: the decomposition of the poly-semantic status of the message is agradual procedure.

The levels mentioned by Eco himself are the phases, the graduaness of the message's
transformation - from information to a decent message, which does not remain only in the frames
of the physical level, but can aso be allegorical and poetical.

Conclusion: message as part of a communicational process

| hope that it was possible to show here that the message is an integra part of a
communication process. It can aso be seen, however, that in terms of the artistic expression,
specificaly, the message should be encoded more than once, so that one can decode its poetical
value. It is therefore necessary to emphasize, as | believe to have shown, that the message,
athough being apart of the logica and pragmatic approach to semiotics (which, in turn relieson
its precision), can and should have an artistic status if properly encoded and decoded according
to the mentioned chain of semiotic systems.

As a conclusion one could say that precision as an indispensable element of the message
varies, thus its ambiguity comes into play, in the shape of a double deep structure, which is
aready a part of an openness of interpretation within the artistic field. After all, as one can see,
such contradictory theses speak about the general complexity of the fields of art and its semiotic
treatment which, above all, should lie within epistemological grounds.

" Thetrandation ismine.
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Benefits of using literary texts with lear ners of foreign language

The question of whether to use literary texts with language learners and the question of the
usefulness of literary texts with language learners was and till is debatable and not very
thoroughly explored. The arguments advocating the use of literary texts in the language
classroom and in second language education are numerous. However, there is evidence to
suggest that second language educators often view literature only as a source of activities,
without taking into consideration the wider issues which can help us understand what is going on
when a student reads or does not read literature. The benefits of including literary texts in
language education for second or foreign language learners can be grouped under several major
headings:

Literature is motivating

It is often claimed that literary texts are intellectualy stimulating. They alow readers to
create worlds with which they may not be familiar and the way they do this is by relying on
language. By reading, analyzing and interpreting the text, the reader re-creates the meaning that
the writer is trying to communicate. Munro (1969) in Sage (1987, p.56), states one of the reasons
for teaching English literature; it reflects the human condition better than other literatures. But
natives of al countries probably feel the same for the literature in their native languages.
Therefore, it is probably closer to the truth to say that all literature reflects the human condition.
The importance of motivation isimmense and, as Reeves (1986), cited in Hill (1987, p.9) points
out: ‘If areader wants to find out what happens next, if it seems important to him personally, he
will read on despite linguistic difficulties'.
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Literature givesthe learner cultural knowledge and intercultural experience

Literature helps students to develop their linguistic skills, as well as their cultural
knowledge and sensitivity towards cultural issues. Therefore, literature is helpful when teaching
cultural issues to foreign language students. By learning about culture, students learn about the
past and present, and about people’s customs and traditions. Culture teaches students to
understand and respect people’s differences. As a result, we can assume that a novel or a play,
dthough afictional one ‘offers a full and vivid context in which characters from many socid
backgrounds can be depicted’ (Collie and Slater 1987, p.4). When using literary texts, language
teachers should aim to teach the culture and the cultural aspects presented in a text. As students
encounter a new or a different culture, they become more aware of the cultura aspects in their
own culture. They start comparing their culture to the other culture to see whether they find
similarities and/or differences between the two cultures. False impressions or misconceptions
about different aspects of a different culture might be avoided if cultura differences are
compared and contrasted.

Literature develops students’ interpretative abilities and discour se processing skills

Literature develops students’ interpretative abilities, discourse processing skills: inferring,
processing of non-literd language, tolerance of ambiguity and cognitive skills. However, most
literary texts have various levels of meaning and the learner is expected to understand and infer
the implicit assumptions and different ambiguities in the text. This provides excellent
opportunities for interpretation and classroom discussion and improves students’ reasoning and
analytical abilities.

Literature promotes language acquisition

Literary texts provide meaningful contexts for acquiring and processing new vocabulary,
individual lexical or syntactical items, even at lower levels of language proficiency. At lower
levels, perhaps graded materia or adapted readers will be needed. However, a upper levels of
language proficiency, an appropriately chosen short story, for example, will probably involve the
learners in the plot or characters and give them a chance to acquire new vocabulary and provide
more input beyond the in-class learning only. In addition, learners can express their persona
responses and feelings related to the literary text, which aso adds to accelerated language
acquisition and serves as an excellent lead-in to speaking activities. Moreover, reading and
interpreting the characteristics of written language, and analyzing the ways the sentences are
formed and function as well as the ways of organizing and connecting ideas, enrich students
writing skills.
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Literary Texts are Valuable Authentic Material

Literary texts can be considered as authentic materials in alanguage learning environment.
However, literary texts are not designed for language teaching purposes. Current trends and
developments in language education tend to incorporate and promote the use of different
authentic materials, with the purpose of exposing the learners to ‘genuine’ and real language
presented via literary texts. Thus they gain awareness with different linguistic uses and forms of
the written form. Collie & Slater state the following: *While reading authentic texts, students of a
second or foreign language have to cope with language intended for native speakers and thus
they gain additional familiarity with many different linguistic uses, forms and conventions of the
written mode, irony, exposition, argument, narration and so on’ (1987 p.4).

The benefits as well as disadvantages of using authentic literary texts versus abridged or
simplified readers will be discussed later in this literature review.

Personal enrichment and education

One of the most valuable advantages of using literature in language teaching and learning is
the personal involvement and enrichment it cultivates in readers and learners. Most of the
materiadls and course books designed for language teaching contain materials which are
concerned more with grammar rules and |anguage as a socio-semantic system. Learning which is
foisted upon learners is ‘analytic, piecemeal and a the level of the personality fairly superficia’
(Collie and Slater, 1987, p.5), meaning that these materials, though they serve their purpose of
providing grounds for learning, do not do more than this and thus there is no persona
satisfaction or involvement. Engaging in literary texts enables learners to focus on things over
and above the grammar and the syntax of the target language. The reader pursues the
development of the story, he/she is immersed in the world of the literary text and should be
willing to share higlher persona responses. Obviously, the choice of a particular literary text
facilitates this relationship between the reader and the text.

Teaching practices and activities with creative writing

While dealing with a literary text in language and literary courses, the use of creative
writing as apart of the lesson can create a space for the learner and promote his or her autonomy.
Paran (2006, p.6) states that: ‘ The reception of literature has moved on to include the creation of
literature, giving voice to the learner’.

The premise which explains the aims of using creative writing is offered by Pope (1995),
in Parkinson and Reid Thomas (2000, p.38): ‘The best way to understand how a text works is to
change it, to play around with it, to intervene in it in some way (large or small) and then try to
account for the exact effect of what you have done’. This study is not suggesting ignoring
reading or using the literary text only as a resource for ideas and models for creative writing.
However, activities which include creative writing offer a more diverse approach to the literary
text and engage the learner in amore active way.

Of courseg, it is not easy to define the notion of creative writing and what can be
considered as a creative writing activity. DeL yser and Hawkins (2013, p.131) describe the notion
of creative writing in the following way: ‘Of course, al writing is creative - a monograph is no
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less so than a monologue, a paper no less so than a poem. And even if we choose to reject, or
work outside of the conventions of scholarly prose, we open ourselves to the structures of other
expressive forms'. Therefore, a wide span of different activities can be considered as creative
writing.

Maley (2011) describes the benefits of creative writing in the following way: ‘ Perhaps most
notable is the dramatic increase in self-confidence and self-esteem which creative writing tends
to develop among learners. Learners aso tend to discover things for themselves about the
language... and about themselves too, thus promoting persona as well as linguistic growth.
Inevitably, these gains are reflected in a corresponding growth in positive motivation’.

The range and the versatility of possibilities offered by creative writing are illustrated by
Parkinson and Reid Thomas (2000, p.37) who state the following: ‘One can create one’s own
text in many different ways. At one extreme, one can write a completely original text, in the
middle, there are amost infinite possibilities for adaptation, parody, pastiche, summary,
trandation, transfer to anew genre (novel to play for example), sequel and so on'.

As stated above, creative writing based on literary texts offers a huge number of
possibilities for language learners. Indeed, creative writing activities proved to be engaging and
beneficia for the students. The teaching practices and the lessons observed as a part of my
unpublished doctoral thesis ‘Implementing Literature in Teaching English as a Foreign
Language to SEE University Students’ (Spirovska, 2012), describes some of these activities as
follows:

Writing a character analysis

Students choose one of the characters in the novel/short story. Exercises which involve
pre- teaching necessary vocabulary can adso be involved, so that the students can use the
appropriate vocabulary for describing appearance or persona characteristics. A handout/concept
map introducing the aspects of character analysis can be aso introduced as supplementary
material.

Producing a summary of a short story/novel

Writing a summary of a novel or a short story is another option which involves creative
writing and working on literary texts with language learners. The outcome of this activity
produces a shorter version of the literary text, which conveys the main events, messages and the
concepts of the original text. The students can be given an option to introduce their own message
or understanding of the literary text.

Rewriting the end of the short story/novel

Rewriting the end of a short story or a novel can also be a way of encouraging creative
writing. The students are given the option, after reading and working on the literary text (short
story or novel) to imagine and rewrite the end of the text, changing it from a tragic to a happy
one, for instance, which encourages students' imagination and credtivity.
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Adopting another character’s viewpoint

Adopting ancther character’s viewpoint and rewriting the short story/novel, excerpt from a
novel or a play can be another option for introducing creative writing activities. The students,
after reading aliterary text, can choose another character and write a summary/full version of the
literary text from another viewpoint. This activity, apart from fostering reading and writing
skills, gives the students an opportunity to use their imagination.

Transferring a shorter text written in formal register to informal register or vice versa

The students can be asked to anayse the register used in the literary text. Later, by working
individualy or in groups, they can transfer the register from formal to informal, or even use
slang. Of course, students’ level of proficiency should be taken into consideration, since this type
of activity would require more advanced levels of language proficiency.

Transferring a literary text from one genre to another one

For the purpose of this creative writing activity, students have to be acquainted with the
essential characteristics of literary genres. After being able to distinguish between a novel, short
story or a play, the students can be encouraged to transfer a literary text from one genre to
another. For instance, the students can transfer an excerpt of a novel to a play and create
monologues or dialogues. In addition to fostering reading and writing skills, this activity can help
students use appropriately conversationa language (writing a dial ogue for instance) .

Writing a diary entry

This creative writing activity requires that the learners assume the roles of the characters
described in the short story, the play or the novel. The learners write a diary entry imagining the
day of a specific character from the literary text, as well as the events, his/her feelings, emotions,
and thoughts

Write-before-you-read activities

This type of activity is described in Spack, 1985. Write-before-you-read activities include
writing exercises similar to creative writing, which involve writing from students’ own ideas or
experience on atopic related to the literary texts that they are about to read. The topics can be
generated with the story/novel titles or texts introduced on the cover page which can be used to
encourage students to brainstorm on the possibl e topics introduced in the literary text.
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Conclusions and recommendations

The following suggestions can be proposed in order to enhance the success of creative
writing activities:

e appropriate selection of literary texts in terms of language level of the students, topics
covered and age

appropriate planning of the lesson and stages of introducing creative writing activities
introducing the criteria for successful completion of the creative writing tasks

introducing the possibilities of peer and self eva uation of creative writing

emphasis on the importance of enjoyment in this creative productivity on the part of the
students

It can be concluded that creative writing, athough challenging at times, offers a wide range of
dtractive and interesting possibilities of working with literary texts in the context of language
learning and teaching. The most obvious conclusion is that creative writing improves writing and
reading skills and promotes language acquisition. Also, creative writing, if introduced and
carried out in an appropriate manner, engages the learners and promotes their autonomy. In
addition, one should emphasise that creative writing motivates the learners, since it creates a
pleasant classroom atmosphere and a sense of accomplishment upon successful completion of
the creative writing tasks. Very often, since creative writing activities can be done in groups or
pairs, it promotes cooperation among the students and cohesiveness of the class or group itself.
Finally, we can say that creative writing activities also promote critical thinking, since they
encourage the students to analyse literary texts upon which they can build for the creative writing
tasks in amore detailed manner and to organize their ideas and express them adequately.
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Introduction

In this text, | will try to introduce how four Macedonian writers of the younger
generation perceive the craft of writing, what their creative and critical gpproaches to literature
are, and | will present their views on modern topics in literature in general, and on the recent
challenges in literature as a creative art. All information about these issues has been collected
from the four interviews | have conducted with the four writers: Vladimir Martinovski, Rumena
Buzarovska, Zarko Kujundziski and lvan Antovnovski. Being a writer myself, at the end | will
briefly discuss amethod | used in writing my novels.

Who arethe four selected authors?

The authors whose views | represent here all belong to the relatively younger generation, and
that was an important condition for my topic. They are all different from one another in terms of
the craft of writing, and this provides a variety of perspectives. They are also very representative,
in the sense that all of them together cover areally broad range of genres and topics.

The first writer (in order of birth) is Vladimir Martinovski, whose poems redly have
exceptional beauty as, behind the images we simply see and do not give a further thought in
everyday life, his poems provide whole stories and meanings that are not immediately obvious.
Martinovski’ s poems are pervaded with kindness and understanding towards everyone’s point of
view, with no condemnation or criticism. Furthermore, athough he may not be the very first
person to introduce the haiku form in Macedonia, he is certainly the most responsible for its
increasing popularity.

Rumena Buzarovska is another writer whose views are represented here. Her stories are
exceptionally interesting and they can be considered fresh in the Macedonian literary scene. | do
not usually use this word as | don’t understand what a critic wants to say when he/she usesiit to
describe someone’s book. But ‘fresh’ is the word that comes to my head in relation to
Buzarovska's stories, and | know very clearly why: they are very humorous and witty — which is
something realy rarely seen in Macedonian literature, and written in such a way that they are
both funny and intellectually challenging, as they cause laughter a our own faults and, at the
same time, criticize or ironize the object of laughter.

Zarko Kujundziski’s urban novels are set mostly in Skopje and they employ new
techniques of narration that approximate story-telling to directing a film. His scenes really seem
as though they are movie shots and his manner of characterization is aso very interegting, as it
represents the funny, but at the same time charming, flaws of the characters.

The youngest author represented in this essay is the poet Ivan Antonovski. His poems are
a strong statement against the psychology of the crowd, a resolute conflict with the world of
imperfections. The images he generates are memorable because the poems, discussing the
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present moment, occasionally introduce images from past history or past literary works which
are very closely connected to the present moment, such as, to give but one example, Don
Quixote, so that the readers are taken to ajourney through space and time to see before them the
present blended harmoniously with the past.

Themes may be the same, but techniques of writing ar e different

It was very interesting to see in the answers of the contemporary Macedonian authors covered in
this essay that they are al very generous and open-minded —what this means, | will explain.

In contract with them, the essays of prominent Macedonian critics in the past were full of
strong claims that did not allow for dispute. They were very rigid in dividing writers into groups
of either realists, moderns, groups of generations from the fifties, sixties, and even more rigid in
claiming that the literature in one period has a number of characteristics which they list, not
recognizing exceptions. They aso had a very strict view of the aesthetic characteristics of a
literary work, so that they tended to evaluate with great certainty a literary work as being either
well written or poorly written according to the principles they established.

On the other hand, the answers of these four writers to the question about contemporary
topics in literature (although they were not in contact with one another when answering the
questions) dl began with versions of: ‘it's difficult to claim anything for certain...’, ‘well, |
perhaps it's not generaly so, but my opinion is that...’, etc. | consider this a very positive
development in Macedonian literature as it shows a greater degree of open-mindedness in the
younger generation and understanding of various perspectives, as well as dlowing for the value
of aliterary worked not to be judged only according to a pre-existing strict set of rules.

The four writers al consider that certain themes are, so to say, eternal, such asthe interest
in the relationships between people, between men and women, searching for the meaning of
one's life, etc., but at the same time, they all consider that certain topics are new and that the
crucial difference in more recent literature is the method of treating the topics. So, it's impossible
to draw a consensus, and this lack of unity in the positions can be excellently illustrated by
Antonovski’s view of contemporary Macedonian literature: that it is characterized by obvious
individuality and absence of thematic cores.

According to Martinovski, there are certain topics that could not have been treated by the
previous generations as they are related to present developments in the country. Buzarovska's
view is that socia problems of everyday life are rarely treated in contemporary Macedonian
literature, especialy as there are aimost no satirica works or parodies, and rarely humorous
works despite the need for criticism. She points out that the practice of introducing fantastic and
supernatural elements, which was dominant in the Macedonian prose writing, especially short
stories, is dying out. According to Kujundziski, in Macedonian literature, there has always been
‘swinging of the fulcrum’, i.e. hesitation between local and globa aspects, and contemporary
Macedonian writers are increasingly interested in the world processes and tendencies, without
neglecting nationa issues. Antonovski considers that many topics that were present in the past
are till of interest to authors, but additionally there are new ones that were absent before. In this
context, he sees an increasing interest in new and origina topics and expects that this trend of
writing will continue and intensify in the following decades.

In reference to structuring methods, the common conclusion is that contemporary
technologies are increasingly influential, not only in everyday life, but aso in the structuring of
the discourse. Y et, they are not perhaps always very successfully applied.
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According to Kujundziski, the literary effects in the sense of inventive use of film
cameras, Internet, mobile telephones, genetic engineering are obvious in the construction of the
text, but they are not aways inspirational. On the one hand, Kujundziski says, there is an
opportunity to create so-called hyper-texts that contain more semiotic codes than a traditional
literary text, but a the same time this has the effect of reducing the importance of words in
comparison to the creation of images, pictures, which become more important.

As examples of the influence of other media and digital technology on narrative
techniques, Martinovski points out the insertion of visual intertexts in Dimitrie Duracovski’s
Insomnia, or the epistolary email project East-West by Jadranka Vladova. Both Martinovski and
Antonovski mention Lidija Dimkovska's and Kujundziski’s novels as examples of the
introduction of new themes and new methods of treating such themes, especially the technique of
the hidden cameraand the code of the reality shows.

Antonovski additionally emphasizes that there is a visible tendency in the past twenty
years towards shorter forms of writing, but other than that, it is difficult to find a common
denomination, which, as Antonovski mentions, indirectly indicates that various methods are used
which are not always similar to each other.

These are some of the personal methods the authors use in structuring their works:

Martinovski writes in various genres, which entail the use of various methods. Inspiration
and intuition play the main part in writing poetry, while theoretical texts entail more conscious
effort and use of previous knowledge, athough inspiration is also necessary. Martinovski is also
the author of an intertexual project in which he has composed about a hundred haiku poems in
which he was inspired by the poetry of Blaze Koneski and the Japanese masters Horishige and
Hokusai. | will illustrate one of the poetic techniques he uses with a beautiful example. In Echo
of Waves, he decided to replicate the atmosphere and context of the creation of a haiku:

September began with barely visible rain. It is so tiny that at first | thought a tiny
insect had landed on my nose. It is so tiny that my sons did not even notice it before they
entered the car. And they aways notice everything. It is so tiny that | do not turn on the
windshield wipers.

The rain adds new colours and shades to the road to the kindergarten. | have not been
driving on these roads the whole summer.

We have arrived. | open the door and | realize that the cry of the children in the
kindergarten yard islouder than the song we were listening to in the car.

We wak slowly and silently towards the entrance door. | suddenly notice that the
faces of dmost al children, including my sons, are slightly wetted:

September rain.
Tinier than the tears
before the kindergarten. (Mapturoscku, 2009, p.5)

So the haiku that ends the text, Martinovski explains, in fact preceded the prose part as a
kind of a seed from which it was generated. He used the same technique with another seventy-six
haibuni poems.

Buzarovska andyzes the female perspective in a typically patriarchal contemporary
Macedonian family. In her stories she is trying to criticize the Macedonian heath system, the
patriarchal families in which the mother has two working places (her job and the unpaid job at
home) and is a slave to the family, then the inferiority of Macedonians when foreigners are
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present in their lives — which is parallel to the postcolonia in our country, as well as subdued
female sexuality. Buzarovska doesn’t deliberately or consciously use certain narrative methods,
but the prose writing of the writers she admires has affected her own writing, and she especialy
aims at certain gpproaches of contemporary American writers, such as concision and simplicity
in the style and a dose of humor.

Kujundziski also emphasizes that his knowledge of literary theory is always subordinate
to his intuition. Theory raises his awareness of how he came to the need to use a certain
technique, but he never tries to forcefully incorporate a technique into a text if it does not fit in
there naturally. In his novel Spectator, he used the film technique of narration, where the narrator
follows the events as though through a camera without any comment on the psychologica
reactions or the sensitivity of the characters. In this way, readers are alowed to intervene in the
text and come to their own conclusions about the characters, Kujundziski underlines. In Skopje
and Anything is Possible, he also uses movie technique, except that this time the protagonist is
dways behind the cameraas a director, just asin redlity shows.

Although Antonovski recognizes that the poets who are aso literary anaysts
subconsciously convey part of their theoretical knowledge in their poems, he does not let the
theoretical knowledge be the exclusive guide in creating his literary texts. Antonovski illustrates
a technique he is using in his prose text ‘(Un)fulfilled Desire’: the story begins from its end
which is represented implicitly, and then he sets off on the journey from which it is supposed to
begin.

Methods used in apparitionswith silver threads

As for the narrative method | used in my latest novel Apparitions with Slver Threads, |
wanted to present the effects of the current political and socia developments in Macedonia, but
rather than discussing them directly, | used them as a background to the story. So, the four main
characters go through their individua experiences and in the course of their lives they are
influenced by the difficulties in finding a job even with university education, then by the protests
in Skopjein May 2012 first by Albanians, then the next day by Macedonians.

The characters are also affected by the events in the Parliament in December 2012 (the
forceful expulsion of a group of MPs from the opposition) — and in all these cases my method
was to focus on the personal lives of the characters, while simultaneously making it obvious that
the politica and socid events leave great traces on their personal lives, even when the people are
not interested in politics or even aware of the socia developments in the country, as is the case
with most of the charactersin the novel.

Another method | used was to make a reference to a Biblical story and offer a potentialy
different perspective on it. I've used the conventions of the detective story for the revelations
contained in the plot of this story. | have a so used the method of generating myths— in this case,
al the mythsincorporated in the novel are invented.

Furthermore, the novel uses the format of a story-within-story, but it's differently
structured than most works that use this format. Two examples in the history of literature could
be Hamlet or The Canterbury Tales, where there is a frame story, and then the embedded story
starts and ends a one specific place within the frame story, after which the frame story
continues. For my novel, | was inspired by the DNA molecule, in which the threads run parallel
to one another, so both stories presume the characteristics of a frame narrative.
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In my previous novel, Bruno and the Colours, | employed a distanced perspective of the
life of Giordano Bruno. Since not alot is known about him, | did not want to attempt to write a
type of a historiographic metafiction in which Bruno would be the protagonist, but rather |
created a fictive character who comes from Nola, the birth town of Bruno, and through his life
and his severa encounters with Bruno, the reader follows the fictive story and at the same time
discovers things about Bruno’sllife.

Conclusion

To conclude, the writing of contemporary Macedonian authors of the younger generation
(born in the 1970s or later) has certain similarities with the literary works of the older
generations of Macedonian writers in regard to the themes, such as: relationships between
people, loneliness, love, misunderstanding, although there are themes that haven’t been treated
before, especialy themes that are closely related to the political and social context in the last two
decades. What is especially noticeable is the difference in style, that is, the new methods and
interdisciplinary approach in the writing of the younger generation. These include the use of film
techniques, elements from the natural sciences, open and direct treatment of sexual and marital
problems, as well as the introduction of literary techniques traditionally used by other cultures.
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Introduction

For learners to achieve proficiency in the target language, they should be exposed to that
language as much as possible. Learners of English as a second language (ESL) and of English as
aforeign language (EFL) need to be given space and exposure to English, in order for them to be
able to communicate (orally and in writing) and to respond in a conversation. They aso need to
have the required skills to read and write in English. This is especialy the case nowadays when
English is the language of communication worldwide, for educational, business and many other
purposes.

There have been many studies which have analysed the benefits of using vocabulary and
grammar, their effects on the acquisition of the target language. However, besides studies of this
field, there are studies which are concerned with the role of reading and writing in the acquisition
of the target language. Our study deals with the role of book reviews (summaries) written in the
classroom, as away to enhance the two skills, reading and writing.

Reading novels stimulates learner interest and exposure to the target language; thus, it
increases their vocabulary rate as well as having a direct effect on their writing skills. Reading
and writing are part of the four language skills, besides speaking and listening. As such, they
need to be enhanced in the EFL (English as a foreign language) classroom and outside of it, by
using different methods. In the words of one EFL specidist: ‘Traditionaly, writing was
considered as “an act of composing,” and reading was generally regarded as “a passive act of
decoding meaning and information in accordance with the intentions of the author of a
text”’ (Hirvela, 2004, p.9 ascited in Cho, 2012, p.3)

A common belief among teachers was that writing teachers teach writing, and reading
teachers teach reading. However, it was much later when researchers focused on the reading-
writing relation and discovered that there is synergy. It was in the 1980s when researchers
recognized that reading and writing good together, and learner's reading and writing skills
should be enhanced together.

Literaturereview

As mentioned above, English being the language of communication and opportunities, and being
taught all around the world as a second and foreign language, means that there is a need to speak
and understand English. People all around the world are required to speak English in order to
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‘access the wealth of information’ as Eskey (2005, p.563) claims. In order to do this, they should
be able to read and write in English. These two skills are interrelated and mutually compatible.

Hunt (1985, p.159) argues that ‘Common sense dictates that reading and writing are
related’. According to Hunt (1985) it does not require any special abilities to understand that
these two skills are related. It is ‘common sense’ which dictates the noted relation.

However we shall define what a book review means in an ESL/EFL context, or as it is
otherwise caled ‘summary writing’. According to Hidi and Anderson (1986, p.473) ‘a
summary is a brief statement that represents the condensation of information accessible to a
subject and reflects the gist of the discourse’.

Carson and Leki explain and describe how English as a second language writing class has
changed. They write that:

From the early 1980s to the early 1990s ESL writing classrooms have changed
dramatically, focusing on writing as a communicative act and emphasizing students
writing processes and communicative intentions. Along with this change has come
recognition of the extent to which reading can be and in academic settings nearly aways
is, the basis for writing. (1993, p.1)

Writing in the ESL classroom has undergone dramatic changes. Reading is recognized as the
basis of writing. One needs to read alot in order to be able to write well in the target |anguage,
and, finally, writing has become a communicative act.

Writing and reading are similar and both of them represent compositions. This is
supported by Tierney and Pearson who state that: ‘We believe that at the heart of understanding
reading and writing connections one must begin to view reading and writing as essentialy
similar processes of meaning constructions. Both are acts of composing’ (1983, p.568).

Severa studies have been carried out to analyse the connection between reading and
writing. These studies are divided into three main categories:

1. Studies that examine the impact of reading on writing (e.g. Tsang, 1996; Hirvela, 2004);

2. Studies that examine correlations between reading and writing (Tierney and Pearson, 1983;
Carson, et a., 1990; Eisterhold, 1990), and

3. Studies that examine different perspectives on the reading-writing relationship or explain its
theoretical bases. (McCarthey, 2001; Esmaeili, 2002; Carson, 2004; Grabe, 2004; Jabbour,
2004).

There are two recognized facilitative strategies for second language instruction,

a) Reading to write, and

b) Writing to read
Asfar asthefirst one is concerned, reading to write focuses on the assumption that reading isthe
key that assists learners in enhancing their writing abilities and skills. All this takes place while
the learners are doing a reading task. Furthermore, besides enhancing learners’ writing skills
reading also helps learners to acquire vocabulary, grammar, punctuation, etc. (Hirvela, 2004,
p.114). Hirvela (2004, p.115-34) suggests the following models for the reading to write strategy.
These are the following: mining, writerly reading, rhetorical reading, extensive reading and
free/voluntary reading.

The second one, writing to read, which is a technique which helps learners answer

comprehension checks and interact with the written texts. Writing to read models include the
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following: summarizing, synthesizing, and responding which, in practica terms, might include
such tasks as: pre-reading writing, response statements, response essays, journas (Hirvela, 2004,
p.89-102)

Graham and Hebert claim that *Writing is often recommended as a tool for improving
reading’ (2010, p.9). They continue by arguing that: ‘In Reading Next (Biancarosa and Snow,
2004), intensive writing was identified as a critica element of an effective adolescent literacy
program. Reading Next stated that writing instruction improves reading comprehension and that
the teaching of writing skills such as grammar and spelling reinforces reading skills' (Graham
and Hebert, 2010, p.9).

Reading and writing fulfil one another, and when combined they work best. Writing
assists the comprehension of reading texts, but besides that is aso helps learners in the
understanding of grammar and spelling and enhances their reading skills.

Methodology
This study aims at answering the following research questions:
a) What are learners’ attitudes towards writing book reviews?;
b) What are the effects of book review writing on learners’ writing skills?;
¢) What are the effects of book review writing on learners’ reading skills?

Data was collected in Basic English Skills (BES), intermediate level, at South East European
University in the academic year 2014. Both qualitative and quantitative methods were used to
analyse the data gathered.

Participants

The participants in this study were fifty Basic English Skills students studying at different
departments at the university. All of the students were from different national backgrounds..
They were 18-35 years old. All of the participants were non-native speakers of English, and were
learning English as a second or foreign language.

Procedure

As dready mentioned, there were fifty participants in this study. They were divided into
two groups of twenty-five students each. With one group we had four book review writings
during the semester, whereas with the other group we had only one. This was done during the in-
class reading classes. Students were given a short novel to read in the classroom and then were
asked to write a book review about the same book. When we were done with the writings, the
learners were asked to fill in aquestionnaire.

Results

After the analysis of the data gathered during the research, the following results were
determined

Research question 1: What are learners’ attitudes towardswriting book reviews?
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The andysis of the data revealed that 85% of the students strongly agreed that writing a
book review helps improve their writing and reading skills and improves their reading
comprehension. There were only 12% of the students who disagreed with the statement, and only
3% were neutral. We assume that the 3% who were neutral were low proficiency students, and
therefore had no opinion on how writing a book review/summary helped them. The following
chart illustrates the learner responses in the questionnaire regarding the first research question.

W hat are the attitudes of the leamers' towards writing book reviews

= Strongly Agree 85%
 Agree 12%

Neutal3%

Research question 2: What are the effects of book review writing on learners’ writing skills?

The analysis of the questionnaires showed that the effects of book review writing improved
students’ writing skills. The task(s) made them think of the grammar and the words they used
and they were more careful with punctuation and capita letters. They aso had to check their
partners’ papers according to the grading rubric and this made them read carefully and comment
accordingly. The following chart illustrates what are some of the benefits and effects of book
review writing in the ESL/EFL classroom.

Bimproved witing Skills
2%

@0rganisation ™%

mVocabulary 16%

®Grammar 20%

B Coherence 15%
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Research question 3: What are the effects of book review writing on learners’ reading skills?

The results reveaded that the more the learners were asked and made to read, the better
their reading skills and the better their reading comprehension became. This conclusion was
reached based on the answers in the questionnaires. As an after-reading activity, we gave
learners a quiz and the quiz answers revealed students’ comprehension of the book. The results
showed that 84% of the students had understood the book.

The effects of book review writing
on learners' reading skills
®Improved
comprehensio

n 45%

M Vocabulary
enrichment

54%
better reading

skills 9%

Quiz Result

= Correct
84%

m Incorrect
16%

The charts above illustrate some of the effects of book review writing. They show that these
activities improved the learners’ comprehension of the text, enriched their vocabulary and, as a
result, they acquired better reading skills and writing skills. The quiz results showed that 84% of
the participants had understood the book and therefore showed better comprehension of the book
by giving correct answers in the quiz whereas only 16% of the participants did not do as well as
expected.

Conclusions

Writing abook review/ summary is important for learners of English as a second language
and/or foreign language. Most of the learners experience difficulties in writing, as a result of
poor reading skills. To enhance writing skills, at the same time, we need to work on the reading
skills since these two processes are linked together and function better when combined. In order
to help our students to gain better writing and reading skills, besides their speaking and listening
skills we need to focus more on their writing. One way to do this is using book reviews in the
classroom.
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Writing a book review is time consuming and requires preparation. To decide on the
book the learners are required to read, to prepare the quiz that they will take after they have read
the book, and then check their papers. However, there are many advantages of using book
reviews in the EFL classroom. One of the main and most important advantages of book review
writing in the ESL/EFL classroom is that it improves learner’s reading and writing skills, as well
as enhancing their reading comprehension. Along with this, it aso helps to improve their
vocabulary.

The analysis of the questionnaire results showed that 85% of the students strongly agreed
that writing a book review helps their writing and reading skills and improves their reading
comprehension. The anadysis of the questionnaires showed that the effects of book review
writing improved students’ writing skills making them think of the grammar and the words they
used while enriching their vocabulary. Reading and writing are connected, and if used
accordingly both, the learners and the teachers can benefit alot fromiit.

To sum up, using book reviews in the ESL/EFM classroom is agood and effective way to
help learners enhance their reading and writing skills. Both skills are necessary in order to be
able to access materias in English worldwide for different purposes in the fields of education,
communication, employment and entertainment, because most of the materia in al these fields
isin English.

Limitations and recommendations for further r esearch

As with any other study, this study hasits limitations. One of these limiting factors is the
small number of participants who were involved in the study. Only students attending classes of
Basic English Skills participated. There was also alimited time at our disposal.

In terms of recommendations for further research one might suggest that a higher sample
of participants should be recruited to undertake a more rigorous examination of the possible
benefits of book reviews. Students from other levels could also be included in a future study such
as higher proficiency students such as students attending Advanced Academic English,
Academic English or English for Specific Purposes. Moretime is also needed to carry out amore
in-depth study and teachers should also be part of asimilar, revised research project.
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A biografy

The biography of D.H. Lawrence should consist of the moments of hislife that must have
had a great impact on the creation of the female persondlities in his novels. He came from the
miningvillage of Eastwood, Nottinghamshire. His father was a miner and therefore a person that
belonged to the lower echelons of society, with a very low income and who was not able to
fulfill the needs and the wishes of his children, or of his wife. This means that Lawrence came
from afamily of low socia rank. This, unfortunately, can be a very good reason for the greatest
number of children, no matter in which part of the world they live, to hate their fathers, if they
are not able to fulfill their wishes. Lawrence had the bad luck to be a witness of the many
disagreements that his father used to have with hiswife.

On the other hand his mother came from the middle class which means that she was
better educated than his father. As aresult, she struggled al her life to give their children a good
education, to make them aware of the conseguences that marriage to a person of lesser socid
standing can be areal fiasco for the family, especialy for the children. It was his father's coarse,
drunken, and unprotective role in the family that made him be very close to his mother. Without
analyzing this from the psychologica point of view, it is a very norma thing for the child to
become close with the parent that protects you from the violence of the other parent. His mother
became for Lawrence the symbol of good behavior, that is of being polite, of a careful and
protective mother, of a mother who was ready to become a victim for the sake of her children.
She also became a symbol of a woman who was extremely emotional, who was struggling to
give abetter education to her children, that is to find a proper way to lift her children out of the
working class which she detested. Lawrence was his mother's favorite son. He became the most
important person in her emotional life, and that is why Lawrence came to know so much about
the complex nature of women. In Women in Love, Mrs. Morel is the portrayal of the author's
mother.

His masterpiece is without any doubt the novel Women in Love where, with enormous
subtlety, he depicts various aspect of relationships, of which, in my view, the most importan is
his great mastery in creating and depicting the femal e personality.
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Women in love

Lawrence is a great writer because he represented the truth in the three novels that | will
concentrate on. This is, surely, the main function of literature. How did he manage to tell the
truth so well, because not al the writers are successful in doing this? | think that he did this by
describing our emotions, which means he went into the depths of our feelings, of those that we
want to describe, or of those that we do not want to describe, either because we want to hide
them or we pretend that they are ‘unimportant’ for our lives. So | want to elaborate on some
ideas that Lawrence evokes in a fantastic way, something that hurts more than anything else, our
emotions, those revealed and unreveded ones. A great deal of this is done through the
presentation of his female characters, that is through a perfect exploration of their emotions
which in many cases have the seal of his own life, of our lives, of the lives of the people that we
love or hate. He mingles al these emotions and has created completed female personalities
which the readers remember all their lives, having read his books.

Because of this and alot of other reasons that are on my mind, | think that the two most
impressive female personalities in this novel are the two Brangwen sisters who live in their
father's house in Beldover. The author has managed in a perfect way to create two completed
characters whose open-minded attitudes and emotional maturity are presented throughout the
whole book.

The first acquaintance that the reader has with the sisters is at the very opening of the
novel. Their names are Ursula and Gudrun. The author describes them so well that | have avery
clear image of their physical gppearance in my mind. This has helped me to have some kind of
initial premonition about the character of these two sisters. From the phonetic point of view the
first name (Ursula) sounds very mildly due to its letters, while the other name (Gudrun) sounds
much harder. If we take into consideration the etymology of their names we can note that Ursula
is a name of Scandinavian and Latin origin with the meaning of ‘little she-bear’. The name
Gudrun is of Danish origin and it means ‘wise'. So the very beginning of the novel somehow
creates images about the spiritual needs of the two sisters. This can be noticed from the very first
conversation that they have at the opening of the first chapter. Actualy, they talk about marriage,
athough neither of them is married at this point. For me marriage means love. So the author
makes clear to us that these two ladies are lacking the gentlest feeling that makes people so
powerful. Throughout the book the sisters will find their loves by an emotional maturity which |
will have to explore. These two sisters show how women are cgpable of receiving and giving
love. So after dl their ups and downs, in the end, the author presents two completed femae
characters experiencing different typesof love.
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Gudrun is avery beautiful lady; she is awoman and she is twenty-five years old. Sheis
very confident in herself, especialy after spending severa years in London, working a an art
school, as a student, and living a studio life. Her name, as | mentioned above, makes us feel that
she is atough person to talk to. Lawrence creates the personality of a modern woman, somehow
with arigid attitude toward everything, and a very unchangeable nature. She is dso, | think, a
very materiaistic creature (I have to admit that this is the main reason why she falsin love with
the symbol of industridization, Gerald). What | want to find out is whether Lawrence creates
these two personalities because he wanted to change the ‘bad’ image that he had about his
mother, that is, to release himself out of the inertia of wrong judgment aout women that were
imposed to him by the behavior of his mother, or even by the rotten society? So did his mother
have to change something in her life or make her children change their lives the way she wanted
them to do?

The two sisters talk about marriage and getting children and they consider all these things
as inevitable steps that they should undertake. Marriage is an important step for both of them
because | think that both of them share a sense of responsibility. So, | think that Lawrence in this
book gives their female personaities an equal position with men, (I will talk about their
professions in the following paragraphs) by stressing the fact that the destruction of society does
not mean the destruction of the family. So, | have to prove that marriage is one of the most
important values that a couple creates.

The author wants to tell above all things the greatest power that women possess, called
regeneration. And this is an excellent topic to discuss because we can see nowadays that a great
number of European nations have ahigher death rate than birth rate. So, like it or not, women are
the main cells in society because they can make human kind survive. That is why, through the
development of these two different femae personalities, of Ursula and Gudrun, two types of
lives are described: the one that brings new life, and the one that brings destruction. In my
conclusion, | have mentioned the war between the Eros and Thanatos.

| would like to give here the way how the Albanians, as one of the oldest inhabitants of
the Bakans, have managed to survive through the centuries thanks to their great desire to
regenerate, their respect toward women and marriage from ancient times. | think that thisis a
very interesting topic and well worth elaborating on. | think that this is the second thing that the
author wants these two persondlities to have.

Ursula is twenty-six and she has a sensitive expectancy. | think that from this
conversation we get the idea that she knows that love makes man complete but it does not fulfill
him. Fulfilling aman means a true selfless, unselfish, pure form of love. Ursula knows this. That
is the reason why she does not jump into conclusions when her sister asks her about such
important matters. In my opinion Ursula has the capacity of true love. This is the moment when
the lives of the two sisters begin to be developed redlisticaly as a result of something that is
called thinking and exchanging ideas.

The events that happen throughout the whole book help these girls mature, experience
new things in their lives which will somehow teach them to cope with the unexpected things that
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life dways brings. In the end of this novel the author has managed to create very well developed
female characters by putting in front of them different obstacles which they more or less manage
to overcome.

Gudrun watches the surroundings with subjective curiosity. She saw each person as a
complete figure, like a character in a book, or a subject in a picture, or a marionette in a
theatre, a finished creation. She loved to recognize their various characteristics, to place
them in their true life, give them their own surroundings, settle them for ever as they
passed before her along the path to the church. She knew them, they were finished, sealed
and stamped and finished with, for her.” (Lawrence, 2007, p.15)

This is actually Gudrun’s way of seeing life. | want to concentrate on the fact that she
wants to serve neither as a spectator in a theatre, nor on a stage, but as a marionette. The first
thing means living life passively only watching the things passing by, without any meaning for
her, the other thing is living life dictated to her somebody else. So | want to prove that she is a
very passive kind of a woman with iron formulas about life in her head. There is no place for
changes in her heart, there is no place for tolerance, there is no place for a positive energy, there
is no place for forgiveness. She is one of the narcissistic type of woman whose superiority
increases as the book draws to a close. She hates, despises people, wants to play with them as if
they were her marionettes forgetting that she is becoming a big marionette by her own caprice, or
give them the shapes she wants with her clay which means a material which is changesble only
at the beginning in the hands of the artist, and after that it remains very solid no matter what kind
of shape it has. Later it can only break, and finaly get destroyed. | want to concentrate on the
gap between these two extremes between which the personality of Gudrun moves throughout all
her life. That is why | think the complex of superiority is found in human nature as a result of a
personality not trying, or not wanting to find choices. Her superiority can be seen again through
her art. She carvestiny little figures that fit in the pam of her hand. Isn’t this a pathologica need
of hers for power and control? Again, | want to concentrate on these two destructive elements:
the need for power and the need to control. So the author has perfectly managed to create a bad
personality through this lady, and a good one through her sister because we do meet these kinds
of women in our every day lives. | want to prove that they represent an ancient topic: the war
between good and evil.

The man Gudrun fals in love with is also a very destructive man. He is the son of arich
industriaist, a wealthy collier who had never had enough time to give love to his family. He has
aways neglected his wife and his children. | think that the absence of love gives way to hatred
and violence in his life aswell asin hisrelation to Gudrun. That is why Gudrun and Gerald Crich
are a perfect match. Lawrence continues to create the female personality in relation with their
partners.

Gudrun’s sister is quite the opposite character. Lawrence has been very successful in
creating avery positive and a very good female personality in the novel. From the beginning she
disagrees with her sister's opinion about amost everything they discuss. She is very polite,
modest and she has a very spontaneous attitude about things. She knows that she can neither
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change people and force them to be the way she would like them to be, or play with them as if
they were her dolls. She is a completed and developed character in the sense that she tries to
understand things the way they are by thinking about the real essence of their nature. That is why
she is described in contrast to her sister because she is capable of understanding that the rea
person is not what is expressed outside, but what is inside deeply rooted in unconsciousness.
That iswhy | want to go into a deeper analysis of these two characters.

Ursula, just like her sister, is an independent character. She was a class mistress, in
Willey Green Grammar School. She has this as an advantage because she is in a continua
relation with the younger generations, which, in many cases, helps her to refresh her attitudes,
that is to be trendy, or tolerant. She has the force to persuade the people about what she was
saying. She was good in doing this because she was right and she was too patient. | like her very
much as a character and | want to spend some more time analyzing her.

Freud believed that behavior is caused by inner instincts. According to Freud the psychic
energy or Libido is formed in a man’s personality, in a structure called Id, anytime it is needed.
He believed that there existed two basic instincts. The first is the life instinct or Eros that helps
individuals and the species to survive. Sex is the greatest expression of this life instinct. The
other is the Death or Thanatos that includes aggression and destruction. Motivation is often
linked with sex and aggression.

Conclusion

Id is present from birth. Id represents the basic ingtincts. Id operates on the basis of the
principle of pleasure through which instincts, impulses want an immediate release
unconsciously. Psychic energy or libido influence Id.

The death instinct or Thanatos is represented through aggression and destruction. These
two basic instincts are aways present. These two instincts are in constant battle with each other.
This expression of the battle between Thanatos and Eros is present in al love relationships
because wherever there will be love (Eros) there will appear hatred (Thanatos).

I think that the relationship between Ursula and Birkin is a very good example of real
love, that is Eros. On the other hand the relationship between Gudrun and Gerald is a good
example of hatred and death, that is Thanatos.
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Introduction

In her work, Elizabeth Gaskell examines women’s social position and their struggle to
transform and create new socia identities within the dominant culture. North and South (1855)
and similar novels becomes the means for the systems of power through which women
characters seek to claim new roles. As ‘patriarchal power’ is not a complete process it is open to
change and can be challenged by counter forces and powers.

For centuries, women have been the subordinate group and consented to the dominance
of men al over the world. While male culture has enjoyed power, women have consented to their
authority. Barker (2000) has pointed out that cultura studies rejects this essentialism, and that
there are no fixed entities and identities. Femininity and masculinity become only cultural
constructions, rather than essential universal categories and patterns. Since power is generdtive,
in Foucaldian terms, social relations and identities are produced due to power relations (Barker,
2000).

The effects of feminist theory

The focus of the paper is on cultural feminism because its purpose is to revea the
possibility of challenging the concept of fixed gender identities and to try to uncover conflicting
and plural genders. Cultura feminism takes its origin from French feminism's theories of
gendered sexuality and language, yet it differs from French feminists in their claim to evoke
women's sexudlity in literature. Instead, cultural feminism claims that there is no one type of
gender, rather ‘gender’ is a fluid and shifting category (Butler, 1990). Within cultura studies,
gender is separated from sex in its relation to culture. Sex is abiological fact whereas gender is a
socid and cultural construct defying essentialness. While feminist theories read woman as a
universa category, Butler (1990) points to the multiple and continuous nature of woman and
shows the identification of women beyond mother, wife, sister, teacher and nurse.

The Victorian Age has been distinguished from earlier periods by the complex of socia,
economic, political and intellectual changes associated with the Industrial Revolution. Beyond
comprehensive changes, there were inevitable contrasts between the urban and the rural, the rich
and the poor, the male and the femae, and the employer and the employee. In addition to these
contrasts, big differences in income, geography, education, expectations, facilities and the ways
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of life came to the fore. All these developments dominated the background of Victorian
literature. Thus, the writers of the period grasped the century not only with the problems brought
about by industrialization, but also with socia relations which would shape and give meaning to
abetter life in every aspect.

Standing on two stances: North and South

Elizabeth Gaskell’s novel North and South is considered her bravest work (Bodenheimer,
1979). The novel challenges one of the critical questions of the Victorian Age which is what has
been termed as ‘cleavages of domains'. Gaskell's heroine, Margaret Hale, displays strong
masculine traitsin order to step out of the established norms of Victorian society which confined
women to domestic circles. Since the Victorian Age was a period of continuous change, it also
brought about a parallel change in gender constructions. Margaret stands out powerfully among
the rest of the women characters of the novel and distinguishes herself as a symbol of the
changing period. She becomes the new type of woman in the changing Victorian world.
Managing to break free from the conventional bonds of her society, her travels in the sphere of
men not only revea the limitations imposed upon women but suggest the possibilities open to
the new generation of women as well.

The function of Lennox in the novel is to belittle female affairs especially in economic
life and to mock their interests as if they were of no importance to the strategic development of
society. He does not hesitate to make fun of female occupations drawing to the edges of sarcasm
while foregrounding the difference between men and women. He sees ‘law’ and ‘drawing up
settlements’ become ‘rea’ businesses, yet, domestic works like interests in shawls and
‘gardening’ seem like ‘proper employment for young ladies in the country’ (Gaskell, 2004,
p.107). Lennox represents the patriarchal attitude prevaent in Victorian society and supports the
subjection of women by attributing domestic interests to women and serious business to men.
Gaskell implies, through Lennox, the ever-lasting patriarchal prejudices attributing women to
inferior positions, and men to the possessive ones. Lennox, just like his ancestors, is taught to
perceive women as objects.

Gaskell suggests that the changing conditions of life and necessities could lead to a
change in the gender roles, enabling a woman to be like a man. Just like a man who learns to be
‘a man’ through hardships and struggles, the same could also be gpplied to a woman since
gender is not a stable concept. Butler puts it as follows: ‘gender is culturally constructed: hence,
gender is neither the casua result of sex nor as seemingly fixed as sex’ (1990, p.6). An
exceptional woman for her age, Margaret, becomes the means for gender shifts as she cannot
accept the fixed roles given to her. Her mobility and travels help her intrude upon male territories
and make her challenge the defined roles given to her.

In the course of the novel, Margaret makes nine mgjor trips or journeys. The Victorian
Age did not allow women to travel aone in public. Thus, Margaret’s travels stand for Gaskell’s
challenge and criticism of the age. Limiting gender into domestic activities understates woman
role in many aspects. Such limitation is in compliance with the Victorian age which can be
eased through emancipation of space and travel in female sphere. Freedom in perspective of
space constructs identity reinforced by socid acceptance that can delete gender conflict.
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Margaret's travels and her gender construction should be explored since she, in her
character, resists a stereotyped feminine ‘naturaness’ by intruding into masculine public places.
Gaskell criticizes Victorian mores through Mrs. Hale, atypical Victorian lady who is supposedly
restricted only to home obligations. She is so much distracted from stereotyped traditional socia
obligations that she is unable to perform her domestic duties and turns to her daughter to act as a
reconciliatory medium between her husband and herself. Since Mrs. Hale is unable to act in a
moment of crisis, she asks her daughter, ‘How in the world are we to manage aremova ? | never
removed in my life, and only a fortnight to think about it"" (Gaskell, 2004, p.51). Mrs. Hade
reveas herself unfit to deal with *all the troubles and necessities for immediate household
decisions that seemed to come upon her at once’ (Gaskell, 2004, p.54) and becomesiill, leaving
‘agreat weight suddenly thrown upon...her [Margaret’ s| shoulders' (Gaskell, 2004, p.56):

... months ago, all the decisions she needed to make were what dress she would wear for
dinner, and to help Edith to draw out the lists of who should take down whom in the
dinner parties at home ...(Gaskell, 2004, p.56)

Margaret is not to be satisfied by sitting home and waiting; Margaret is not the type to be
enclosed in a constricted sphere. She often goes out to find a servant girl for her family without
company. Gaskell writes, ‘it was something of atria to Margaret to go out by herself in this busy
bustling place’ (Gaskell, 2004, p.80). By presenting thisasa‘trial’ and emphaizing that Margaret
is‘by herself’, Gaskell implies that it is not a conventional act to be undertaken by a young lady.
However, Margaret has the desire to be outdoors and Margaret has previously tried to challenge
this limitation put upon her by her conventional aunt in Harley Street, London.

The Victorian Age separated women's and men's spheres in society; yet, working
obligations often came up against the traditions and women were let work outside their homes.
On the one hand, women are enclosed in their homes because they are housewives, and on the
other there are still some women working in the factories out of necessity. It is a sign of the
vulnerability of traditions to the vagaries of economic need. Margaret observes this reality
because she, as Gaskdll putsit, is eager ‘to try and make herself more familiar with the strange
aspect of the street’ (Gaskell, 2004, p.71) and the city. Her wish to get to know its people, be
involved in local interests and to learn even some of the ‘technical words employed by the eager
millowners' isthus further reinforced (Gaskell, 2004, p.193).

It is clearly seen that Margaret is not an angel in the house. She displays herself as a
typical Victorian woman since she feels ‘guilty and ashamed of having grown so much into a
woman as to be thought of in marriage’ (Gaskell, 2004, p.34). She is uncomfortable to see that
she has become the object of the male gaze as a source of passion because Victorians taught
women to be ‘angels’ forbidden to feel ‘passion, anger, ambition, or honour’ (Gaskell, 2004,
p.34). Margaret neither wants to be the object of the male gaze nor to be made into an object
made by a male hand, as it has been formerly demonstrated in the rejection of Lennox’s
proposal. In Victorian times, marriage was commonly accepted to be the sole vocation of
women, and thus, young girls were taught, accordingly, to be a good wife and mother. Yet,
Margaret feels humiliated by the thought of it asif there is something else out there for her, other
than being a wife and mother. Rejecting Henry Lennox’s marriage proposal - a good opportunity
for many conventional women - Gaskell points out Margaret's nonconformist attitude to the
established norms of domestic life. Turning a common practice of society down, Margaret cals
our attention to her peculiarity. Her peculiarity is further revealed by her declaration to her father
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that she does not ‘admire ladies’ men’ (Gaskell, 2004, p.86). It is apparent that she has refused
Lennox because heisalady’ s type of man.

Gaskell manifests in North and South the perplexity of ‘ separation of spheres’ displaying
a two-edged stance. On the one hand, there is a Victorian woman, Margaret, entering into the
male public space numerous times by challenging her gender status, and on the other hand, a
man, Mr. Thornton, is seen passing through ‘the busiest part of the town for feminine shopping’
(Gaskell, 2004, p.254). We have dready learnt that private space is women’s and public men’s;
yet, Gaskell implies here that even some of the streets in a public space are nominated as
feminine streets exclusively reserved for women. Then, a man accessing the ‘feminine’ part of
the street will naturally arouse suspicion in the manner of an acquaintance of Mr. Thornton who,
turning to look after him, thought it ‘strange to see him occupied just like a porter’ (Gaskell,
2004, p.254). In fact, separating a street from the male space and reserving it for women is
aready asign of the breakability of that very space.

While Pikoulis (1997) believes that Margaret’s act is a challenge against the conventional
separation of spheres, Dorice Williams Elliott reads Margaret’s role as ‘mediating’ the class
relations. Apparently such an act is far too courageous for a woman of the period as ‘femde
publicity seems nearly aways to have been bad publicity’ (Pikoulis, 1997, p.20). Instead of
staying in with Mr Thornton’s mother and sister, Margaret’s act is remarkable. Such a strong and
powerful women as Mrs Thornton, who has aready told Margaret not to be a coward in Milton,
chose to keep herself in adomestic sphere, whereas Margaret placed herself in front of the male
space.

Margaret is the antithesis of the typical Victorian woman, of which Edith is the perfect
example. While Gaskell portrays Edith as a domestic and dependent woman, content with
domestic and wifely duties, Margaret rises as a new woman type, searching for an aternative
place. After the major losses in her life bringing a train of responsibilities and hardships and
through her travels and motion, Margaret learns eventually that she must aim to satisfy herself,
rather than please others (Gaskell, 2004, p.498). She decides to take ‘ her life into her own hands
(Gaskell, 2004, p.497) as she tells Edith ‘as | have neither husband nor child to give me natura
duties, | must make myself some, in addition to ordering my gowns’ (Gaskell, 2004, p.498).
Margaret despises the traditional domestic duties of a woman because she believes they do suit
her temperament or ambitions.

In this respect, Margaret challenges her gender identity by claming her power over
Thornton again. This act can be seen as a reaction against Thornton. Margaret is generous
enough to donate some amount of money so that he can pay off his debts. This act is considered
as an humiliation as regards defiant against male power. In addition, gaining her purity back in
his eyes, Margaret shifts from being an ‘unmaidenly’’ young woman into an innocent one.
Learning that the man he saw Margaret with in the station was her brother, Thornton feels the
comfort of a typicd man who is after purity and innocence standing for virginity. Now that
Margaret has proved her sexual innocence by presenting herself as a white, ‘blank page’, the
‘shadow of impropriety’ has been lifted. (Gaskell, 2004, p.476).

Her love of travels connotes Margaret’s ability to adapt to the changes of society. Gaskell
celebrates Margaret because she reveals that travel is not improper, women'’s public roles are
possible, and the division of public and private spheres isno longer permanent. Furthermore, the
separation is ambiguous in itself as Gaskell describes Mr Thornton as being uncomfortable whe

175



he is exposed to women's gaze in the feminine part of the public space, supposed to be a mae
arena. Most importantly Gaskell demonstrates that ‘home’ is not the only option for women.
Rather, her travels teach Margaret how to become a self-determined woman, like a man, being
able to cope with hardships of life.

Conclusion

Although the ideal type of womanhood was suited to the private sphere, home, in the
Victorian Age by the imposed roles of wife and mother, Gaskell reveals through characters the
tendency to ascribe feminine characteristics to men and masculine to women, contrary to the
gender-specific limitations of the period. Gender roles are constantly being questioned,
challenged and reinvented, because gender is socially constructed, facilitating ambiguous and
multiple sexudlities. In fact, ‘feminine’ and ‘masculine’ are no longer permanent markers. In this
respect, Gaskell tries to show that there was uneasiness about the constructions of gender in the
Victorian Age. Female and masculine roles were under threat as a result of industridization
which brought about mobility for women in the working life of the time. This transformation
resulted in the icon of ‘The Angel in the House' being challenged with its simplistic separation
of domestic wife from public husband. After women started to work in the factories and opened
up a space for writing and publishing, they intruded into the male sphere. Thus, both changing
gender roles and the breakability of public and private spheres were experienced.

Gaskell’s depiction of Margaret becomes the symbol of the changing Victorian period as
shetriesto be a‘man’. Margaret is awoman with masculine traits, because she is not satisfied in
the domestic sphere, thus she challenges men’s power. Her mobility and her travels help her to
intrude upon male territories and challenge the fixed gender roles given to women. Most
importantly, Gaskell displays the perplexity of the separation of spheres by making Mr. Thornton
feel uncomfortable because of the feminine gaze in the ‘feminine’ part of the street. Ironically, a
man’s experience in the feminine sphere, determined by men for women, shows how changeable
the nature of that sphere is. The middle and late Victorian period demonstrated thus manifested
debates about gender roles which emphasized the fragility of the essentia norms. Theories of
power and hegemony enabled the Victorians to understand and accept the shift in gender roles
and provided women with the means to enter the male sphere and challenge their fixed status. By
depicting the gender dimensions of this debate in her fiction, Gaskell suggests a hope for a better
life for both women and men.
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