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A Not so Fairy Tale — Two Readings of the Tale “How Potjeh Sought
the Truth”

Mirna Brki¢ Vucina

University of Mostar, Bosnia and Herzegovina

In relevant literature, Croatian Tales of Long Ago (1916) by lvana Brlic Mazuranic are usually
classified into two thematic groups — the fairy tales of ancient Slavic paganism and the fairy
tales of Slavic Christianity. Thus, the tale “How Potjeh Sought the Truth”, which opens the
Tales, is described as belonging to pre-Christian, proto-Slavic period. This paper deals with
the correlations between Slavic mythological and Christian layers in the mentioned tale. As it
often happens with such multi-layered texts, the research was added one more dimension.
Beside the interpretation of the relationship between Christian and Slavic mythological
elements, a different reading key of the tale emerged as the author's intimate autobiography

"packed" into a fairy tale (which will be discussed in the second part of the paper).

Keywords: intimate autobiography, Christianity, mythology, correlations.
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. Introductory part

When Croatian Tales of Long Ago 1916 have been published, their source and
genesis debated. Therefore, Ivana Brlic-Mazuranic, in her letter to her son, Ivan Brli¢,
from 1930, directly talks about "external connections" with Slavic mythology and
"inner connections" with oral literature (Brlic-Mazurani¢ 1930: 165-166). However, in
the aforementioned letter the author rejects the notion of genesis: "lI've been often
asked of practical genesis of the Tales. Word 'genesis' seems to me too narrow. It
devastates the concept of 'telling the tale™ (Brlic-Mazurani¢ 1930:165-166: 166). The
stories were "written" (ibid: 165) using "names and characters of Slavic mythology,"
but "no scene, no fables, no development, no tendencies used in these stories were
found already finished in our mythology" (ibid: 166).

Recent research has shown that the primary sources of authors literature were
found in Russian folk poetry of Afansjev, PoetiCeskie vozzrenija Slavjan na prirodu
(1865, 1868, 1869) and the mythological-gothic leksikon of Tkany Mythologie der
alten Teutschen und Slaven (Mythology of ancient Germans and Slavs) published in
1827, with occasional references to Croatian oral literature collected in texts written
mainly by Valjavec, Kukuljevi¢ Sakcinski and Safafik (Engler and Kos-Lajtman 2011:
307/308).

Often in the relevant literature studying the fairy tales of Croatian Tales of
Long Ago the tales are divided into two thematic groups - fairy tales of ancient Slavic
pagan times and fairy tales of Slavic Christian period.

So for fairy tales as “How Potjeh Sought the Truth”, “Fisherman Palunko and
his wife”, “Rego€ and The Sun Sunset and Neva Nevicica”, stated that they belonged
to the pre-Christian slavs oral literature and the fairy tales (Stribor's Forest, Jagor,
Brother Jaglenac and sister Rutvica) dominated by the Christian component.

The intention was to study the interconnections between Slavic mythological
and Christian layers of fairytale How Potjeh Sought the Truth opening Croatian Tales
of Long Ago (1916). As it often happens, especially in such multilayer texts, the
research has gone one more way. New reading of Christian and Slavic elements in
fairytale, using a different key, brought a light on an intimate autobiography of the

author reworked in fairytale (which will be discussed in the second part of the paper).



Il. The Interferences of Christian and Mythological Layers in “How Potjeh
Sought the Truth”

At the beginning of the fairy tale How Potjeh South the Truth the author acquaints us
with the fact that a wise and just grandfather Vijest lives with his three grandchildren.
One day all three grandchildren go to the woods. But the noise there causes

uneasiness and fear:

But in the woods there was still some darkness and sorrow because the sun was
still not grain, no birds or beasts were heard. They became terribly frightened and
uncomfortable in this silence before the sunrise, before the sun, because
Bjesomar the evil ruler of all the forest would pulle thru the woods from crown to

crown (Brlic-Mazuranic¢ 1968: 21).

Entering into the woods gives us an image of grandsons wondering what's in the
world. They carry a desire to know, discover the world. Since they have almost no
experience to answer this question, good Svarozi¢ appears, showing them the world
and revealing the mystery of life. The names of some characters in the stories are
known from the literature as names of old Slavic deities, eg Svarozi¢, Mokos, Hrs,
Stribor (obviously according to Stribog). They entered the story with the
intermediation of Afanasjev, but were greatly transformed. According to mythological
literature Svarozi¢ is the son of Svarog. In the story of Potjeh, Svarozi¢ is a rising sun
in a body of a beautiful young man. He is the morning light that appears above the
hills (cf. BoSkovi¢-Stulli 1970: 165/166).

The likeness of SvaroZic is related to the image of Jesus precisely because of
the motif of light (cf. Spehar and Salopek 2015: 117). According to the Evangelist
John, the primeval light is the Word, that is, God Himself. So we read in Matthew's
Gospel:

After six days Jesus took Peter, James, and John with them, and led them up to
a high mountain by themselves. There he was transfigured before them. His face

shone like the sun and his clothes became as white as the light (Mt 17, 1-2).



The aforesaid biblical citation can be related to a moment in which Svarozi¢

appeared to the brothers as:

(...) a light that has never been seen. Brothers shuddered of wonder, and the light
faded from the hills, and appeared closer on the surface of a large stone, then
closer on an old lime and finally dawned like pure gold just before them. And a
wonderful young man showed before them in a glimpsing dress, beautifully
glittering suit shivering around him like a golden banner (Brli¢-Mazurani¢1968:
22).

Svarozi¢ shows the brothers material wealth of the world, power and force,
army’s and army leaders, and finally “they get to see all the stars and the moon and
the wind and all the clouds” (Brlic-Mazurani¢ 1968: 22). But all the same warnes
them, that no matter what the world offers, they can’t leave their grandfather until
they repay all his love. Because of excitement and fear, grandchildren got to forget
the secret of life that SvarozZi¢ has revealed to them. The author at that point in
narrative introduces the negative figure of Bjesomar. Bjesomar opposed the old Vijest
because he was lightening the eternal fire.

The Holy Fire that burned and continues to burn after the old men’s death
being fueled by the grandsons, reminds us of the eternal light which burns in all the
churches in the name of Christ's constant presence in the mystery of the Eucharist.
This light should keep reminding us that we are loved in a ways we love others (Cf.
Spehar and Salopek 2015: 117).

Since the grandsons have forgotten SvaroZi¢'s lesson, Bjesomar sees the
opportunity for himself, the opportunity to separate grandchildren and their
grandfather, and so, revenge him. This is an opportunity to devastate the order and
conquer the souls of grandsons. He sends “passion” to every grandson to seduce
each one. It is an evil spirit that retreats into a man or an animal and urges them to
run away. One of the interpretations states that the passions origin from evil demons,
namely, the ghosts of nature that at first were one, then divided into good and evil,
from indigent souls of dead ancestors, and towards Christianity from all the pagan
deities who did not reconcile with the Christian God and accepted the Christian faith
or the fallen angels who did not submit to their nature. By the fall of the spirit they are

ragged on an animal's appearance, and they grew black hair and feathers, claws and



ears, horns and tail. Fallen angels are ones that are violating and weakening the
human consciousness. Man's development is based on his own instincts, but also on
the awareness of them and on the abilities of their restraint. Therefore, self-control is
a kind of balance between the outer and inner world, the reason and the impulse of
that positive and negative force at all, which allows a man to choose between reign
and slavery (Cf. Bajuk Pecoti¢ 1999: 172/173). All this would suit the way in which

Ivana Brli¢c-Mazurani¢ describes the passions:

The small, the freakish, the pushy, the smack, all kind, and every one of them
played on a willow. So they whistled, twisted and rattled. They were crazy and
ungainly, kind that wasn't meant to do a job nor harm a person until a person
wishes to host them (Brlic-Mazurani¢ 1968: 23).

Therefore, passions cannot rule a man if a man doesn’t host them. Since the
grandsons have forgotten SvaroZi¢'s guidance, passions seek for weaknesses in
each of them. They are the incarnation of inner demons of each of grandsons.
Marun’s passion (anger) promises he will be the richest among the brothers and
Marun releases his anger to master him. LjutiSa also subjects to his anger, which is
the passion, anger of force and power. These sins, passions, angers are somehow
noticeable, obvious. What is sin of Potjeh? SvaroZi¢ was demonstrating the world to
show the stars. His anger promises, “You will be the greatest sage and you will
understand what the winds say, what the stars whispers” (Brlic-Mazurani¢ 1968: 24]).
The star is primarily the source of light. Painted on the ceiling of temple or church,
stars determine it’s celestial importance. Because of their heavenly characteristics
the stars are symbols of spirit, and especially symbols of conflicts between spiritual
forces of light or material forces of darkness (Chevalier and Gheerbrant 2009: 1120).
When in “The Stribor's Forest” the mother chooses more likely to suffer
wishing to have her son rather than to enjoy infinite happiness, having to forget about
her child - acting totally anti-Faustian, as Segedin once noticed, she fulfills her duty,
the toughest but most noble duty in human’s life: the duty of parent. Potjeh, on the
other hand strives for knowledge, failing to perform duties, so his passion is Faustian.
He goes to the world in search of the truth. During that time, the passions ruled
Marun and LjutiSa and were looking to kill their grandfather. After a year, Svarozié¢

appears once again to Potjeh saying that he could have already had discovered the



truth within his heart “if you had listened to your heart when it spoke to you at the
doorstep of the hut calling you to go back and not leave your grandfather, there was
the truth to be found even without wisdom” (Brlic-Mazurani¢ 1968:32).

That truth will shake and defeat Potjeh, making him an antihero of the fairy
tale. The journey doesn’t lead to reaching the meaning. Potjeh, as the youngest and
grandfathers favorite, consistently for the fairy tale genres, aspires for the status of an
ideal hero, whereby this very aspiration makes his effort impossible. Namely, as
much as Marun and LjutiS8a are actively destructive, because they are possessed by
the passions that disables the realization of their human potential and lead them to
their own evil caricatures in the service of power and wealth, Potjeh is, as Milanja
shows (Milanja 1977: 61), in fact, their counterpart in spiritual and speculative sphere.
Himself, as well as his brothers, was led by his anger to the forgetfulness of
Svarozi¢'s message (vision), but unlike his brothers who indulge in the extraversion
of the virtues (sins), Potjeh goes to seek the forgotten truth. His quest for truth, in
fact, is considered by Milanja, ingeniously conceived as erasing the truth that he is
tracing (Cfr. Protrka Stimec 2015:658).

Potjeh drowned in a well while he was washing his face thinking of returning
to his grandfather. “Stunned and ashamed there was Potjeh left alone by the well ...
he leaned too much, slipped and fell into the well” (Brlic¢-MazZurani¢ 1968: 32/33).
Symbolism of a well or fount is symbolism of revival and purification (Chevalier and
Gheerbrant 2009: 1080). The effort of washing does not work. He failed to
regenerate and purge from sin and dies.

In that moment passions leave LjutiS8a and Marun, and they seem to feel
love for their brother and compassion toward their grandfather. They go in search of
Potjeh, but they find him dead. The grandfather after his death concludes, “it is been
to you, my children, forgiven, because you are standing alive. To the one who was
the most righteous one, he had to pay his blame with own life” (Brlic-Mazurani¢ 1968:
35).

“From everyone who has been given much, much will be demanded” (Lk 12:
48). The meaning of this sentence of Jesus is that we are responsible for what was
given to us, therefore it was given to us by God. Potjeh is the youngest grandson, but
also the successor of his grandfather’s tradition and wisdom, “perhaps this child has
more wisdom than the old man” (Brli¢-MazZurani¢ 1968: 26). Therefore, his

responsibility is greater and his sin tends to increase. Potjeh is crying in front of



Svarozi¢'s palace because they do not let him in as he is a sinner. Svarozi¢'s palace

could be a picture of what is waiting for us after death, the image of heaven.

It was the golden palace of Svarozi¢. From the court there is a thousand shades
of blush: made of rosy cloud, made of glass pile, and that of dry gold, and most
of the light came from the windows of hall. Because there are Svarozi¢'s guests
sitting together and pouring from the golden cup to the every one who joins them
(Brlic-Mazurani¢ 1968: 36).

At the end of fairy tale, sin is forgiven and Potjeh enters Svarozi¢'s palace with his
grandfather and LjutiS$a and Marun continue to live on the blessing of the earth,

maintaining eternal fire.

lll. The intimate autobiography of the author has been transformed into a fairy
tale

(...) each text speaks about its creator (Lovrenci¢ 2006: 283)

As we have already emphasized in the introduction, writing about one, imposed a
new approach to reading this fairy tale — as an intimate autobiography of the author
transformed into a fairy tale. Therefore, the work is conceived in two parts.

Brlic-Mazurani¢ was the heiress of her grandfather's mental and intellectual
education. Judging by her sister Alka's record of their childhood, Ivana was an early-
matured girl. At twelve years of age, she was considered an adult. It is said that by
the age of eighteen she was fluently speaking and writing German, French and
English and could read Italian and Russian.

By Alka, Ivana literally adored her parents, but often came across with them
in conflicts. An intimate prayer for parents perfectly mirrored her attitude towards
them, but also towards herself. Her prayer is a prayer for the parents, but also a
prayer for herself. A prayer that they don’t underestimate her aspirations and ideas,

her writing:

And for father, mother? For them, God, | have to thank you so much! So good a
full love. But will you hear me? Give me something to add to that happiness, give

them,that they understand, my maybe sometimes, maybe always crazy



thoughts... let them understand ... they can not. No, indeed, Father, it is so

painful, pain ... (Lovrenci¢ 2006: 74).

But Ivana, very soon, becomes aware of what is she expected to do and what are the
"duties of a woman". She is equally aware that she wishes to write. And there is a
conflict that will torture her whole life (ibid.: 70).

My thinking was early led to the conclusion that writing disagrees with women's
duties. This struggle between the strong desire to write and between these
(correct or incorrect) guarding of duty, has been a part of my public literary work
for 15 years (ibid.: 244).

Sanja Lovrencic states that it is difficult to find out when Ivana wrote the first page of
her diary, but that it is enough “to browse her youth diaries so to see how deep and
personal her writing was” (ibid: 62).

With eighteen years of age, Ivan was engaged to Vatroslav Brli¢, with whom
she exchanged only a few letters during the engagement. She marries and moves to
Slavonski Brod. Although she loved Zagreb, books, theaters and freedom, she did
not complain to her parents. For her, her family was the most important thing in her
life, and in that manner she behaved all her life.

The first book by Brli¢-Mazurani¢ The Valid and Inaffective was published in
1901. The author's permanent and pervading desire for writing was reconciled with
her permanent perception of duty when the possibility of writing for her own children
appeared [2006: 173] Her first book was really written for four of her underage
children, but for Croatian Tales of Long Ago don’t seem to applies to that rule nor
they are stories for children. Well, the author says herself, “I'm an adult, | wrote to
myself, to an adult person” (ibid. 2006: 218).

The fairy tale “How Potjeh Sought the Truth” opens the Croatian Tales of
Long Ago and at the same time we enter the intimate world of lvana Brlic-MaZuranic.
Since the moment the three grandsons leave into the woods at the beginning of the
fairy tale as if we were called to psychoanalytical reading. Just the fact of leaving
grandchildren in the woods builds up the sensation of discomfort in us, the readers.

Contemporary psychoanalysis of dark and deep woods symbolizes the area of



unconsciousness. Fear of the woods, as well as panic fears, Jung says, exacerbates
the fear of unconscious disclosure (Chevalier and Gheerbrant 2009: 947).

It is not surprising, therefore, that the psychoanalytic potential of this story is
recognized in both literature and literary science. In the novel by Dubravks Ugresié¢
The Ministry of Pain (2004), in which the author deals with exile, memory and
forgetting, Igor, one of the students of South Slavic Literature at the University of
Amsterdam, chooses an entirely unexpected work for problematizing of the exile

theme:

Fairytale of Ivana Brli¢ Mazurani¢ «How Potjeh Sought the Truth» considering
her "psychoanalytically ingenious". He writes an essay stating that this fairy tale
is a deviation from the genre, as it ends with Potjeh's death. According to Igor's
interpretation:

-By all laws there is no place like home - a fairy tale genre should end with happy
ending. But the MazZurani¢ was still a devil preventing him from completing the
story as it should. The main heroes of fairy tales get their mind, heart and
courage, wealth and princess, but do not fall into the well.

-Potjeh finally ends in SvaroZi¢'s courts ...

-Brlic-MaZuranic raises the throne in the heavenly courts, which is a happy end to
death. It's a false end, because heaven or hell are like this or that kind of bribe.
Technically speaking, the story is bulshit, but it is psychoanalytically genius ...
(Ugresic 2004: 224).

On the other hand, Vivijana Radman fairy tale How Potjeh Sought the Truth it is
considered to be a real autobiography, an undressed, non-conformist expression on
the conditions of her own being, a matrix of the entire creation Ivane Brlic-MaZuranic.
The dominant note, the basis and the condition of all her texts, is a patriarchal society
with which lvana avoids an open conflict, and, pleasantly pleasingly, invariably inflicts
a virus of confrontation pervading all prose and all authoritarian procedures.
Grandfather as a moral vertical in the life of lvan Brlic-MaZurani¢ appears as such in
the fairy tale of grandpa Vijest. Radman states that Potjeh discusses the struggle to
separate his own "self" from the "superior self". Analyzing this story as an
autobiography of lvana about "the development of a thought creature" assumes that

Potjeh is the author's alter ego. He argues that assumption is that Potjeh a male,is



not a grandfathers first born, he is a third, a third and in the operating system there is
no inheritance in the story, so he is legally in the same position as a woman.

While the older brothers are hefty boys, he is a beloved child, a rose on a
large sheet, which are stereotypically female attributes. Brothers were given to see all
the treasures, all the power and all the wisdom of the world, three cravings
outsourced through three anger, forest freaks. Potjeh is resisting the trials of gold and
weapons, but he does not resist the supreme trials, trials of knowledge and creation.
He desires a grandfather's possession of wisdom and holiness, but he does not
acknowledge his wish. With out recollection Potjeh is realized in search as an
independent mode of existence. By not sinning really, Potjeh efficiently separates his
"self” from his “superior self," exercising his own will, forming his own identity (cf.
Radman 1998: 150-155).

From the diary records, it is evident that lvana had been fascinated by books
and observation of the stars since the earliest years. In the various periods of her life
she starred at stars with her father, husband, children, grandchildren and friends.
This star motif also appears in the story “How Potjeh Sought the Truth”. In the story
Svarozi¢ will show the material riches and power to LjutiSa and Marun, and will show
the stars to Potjeh. Looking for the stars, Potjeh moves in search of truth and search
for oneself. He urges to have control over his destiny. His sin is a desire for
knowledge. And in this sense, we find a strong link between Potjeh and Ivana Brli¢-

Mazurani¢. The author in her diary writes this way to herself:

My mistake is not to think but to think too much ... | want to live. | want to act. Do
not work with a cooker or needle because | do not know. | want some benefit ... |
want to get away with this sad life. | will build it with my own strength, when no one

will help me, no one will understand ... (Lovrenci¢ 2006: 77).

But when he abandons his grandfather and his duty in his serch of truth and
knowledge, the righteousness will make every decision painful, because with one he
will forfeit his grandfather and with the other himself. As D. JelCi¢ observed, the entire
ethical code of lvana Brli¢-Mazurani¢ rests on one principle and stems from it - that is
a sense of duty. All the key female characters in Croatian Tales of Long Ago
(grandmother, Milojka, Rutvica, Neva NevicCica, Palunko's wife) have a strong sense

of duty associated with incredible self-indulgence. But in order to fulfill your duties,
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you often have to give up your wishes, dreams, ideals, freedom, or as lvana, her
writing.

She fulfilled the duty of obedience to her parents, the duty to accept the
female role assigned to her by the society and family, but she did not fulfill her duty to
herself and her abilities (Lovrenci¢ 2006: 91). “With more interest in life, no one had
ever been born into this world - and in the worst slander no one has ever gone
through the best days of her life like me” (ibid. 2006: 189).

In the first few years of lvana’s marriage, writing is not mentioned almost
anywhere and later she writes in short sermons between motherhood and household
duties. “My literature, my most beloved kindness, barely concealed, could not have
taken me a part of the time” (2006: 306/307).

The one who fulfilled the duty, as a grandmother in the Stribor's Forest, feels
the fulfillment, but the one that has not fulfilled the duty is feeling sorrow, shame,
defect and the vast emptines of life and ending as Potjeh.

If Potjeh did not endured so fatally, the story would be an interpretation of
the biblical parable of the prodigal son, but the death abducts Potjeh away from
Christian ornamentology. Such a sudden death turns him into a bad guy. Beginning a
fairy tale as a hero moving on a journey, it loses our expectations, even more
because the Potjeh, as well as the author, has very great expectations of itself. It
experiences deep disappointment. There is no answer at the end of the road, there is
no reward in the hands of the king, and everything he did was in vain.

The pursuit of Potjeh for truth is, in fact, the quest for spirit and spiritual
perfection. He inevitably has to end fatally because in this world he doesn’t finds a
way to reach spiritual satisfaction. Let's take another parallel between the author and

Potjeh. Here's how she describes her life search in diaries:

May | describe my self to you? So what else do | need you for?

There is no change on better for me. I'm still a striving for something that has
never been done, a certain prevalence, as if | could attain something like that, and
feeling the shame that | was not even in the least, or far from being in the way of

doing this, even though I still do not know about it (Lovrenci¢ 2006: 77).

In addition, it seems extremely important, it’s with this fatal ending of Potjeh author

leaves the opportunity to interpret Potjeh's fatal end in the key we want. That is why

11



we can find such diverse interpretations of this story, ever since problematizing of the
exile theme to search for identity and hidden autobiography. Let's ask ourselves a
question: why there is an open possibility that Potjeh did not fall accidentally into the
well, but killed himself? Is Potjeh an image of suicide and is this fairy tale actually
meditation of suicide formulated as a children's story? Is it possible by reading the
authorship of the diaries that originated before writing Croatian Tales of Long Ago, to
find an incentive for this kind of reading the story and the interpretation of character
of Potjeh?

Ivana, according to her diary records, from the earliest age meditates on
God, talks with him, but meditates on both evil and death. Around Easter 1892,
shortly before her marriage, at seventeen years of age, she made a very serious

record:

Our Father, only one thought, only one sin frightens me the most. | believe it was
my most loyal silent companion since the early youth. A mute companion! God,
thought of death, early death, this thought is hot and praiseworthy ... but you know
it too well (2006: 85/86).

When Ivana was twelve years old, a "French" came to her family, Marietta. She was
very young; she was sleeping in the same room with lvana and a close friendship
developed between them. But because of love she dived in Sava. This left a deep
mark on Ivana’s soul and she recorded that was the moment she ceased to be a
child. But there was another person in Ivana’s life who left the world in the similar
way: it’'s unknown who was Zvonko is, but it’s him and Marietta that lvana speaks as
of her "two dead ideals," two angels in heaven (ibid. 2006: 81/82). In one small note

from 1889, Ivana addresses only God:

My Father, | believe - perhaps it is sinful — in You, in eternal Love, it's not
necessarily the sin everything that is considered a sin according to the particular
principles of faith. For whoever can count all the circumstances under which sin is
taking place, all countless thoughts of You, immeasurable love and faith in You,

all pain, and all contempt and awe, just in the hour of sin (ibid. 2006: 83).

12



The sin with which lvana is trying to go to an end is not her own, but Zvonko’s and
Marieta’s. But to those who were so good, God will surely forgive their weakness and
take them to Him. At the next moment, Ivana sees them as her advocates, as those
who convey to God her hot, sincere prayers (ibid. 2006: 83).

After the fall in the well, Potjeh cries, hoping for forgiveness. He who was so
good, even though he had committed sin and failed his duty, took his grandfather's

hand was led to Svarozi¢'s court. Sins, even sin of suicide, are forgiven.

IV. Instead of a conclusion

The fairy that is not «How Potjeh Sought the Truthy, it surprises both modern readers
with their multitude, psychoanalytic potential, and calls us again over to the new
readings of this text. With the fatal ending of Potjeh, lvan Brli¢-Mazurani¢ may give us
the freedom to interpret our destiny and the end of the key we want. Starting with one
interpretation, the relationship between Christian and mythological elements in the
fairytale, they forced reading this fairy tale in a different way - as the intimate
autobiography of the author, so that, in the end, questions remain open. When we
raise a layer, something new appears beneath it ... And we are like Potjeh in search
of the truth ... Here is the magic of the story through the ages and its untraceable

value.
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(UHTep)TekcTyanHu cenuaom

Mapuija [FoprueBa lumoBa

YHusep3sutet Cs. Kupun n Metoguj, Ckonje

Bp3 doHOT Ha TeopuckuTe nepuenuum Ha MNOCTMOAEPHUCTMYKATA Npo3a MOXHa e
peuenunjata Ha packa3oT Mojom Henpujamen Wmap [lejo og MakegoHckaTa aBTOpKa
KannHa Manecka. Packa3oT apTukynupa gen of peneproapoT MeTauKUMCKM MoCTanku
NMPeKy KOMLWITO Ha MpedeH NnaH ce nocTtaByBaaT OHTONOWKUTE TeMun. KOHKpeTHO, cTaHyBa
300p 3a nocTtankuTe KOULWTO ro AEMOHCTpMpaaT CyanpoT nomery gBa Ui noBeke CBETOBU U
KOWLLTO, Ha TOj HA4YMH, ro oroniyBaart niypanuMTeToT CBETOBU U FO CBPTyBaaT BHUMAHNETO BP3
rpaHuuuTEe MEry HMB: CyauMpOT NoMery pUKUMCKMOT CBET M UCTOPUCKMOT hakT Ha pearnHunoT

CBeT, TpaHCCBETOBHUTE NOEHTUTETU N NHTEPTEKCTYaITHUTE NOCTankKu.

Kny4Hu 36opoBu: Manecka, Utap lejo,
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Teopucknute [eckpunuun Ha NOCTMOAEPHM3MOT MOHYAEHW of CTpaHa Ha bpajaH
Mekxejn noaraaT o4 Te3aTa 3a OHTOSoWKaTa JOMUHAHTA Ha NOCTMOAEPHUCTMYKATA
npo3a BO CMMCIla Ha Toa geka NMOCTMOOEPHUCTUYKUTE TEKCTOBU MM akTyanuaupaar
T.H. MOCTKOTHUTMBHM nMpawlaka KoM Cce OAHecyBaaT WM Ha OHTonorvjata Ha
KHVXXEBHMOT TEKCT UM Ha OHTONOrvjata Ha CBETOT KOjLUTO Ce MPOEKTMpa BO HEro,
unu WTto e ceetoT? Kom BnaoBm cBeToBu noctojaT? Kako ce Tue KOHCTpyupaHun?
Kako ce pasnukyBaat? LLUTO ce cny4yyBa kora pasnuyHuTe TUMNOBU CBET CE€ NOCTaBEHU
BO CyAMpP WNW Kora rpaHnumuTe Mery HMB ce HapyleHn? Koj e MogycoT Ha nocToewe
Ha TEeKCTOT M KOj € MOOYCOT Ha MOCToewe Ha CBEeTOT (MNM CBETOBUTE) LUTO Ce
npoekTnpaat? Kako e CTpykTypupaH npoektnpaHuot ceeT, uTH* (McHale 2001: 10).
OHTOnOWwKMTE TemaTMsaumm ynaTyBaaT Ha MOXHUTe npobnematmsaumm Ha
rpaHMUMTE NOMEry CBETOBUTE N NOMEry TEKCTOBUTE, reHepupajkm ro T.H. ,,OHTONOLLKA
ckaHgan“ (McHale 2001: 85), kako uHOuKaTop Ha ,0HTONowkaTa umnnosnja“ (Oraic
1996: 111) co kojwTo Cce onuwyBa cocTojbata Ha cnobogHO MNoOMecTyBame U
ABWXKEH-e BO pasfnyHy HACOKU M nNapanesiHoTo NocTaByBake Ha MHOLUTBOTO 065Mum
Ha MOCTOoeHe, OAHOCHO KakO WHAMKATOp Ha CBETOT KOjWTO CTaHyBa Ha cute
nogpavja HecurypeH, KpeBOK UMM Ha Koj 6uno gpyr HauyuH pasHuwan® (Oraié
1996:111). Co orneq Ha Toa WITO MMMNIIOAMPAHOCTA rO reHepupa U OTCYCTBOTO Ha
KakBO OUNO UBPCTO ynopuwTe, MAeja WM CTBApPHOCT Kou Ou cnyxene Kako
OPUEHTUP, CNEeACTBEHO, Ce OTBOpa MOXHOCTa 3a ABWXKeHe BO 0eckpaj, Kako U
MOXHOCTa 3a MyNnTUNAMUupawe Ha obnmumMte Ha noctoewe. HemMmHOBHO, BO Tue
npouecn e BKIy4YeHa U KHWKEBHOCTA YMjLUTO OHTOSIOWKW CTaTyC, NOAEeAHaKBO, €
pasHuMWaH, a wWTo ce noTBpayBa npeky ABeTe AOOMWHAHTHM O4JIMKM  Ha
NoCTMOAEPHMUCTMYKATA Mpo3a: MHTEpTeKCTyanHocta W npobnemartvsvpaHuTe
penaumMn  dakt - dukyunja. Bo npBuoT cny4aj, npumapeH cTaHyBa OOHOCOT CO
ApYyruTe TEKCTOBMW, Taka LUTO KHMXXEBHOCTA MOBEKE HE Ce COoaHecyBa HemnocpeaHo
Ha CTBaApHOCTA, Ha pedepeHTHMOT CBET WU Ha HErOBUTE 3HaYeHAa, TyKy 4O HMB Joara
nocpegHo M MHTEepPnpeTaTMBHO ynaTeHa KOH ApyruTe TekcToBu. [logeka, nak, BO
BTOPMOT CNyYaj, npeneBaweTo Mery nogpadjata Ha dukuujata M Ha ¢akToT ja
ocBefoyvyBa AectabunuanmpaHocTa Ha rpaHuumTe Mely KHUXKEBHOCTA U CTBApPHOCTA,
Merly (PUKUMCKOTO M PaKTUYKOTO, CO MOXHOCT 3a crnobogHO ABWMXKewe BO ABeTe
Hacokn. ,0OuurnegHo e pasHULYBaweTO Ha rpaHuMuata dukumja - CTBApHOCT W

AJOMUWHaumjaTa Ha ukuunjaTa Hag cTBapHocTa ... Konky e nocunHa KoHcTpyKumjata u
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duKuMOHanNu3aumjata Ha CTBapHOCTa, TOMKY Ce MOCUMHW U  OAroBOpUTE Ha
CTBapHOCTa — 'cTBapHa’ unu koHctpyupaHa“ (Orai¢ 2006:187).

BO KOHKpEeTHUTE KHMXEBHM TEKCTOBM OHTOJSIOLLKUTE TEMMU CE€ apTUKYNUPaHU
npeky MeTaUKLUUCKUTE MOCTankKM KOULWTO MM OorosiyBaat MoOAanuTeTUTe Ha KpLuehe
Ha pamkuTe/rpaHuuMTe nomMery CBeTOBUTE  W/MNKM  TEKCTOBUTE, CO  Uen
npobrnemaTnampawe Ha LOUXOTOMHMOT OAHOC MOMery CBEeTOT Ha dukuunjata u
eMMNUPUCKNOT CBET, OAHOCHO npobnemaTnsnpareTo Ha OOHOCOT NOMEry TEKCTOBUTE.
~KpLleweTo Ha pamkaTa e pusndHa pabota. HamepaTa e ga BocnoctaBsu anconyTHO
HMBO Ha peariHOCT, HO, NapafoKCcasnHo, ja pesramusu3upa peanHocTa; HamepaTa e
na obe3bean oHTONOLWKKM cTaburiHa OCHOBa, HO ywTe MNoBeke ja gectabunusmpa
oHTonornjata“ (McHale 2001:197). CneactseHo, oBMe nocTtanku ja adovpmupaar
OHTOMOLWKAaTa nnypasHOCT W HeCcTabunHOCT: ro oroflyBaaT MOCTOEHETO Ha
MYNTUNIMLMPAHN CBETOBU, NPOLECUTE Ha KOHCTPyKUMja U Ha gectabunusaumja Ha
CBETOT MPOEKTMPAH BO TEKCTOT, KAKO N HUBENALMUTE HA MEfYTEKCTOBHUTE rpaHuLN.

TokMmy Bp3 (POHOT Ha OBME TEOPUCKU Nepuenumm Ha NoCTMOLEPHUCTUYKaTa
npo3a MOXHa € W peuenunjata Ha packas3oT Mojom Henpujamen Wmap [lejo on
MakefgoHckaTa aBTopka KanvHa Manecka. Packa3oT apTtukynupa pgen of
penepToapoT MeTaMUKUUCKM MOCTankM MpeKy KOUWTO Ha npedeH nnaH ce
noctaByBaaT OHTONOLWKNTE TeMn. KOHKpPETHO, CTaHyBa 300p 3a MocTankuTe KOUWTO
ro OeMOHCTpupaaTt cyaupoT nomery [Ba WM MNoBeke CBETOBU W KOWULITO, Ha TOj
Ha4MH, ro ororiyBaaT naypanuMTeTOT CBETOBM W O CBpPTyBaaT BHUMaHWETO BpP3
rpaHuunTe Mery HuB: CyaMpoT nomery (OUKLMCKMOT CBET U UCTOPUCKMOT hakT Ha
peariHMOT CBET, TPaAHCCBETOBHUTE UOEHTUTETU N UHTEPTEKCTYyarTHUTE NOCTanKu.

Jypyj M. JloTmaH ja nocodyBa pasrpaHM4YeHOCTa Ha TEKCTOT Kako efHa oA
HEroBUTE KOHCTUTYTUBHW OOSIMKW, 3aeOHO CO M3pas3eHocTa U CO CTPYKTYpHOCTa
(2005: 88-90). Ho, akTyenHocTa Ha rpaHuuuTe ce noTeHuMpa €AWHCTBEHO MNpeky
HMBHaTa NOABMXXHOCT, NPEKY ANHAMUYHOTO NpeMecTyBaH-€ N NOMECTYBake, Kako Ha
HagBOpeLUHUTE rpaHnumn (OHME Kou ro ogaenysaaT TEKCTOT Of HETEKCTOT), Taka U Ha
BHATPELLHUTE rpaHuLM (OHME KOW M pacnpegenysaaTt eguHUUUTE Ha PasfUYHOTO
Kogupake BO TEKCTOT). Mako BpamyBaweTO Ha TEKCTOT HE Ce BHecyBa BHATpe BO
Hero (BpamMyBah€TO CeKorawl wurpa ynora Ha npegynpeayBadkm curHan 3a
MOYETOKOT/KPAjOT Ha TEKCTOT), Cenak, KHMXKEBHO - YMEeTHMYKaTa npaktuka (ocobeHo
OHaa o MNOCTMOLEPHUCTUYKA MPOBMHMEHUMjA), 4YecTonaTum ja ocBefovyBa

nocrtankaTta Ha BHeCyBaw€ Ha paMKaTa BHATpe BO TEKCTOT LWUTO, Mak, ecpeKTyMpa Cco
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nomMecTyBak€ Ha YMTaTeNICKoTO BHUMaHue 04 nopakata Bp3 kogoTt* (JlotmaH 2003:
58-59). Tokmy CTpyKTypaTa TEKCT BO TEKCT BO KOjallTO ,pasnmkata BO KOOMPAHETO
Ha pasHMTe [OenoBM Ha TEKCTOT CTaHyBa OTKpMeHa co hbakTopoT Ha aBTopckaTa
KOHCTpYyKUMja U Ha YMTaTericCkoTo BocrnpueManwe Ha TekctoT* (JlTotmaHn 2003: 52-53)
npeTcTaByBa €4eH MexaHuM3aM 3a OroflyBawe Ha MPUCYCTBOTO Ha rpaHuuuTe Ha/BO
TeKkcToT. ,[IpeMnHyBaH-€TO 0 €A€H CUCTEM HA CEMMOTUYKO OCO3HABah-€ Ha TEKCTOT
BO [OpYyr, Ha HeKoja BHaTpellHa CTPYKTypHa rpaHuua npeTtcTaByBa OCHOBa 3a
reHepupare Ha cmucnarta“ (Jlorman 2003:53). Cnopea JloTmaH, CTpykTypaTta TeKCT
BO TEKCT MMa noBekekpaTHa (pyHKUMja BO OOHOC Ha OrosflyBawe Ha CTPyKTypHaTa
pPENeBaHTHOCT Ha rpaHuLMTe, MHTEH3MBUPAjKN O ,MOMEHTOT Ha Urpa BO TEKCTOT: OA
nosvumja Ha Apyr HayuMH Ha Koaupake TEeKCTOT AobmBa UpPTUM Ha 3rofiemMeHa
YCIOBHOCT, Ce MOTUpTyBa HEroBMOT KapakTep Ha urpa - MPOHUYHA, MapoAnyHa,
TeaTpanuavMpaHa W [fgpyra cCMucrna ... Kako W urpata Ha CrnpoTUMBCTaByBak-a
‘peanHo/ycrioBHO’, CBOjCTBEHA 3a cekoja cuTyaumja TekcT Bo TekceT” (2003:53). Mokpaj
BapujaHTUTE Kora TEKCTOT U BpaMyBah€TO Ce MpenneTyBaaT, Taka LUTO CeKoj ce
nojaByBa BO onpedenieH OOHOC M Kako TeKCT KOj BpaMyBa W Kako TEKCT KOj €
BpaMeH, BOOOMYaeHN ce M CTPYKTYpuTe MpU KOjWITO ,ed€H TEeKCT ce [aBa Kako
HernpekMHaTo packaxyBawe, a [Opyrmte ce BOBeJyBaaT BO Hero BO nocebeH
oparmeHTapeH Bug (LmMtaTtu, ynatyBamna, enurpadcu u cn.)“ (Jlorman 2003: 58-59).
BTopaBa BapujaHTa e apTuKynupaHa BO packa3oT Ha Manecka, kage LWTO ce
MoOMUKyBa KaKO CTPyKTypa TeKCTOBM BO TeKCT. VIMeHo, BO packasoT ce
WHTepnonupaHn parMeHT o OCyM packaswm of 3bupkata Mmap [llejo Ha Crtane
MonoB (KOHKpeTHO, packasute Umap [lejo momok Kaj nornom, Wmap [lejo u
eocmurnHu4dapom, imap [llejo, mapuosyume u doxoom, PubuHa 4Yopba, Vmap [llejo
JleKyea cenaHeuy, ykacaH o0 3muja, Wmap [lejo nosajmyea ka3zaH 00 KoMuwujama,
Wmap [lMejo u cenaHume pubonosyu, [llejo co myrfu 4yusamu Ha opo). Bo packasoT Ha
Manecka OBME WHTEPTEKCTOBU Ce NHTErpMpaHm uuTaTHO, anysuBHO,
pPEeMUHECLIEHTHO, €BOKaTUBHO, napadpasnpaHo (ctaHyBa 360p 3a UHTEPTEKCTyanHu
nocTanku TUNonornsnpaHn of crtpaHa Ha 3opaH KOHCTaHTMHOBWK), COYMHYBAjKM
efHa TUNUYHO UMTaTHaA KOHCTPYKLUMja, KOja ce TemMenu Bp3 MHTepTeKcTyanHaTa
penaumja Ha (uuTaTHa) ,ekBMBaneHuuja Mmefy TEKCTOT W WHTEPTEKCTOT® n Bp3
LEKCMNUUUTHaTa WHTEPTEKCTYyanHoCT crnopeg MPUHLUMNOT TeKCT BO  TEKCT®
(Orai¢1990:14-15). dyHKUMOHANMHO NPEOCMUCIIEHM BO HOBaTa HapaTMBHa LenvHa Ha

packas3oT OBME MHTEPTEKCTOBM C€ MUMMUKPUPAHU Kako ,UnpupaHn umtaTtu® Kou
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Kopuctat ,BHaTpewHun umtatHu curdann® (Orai¢ 1990:16) og TuNOT UMTaATHO
pedepupate Ha NMKOBM M HA MOTMBM O LpYyr npoToTekcT. EgHa nocTtanka Ha
WHTEepBEHLMja BO MHTEPTEKCTOT Ce ofHecyBa Ha ynoTpebata Ha MHOUPEKTEH roBop
(BO packa3oT Ha Manecka) Kako 3aMeHa Ha OMPEKTHUOT roBOp BO AeN o4 packasuTe
Ha [lonoB, OAHOCHO ynoTpebaTa Ha npekaxyBakeTO Kako 3aMeHa Ha gujanollkuTe
pensikn BO NPOTOTEKCTOT. BakBaTa CTpyKTypa Ha packa3oT He camo LITO edekTymnpa
CO OroflyBak-€ Ha rpaHuuMTe NOMery CBETOBUTE Ha peanHocTa U Ha dukumjaTa,
NOBEKEKPaATHO MOMECTYBajKM N, TYKY edekTympa U co OpojHM MynTunnukaumMm Ha
TEKCTOBHUTE paMHMLUTA WU Ha FpaHUUMTE NOMEry HWMB, Ma MOKpaj enemMeHTapHaTta
CTPYKTypa TEKCT BO TEKCT, €EBUAEHTHN Ce N BapuWjaHTUTE TEKCT MOKpPaj TEKCT, TEeKCT
nojg, TEKCT U TEKCT 3af TEKCT.

WHTepTekcTyanHata KoHcTpykumja Ha Mojom Henpujamen Wmap [llejo vma
AOMNOJSTHUTENHN OHTOMOLIKMA UMMANKALMN U BO OOHOC Ha OHTOSOrMjata Ha TEeKCTOT U
BO OOHOC Ha OHTOJSIOrMjaTa Ha CBETOT KOjLUTO € NPOEKTUPaH BO HEro:

1.CTpyKkTypata TeKCT BO TeKCT ja MNOoTeHuupa wurpaTta ,peanHo - YCroBHO“ BO
packasoT: ,,AKO [BOjHaTa KOAMPAHOCT Ha onpeaenieHn eguHUUM Ha TEKCTOT Koja ce
n3egHayyBa CO YMeETHMYKaTa YCMOBHOCT, BOAM KOH TOa OCHOBHOTO MPOCTPAHCTBO
Ha TEKCTOT Ada ce Bocrnpuemmn kako peanHo“ (Jlotman 2003:53), Toraw ouKUUCKUTE
npukasHn 3a WNtap lMejo Ha Ctane NonoB (UKLMCKNOT YHUMBEP3YM MPOEKTMPaH BO
HEeroBuTe TEKCTOBW) CTaHyBaaT Aenl of ,peariHMOoT CBET‘ Ha JIMKOBUTE BO CBETOT
npoeKkTnpaH BO packa3oT Ha Manecka. NpedokycnpareTo of nopakata Bp3 KOAOT,
LWITO pe3ynTupa of TakBaTa WHTepTeKCTyanHa CTPYKTypa, reHepupa acMMeTpUuyHO
yOBOjyBae Ha cnperata ,peanHO — YCMOBHO“ WTO € o0cobeHO BUONMMBO 0f
nosvumjata Ha YnTaTenuTe Ha packasoT 3a KOMLWITO ABaTa cBeTa - U ,peanHnoT u
dukumckmoT, ce egHakBo ukumnckn. (OBaa noctanka e unyctpypaHa n Bo gpamarta
Xamnem Ha Bunujam LLekcnup, KojaliTo € CTpyKTypupaHa crnopef ucrata nocranka
TEKCT BO TEKCT, OOHOCHO fpama BO Apama). Bo Taa cmucna, uHTepTekcTyanHute
nocTanku, Kako gen o MeTaguKUMCKMOT penepTtoap, npeTcTtaByBaaT KOMIMMEKCHa
OHTOCTpaTernja kKoja edektympa CO AuHaMuanpame Ha rpaHuumMTe nomery
TEKCTOBUTE N NOMeEly CBETOBUTE.

Bnpoyem, BakBUTE OHTOSOLIKMA UIpuU Ce TeMaTU3UpaHM U BO CaMMOT packas:
WMEHO, efleH Of FIMKOBUTE € MpUKaxaH Kako cobupad 1 3anuwysay Ha NpukasHu — u
Ha OHWe CcTapuTe, Beke MOCTOJHUTE KOULITO M 3anuulyBa BpP3 OCHOBA Ha YCHOTO

Ka>XyBaHh-€ Ha OCTaHaTute JIMKOBU, HO N Ha NPUKAa3HUTE KOULLTO Ce UHCNUpUpaHu o
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HacTaHUTe LWTO TOj I’ OCBEeAO0YYBa 3a BPEME Ha CBOjOT NMPEecTOoj BO CEMOTO, a KOULWTO
My Ce 4YMHaT [OOBOMHO aTpakTUBHW W WHTPUraHTHM 3a da bupat 3abenexaw,
OLHOCHO 3anuwiaHu: ,, ... OWON Aa MM CriylHe HaluTe NpUuKasHW, HEKOWU CIyYKu o[,
MWHATOTO LUTO OCTaHarie HW3 fnokoneHujata unn cryykn of cerawHocta. Ce Buka
MapwH ... U jac My packaxyBam HEKOj HacTaH LUTO CyM ro 3arnoMHun o npep noseke
rognHn. otoa MapuH Me NOTTprHyBa HacTpaHa W Me npawysa Adanu Cym ro
npountan Hekage. OgpekyBam. ObGjacHyBam geka He CyM MUCMEH, MaKo Kako aeTte
MHOry cakaB fa v pasrfnegyBamM KHUMMTE Kora O4eBMe Ha roCTUM Kaj HeKoro Lto
nvawe Hurn. Y6aBo packaxysaw, mu Benu MapuH® (Manecka 2016:7). ,My
packakyBamMm HEKOSKy MnpuKasHM LWTO Ce packaxyBane BO HaleTo Cceno Hus
roguHute. MapuH 3anuwyBa, ceto BpemMe 3anuwysa“ (Manecka 2016:11). U Bo
NPOAOIIKEHNe, Kako [fernl o npukasHata LWTO ja packaxyBa HapaTopoT, a ja
3anuwysa MapwuH, ce Bknonyea Aen of npukasHata cogp)xaHa Bo packasoT PubuHa
yopba Ha Crane [llonos. ,MapuH MU packaxyBa Aeka 3anuan MHOry WHTepecHU
NPUKa3HU 3a HaLIeTOo ceno, Aypwu U NOUHTEPECHN My Bune Tue WTo rm Buaen co cBou
04U, OTKOSIKY OHME 3a AaMHELLUHUTE BpeMMUHA LITO CMe My M packaxane® (Manecka
2016:18).

OBue oHTONOWKM Tematmsauunm Bo Mojom Henpujamen Wmap [lejo ce
MNOLUMPOKO MMMNUKaTMBHWU. Tue ynaTyBaaT Ha HapaTtvBu3auumjata Ha CTBapHOCTa
Kako efleH Ha4yMH Ha co3faBare Ha TEeKCTOT (MUMETUMYKM MPUHLMM), HO, UCTO Taka,
ynatyBaaT M Ha TeKCcTyanusauujata kako nanuMmncecteH 3anuc (npenuc/aonuc) Ha
BEKe NOCTOeYKNTE HapaTMBM3aLMM N TEKCTyanu3aummm (MHTepTeKCTyaneH npuHumn).
Bo Taa cmucna, packa3ot Ha Marnecka ja noTBpAyBa Te3aTa 3a MHTepTeKCcTyanHocTa
Kako WHOMKATOp Ha MoCTMOA4epHaTa OHTOMOWKa [JOMUMHaHTa, a KojawTo ro
AEeMOHCTpMpa pasHULLAHUOT OHTOMOLWKW CTaTyC W Ha KHUWXEBHOCTa: Taa Hema
HernocpegyBaH OOHOC KOH pedepeHTHUOT, eKCTpaTeKCTyarHUOT CBET U Herosute
3Ha4vewa, TyKy 0O HMB foala MHTeprnpeTaTUBHO yrnaTeHa KOH ApYyruTe TeKCTOBU, T.e.
HWU3 PMNTEPOT Ha NPETXOoA4HUTE TeKCTyanmsauuu.

2. CTpyKTypaTa TeKCT BO TEKCT 'M NOTeHuupa napoanyHO - UPOHUYHUTE UMPU
BO packasoT: CTpyKTypaTa TeKCT(OBM) BO TEKCT ja OTKpMBa cBoOjaTa (PyHKUMja Ha
NapoOANYHO - MPOHUYHO NMOUrpyBake CO MHTEPTEKCTOBUTE LITO, MakK, € BO JOCMyX CO
MOKOMMMEKCHUTE (YHKLUMM Ha MNOCTMOAEPHUCTUYKATA  UHTEpTEKCTyanHocT Aa
BOCMOCTaBM  OujanowKkn OOHOC KOH Tpaguuujata, HO  uUANTpUMpaH  HU3

NUHTEpnpeTaTUBHUTE AOWCTaHUM Ha napoavjata M Ha wuponuwjata. ,Tpaguuujata-
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bnarogapeHue Ha HOBOTO feno — gobusa HoBa, AoToraw HeEOTKpPMEHaA CMuUcCna, a co
TOa 1 CNOCOBHOCT 3a AEHELIHNOT CBET — 3aeJHO CO HOBOTO A€ero — [a NporoBopu Ha
penesaHTeH HaudmH® (Pavlicic 1989:41). lNapognyHata WHTEPTEKCTYanHOCT, Kako
HOCUTEN Ha PEBU3MOHUCTUYKUOT Aujanor Ha MOCTMOAEPHUCTUYKMOT TEKCT CO
KHWKEBHOTO MMHATO, nogpasbupa napanenHa aduvpmaumja n npobnemartmsaumja Ha
Tpaguumjata M Ha HEj3MHUOT TekcToBeH Kopnyc. OBaa OUMEH3Mja ja nocodvyBa WU
camaTta aBTopka: ,CMeTaM [eka € MHOry BaXKHO U ja CU r0 3Haeme HaleTo KynTypHO
Hacnencteo. [lpeky 0BOj packa3 ce obuayBam M Toa ga ro npomosupam. Ho
Nno3HaBakEeTO HE 3Ha4M Adeka cekoraw Tpeba ga ro nodanvme unu cnaBvme, TYKy
MOXe [a uMa 1 NOUHaKBM Ha4YMHU Ha HadoBp3yBakwe — napoauja, UpoHuja, rneaamwe
on apyr acnekt".”

MpoHnyHO - napoguyHaTa guctaHua of Tpaguumjata LOMOSHUTESNTHO e
HarnaceHa BO packa3oT MpeKy MPUCYCTBOTO Ha T.H. eKCcueHTpupaH Hapatop. O
e[lHa cTpaHa, TOj € eAMHCTBEHUOT KOj ja pernctpmpa Hernorm4yHocTa 1 ancypaHocTta
Ha noctankute Ha Wtap lejo, 3a pasnuka oA octaHaTUTe YNEHOBM Ha 3aegHuuaTa
KOW, Hamatn, M CO BOCXUT M opfobpyBaaT [OCETNMBOCTA M UTPOLUTUHATA Ha
3alTUTHUKOT, Makap M Ha ConcTBeHa wTeTa. Bo Taa cmucna, ekcueHTpupaHaTta
nepcnekTuBa Ha HapaTopoT BO OOHOC Ha TpPaAULMOHAITHUTE KHUXEBHO - DOMKIOPHM
nepuenuun Ha [ejo e cyrepupaHa Kako cBOeBMAHa ofbpaHa Ha WHAMBMAOYANHOTO
nameTene (HacnpoTu KONEKTUBHOTO), Kako oabpaHa Ha noTtpebaTa of NocToeHe Ha
(pa3)nnuyHaTa nepcnekTMBa W Ha HejsuHUTe Bep3uu 1 BUCTUHW.? Of apyra cTpaHa,
NpobrnemMaTUYHNOT NOEHTUTET Ha 6e3MMeHNOT HapaTop AOMOMHUTESNHO ja HarnacyBa
HeroBaTa eKCLEHTPUPAHOCT: No3nLnjaTa Ha OHOj KOj € UCKMYYeEH 0 cekaBakeTO N 0,
npukasHuTe, nosuvumnjata Ha 3abopaBeHMOT M Ha 6e3MMeHMOT, He camo LWTO ro
anubupa HeroBoTO Henpwujatenctso co Wtap [lejo, Tyky m HeroBoTo npaso [Aa
admpmupa pPeBU3UOHUCTUYKN UHTEPNPETAUNN HA MOCTOJHUTE MNPUKA3HU U BUCTUHM,
OOTONKY noBeke WTO TOj He € o06Bp3aH COo BKIy4YyeHOCTa BO HeKakBa
odmumjanmsnpaHa BUCTUHA. ,He MoXam fga ce ceTam Kako ce BuMkaMm. He 3Ham Hu
Kako narnegam. 3Ham geka xmseam Bo MapnoBo co xeHa mMu JleHa n co Tpute geua.
CekojoHeBHO ce obnayBam ga ce ceTaM Ha CBOETO MME M Ha MOMEHTOT Kora CyM ro
3abopaBun, HO HMKaKO He MM OOM — KaKo HUKOraw ga He cym ro 3Haen“ (Manecka
2016, 5). ,lMpountaj mm M npukasHute 3a MapuoBo. Hajnocne ke ro oTkpujam
CBOETO UMe BO MpuKasHuTe WTo rn 3anuwan MapuH. He mnHa geH oTkako e fojaeH

6e3 oa ce BUAM CO MEHe, CUI'YpPHO MOETO MME € BO CUTE HEeroBu npukasHu ... MapuH
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MU MM YMTa CMTE OBME MPUKa3HU - a jac cyM u3bpuiiaH og cekoja og HuB. Utap lejo
€ MOjoT HenpwujaTten, HO u3rnega Aeka jac He CyMm HeroBuoT. He cym [o0OBOSHO
BMeYyaTnmB Aa noctojamM, AypU HWM Kako NPOTUBHUK Ha ejo. MoeTo nme e oTCyTHO oA
cuTe npukasHu 3a Mapuoso® (Manecka 2016: 18-19).

3. [llapogmnyHata MHTEPTEKCTyariHOCT, BTeMeneHa Bp3 pPETOPUYKUOT
MexXaHu3aM Ha UpoHWjaTa, ja MHTEH3UBUPA nNparMaTuykata AMMeH3nja Ha packasoT.
Herosata peuenuuja ro ycrnosyBa MNPUCYCTBOTO Ha T.H. ,KpuUTUYkM uvmtaten“ (Eco
2001:29) koj, brnarogapeHue Ha cBojaTa ,MHTEpPTEKCTyasrHa eHuuknoneaunja“, ke ru
AeTekTupa MHTEPTEKCTOBUTE UHTEPNOMMPAHN BO packasoT, HO M HMBHATa (pyHKuMja
BO OHTOJSIOLLKUTE WUIPU CO rpaHMUUTE NOMEry CBETOBUTE W MOMEry TEKCToBUTE.
Bnpouem, n HacnosoT Ha packa3oTr Mojom Henpujamen Wmap [lejo nma TUNUYHO
napaTeKkcTyaneH ctaTyc, Kako ,MpUBENUrMpaHo MecTo Ha nparmaTudHaTa AnMeH3uja
Ha AenoTo, T.e. Ha HeroBoTo AejcTBo Bp3 ymtatenot” (PKeHet 2003:66), cyrepupajku
ja n onecHyBajku ja peuenuujata Ha packasoT Bp3 TEKCTyanHWOT Tonoc 3a Wtap
Mejo.

BTopata oHTOCTpaTernja, T.e. nMocTanka CcO KojawTo ce oronysaar
oHTOJSIOWKMTE TeMn BO Mojom Henpujamen Mmap lNejo ce ogHecyBa Ha NpUCyCTBOTO
Ha T.H. TPAHCCBETOBHU MAEHTUTETU ,MOMErY NIMKOBUTE BO NPOEKTUPAHUTE CBETOBU W
ncrtopuckute durypm on peanHuot ceet (McHale 2001:17).3 TpaHccBeTOBHUTE
WOEHTUTETU WU HUBHUTE MUrpauuum ce BapupaaTt, Ouno npeky nNpucycTBOTO Ha
MCTOPUCKN JIMYHOCTU BO (PUKUMCKMOT CBET, OMNo npeky npeTcraByBakeTO Ha
MCTOPUCKN HEBO3MOXHAaTa cpeaba Mery NCTopuckn ourypm Bo (oMKUMCKN CBET, BMNOo
npeky nosajMyBake Ha UKUUCKA NMKOBW OA OpYrM UKUUCKM CcBeToBW. ,AKO
EHTUTETM MOXEe [a MurpupaaTt HM3 NonynponycTtnivMBata MemOpaHa koja ro genuv
PUKLMCKNOT CBET O, peanHuoT, Tue UCTO MOXe Aa MurpupaaT 1 Mery ABa pasfivyHu
dukumckn ceetosn“ (McHale 2001:35). Bo cekoj cny4yaj, 0BOj MUTPUPAYKN EHTUTET
KOjLUTO Ce [OBWXM BO pPasfnMYHM HACOKM M KOjWITO Ce rMojaByBa BO PasfivyHU
CBETOBW/TEKCTOBU, HEJBOCMUCIIEHO, MO MHANUMPA HaBMNeryBakeTo Ha efeH CBeT BO
APpYr, Kako 1 gectabunmsanpareTo Ha OHTOSMOLIKMTE rpaHuuM Mery cBeToBuTe,
ncnpakajkm ,LWOK OpaHOBM HW3 OHTOMOLWKaTa CTPyKTypa Ha TOj ceeT‘ (McHale
2001:85). JononHUTENHHO, TpaHCMUrpaumjata Ha nuk og eaeH UKLMCKN YHUBEP3YM
BO APYr € e4eH HayMH Ha WUCTakHyBawe Ha WHTEPTEKCTyanHUOT MNpOCTOp M Ha
HEroBOTO UHTErpupare BO CTPyKTypaTa Ha akTyerHMOT TeKCT. TedaTa Ha Mekxejn

JeKa BO OoBME MuUrpauunm Haj‘-IeCTO Ce BKJly4eHM (*)I/Irypl/l KOM nocenysaat LWNPOK
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cnekTap acouvjauMuM 3a MHOLWITBOTO YUTaTeNM M KOUWITO MNpeau3BUKyBaaT CUSTHU
peakuuu, 6uno Ha aTpakumja, 6uno Ha ogdbuMBHOCT ce NOTBpAyBa BO U3BOPOT Ha
Manecka TokMmy Ha nuvkoT Ha Wtap lNejo. Bo KOHTEKCT Ha MakedoHcKaTa KHWXeBHa
Tpaguunja Toj MOXe [a ce MHTeprnpeTnpa Kako T.H. urypa Ha Memopuja Koja e ,aen
Of KOSIeKTMBHAaTa MeMopWja Ha efeH HapoA4 M Ha efdeH cybjekT Koj ce cTpeMn fa ce
ONMLIETBOPU BO Pa3nnyHM AMCKypauBHu npakTukn® (Kynaskosa 2009:44). Bo Taa
cmucna, Utap lMejo e cBoeBMOHO ,cnodeneHo HacneacTBo” nomery onknopHarta
Tpaguumja (HapogHUTE, XYMOPUCTUYHO - CcaTUpU4YHUTE nNpukasHu 3a [lejo) u
KHWKEBHaTa Tpaauuuja (packasute Ha Ctane Monos),* Ho 1 UcTopuckaTta cTBapHOCT
(n3BecHM cBepolwTBa ro noTeBpAayBaaT MOCTOEHETO Ha OBaa MCTOPUCKA JUYHOCT,
pooymMm o4 MapuoBcKOTO ceno [pagewHuua). Wtap T[lejo, og nosuvuvja Ha
TpaHCCBETOBEH WOEHTUTET, BO packa3or Ha Manecka ro o06e3benysa
CUMYNTaAHU3MOT NOMElY TEKCTOBUTE U CBETOBUTE HU3 KOULLTO TPaAHCMUrpupan Kako
CBOEBMAEH (POH BP3 KOJLUITO Ce UCLpTyBa Heroeata (PyHKUMja BO HOBUOT (KOH)TEKCT.
Bo Taa cmucna, ctpyktypata TekcT(0BKW) BO TEKCT ja adompMmpa u CTpyKTypaTa TEKCT
nokpaj Tekct. MurpupaH BO UKUMCKMOT CBET Ha packasoT W COnocTaBeH Ha
NOCTOJHNOT (MHTEP)TEKCTyarneH Komnnekc, NMKoT Ha Utap lNejo goxmByBa LenocHa
nemMucTUdMKaLmja, LWTo, cropes aBTopkaTa, € eAHa o4 LenuTe Ha packasoT:’
,LOTCeKkoraw cym mmana notpeba 3a gemuctuduumpawe Ha cé, Taka LWTOo npea
OTNpUNMKa egHa rognHa Kora Bo eeH KOHTEKCT NpovnTaB neTHaeceTTUHa NPUKasHn
3a UTtap lNejo cocema npupogHO My ojae a ro npukaxkam OBOj MUK O eleH cocema
NMOMHAKOB acnekT, O4HOCHO Aa ro gemuctuduuupam. MImeHo, kora cme rm dmtane
packasuTte 3a Wtap lejo, Gapem jac Taka ro goxuesyBaB Toa kora 6eB BO OCHOBHO
yuaunuwiTe, Ueno Bpeme ce nposrekyBalle efHa cnuka 3a WUtap lejo, cnopepn koja
Wtap lNejo e egeH ntap, cHaognMB YOBEK Of, HApOLOT KOj cekoralwl ycrneasa Aa ce
n3Bnede o ce CO cBojaTa UTPUHA T.e. Aa Ce U3BfeYe Of pasHU cuTyauuu u
npobriemun. Kora ro untam cera, MHOry roavHW NOAOLUHA, rnegam Aeka Beke He 6u ro
onuwana co Tne 36oposu Utap lMejo. Cera ro goxmBeaB Kako JIMK KOj Cekorail ce
obuayea foa rm ncmee CBOUTE cocenaHu, ga rv HagMmyapw, na gypu n Hekoraw ga ru
AoBefe 40 XMBOTO-3arpo3yBayvka cuTyaumja n Toa caMo 3aTtoa LUTO BO HEKOM Criydam
He rM nocnylwane HeroBuTe COBETU, MO HanyTune CO HewTo WM efHOCTaBHO
HeKorall HanpaBuiie HELTO LWTO TOj CMeTan Aeka e rnynaso. Toj co Toa rm ucmesa u
CTaHyBa efeH jyHak op donknopot. lNopagn Toa noyyBcTByBaB notpeba fa

BOBeZaM W edeH ApYr NUK Koj ke Guae Heroe aHTUNOA U ke Guae 3a NpeBeaHOCT U
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YeCHOCT, Na Ha TOj HauMH Ja ce CBPTU nepcnekTueaTa o Apyr aron“.® U kako wro

WHTEPTEKCTyanHnoT croj uHterpupadH Bo Mojom Henpujamen Wmap [lejo 1o
O3HayyBa HEOMXOO4HMOT KOHTEKCT BO OAHOC Ha KOjWTO Ke edekTtympa
aemuctndpukaunjata Ha Utap lNejo, Taka n nepcnektMBata Ha HapaToOpPOT U HEroBuTe
KOMEHTapu ce COMOCTaBEHW Ha MEepCrneKkTUBMTE U Ha rfacoBUTE Ha OCTaHaTuTe
4YfeHoBM Ha 3aepHuuaTa. Hacnpotu ybepeHocta Ha nonoT geka [lejo ,curypHo ke
CMUCNN HeKoja uTpowTuHa 3a ga Hé cnacun“ (Manecka 2016:11), HapaTopoT
KOHCTatnpa ,ako gowno o Toa [lejo ga Hé cnacyBa, 3Hayn cMme OCyAdeHuM Ha
nponact” (Manecka 2016:11), TOKMy Kako LUTO TOj € €QUHCTBEHWNOT KOj ,rneaa rHes
BO ounte Ha Wtap [lejo. Mejo e MHOry HaBpedeH O4 KPUTUKUTE Ha cenaHute”
(Manecka 2016:17).”

Hu3s npuama Ha MMOAMUATHUOT (NAPOAMYHO - MWPOHWUYEH) Aujanor co
Tpaguumjata u peBU3MOHUCTUYKO - AEMUCTUUKATOPCKMOT OAHOC KOH Hea, Mojom
Heripujamen Mimap [lejo nokpaj MHTEPTEKCKTyarnHUTe apTuUKynaumMm TEKCT BO TEKCT,
TEKCT NOKpaj TEKCT U TEKCT Mo, TEKCT, ja apTUKynmMpa n CTpyKTypaTa TEKCT 3a TEKCT.
MmeHo, packa3oT ce noctaByBa Kako MMMIIMUUTEH MeTaTeKkcTyaneH KOMeHTap Ha
Tpaguumjata (opanHata M KHWKEBHaTa) M Ha TyruTe TekcTyanusaumn. KoHeyHo,
OHTOCTpaTELIKNTE WUIPU CO TFpaHULMTE MOMeEry CBETOBUTE U MOMElFy TEKCTOBUTE
KOUWTO ce geMoHcTpupaHu Bo Mojom Henpujamen Wmap [lejo ja dokycupaaT u
OHTOMOrMjaTa Ha CBETOT NPOEKTMPaH BO packas3oT: TWUe ro orosiyBaat M MOAYCOT Ha
NOCTOEHE€ Ha CBETOT M Ha TEKCTOT BO KOJLWUTO TOj € NPOEKTUpaH, U3NoXxyBajku ro,
Mery [Opyroto, MpoOLecOT Ha HapaTuBM3auuja Ha CTBapHOCTa, MPOLECOT Ha
WHTepTEKCTyarnHO HagoBp3yBak-e Ha NpuKasHUTe, OAHOCHO OronyBajkm rm npouecuTe
Ha KOHCTPYyKUMja Ha CBETOT M Ha TEKCTOT. WHTepTeKkcTyanHuTe CTPYKTypW,
MeTaUKUNCKUTE MOCTankm M HUBHUTE MeTaTeKCTyanHu YyHKUMK ja OTKpuBaaT
KOHCTpyMpaHaTa npupoga Ha TekcToT Ha Manecka - HeroBata apTuduumenHa
npupoga, WTo € TuNn4eH obnuk Ha metadumKumMcKka CaMOCBECT Ha TEKCTOT: HErOBUOT
camMocBeCeH OAHOC KOH MOCTOjHUTE TeKCTyanuMsauuu, HEeroBumoT MpuaoHeC BO
nanMMncecTHOTO A00b6MnMKyBawe, HO U pa3obnuyyBawe Ha efHa nanuvMmncecTHa
durypa Ha memopwuja, kakoB WTo e Utap lNejo.

KoHeyHaTa uMnnukauuja Ha OHTOMOLWIKMTE TemaTu3aumm BO packas3oT e
noTBpAaTa Ha Hy)XHaTa KOHBep3uja aBTop — yuTaTten: adupmauujata Ha nucaTtenoT
N KaKo yMTaTen Ha COMNCTBEHUTE U Ha TYIfMTe TEKCTOBMU, YMELLTO YNTATENCKO UCKYCTBO

CBECHO/HECBECHO ce TpaHcdopMupa M ce NPOeKTMpa BO COMCTBEHATa aBTopcKa
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Kpeauwnja. Bnpoyem, Taa koHBep3uja ja npusHaBa u KanuHa Marnecka: HejauHOTO
ynTaTenicko MCKYCTBO co nektupata 3a Wrtap [ejo Bo npertxogHute pasm opf
obpa3oBaHMETO N NOOOLHEXHUTE YnTaTencku ,cpeadu” co kHurata Ha Crtane Nonos

Ke buaat (pe)kpeunpaHnu Bo (HOBMOT) TekCT Mojom Henpujamen Mmap [lejo.

NuTepartypa

Kenet, XK. 2003. lManumncecmu. Teopuja Ha UHTepTekcTyanHocTa. Mpup. Katuua
Kynaskosa, Ckonje:KynTypa, cTp. 63-77.

JlotmaH, J. M. 2003. Tekcm 6o mekcm. Teopuja Ha MHTepTekcTyanHocta. [lpup.
Katuua Kynaskosa, Ckonje:KynTypa, cTp.41-61.

NotmaH, J. M. 2005. Cmpykmypama Ha ymem+udykuom mekcm. Ckonje:MakenoHcka
peuy.

Manecka, K. 2016. Mojom Henpujamen imap [lejo. Ckonje: Unu-Unu.

Monos., C. 2004. Mimap [lejo. Ckonje: deTcka pagocT/I1pocBeTHO Aerno.

*k%

Eco, U. 2001. Granice tumacenja. Beograd: Paideia.

Orai¢ - Toli¢, D.1990. Teorija citatnosti. Zagreb:GZH.

Oraié-Toli¢, D. 1996. Paradigme dvadesetog stolje¢a. Zagreb:Zavod za znanost o
knjizevnosti Filozofskoga fakulteta SveudiliSta u Zagrebu.

Oraic¢-Tolic, D. 2005. Muska moderna i Zenska postmoderna:rodjenje Vvirtualne
kulture. Zagreb:Naklada Ljevak.

McHale, B. 2001. Postmodernist Fiction. London and New York:Routledge

PavliCi¢, P. 1989. Moderna i postmoderna intertekstualnost, Umjetnost rijeci br. 2-3,
str. 33-50.

1L|,I/ITI/IpaHO cropef WNHTEPBjyTO co KanuHa Manecka, AocCTanHo Ha
www.nekojnekogasnekade.wordpress.com

’Oaa AnmeHsunja ja koHcTaTtupa n Manecka: ,BepojaTHo noctoene n takeu nyfe, HO He goarane Ao
nspas un 3atoa belwe Taa naeja 3a ga Hema MAEHTUTET M nMe. Mncnam geka TakBuTe nyfe cekoralw
Oune NOTMBKM W UCTOpuWjaTa €4HOCTaBHO M MpemMonyyBana, 3atoa LTO He Joarane o mspas‘.
Lintnpaxo crnopef WHTEpPBjyTO co Kanuna Manecka, JocranHo Ha
www.nekojnekogasnekade.wordpress.com

11

25



3'Tep|v||/||-|0T e npeseMeH of ctyaujata Ha Ymbepto Eko: ,Lector in Fabula: pragmatic strategy in a
metanarrative text®, The Role of the Reader: Explorations in the Semiotics of Texts, Bloomington and
London:Indiana Universirty Press, 1979, 200-266.

*KHKeBHTa TpaauuMja mosHaBa GoraT TeKCTyaneH KOpMyc NOCBETEH Ha OBOj NUK: CTUX03GMpKaTa
EesaHzenue no Wmap [lejo (1966) Ha CnaBko JaHeBcku; komeanjata ConyHcku nampouu Ha Mune
[Monockn kojallTo Mma M CBOja Teatapcka apanTtaumja Bo pexuja Ha Kone AHrenoBcKu, Kako K
aganTtaumja Bo cbopma Ha Tenesusncka cepuja cHumeHa Bo 1985-tata rogmHa. Bo 2015-taTta roguHa
€ usgageHa u ctpun knurata Mmap [lejo og Anume Unues OumaHo.

U nokpaj ouvrnegHaTa geMmmcTudukaumnja Ha oBoj NUK, packasoT ja 3agpXKyBa OCHOBHaTa NopTpeTHa
ckuua Ha [ejo, Beke nosHaTa ofg npoToTekcToT Ha [lonoB: ,[m rmegam HeroBuTe roneMu ywm w
ucnakHaTo 4eno, HeroBoTo 6Geno kamye M Jonrute 3acykaHu myctakm“ (Manecka 2016:12). , lMo
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The Problem of (Non)Creation: The Little Prince by Antoine de
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Ss. Cyril and Methodius University, Skopje

The aim of this article is to make a comparison between two books for children -“The Little
Prince" by Antoine de Saint-Exupéry and "The Sad Happy Vladimir” by Olivera Nikolova. The

main focus is on the problem of (Non) Creation and the children characters in these novels.

The article develops by exploring the child’s need to create different worlds in order to
escape the one of the adults and the conflict between these two viewpoints. This article also
explores the two different upbringings in which the characters are trying to create their own
emotional literacy. In the conclusion of the article there is an overview of the children
characters adventures into the unknown. The wanted results of this free interpretation is to
raise questions about the emotional state of the child reader or listener and how they learn

through the journeys of the characters of the narrator, the Little Prince and Viadimir.

Keywords: creation, literature, children, Nikolova, Exupéry
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The Little Prince (first published in 1943) is one of the most popular and most
translated books in the world. The book is available to a large audience and has
been printed in almost 300 different languages. It is the most famous work by the
French author Antoine de Saint-Exupéry (writer, aviator, publicist and journalist). The
Sad Happy Vladimir was published about 40 years later (1984) and is not Olivera
Nikolova's most famous work. Zoki Poki remains her most popular book in
Macedonian literature for children. So, with all this in mind, how can we compare
these two books whose only common characteristic is their audience, the children?
Every story written for a child is a universal search for the truth in oneself. These
works also "problematize" the question "To whom does the text belong?" The author
opens up numerous philosophical and substantive topics in The Little Prince, so the
main dilemma is the question of the audience and if the topics are more suitable for
children or for adults. We can also ask the same question for The Sad Happy
Vladimir where Nikolova writes about a character of Vladimir's mother, who acts as
his companion. This book can represent not only a story for the child but a literary
"manual” for the parent.

In this text, several issues will be considered in relation to the already
discussed problems of literature for children, such as the question of the adult reader,
who acts as intermediary between the book and the child. It would also be interesting
to consider how the characters of two children grow in two different cultures - the
‘Western’ (France) and the ‘Eastern’ (Macedonia) - and two different families. All
literary questions for adults can also be rejected and we can respond to a genuine
childish question: How can a prince be so little, yet so smart, and how can the happy

Vladimir be sad?

1. Learning through traveling

The authors of these two children's books, similar to the tales, remind us that we can
learn more about the world through the various temptations offered by the trip. The
more exciting and the more frightening and risky the way is, the greater the lesson.
According to Vesna Mojsova Chepishevska (Mojsova-Cepisevska 2015) such a
confrontation of the child with the rough reality is a form of bibliotherapy for the child
listener or reader. Through the adventures of the main heroes, the little readers

explore new and unknown worlds and raise new questions about them. The child
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listener or reader should get out of his/her everyday life and learn, so the lessons can
make them bold and wiser. The Little Prince travels off his planet, the asteroid B 612,
while in The Sad Happy Viadimir the journey happens at home through play.
Sometimes the journey can be imaginative, through a story, or through a children's
game, but it is always, just as instructive.

The Little Prince follows the journey of two passengers: the narrator and the
Little Prince. The narrator is in a life or death situation when his plane plunges into
the desert. In this situation, he encounters the little prince and the two of them
immediately become friends because they realize that they are wanderers looking for
two existential "goods": the meaning of life and survival. Nikolova writes about other
two passengers, Vladimir and his mother. They travel together in the stories they tell
to each other. Unlike the motive of a lonely traveler in The Little Prince, the mother
respects the child's ability to fantasize and becomes his companion and friend in this
imaginative odyssey.

The journey found in The Little Prince is initiated by the feeling of isolation and

ignorance on the part of the adults.

| showed my masterpiece to the grown-ups, and asked them whether the drawing
frightened them. But they answered: "Frighten? Why should any one be frightened
by a hat?"

My drawing was not a picture of a hat. It was a picture of a boa constrictor
digesting an elephant. But since the grown-ups were not able to understand it, |
made another drawing: | drew the inside of the boa constrictor, so that the grown-
ups could see it clearly. They always need to have things explained. The grown-
ups' response was to advise me to lay aside my drawings of boa constrictors,
whether from the inside or the outside, and devote myself instead to geography,

history, arithmetic and grammar (Saint-Exupéry 2004: 8).

The creative persecution of the narrator by the adults occurred during his childhood.
While alone in the desert, the Little Prince appears to replace him while in the role of
an exiled traveler chased away by the disappointment and creative curse of the
serious and "practical" adults. The prince’s quest, outside the asteroid, for universal
human values ended up being unsuccessful. Values are destroyed and adults are

corrupt by the false glory of fame and wealth. Their existence is shown as
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punishment, and this sentence is the constant idling with false ideals. Introducing the
absurd characters living on the asteroids and the planet Earth, the Little Prince will
find some sense only while on one of the smallest asteroids where there is room for

only one lantern and one man who kept the lantern on, the lamplighter.

It may well be that this man is absurd. But he is not so absurd as the king, the
conceited man, the businessman, and the tippler. For at least his work has some
meaning. When he lights his lantern it is as if he brought one more star to life, or
one flower. When he puts out his lamp, he sends the flower, or the star, to sleep.
That is a beautiful occupation. And since it is beautiful, it is truly useful (Saint-
Exupéry 2004: 46).

In this quote, we can recognize the thoughts of Albert Camus about the myth of
Sisyphus. Just as the lamplighter on the smallest planet was constantly keeping the
lantern on, Sisyphus was condemned by the gods to endlessly push a huge stone
from the beginning to the top of the mountain, but whenever he approached the top,
the stone fell. The gods gave him this punishment because they felt that there was
no cruel punishment than that of hopeless and futile work. Camus writes that
Sisyphus is absurd, but we can see him as a happy man because his labor, desire
for life, and the hard work silences even the gods. Through man's devotion to the
only thing he has (in this case the lantern) we can also notice the motive of the rose
and the treatment that the Little Prince has towards this flower with a strange
character. The Little Prince constantly misses his rose that he left to his small
asteroid. Perhaps the rose has its own requirements, weaknesses and imperfections,
but it is still his. The rose keeps the memory of world absurdity, has strict demands,
complains, boasts and silences. But it's his home: the part of the universe that he has
accepted. "It's the time that you've spend for your rose that makes your rose so
meaningful for you," the Fox tells him.

The story of The Sad Happy Vladimir is divided into two parts, which tell two
different adventures sprinkled by the imagination of Vladimir and his mother. In the
first part, Vladimir "travels" while his mother bathes him. The mother is using
Vladimir's overwhelming cheerfulness and temper to creates a game out of these

emotions. In the second part, the journey is again initiated by the mother, but this
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time it is used to cheer up Vladimir when he is sad. Through the characters he meets
in the second part, he teaches about the character of the adults, but he also learns
something about himself.

Through these books the child reader can identify with the little "world and
imaginative traveler" and collects "souvenirs" from their adventures in the adult world.
The Little Prince, through the introduction with the characters of adults from different
asteroids and planets, teaches children how not to, but at the same time reminds the

adult of the most essential and purest.

2. The conflict between the adult and the child

The conflict between the adult's viewpoint and the child's viewpoint is represented
through the struggle of different value systems. The child is the emotional, creative,
curious subject, and the adult is practical, static and indifferent. So, children think that
adults are strange, boring and constantly busy with unnecessary things. And the
problem that adults have with children is that they have forgotten that they, too, were
once children. Of course, the writer takes the child’s side and his creative
experiences in the world. The writers through the characters of Vladimir and the Little
Prince ask naive questions, but these questions hide the essence that somehow
always eludes the hands of the adult.

"Children's literature is a communication between the adult speaker and the
recipient-child, who in a certain period only partially mastered the experiences of
reality and with linguistic, intellectual, emotional and other structures that are typical
of the adult person" (Dimova 2012: 40)". The character of Vladimir's mother, when
needed, is closer to the child's world than to that of the adult. She is interested in the
emotional world of her son and the changing attitudes of cheerfulness or sorrow
through which she passes. Using his rich imagination in the second part, she
becomes more and more his friend than his parent. The stories they tell together
build the bridge of their communication. Viadimir's father is trying to be present even
though he is in a meeting. Through a telephone conversation he tries to "travel" with
the mother and Vladimir, but he is an adult, and adults go to work. The Sad Happy
Vladimir shows the child's repulsion by the word "meeting" and similar words that

describe activities of the parents outside of home.
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The second journey leads Vladimir to a palace where the child meets
characters that resemble some of his emotions and Vladimir has no choice but to
face an incredible storm of emotions. Therefore, this trip is less of an escape, and
more like a confrontation. Mom and Vladimir return home at the moment when his
father returns from work. Vladimir’'s is suffering due to the absence of his father. In
the scene in which the prison guard says that he is imprisoned because this prison is
the most unstable of the world, Vladimir will also speak his mind:

"It's the same as downstairs with us, on the floor. And is sometimes quite dark,
like in prison, especially when there is no one at home. It is like being in the darkest
prison in the world" (Nikolova 1986: 62).

“The Emotional Literacy can be learned at any point in life, but it is best
learned in childhood. (...) It is in this critical period of learning that children, who, by
then, learn from the example of their parents, establish their attitudes that remain
their whole life. They begin to see themselves as good or bad, as skilled or ignorant,
as happy or unhappy. They can even imagine themselves as characters from the
stories or from the movies" (Steiner 2014: 198).

"l demand an apology from children because | have dedicated this book to a
grown-up. | have a serious apology: this grown man is the best friend | have in the
world. | also have a second apology: he can understand, even books for children. |
also have a third apology: he lives in France in which he is hungry and cold. He
certainly needs comfort. If all these apologies are not enough, then | would gladly like
to dedicate the book to the child from whom this grown-up grew. All grown-ups once

children (But few among them remember it.) So | correct my first dedication:

To Leon Werth

when he was a little boy

Antoine de Saint-Exupéry creates a new "school" in which adults should learn
from the example of children. Learning is mutual: as children have grown by
observing the adults, the adults need to be reminded of what it means to be a child
again. We should visit our inner child more often and sometimes we should let the
child to ask questions for us. Mojsova-CepiSevska, in her text "What Really is the
Latest in Children's Literature", dedicated to her daughter Sarah, answers the

question about the relationship between the adult reader and the literature for
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children claiming that "sometimes [she] think[s] reading stories before bedtime is
more intended for the adult reader, rather than for the child-listener” (Mojsova-
Cepisevska 2015: 153).

3. Creation and noncreation

In The Sad Happy Viadimir there are two more characters who contribute to
capturing the emotional world of the child Vladimir. The first character is the one of
the Epsymania. This wise old woman serves as a frame for both stories (trips) and
announces the moods of Vladimir. The character of Epsymania can be associated
with the character of a grandmother - the one who knows everything - from common
fairytales. She is located "in the seventh house on the street, behind seven yards and
behind seven gates locked with seven patent keys.” Her intuitive knowledge is that of
the eldest women. She understands the world and, more importantly, understands
the child. When Vladimir's parents are worried because he laughs for no reason,
Grandma Epsymania tells them to record everything he does, although he is
obviously just being cheerful. Contrary to this wise, folk, old-fashioned understanding
of things in a culture that teaches through a tale is the culture of the narrator in The
Little Prince, and that is the culture of material growth: against every imagination,
perfection and childhood creation. The frustration of the narrator by the forbidden
excursions through the worlds of the impossible results in a metamorphosis in the
Little Prince.

The children's characters, Vladimir and the narrator-child from “The Little
Prince" build their emotional literacy and the need for creation and imagination based
on their two different upbringings. Is there a need to think about what kind of
upbringing will be more successful in the marathon of life? Is it possible for the child
and the grown-up child to find their creative expression despite the problem of (non)
creation represented by their parents? Does Mamma protect Vladimir too much
during the terrible challenges? When should the child be left alone to perceive the
world, and when will the parents cease to be the third, auxiliary wheel of the
children's fast moving world? Does the narrator learn to better understand the world
at the moment when he becomes acquainted with his absurdity, that for the character

of the child Vladimir is non-existent and hidden?
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The second character is one happy and sad Kate, for which Epsymania
predicts that she will become the future companion of Vladimir in the world of both
eternal sad and eternal happy. Kate will replace Mamma, and Kate better than
Mamma will understand what it means to be sad, and what makes one feel cheerful.
We do not meet Kate in the narrative, but we feel that we already know everything
about her. In one sentence, under each of the headlines, we learn how she feels
while the adventures of the sad cheerful Vladimir being told. In the first part Kate is
cheerful, as is Vladimir, and confirmation of this are the following situations: "At this
moment the merry Kate split her doll, to see if she and the inside could be smiling"
(Nikolova 1986: 34). In the second is sad: "While the sad Kate refused to admit she
loves dad and mom" (Nikolova 1986: 80).

"Oh, said thoughtfully grandmother Epsymania, do not worry! They will surely
know each other one day. (for Vladimir and Kate) Remember my word. And then
we will not think why they are sad or why they are happy, everything will be theirs,
they will be sad and cheerful, they will be happy, as they say. If | was not Grandma
Epsymania, if it did not happen!" (Nikolova 1986: 87).

The dream journey in The Sad Happy Vladimir has a goal and the motive is
companionship. Kate is the target of this trip because with her Viadimir will learn life
as grandmother Epsymania knows it. Saint-Exupéry does not create any ultimate
goal, the answer is at the starting point, which is the home asteroid and the rose of
the Prince. "Ethics in children's literature does not appear as a necessity, but as an
opportunity for the formation of positive patterns of thinking and behaviour" (Dimova
2012: 63). These books introduce children with uncertain space outside the safety of
their home. But the one who should be the most affected by the emotional reaction of
the child when faced with people and events outside the familiar comfort are the adult
readers. If a child learns about the "outside", adults learn about the "inside" and their
inner child, which is sometimes forgotten and hidden "under the rug".

Why is Vladimir sad? Because he’s not happy! Why is the Prince little?
Because it's wise enough not to grow up. "What matters is not seen" (Saint-exupéry
2004: 81). In the children's world of Exupéry and Nikolova, the most significant things
are invisible and hidden for adults because they are too busy with the outer material

world. Being a child means living in a world of different possibilities from the material
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and the practical: it means exploring the possibilities of imagination, to create and
dream, but also to be vulnerable and openly demonstrate the disappointment of the
visions.

Who is lonelier: the child who shows dissatisfaction with the process of
growing up or the adult? Throughout their respective journeys, the Little Prince and
Vladimir have learned what is perhaps the most important lesson: this world or the
worlds outside of this one will most likely break your heart. But when keeping the

child within and the ability to create and imagine his world, everything will be okay.
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This article is a comparison of the most famous Macedonian children's book, Zoki Poki by
Olivera Nikolova, and one of the most famous children's books in the world, Pippi Longstocking
by Astrid Lindgren. These two books in many ways are the opposite and differ, but they are also
similar in many ways. Both books cover several very important topics for children such as
growing, friendship, independence, kindness, power, etc. This article attempts to compare the
ways in which the authors of these two books and the main and secondary characters , are
trying to bring these topics closer to children. Pippi is an expression of the children's desire for
freedom and power, and Tommy and Anika are here to keep the children on the ground. In fact,
readers will rather identify with them, although they will undoubtedly want to be like Pippi). But
Pippi is here to awaken their research spirit and encourage their curiosity. Pippi should only be a
"tool" for understanding and reassessing society, both by children and by adults. She should
cause the society to be questioned, whether everything must be the way it is, to make the
children ask and think. Both books in the last chapters speak of growth in a completely opposite

way, but many years later they remain interesting, fun and educational for children.

Keywords: children's literature, Pippi, Zoki Poki, growth, comparison
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No doubt Zoki Poki by Olivera Nikolova is the most known and read children’s book in
Macedonia. It is translated in around ten languages. Pippi Logstocking by Astrid
Lindgren is unquestionably one of the most well-known and read children’s books of our
time. It is translated into more than 70 languages. These debut books of both authors
are part of the Macedonia’s elementary school reading curriculum, for Grade 1 (Zoki
Poki) and Grade 3 (Pippi Longstocking). In order to make comparison between these
two cult children books it is important to have in mind the age groups that these books
are written for and their purpose, but also, the place and time of their production. Zoki
Poki (1963) and Pippi Longstocking (1945) are different and contrasting in many aspects
but yet they show many similarities as well. Both books are collections of short stories:
Pippi Longstockig of eleven longer and Zoki Poki of fifteen shorter stories that can be
read individually but still revolve around the main characters, which makes them more
attractive to the readers.

To write the book Zoki Poki Olivera Nikolova gets inspiration from a real child
named Zoki (who is now the author of the monthly newspaper “Debar Maalo Times”).
Pippi Longstocking gets her name from Karin, the daughter of Lindgren, who was
suffering from pneumonia and asked her mother to tell her stories for recovering. In
Swedish language Pippi is a children’s name for a bird (something like diminutive),
affectionately “chick peck”. The name can tell a lot for the freedom that Pippi has, but
keeping in mind that it was given from the daughter of Lindgren it might be just a
coincidence.

The full name of Pippi is Pippilotta Delicatessa Windowshade Mackrelmint
Ephraim's Daughter Longstocking. Zoki is affectionately for Zoran. So, the first thing in
common for both characters is that they both have a nickname, and to have a nickname
means to be recognizable and unique. Neither Pippi is an ordinary Pippi, nor Zoki is an
ordinary Zoki. Pippi Longstocking got her nickname by her appearance i.e. by the high
socks (one black and one brown) or simply her appearance had to be like that because
of the name that the daughter of Lindgren gave to her. Zoki got his nickname from his
friend Lydia, as “[t]here would not have been Zoki Poki, if this Lydia did not exist. Lydia

who is tall to my knee and has eyes like marbles” (Nikolova 1984:1)".
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It would not have been for Zoki Poki, but there would have been a child with an

ordinary name- Zoran.

When they first met, Lydia said to him:
- What’s your name?
And he said: - Zoran.
- No, - she said, - you're Zoki.
- Why Zoki?
- Short. It's nicer. You’re Zoki, Zoki... Poki. Ok?
- Ok,- he agreed a little confused; but happy at the same time because he’s going to
have a new name.
- See, you like it. It is a name.

Really, that was a name.” (Nikolova 1984: 1)

And this is how the adventures of Zoki Poki and his friend Lydia began.

Pippi Longstocking starts with her moving into the old Villa Vilekula, on the
periphery of the town, with a rather neglected garden. After sailing through the seas with
her father and after the accident in which he went missing, Pippi comes to live in
Vilekula. She believes that he had swum to an island and that there he had become the
king of the black people. Pippi, just like all fairytale’s heroes, does not have a mother.
Her mother died when Pippi was a baby and she believes that her mother is now an
angel. And that is how Pippi, at the tender age of 9, lives alone, with no parents in Villa
Vilakuela. There is no one to make her go to sleep when it is most interesting, and there
is no one to make her eat fish pate when she wants to eat caramels. The absence of
parents in her life is seen as the reason for the future attributes of Pippi, the most
interesting being her independence (Vladova 2001: 137). Unlike her, Zoki Poki lives in a
family with a mother, father, and even a grandmother. In contrast to the Villa Vilekula
and its abandoned garden, Zoki lives in an apartment building, somewhere in the city.

Pippi differs from the others is her appearance as well, having “hair with a color
like a carrot was braided in two braids that were sticking up. The nose, that looked like a
small potato has freckles. Hidden under her nose is a really big mouth lined with healthy

white teeth” (Lindgren 2016:10). The hair with carrot color is a rare, but still exists.
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However, ‘braids that stick up’ - now that is something, says Vladova. This resistance
against gravity categorically marks Pipi Longstocking as unusual (Vladova 2001: 139).

Pippi is unusual and unique in other ways too, for example:

... her dress was strange. She sewed it herself. She had intention to make it blue but the
blue cloth was not enough, so she put some red pieces here and there. On her skinny
legs she had high socks, one brown and the other one black. She wore shoes much
bigger than her feet. Her father bought her the shoes from some journey in South
America with the intention to wear them for more years, and now she did not want to

separate from them (Lindgren 2016: 10).

This is probably not the only reason why are Pippi’'s shoes big. Lindgren might wanted to
say that Pippi is too small for the path she is walking, i.e. for the life she is living, or the
life she has is too big for her age. They speak of Pippi’s emotional attachment to her
father, and Vladova writes that they can be understood to be anticipating motive for
growth. Pippi’s independent life, with no limits, orders, or school, looks attractive both to
her new friends Tommy and Anika and to the young reads. Pippi introduces the theme
of freedom, doing what you want and not obeying written and unwritten rules. From the
very beginning of the book Pippi is walking backwards saying “isn’t this a free country?
One can walk as one pleases” (Lindgren 2016: 11). Pippi sleeps “upside down” with her
legs on the pillow and her head under the blanket, she makes cookies on the floor,
keeps a horse on the balcony, she decides herself when is bed time, she wrangles
herself and she sings good night songs to herself. The fact that Pippi is alone and
“‘completely free and released from all the conventions of the children’s status in the
world of the adults — in the family, in school, in the relations with the known and
unknown that make up that world” makes Pippi’s character an unusual representative of
a child, different than the other child characters in the text. Pippi Longstocking’s
character — both physical and psychological — is built from stylized attributes, that exist
suppressed in every child's nature” (Vladova 2001: 140).

Pippi is not a child like her friends Tommy and Anika, nor like Zoki Poki and
Lydia, but she does things that she and every other child would like to do. Pippi is all

that children want to be, she lives in her world, with her truth, against everything that
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compels and limits her freedom. In the eyes of her children readers she is a creator of a
new world, all that they want to do, but were not allowed to do. Therefore, Pippi, Vladova
writes, “with her attributes as a whole, no matter how dangerous they might be
separately, is exactly the positive example in the integration of the child personality”
(2001: 142).

It is to no surprise that the novel, after its publication, caused a divided opinion,
because Pippi, at the very least, has controversial attitudes towards society. She mildly
scoffs at the police officers, and with them to the order and the law, as well as to the
school and the institutions in general (does not want to go to the orphanage) and social
conventions that limit the freedom of the child and man in general. To emphasize
Pippy's disagreement and separation, Lindgren places her in a world that is familiar to
us and ordinary. She places her together with Tommy and Anika who are good,
educated and obedient:

"Tommy never bite his nails and was always trying to listen to his mother. Anika

never frowned when a desire was not fulfilled to her, she always kept an eye on her

beautiful cotton dresses not to get dirty. "(Lindgren 2016: 7)

They go to school; they follow the low and respect the authorities. Pippi, on the other
hand, is their opposite. Tommy and Anika are here to remind us of what must be
accepted, and that is that parents, school, rules still exist and that despite all, you have
to go back to them and that it's not so bad.

But even though Pippi is portrayed as the voice of many children's wishes, it is
clear that this is not the real childhood. Lindgren incorporates the balance of escapism
(Pippi is a dreamer, a who lives out of reality), but sets it on the same level with other
‘real’ ordinary children and therefore she does not give readers a false hope. Pippi is an
expression of the children's desire for freedom and power, and Tommy and Anika are
here to keep the children ‘on the ground’. In fact, readers will rather identify with them,
although they will undoubtedly want to be like Pippi. But Pippi awakens their inquisitive
spirit and encourage their curiosity. Pippi should only be a ‘tool’ for understanding and

reassessing society, both by children and by adults. She should cause the society to be
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questioned, whether everything must be the way it is, to make the children ask and
think. Pipi is an outlet from authorities and everyday life.

It is clear that Lindgren had no intentions to write about an ordinary girl, so in
Pippi's character she combined features that are otherwise considered masculine, with
which she probably wanted to avoid sex divisions and stereotypes for children and for
people in general. Pippi is unusually strong, which is the only fantastic moment, but in
this case, her power only represents the child’s desire for power. Pippi is a little messy,
which is another characteristic that is usually attributed to boys, but she is also brave,
full of enthusiasm, caring, humane, compassionate and unselfish. On many occasions
she gets protective to other children, resembling a mother or an older sister.

Unlike Pippi, Zoki is a good and tidy boy just like Tommy and Anika. Zoki, similar
to Pippi has best friends, like every child should have. Pippi has Tommy and Anika, and
Zoki has Lydia. Another common characteristic is their generosity, Pippi continually
gives presents to Tommy and Anika, and Zoki Poki gives the whole world to Lydia.

Both books are full of riddles and humor. In Zoki Poki the main character says,
“fine, granny, beat me, beat me well! Just please talk to me. | can’t live if you do not talk
to me" (Nikolova 1984: 8). In Pippi Longstockig, Pippi is her own tutor, so when they ask
her who tells her when to go to sleep, she answers “I'm telling myself. First | say it with a
friendly voice. If | do not listen, | repeat it once more, and if | do not listen then, you know, it even
comes to rubble” (Lindgren 2016: 11).

Lindgren leaves room for children to disagree with Pippi's behavior. Even Pippi
sometimes complains about some actions and she acknowledges herself. So it does not
necessarily mean that all her actions are an example of how it is supposed to be, some
of them are an example of how it is not supposed to be. The lessons in Pippi
Longstoocking come from Pippi herself, in Zoki Poki they come from other characters.
His mother teaches him that it's not politely to eat cookies when they have guests. His
father teaches him that the sky on his drawing should be blue, the shingles red, and the
grass green. From the little guest from the village Zoki learns that it does not matter
where are you from and where do you live, that everything has its own beauty.

It is clear that every child, even Zoki Poki, dreams of his own Villekula, where

only his rules will matter, his order, going to sleep and getting up when he wants, leaving
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things where he wants, having his own space outside of the adult world. Zoki Poki has
this experience when he goes on a holiday at the lake for the first time. Zoki "thought
that he would do whatever he pleases" (Nikolova 1984: 27). There is that desire that
more or less, exists among all children. Pippi at one moment says, "[tlhe day when you
hear that a child is sad because there is no adult nearby, | will learn the multiplication
table" (Lindgren 2016: 224).

Zoki Poki's holiday did not go as he planned because he was only allowed to
swim in the shallow area in the presence of the adults, and "[t]he lake was nice, but ...
he could not swim in it! ... Friends were good, the beds were soft, but what's the point of
all that when you have to get up, eat and sleep at a certain time" (Nikolova 1984: 27).
Here, again, we witness the yearning to do what is desired and when it is desired, the
desire for greater freedom, less limits, the desire for life like that of Pippi Longstocking.

But, Olivera writes:

Do not forget one thing: Zoki Poki was alone, without his family, and it was still
something! On the other hand, there was no one to complain to: no one to get angry
with, and he had to look after himself. It was both nice and tricky: if he was wrong,
he was guilty himself (Nikolova 2001: 27).

According to this, it's clear that Zoki Poki, like any other child, would enjoy the company
of Pipi.

It is interesting to note that in the last chapters both books speak of growth in a
completely opposite manner. Pippi does not want to grow up, neither Tommy nor Anika.

At one occasion Pippi says:

| think it's nothing special to be an adult. Adults never have fun. They are constantly
rushing to finish something boring. They also wear stupid clothes, have corn on their

toes and pay communal taxes (Lindgren 2016: 268).

Pippi has a cure for growing up — Krumelur pills which she got from an Indian chieftain
in Rio. All she needs to do is say the magic words “beautiful little krumelur, | do not want

to grow up" after dark and that is it. She gives the pills to Anika and Tommy, and after
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they take them, Pippi says that “the pills stayed in the closet for a very long time and | am
afraid that they have lost some of their power. Still, let’s hope for the best (Lindgren 2016: 260).
This shows that Pippi, or Lindgren, does not want to give false hope.

With Zoki Poki it is a little different. The last chapter in the book is called
"Discovery". He returns from vacation and to Lydia he is no longer Zoki Poki, but Zoran.
At home they look at him strangely and tell him that he has changed and that he has
grown. Zoki excitedly looks for the rope to measure himself and realizes that he has
grown up two whole inches. His grandmother even cries from joy. Zoki does not need a
krumelur, he would not drink it even if he had it.

The question remains: Will Pippi outgrow her shoes like Zoki who rolled up the
rope? However, one thing is certain: even after 73 years since the release of Pippi
Lonstocking and 55 years since the release of Zoki Poki, they remain interesting, fun

and educational for children.

References:

(Vladova) Bnagosa, J. 2001. /lumepamypa 3a deua. Ckonje: ['ypra.

(Lindgren) JinnarpeH, A. 2016. lMNurnu donzuom vopar. Ckonje: MNpocBeTHO Aerno.
(Nikolova) Hukonosa, O. 1984. 3oku lNoku. Ckonje: HAIN ,HoBa MakegoHuja“.

http://oliveranikolova.com/index.php/mk/

http://www.astridlindgren.se/en

1 If not otherwise specifies, all translations from Macedonian source materials are made by the
author of the article.

43



Mihovilovi¢, M. (2018). With Poetry to Every Corner of the Mundane: A Review of the

Macedonian Youth Poetic Scene. Vermilion Journal 4, 44 — 52.

With Poetry to Every Corner of the Mundane: A Review of the

Macedonian Youth Poetic Scene

Lara Mihovilovié

Ljubljana, Slovenia

In this review of the Macedonian youth poetic scene we speak of poetry that is free from the old
traditional frames, one that represents new literary tendencies. The poetry is analyzed on the
basis of three types of love — erotic, love towards the city and the family and love towards poetry.
Love is polysyllabic, with each lyrical subject reflexive of their perspective towards a specific type
of love and each verse triggers an emotion. This young Macedonian poetry reinvigorates
literature with a new, fresh spirit, grows into a powerful force of society and a strong blast of new

artists and poets.
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In a country where everyday life is overwhelmed with political, social and economic
issues and frustrations, poetry is an excellent means for an escape from reality. The
Macedonian youth poetic scene — as vibrant, potent and refreshing as tidal waves with
love rhymes — serves as proof of this retreat. It is about poetry rooted in the old
traditional frames, unconfined by the characteristics of style of glorified authors,
representing new literary tendencies, which heralds a new era in the Macedonian literary
space.

The poetic youth — dissatisfied with the status of poetry in the country has turned
this very dissatisfaction into a type of a creative rebellion. If poetry was deemed
available only to those artists involved with it before, now that's changed with the
emergence of a new wave of poets. This entire process happened in a time when poetry
and literature in general were undervalued as art form, when the broader literary and
artistic audiences perceived poetry as a marginal activity, a hobby, not a very serious
and significant creative activity. Poetry has left its nest and started spreading its wings
through society and from elitist turned avant-garde. The numerous bohemian sites,
cafes, parks and streets accept the poetic verse of the youth. A number of events were
initiated, where young poets can present themselves to the general public: Astal
Projections, Poetry Slam Macedonia, 1,000 Poets for Change, Young Struga, Nights
without Interpunction, etc. Apart from these events, poetry is spreading through social
networks, as well. Firstly, those poets who didn’t study comparative literature started
creating and through blog.mk got the opportunity to share their poems. Afterwards, with
the emergence of the social network Facebook, the blog scene shifted there, where it
remains.

The representatives of this young poetic scene are the authors born in the 80’s
(between 1980 and 1990) but in this bunch we can also add some young authors born
earlier, yet incorporated into this very scene. Each author has their unique style, but of
all of them we can say they follow and accept the short, concise, postmodern style of
expression.

Escape from reality is an escape to the internal, lyrical, romantic, religious, spiritual
realm, where the lyrical subject seeks their way, speaks of the beauties and sorrows

they face, ponders of the true life values and shows their love towards their loved ones.
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From the perspective of a foreign observer it's interesting that the Macedonian poetic
youth doesn’t have many poets engaged in social themes. Out of the entire generation,
only Istok Ulchar can be considered as such. He formidably speaks on current affairs,
human entrapment, the environmental issues of his city, as well as other places. In the
poem Moloch he wrote, “it turns our hearts into factories whose chimneys smoke
through our ears. Our homes fill with smoke and the liquid chemical waste pours through
our kidneys”.

For other authors, the social and human problems are incorporated in the romantic,
reflexive, intimate poetry where the romantic and intimately reflexive lyrics dominate,

thus in this article | shall focus on that.

»All loves are like shoes — a review on love poetry«
Marta Markovska wrote, “[a]ll loves are like shoes, those we carefully treasure”. In the
Macedonian youth poetry we stumble upon different aspects of the romantic verse, like

we do with different kinds of shoes in shop windows.

1. Erotic — corporal love

The songs of corporal or erotic love are full of potency, tenderness, pain and jealousy,
love, childishness and playfulness. Loving is ‘masculine’ and ‘feminine’, which doesn’t
mean all men love in this ‘masculine’ way, and vice versa. What's interesting is that
there are men with such smooth, tender poetry like Josip Kocev who romanticizes and
openly speaks of the suffering of love and temptation towards a loved one. He wrote, “/'ll
treat you love. With the sleeves of that pretty nightgown pick up all the bits of pride, left
from dinner”. The second romanticist of the 21 century is Mitko Apostolov who injects his
romantic spirit through the use of wordplay, constantly hovering between fire and water,
passion and pain, “Each lock coming from that home joined into your rivers”. On the
other hand, in the poetry of Aleksandar Vasilij Stanojkov we find poems with mightily
erotic motives. In his poem “On All Languages”, he wrote, “You smell like pines, you

taste like the sea. On my tongue you’re waving rising yourself; from the depths... You're

46



breathing. I'm breathing. Keep on like this. Like this”. Stanojkov metaphorically bows to
her femininity, to her eroticism and to joining with a woman.

Gjoko Zdraveski, using wordplay, neologisms, incredible rhythm and powerful
vivacity rises above the usual approach to a specific person and creates an image of
general love energy:

With you | am learning to love.

Learning that love is one thing and passion another.

That it’s one thing to love. To make love, another.

In ‘feminine’ loving we come across poetesses who present their soul and softly,
playfully build their verses with an erotic touch. One such poetess is Snezhana
Stojchevska. She writes of the transformative power of love and the ever-changing
female nature, “Lick my lips and hear my insides knocking loudly, as | say your name”.
Through the poems of D.A Lori we enter an intimate world, “look for me in the summer
sunset where the colour of my loud heart pulsates”. In quite an interesting and
innovative way, in the form of a personal, intimate atlas likening love relations to notions
of colonialism, nature and geography. Slavica Gadzova Sviderska compares love
relations to natural beauties intertwined between themselves, which cannot function
separately; e.g. the water flow from Lake Prespa into Ohrid:
I need you like Lake Ohrid needs the water from Prespa

we have found the secret passage to Galichica.

In the work of the debutant Katerina Gogova we encounter precise lyrical expressions
along with powerful visualisations: I recall not how red rains brought me to your forest
house and don’t know whether | managed to gather the lake algae that led me on my
way. In this Macedonian youth poetry, love expresses itself playfully and magically,
multicoloured like a rainbow. Such is the kind of love portrayed in the works of Ana
Golejshka — playful as a child, enamored, lost and sometimes mature and passionate,
“We’ll make love in front of the mirror and then order a reality to get lost in together”.
Biljana Stojanovska compares love to a romantic tragedy, which is not only pretty, light,

but has dark days that love overcomes:
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If Romeo and Juliet had not killed themselves,
their love would be much like ours
the day after, as though nothing had happened,

they would have had their coffee ritual

The complexity of mixed amatory feelings, the balance between the sexes, the quest for
the meaning of love and the life companions are subjects found in the works of the other

poets (Elena Prendzova, Stefan Markovski, Tomislav Karanfilovski, Marjan Minov etc.)

2. Love towards the home, family and the city

»Home is everywhere, where people love people« says the lyrical subject in one of
Elena Prendzova’'s poems. Home is not defined just by an address, a place of birth,
limited by borders, but it's found where the heart feels at home. Emotional connections
are built through interactions with loved ones, with the people who surround us and the
cities through which lyrical subjects travel. In the same way the lyrical subject appeals to
his or her lover does the lyrical subject to the home, family or city weave an unusual love
connection.

A special relationship and unconditional love between the lyrical subject and the
mother is depicted in the song “Mother” by Josip Kocev: Only you are one who writes off
my debts without reprimand and gives, without taking. Snezhana Stojchevska’s poem
Genetics is also interesting, where genes are compared between three generations —
grandmother-granddaughter-great-granddaughter: The genes are a divine thing... every
time | look at my granddaughter, It's as if | see myself in a mirror fromf the past. The
lyrical subject of Nikolina Andova Shopova from the poem Flour and Stars describes the
generation gap and the relationship between a deceased grandfather and his

granddaughter: And now, they’re peers... Her life and his death.
»Skopje, my lover«

The personification of the city in the following poem by Ana Golejshka functions as a

loving invocation. She wrote: | want to hide in your secret corners. Nenad Joldeski
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transfers the city into the body of the poet: A neighborhood grew in my head. In Davor
Stojanovski’'s poem - The City Puts on Your Nightgown — the city is presented and
compared to the body, the lyrical subject - the city — is compared to the body of the
loved one and merges the city landscape with the romantic: the snow banjos whiten the
hills close by like bedcovers... and the city puts on your nightgown.

As is every human relationship quite unique, subjective and unrepeatable, such is
the one between man and the city, as well. So, Bistra Kumbarovska addresses
Ljubljana, considering its characteristics and perceives it as its life guru: I am right to call
you my messy alphabet... to see you as my first penmanship exercise book. Snezhana
Stojchevska wrote about the same city and describes her realization of it with the words:
the first touch with an unknown city matters greatly... whether | fall in love or leave...
that’s how | fell in love with Ljubljana.

All of these tours through homes, family relations and cities are voyages through

memories and riches of life, hidden in our homes, families and cities.

3. Love towards poetry

»We would do anything for poetry«

This is a generation for which literature is not just a sanctuary to tame the inner world,
not just excitement or a means to express thoughts and ideas, but one for which
literature has become a lifestyle, besides the fact it's not something you can live from,
yet it's worth living for. This love is so strong that these poets, as Snezhana Stojchevska
wrote in her opening line —would do anything for poetry. The relation between the poet
and poetry is a special kind of love. Julijana Velichkovska defines poetry as an open
book: You’re an open book, he said... A beautiful, special book... an illustrated book of
poetry... | read you when | like to treat myself... Aneta Popova asks us: What should a
poet do? Intriguing and maybe a bit absurd, but legitimate, nonetheless. Why is the one
in love not asked — What should a person in love do? Because it goes without saying, as
it should be with poets too. Popova didn’t give a clear answer, but wrote, “When it gives
you all the beauty it brings forth, along with all the pearly navels of it's legacy”. Love

towards poetry is multilayered; can be gentle, passionate, painful, disappointing, but this
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special relationship is best described by Istok Ulchar, “Poetry is the music of the
heartbeat’t.

»When reality asks the impossible from me, | stop and turn into a butterfly « - a
review on reflexive and intimate poetry.

Reflexive poetry reveals the inner world of the lyrical subject, asks important life
questions, seeking self in the world and in the soul, dwells with the metaphysical and
real, life and death, | and God, soul and body, transience and present, light and
darkness etc. In his latest collection Dedikar lkaral, Gjoko Zdraveski enters the inner
world of the lyrical subject and reexamines the relations between body and soul, life and
death. In the poem “Fragment”, he wrote “a newly embodied suicide bomber. When |
close my eyes, | see my last death”. lvan Antonovski ponders about sense and
senselessness, about the meaning of life, the essence of the world, “Do not make a
metaphor out of me, to give meaning to the myriad of meaninglessness”. The lyrical
subjects in the poems of Dushko Krstevski speak of sorrow, disappointment and pain. In
the poem “Flashback Notturno” in a subtly ironic way relates: Sorrow is like cough
mixture, served in tiny portions, prescribed for a lifetime. In the kind of a prayer, the
lyrical subject in Josip Kocev's poem “My Psalm” cries to God, begging for purity,
truthfulness, modesty all those other values that lack in this capitalist world. He says,

“let me be meek in poverty and a slave in opulence

to love them for what they are not and to be loved for what | am”.

»How do your stay calm when someone flirts with your intimacy«

Personal, inner, intimate experiences in intimate lyrics are revealed with the help of
metaphors, symbols, wandering the inner realm, in thoughts. Dragana Evtimova with the
aforementioned verse asserts exactly that — that we cannot remain collected, when
someone steps into our intimacy. She constantly plays with the relationship between the
past and present, journeying the past, memories, that which is behind us, with the
loneliness of the lyrical subject. In the poem, “Life with a Limited Use”, she writes, “There
are days when old clocks tick our lives”. All experiences, dreams, memories and wishes

we carry with ourselves. In his poem, “We Have All Left the Lights On”, in a metaphorical
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sense Mane Manushev tells us: We have all left the lights on, so our shadows don'’t
leave us. Manushev also writes on the theme of past and present, turns back to the
past, travels through life, looking for his place. Mitko Gogov dwells with similar topics as
well, fiercely criticizing the owner and his function in life, his attitude, his reasoning and
so in the poem The Big Picture, The Window and a Rocking Bus, he wrote: are we but
weeds and dead wood living in dense fog or are we an idea reflecting on the waves.
About traveling the past, passing and passing by, memories and all that rooted in the
past, but still relevant to the present writes Mira Smakjoska Taneska who bows to her
late loved ones through her poetry: Now, the dead hang their clothes out is how my
grandma described rain to me... No need to seek for each other. In the end we're

always here.

»| feel a poem coming. | let it run wild, wherever«

Poems from contemporary Macedonian youth poetry are bred in various places and run
wild through the cruel reality. What is interesting from the aspect of a foreign onlooker is
that great power poetry has in a society and the ‘big bang’ of new artists and poets. The
poems and authors mentioned in this article are but a small piece of the mosaic of the
entirety of contemporary Macedonian poetry. Of course, other works and authors could
also be taken into consideration, perhaps even more representative and interesting, but
| shall leave space for other readers to express their opinions too. The Macedonian
youth poetic scene is going strong and leaves its new, fresh imprint on to Macedonian
literature. This poetry is like spring, bringing change, new life; a small, yet important
force overcoming the dark moments of the day and promises a better tomorrow. As Ana
Golejshka said — “let it run wild, wherever” — to shake up the hard and wearying apathy,

to challenge the problems and bring hope for a better, blossoming poetic dawn.
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