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B kpartkoTo cu (1B€ CTpaHULM), HO HACUTEHO ¢ MHOT'O HJEH CIOBO
wAneansr 3a ,,cBeroBHa snureparypa” (1970), mucaHo 3a KOHrpeca Ha
IIEH', Iiperan CTOSAHOB OuYepTaBa HAKOM OT IPOONEMHHTE MecTa MpH
00CHKJAaHETO HA TOBAa M JI0 JHEC TUCKYyTHpaHO MOHsATHE. B mpuchiums
TesierpaeH ¢t Ha nucaHueTo CTOSHOB pe3loMHUpa Hail-rojeMuTe puc-
KOBE, KOMTO YCIIOKHSBAT paboTaTa Ha 3aHMMaBAIllUs ce C Je(PUHUPAHETO

! JlatupoBkaTa U npeaHA3HAYEHHETO HA TEKCTA Ca YCTAHOBEHM OT ChCTABUTENHUTE M pe-
naktopute Ha u3naHuero LlBeran CrosHOB ,,ChumHeHus B aBa toma. T. 1. Kynrypara
KaTo obOmenne”, Anroanera BoitHukosa u ﬁopnaH BacwuiieB, 3a KO€TO HaAI'bJIHO UM C€
JIOBEpsIBaMe.

201



Ceemna Yepnokosa

my: ,,Ho Oux mckan camo 1a mocoda, 4e uesTa 3a CBETOBHA JINTEpaTypa €
TBBPJIE MO/IBIKHA, C OBP30 CMEHSAIIH Ce, TOHAKOoTra HesicHH ¢opmu. Ye T4
BBIIPEKH JBaTa BEKa UCTOPUS € €/1Ba B HA4aJI0TO CH. T4 € KaTo 3amoyHaTa
MOCTPOMKa, HEIO HEJOBBPIICHO, HEIO B IPOEKLUS — TEIbpBa 1€ MPUI0-
6uBa uctuHCcKO jaune. CTpyBa MM ce, Y€ TS U TEOPETHUYECKU HE € J0CTa-
THYHO U3SICHEHA, J]a HE TOBOPHUM 3a MPAKTUYECKOTO M OchlLIecTBsIBaHe. T4
uMa Jia ce CIpaBs C TEKKOTO HACJIEACTBO HAa HEOCBEIOMEHOCTTA, U30JIH-
paHoCTTa, MpeApa3ChIbLIUTE, HECIPABEUIMBOCTUTE, HEIOBEpUsITA, Aele-
HUSITAa MEX]y HAlIUUTE, COLMAIHUA OapuepH, CTONAaHCKU Oapuepu, e3MKOBU
Oapuepu. Ta uma na mpeojoisiBa OrPOMHH TMOJICh3HATENIHU HaIlIacTsBa-
HUS1, CHCTEMH Ha MPUBWIIETUH, HEOXOTa. T MMa J1a yTOYHsIBa COOCTBEHUTE
CH KPUTEPUH U OTPEEEHOCT, ¥ MPaHUIK‘.>

Manko noseue oT 50 roguHM ciex Te3U TyMH HSAKAaK CTPAHHO €, 4e
MHOTO OT TIOCTaBEHUTE MPOOJIEMHUTE BCE OIIE HAMAT OKOHYATEIHO pelle-
Hue. ChIIeBpeMEeHHO UMa U Helo NpogeTHIecko B U3Ka3zaHoTo oT L{BeTan
CTosiHOB — Ha IyMHUTE My MOXeE Ja Ce IJiela U KaTo Ha IpPeJBapUTEIHO
3aaZiecH KOHCIEKT, KONTO HaykaTa OT IMOCJIEABAIUTE IO JECETUIETUS
JIEHCTBUTENTHO CJe/IBa B M3y4YaBaHETO, HO U B JIyTAaHUSATA CU IPU Pa3UCK-
BAHETO Ha HUJesTa 3a CBETOBHA JUTeparypa. Brewarnenuero e, ye T e
KaTo MOpcKoTo 60xkecTBo IIpoTeit, Makap 1 He Ha HEroBaTa IOCTONOYTEHA
BB3pACT, KOETO MPHUTEkKaBa YMEHHETO Ja CMEHS 00JMKa CH M Taka BUHATH
Jla ce U3MBKBA OT CBOMTE MpECeBauy, MPUI00MBAKN HOBU M HOBU 00-
pasu cropesa BpeMeTo, MACTOTO M obcrosarencTBaTa. Enun obaye karero-
pUYHO ,,HEIyTal[“ ce TEKCT B ,,IPUXBAIAaHETO HAa TOBA M3ILTH3BAIIO CE
MOHsATHE € KHUraTta Ha ["annH Tuxanos ,,CBeToBHa 1uTeparypa. Kocmoro-
muTu3bM. M3rnanue®, ¢ KosTo OBJIrapCKUAT YUTATENl UMAIle yI0BOJICTBU-
eTo aa ce cpemne npe3 2022 r. ChlIeBpEMEHHO KaTETOPUYHOCTTA HE U €
MpHUCHIIA, a B CBOSATA 00OCHOBAHOCT, TUAJIOIMYHOCT U MEKOTA MPU KOHCT-
pYHMpaHETO Ha Te3UTE U JI0KA3BaHETO UM OTBApsl COJMJIHO MOJIe 3a MOocie-
Ballll pa3cie/IBaHusl.

Wznanuero Ha ,Kpamuma Mab* e cTpykTypupaHO B TpU YacTH:
I. ,,KocmononutuseMm, rinobanusanus, urnanue™; 1. ,,CBeToBHa nurepa-
typa®; IIl. ,,1i30pann mHTEpBIOTA”. AKO YHTATEIAT HE CE OCBEJIOMHU OT
rppOa Ha 00JI0kKKaTa WM 0T OMOIMOTPadCKOTO ONMCAaHKUE B Kpasi, 4e CTa-
Ba BBIPOC 32 COOPHUK ¢ M30paHU CTATUU U MHTEPBIOTA, MMCAHU U JaBaHU
1pe3 TOJUHHTE, e BB3MPUEME TEKCTa KaTo MOHOTpaU4HO H3CIE/IBaHE,

2 Crosnos, LI. Chunnenus B asa toma. T. 1. Kynrypara karo obumenue. ChCT. U pejl.:
AmnTtoanera Boiinukosa u Mopnan Bacunes, 1985, c. 65.
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3A EIHO KOCMOIIOJIMTHO ITBTEINECTBUE B PASBMPAHETO...

MPOBEICHO C BEIMHA U yMEHUs, TPyHaHU BbB BPEMETO, a U C OTFOBOP-
HOCTTa 3a MpeJlaraHeTo Ha LSsJIOCTHA KOHIEMNIMs, KOSTO Ja Mpeoaosiee
HETaTHUBHUTE Ha KoJeOaHHUITa U MPOTUBOPEUNATA, HEOTMEHHA YacT OT TEO-
PETUYECKOTO U MPAKTHYECKOTO OMTyBaHE Ha pa30MpaHETO 3a CBETOBHATA
JaUTepaTypa.

[TocraBsiHETO Ha CBETOBHATA JIMTEpaTypa Ha YyeliHa MO3MLIMSA B 3aria-
BHETO HA KHHUTATa Ha MPbHB MOTJIEN ,,ce Ore ChC ChbPIKAHUETO, KBACTO U €
OTpelIeHO BTOpO MscTo. ToBa HavyajgHO BreyarieHue obadye ce obopBa OT
mbpBaTa cratus — ,,KocMOMoMuTHU3MBT B IMCKYPCUBHUS MEH3ax Ha MOJep-
HOCTTA: JIB€ MPOCBEUICHCKU apTUKYJAIMK', KOITO UMa XapaKTep Ha yBOJ,
HO ¥ Ha ()YHJAMEHT 3a CIO)KETUTE OT CIIe/IBalllUTe TEKCTOBE. Taka Tas3H ,,3a-
IIOYHATa MOCTpoika“, ¢ koATo LlBeran CTOSHOB cpaBHsBa HMJEATA 3a CBE-
TOBHA JINTEPATYpa, C€ JOM3TPAKAa U paslIupsiBa B CIEABALIUTE CTPAHUILIY,
3a J1a MOK€ Jla M30WCTPH IOCTENIEHHO CBOETO ,,ACTHHCKO JIUIE", HEIIO,
BBPXY K0oeTo TekcTtoBeTe Ha ['annH THxXaHOB CHCTEMAaTHYHO paboTsT.

[IpTaT KBM pa3zdupaHeTo 3a CBETOBHA JIMTEpATypa MpeMUHaBa IMpe3
MHOI'0 MHTPUTYBALIOTO U KAKTO CTaBa SCHO MO-KbCHO, MHOT'O MPOYKTHB-
HOTO yCHOpeAsiBaHe, CTHIINUIIO BBPXY ,,JABE MPOCBEUICHCKU aPTHUKYJIAIUN ",
OCHOBABAIIM C€ Ha MPOCBETUTENICKAaTa NOJUTHYECKa (hrocodus (¢ riiaBeH
repoit Kanr ¢ ecero my ,,KbM Beunust Mup‘‘) 1 CpaBHUTEIIHOTO JIUTEPATY-
po3HaHHe (C aKIEHT UCTOpHsTAa Ha WAesTa 3a ,,CBETOBHA JIUTEpaTypa’).
Yurarensar e npeBesieH Mpe3 KaHTHAHCKaTa UJies 38 BEYeH MUP U T'OCTOII-
PHEMCTBO, TIOJIOKEHA U Ha UcTopudeckus (GoH — PpeHckara peBOIIOIHS,
HanosneonoBuTe BOIHM, Npe3 NMEPUNETUUTE HA ,,AHTEH3UBHOTO B3aWMOII-
POHMKBaHE Ha KOCMONOIUTH3bM U HAIMOHANM3BM™ (c. 23)°, npes peakiu-
ure Ha mpoekta Ha Kant or ®duxte 70 XX Bek (¢ momomira Ha XaHa
Apent, Kapn lImur, fcnepc u np.) u npoGiema 3a ,,MHOTO BaXHOTO pe-
kanuOpupane Ha nonuca® (c. 25). ToBa e ocHOBaTa, BbpXY KOATO C€ Ha/Ar-
paxIaT eTaKuTe — IMPOCJEeASIBAHETO HA MCTOpPUATA HAa TMOHSATUETO ,,CBE-
TOBHA JHUTEpaTypa” U JUCLUIUIMHATA CPABHUTEIHO JIUTEPATypO3HAHUE (C.
30 —45). A eqnu Ha IPBHB MOTJIE]] MAPTUHAIHYU CIOXKETH — 332 FepMaHCcKaTa
I'bTENHCHA JIUTEpaTypa B , KaHpa™ ,,KOCMOIOIUTHY MbTemecTBua™ (c. 18)
ot XVIII Bek m 3a ponsATa Ha U3THAaHWUYECTBOTO MHpe3 XX BEK U OKOJIO
Bropara cBeTOBHa BOIHA — C€ SIBABAT KIFOY KbM 3JaHUETO. Te ,,0TKII0Y-
Bat" W JIOTUKAaTa Ha YCIOpeAsBaHETO Ha mpuHImMa Ha KaHTt 3a roctonpu-

3 TyK W cII. MOCOYEHH CTPAHUIM ca OT KHurata Ha I'anun Tuxanos ,,CBETOBHA IUTEPATy-
pa. Kocmononutuzsm. M3rnanue.
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€MCTBOTO, ,,JlaBalll IPaBO Ha IMOCEIIeHNE, HO He U Ha ycsaane™ (c. 22), u
Ha Pa3HCKBaHMATA BEPXY IIOHATHETO ,,CBETOBHA JINTEPATYpa™.

»~HapaTuBu Ha mM3rHaHuero. KocMomonuTu3bsM OTBBA JTMOEPATHOTO
BhOOpakenue, ,,OTBpa nuacnopata? KpaTku Oenexkd BMECTO TMocCiec-
70B%, ,,Pycka eMUrpanTcka KpUTHKa U JINTEPATYpHA TEOPUS MEX]Y JBETE
CBETOBHM BOMHHU‘ — TOBA ca caMO HSAKOHU OT TEKCTOBETE B Ta3U II'bpBa 4YacT,
KOUTO O4YepTaBaT TPACKTOPUUTE HAa KOCMOIIOJIMTU3MA, PA3TIEKIaH KaTo
JMCKYpPCUBHA MPaKTUKa U MOPaJM TOBA U3MCKBAILl MMapaJieHO MpedposiBa-
HE C MpOoLIeCUTe Ha apTUKYyJIUpaHe U pyHIUpaHe Ha MOHATHETO ,,CBETOBHA
autepaTypa“. Hama u kak na ce o0chkaa npoOiaeMbT 3a CBETOBHA JIUTeE-
parypa, Ipeau J1a C€ U3YUCIAT HIKOM HE MPOCTO TEPMUHOJOTUYHH, & CO-
IIUOKYJITYPHH, HIEOJIOTUYECKH, UCTOPHUECKHU, MOJIMTUYECKH, a B HAKOU
Cllydadl — M YUCTO OMTHITHO-YOBEIIKN ypaBHEHUs. Pa3skpuBaHeTo Ha HEU3-
BECTHHUTE MM OTBAps BT KbM JemU(pupaHe HA MEXaHU3MHUTE Ha ,,peKa-
AOpUpaHeTo Ha MONKCca“, HO U KbM METPOJIOTHYHHUTE XapaKTEPUCTHKHU Ha
KOCMOIIOJIMTHOTO, 332 KOETO o0aue HAMa Kak Ja ce u3hajae cepTuduKar,
JIOPU U NOPaJM MHIMBUIYAJTHOTO YCEUIaHE HAa BCEKU 3a NMPUHAIJIC)KHOCT
WM HENPUHAAJICKHOCT KbM CBETa, KOMTO oOuTaBame. J[a ObaeM KocMo-
MOJIUTU WM W3THAHUIM — TOBA € MUTAaHETO, KOETO BEPOSITHO XamileT Ou
MOCTaBUJI B €JJMH TaKbB pa3ka3, KOUTO o0aye He 3aBbpIIBa KaTO Tpareausl.
Jla ce Bnumem B ,,MHTETPAlIMOHHOTO TEUEHUE™ WIIM J1a BBPBUILI CPELLy
HETro — TOBa € BBIPOC U HA CUTYMPAHOCT, U Ha MpOIEcyaaHa HEen30exK-
HOCT, YAUTO IMOCJIEICTBUS MapajoKCaTIHO MOraT J1a ¢ OKa)XxaT HE TOYHO
JE3UHTETPallMOHHY, a J1a IPUKIIF0YAT ¢ BIIMCBAHETO B KOCMO-IIOJUCHOTO H
J0 TMO3WLMATAa HAa TpakJaHWH Ha cBera. MIMEHHO Te3n NOMHMHAHTH ca
JaWTMOTUBHH B CTaTHWTE, BKIIOYEHH B IbpBAaTa 4YacT OT COOpPHUKA —
,,KOoCMoIommTu3bM, riiodanu3anus, n3rnanue’. Tyk MaxaioTo ce 3ajeiic-
TBa. JlIolIKa ce MeX]y /1Be Ha MPBB MOIJIE] KPAaHHOCTH — KOCMOIIOJIUTH-
3bM M U3THAHUYECTBO, KOMTO 00aye HaKpas He ce OKa3BaT AHTOHUMHYHHU.
OOpaTHO Ha OYaKBaHUATA U3THAHUYECTBOTO HE € CHHOHUM Ha M30JaIs —
Ch3HATENIHA WK TpeoTpeiesieHa OT 0OCTOSATENICTBATA, a € TMOBOJI 3a MPH-
oOmaBaHe KbM €7Ha ,,HEM3MEHHA YacT OT €Ha OOHOBEHa KyJITypHa KOC-
MOIIOJIMTHOCT, KOSITO HAaAXBBpJISI MECTHATAa M30JalMs U MOHOIVIOCHS,
CBIPOBOJIEHA C HEeCTHXBama ,,Mo0mIHOCT (c. 119 — 120). ['mobGanm3arus-
Ta IbK C€ MO3ULUOHMPA KaTO MEAUATOP MEXKAY KOCMOIIOJIUTU3BM U U3T-
HaHHe, ¢ aMOMBaJIECHTHATA CIIOCOOHOCT ,,6/THOBPEMEHHO J1a CBBP3Ba U U30-
mupa“ (c. 106).

Bropara vact ot kHurara, Ha3oBaHa Beue ,,CBETOBHa JUTepaTypa‘,
€ OTpeieHa U3IUI0 Ha PAa3UCKBaHUSITA BbPXY MOHSATHETO U HJesATa 3a Hesl,
MOJIKPENIEH! 4Ype3 KOHKPETH3alluu, MpUMEpU U OOOCHOBKHU. BehbIIHOCT
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3A EIHO KOCMOIIOJIMTHO ITBTEINECTBUE B PASBMPAHETO...

MSICTOTO Ha Ta3M YacT HECIy4aiHO € IEHTPAJHO, TO € SIAPOTO Ha COOPHU-
Ka, OKOJIO KOETO TpaBUTUPAT APYTUTE TEKCTOBE — 33 KOCMOIIOJIMTHU3MA,
rio0ann3anusaTa U U3THAHWETO, HO U MHTEpBIOTaTa. BKitoueHUTe B Tazu
9acT CTaTHH CIIeJBAT IIBTA OT TEOPUATA KbM IPAKTHKATA, OT TI00ATHOTO
KBM JIOKJIHOTO, KOETO Ha CBOM P/ ChIIO MapaoKCaTHO U3HEHABa ChC CBOSI
CKpUT U HeapHIIMpaH KOCMOIIOJIUTEH MOTEHIMAN. 3aro4Ba ce oT AeuHupa-
HETO Ha TPAaHULIMTE, IPEMHUHABA ce Mpe3 U30paHH, HO 3HAYMMHU KyJITypOJIo-
TMYHU Tapajeid U JUTepaTypHO-(pUiIocopcku Ka3zycu, 3a Ja ce CTUrHE Hak-
past 10 ,,MaJIKUTE JIUTEPATypu'‘, HO HE MPOCTO ,,710°° TAX, & ,,0TBBI .

[IspBara cratus — ,,3a en1Ha KOOpJUHATHA CHCTEMa Ha CBETOBHATa
auTepaTypa‘, Ha CBOM pejl GyHKIIMOHUpPA KaTo BbBEACHUE KbM CJIe/IBAIIH-
T€, HO BeYe C MPeJAUMCTBOTO JIa UMa BBHBJICYEH U OPUEHTUPAH B IMpeECie/l-
BaHETO Ha MOHATHETO yuTarel. M ako mpoabmKuM ¢ (GIupTa ChC CTPOH-
TeJIHU MeTadopu, posATa Ha TO3M HAYaJIeH TEKCT € KaTo Ha OHA3W MAacHB-
Ha IUI0Ya B €/IHA Crpaja, YMATO LEN € Ja 3a3/IpaBu Beue MOCTPOCHOTO U Ja
MOCITY’KH 32 OCHOBA Ha cJe/Ballus eTan oT rpajaexa. Enna ctpoitHa koop-
JMHAaTHA CHUCTEMA C YETUPH BEKTOPA: BpeMe — IMPOCTPAHCTBO — €3UK — ca-
MopedieKkcus, € MoJIokKeHa B Ha4yaJIoTO Ha IUPEHETO Ha Beue KOHKPETHU-
T€ MapaMeTpHu Ha MOHATHUETO ,,CBETOBHA JuTeparypa”. B auanor, HO U B
JUCKYCHS C U3CJEeIBaHUs, ONPEAEIIIHA KaTo OCHOBOIOJIArallld B Pa3roBO-
pa 3a CBETOBHA JIMTEpATypa, JETAMITHO ce oOcleaBa BCEKU €IEMEHT OT
KOOpJIMHATHATa cHcTeMa. TyK MEepCOHaXKUTE ca 3HAYUTENHO I[OBeYe B
CpPaBHEHHUE C ITbpBaTa 4acT U BCE MIOBEYE CE€ CTHIIBA B IOJIETO HA JINTEpaA-
Typa. UuTarenar Moxe Jja OIMO3Hae repor OT PAa3IHMYHU 00JacTH HAa MUC-
noBHOCTTa U Kyntypata — Hukonait Konpang u ®@panko Mopern, Muxait
babuu u Anran Cep0, baxtun, pyckute gpopmanuctu, HO u ,,Jlon Kuxot*,
Emnac Kanetn ¢ pomana my ,,3acnmenenuero. Hskou oT TIX Moxe Ja
,»CPEIIHE Ha HEOYaKBaHM MecTa — KaTo Hanpumep ['poTe n Hlekcnup B
Kwuraii, a Ha MOMEHTH 3a KpaTko 1a ce 030Be B Ilepy nwiu Ha Manarackap.
Hakpas Ha ToBa cBOoeoOpazno 4D mocTpoenue ce ctura 10 ujaesra, 4e
,»OCB3HABAHETO, Y€ CBETOBHATA JINTEpaTypa (YHKIMOHHpPA KATO MUCTOPH-
YECKH MPOMEHSIIIA C€ KOHCTENALMs OT IUCKYPCH, KOSITO € XPOHOTOITUYHO
KOHCTPYHUpaHa, CbC COLUAIHUA U HIECOJIOTHYECKH €HEPTUH, KUIISAIIM OTIO-
Iy ¥ oOpMIIIN Ta3u KOHCTPYKIMS, € IbpBaTa CThIIKa KbM HEWHOTO Jie-
HaTypaJu3upaHe U KbM O4EepPTaBaHETO Ha MPOCTPAHCTBO, KOETO OM MO3BO-
JMJIO TOCTaBsiHEeTOo ¥ oA Bhipoc™ (c. 210). L[Betan-CTostHOBOTO 0TOEIIA3-
BaHE 3a MPOMEHJIMBOCTTAa M MOABM)KHOCTTA HAa UJEATa 32 CBETOBHA JINTE-
paTypa OTeKBa B Ta3u KOHCTaTallsl, HO BEU€ ThbPCU CBOS IIJIaH.

CrnenBamure TeKCTOBE — ,,MeCTOPa3MoI0KEHUETO Ha CBETOBHATA JIH-
Teparypa’ u ,,JIMCHUIUIMHAPHU U EKCTPAJUCLUIIMHAPHU TUCKYPCH 34 CBE-
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TOBHATA JINTEPATypa: KPaTKO BbBEIEHHE — HAATPAXKIAT M JOpPa3LIHPSBAT
pasroBopa 3a TOBa KbJIe€ CBETOBHATA JIMTEpaTypa € CUTyHUpaHa BBPXY Bpe-
MeBaTa OC M KaKBH ca MPOCTpaHCTBeHUTE M m3Mmeperus. e octaBum Ob-
JIIIHS YUTATEN caM Ja TPOCIIEN Bb3MOXKHUTE OTTOBOPH, HO €JJMH OT Haii-
MMPOBOKATUBHUTE W TOPAXIAIX Pa3MHUCHI € TO3H, Y€ CBETOBHATA JINTEPA-
Typa ,,BCBIIHOCT € MPEAMOJICPHO TIOHATHE U B TOBA € YaCT OT HEWHUS Yap 1
9acT OT HEHHOTO M3rybeHo OorarctBo™ (c. 214 — 215). ,,OtroBopute™ ot
CoBercka Pycus, oT crpana Ha pyckusi (opMaliu3bM, ThPCEHETO UM CpEJ
BOIHHU U PEBOJIIOLIUH, a CHLIO U Upe3 MPEeBojia — TOBA Ca CaMo YacT OT TepH-
TOPUHTE, KOUTO MPOLECHT HAa PAa3UCKBAHETO BHPXY MOHSATHETO ,,CBETOBHA
auTeparypa‘ 00X0oxk/1a B Ta3u BTOpA YacT, KaTo Ce MPOIbJKaBa 3ajl0KeHaTa
OIlIe B HAYAJIOTO TEHICHIUS KbM OsiraHe OT ,,OTOBOTO OMAaKOBaHE U BKO-
paBenute akcuomi. [IpenbHUKaMBbHUTE OT KOHCTIeKTa Ha L[Betan CtosiHOB,
neUHUPAaHU KaTo ,,T&KKO HACIIEACTBO ™, C KOUTO MJICATHT 32 CBETOBHA JIU-
TepaTypa € MPUHYICH Jla ce ChoOpa3siBa — M30JIMPAHOCT, MPEIPa3ChIBIIH,
HAIIMOHAJTHY JICJICHHS, COIMAJIHH, CTOIIAHCKHU, €3WKOBH Oapuepu W T.H., —
TYK HAMHUPAT CBOUTE KOHKPETH3AIMH U Pa3KpUBAT MHOTOIIJIAHOBOCTTA, HO U
MpoOIEeMaTUYHOCTTA CH.

®duHaTHUS aKOPJA B Ta3W YacCT MOCTaBs cTratusara ,,OTBBI ,,MaIKUTE
JUTEepaTypHu‘‘: pa3MUCIH 3a CBETOBHATA JIuTepaTypa (1 3a Obarapckara)®.
Ha enun uuraTen ¢ HacaoeHn 0OpEMEHEHOCTH M KOMIUIEKCH 3a ,,MaJIKOCT-
Ta* Ha OBJTapcKaTa JIMTEpaTypa HEChbMHEHO OM My JOTIaHalIa MpeasiokKe-
HaTa Bb3MOKHOCT Ha JIUTEpaTypaTa HH Jla HE Ce riieja Mpe3 pasrpaHuye-
HUS KaTo ,,MaJKU" ¥ ,,LOJIEeMH " TUTEPATYPH, ,,CBETOBHA' U ,,HAI[MOHAIHA
muTepatypa. ToraBa U HETOBUSAT ,,yMmuinTelIeH  (C. 339) BOIIBJI 3amio Hs-
Mame HoGenoB naypear, e 0b/1e yromeH. ChIIEeBPEMEHHO 00ade MHOTO
€JIeTaHTHO MY CE€ HaTPHWBa HOCHT, KATO MY C€ HAIIOMHS, Y€ ,,J1a CE YTBBPK-
JlaBa cOOCTBEHATa poJjisi B CBETOBHATA JIUTEpaTypa, HE 0O3HaUYaBa Jia ce Impe-
TeHAMpa 3a A00pe OXpaHsIBaH bI'bJl WIH 32 U3KIIOUUTEIICH, HECPABHUM U
HEHAJIMMHAT KyJITypeH onuT* (mak tam). A e(peKTHH, HO MPEeAU BCUUKO
edexTuBHN MeTadopu KaTo CPaBHEHUETO Ha MpeodiiagaBamius B HACTOS-
IIETO HU CTAaTHYEH IMOJAXO0] KbM CBETOBHATA JIUTEPATYpa C ,,IKad ¢ KypH-
o3um npeametn’ (c. 338) ot XVIII Bek, ynuTO YeKMeKeTa YOBEK OTBapS,
HacJIaKaBa ce Ha 00pa3InTe B TAX, a TOCJe 3aTBaps, 0e3 1a Ma KOHTAKT
MEXTy ChIbpXKAHHUITA HA YeKMEDKeTaTa, MPU30BaBaT KbM pa3apoOsBaHe
Ha ,,MO3aiKkaTa“ U OTCTHIIBAHETO HA HOBa MOJpen0a, B KOATO ChIIECTBEHA
e ,JJUHAMHUKaTa Ha B3aWMOJeHCTBHETO (mMak Tam). Te OTBEXIAT W 10
MHOT'O ChIIECTBEHaTa KOHCTaTalus, 4e ,,JHeC ,,CBeTOBHATa JHUTeparypa‘
BEYE HE € CMHCHK C IIEbOBPH, a Tajepus OT Oriiefana, B KoAaTo TpsoBa aa
3BbpPHEM YaCTHUIM OT YyKJa KynrypHa cpeaa“ (c. 340).
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Meragopara 3a mkada ¢ Kypuo3HH NpEeIMETH HAIOMHS 3a €IHO
cxoaHo cpaBHeHue npu LBetan CTOsIHOB, M3pa3siBaIlo €Ha OT TPUTE TO-
COKH, KOUTO CIOpEJl HEro 3acTpaliaBaT ObCIIETO Ha CBETOBHATA JIUTEPa-
Typa, @ IMEHHO — IIPEBPBIIAHETO M B 300JIOTMUYECKA T'PAJMHA, KBAECTO Ha
MOCETUTENSI My C€ MPEACTaBAT JIIOOOMUTHU YKUBOTHH, & KAKTO MOXEM Ja
ce JIOCETHM, BCAKO OT TSIX OCTaBa 3aTBOPEHO B KJIETKaTa CH, 0€3 KOHTAKT ¢
ocranamure. C ta3u Metadopa CTOSHOB CHOZENS U CTPAXOBETE CH OT KO-
Mepcualln3alusaTa Ha CBETOBHATA JIUTEpaTypa U MPEeBPBILAHETO U B Ma3ap —
HENIO, C KOETO 3aBbPILBA U CIIOBOTO cH. PaschxaeHusara Ha ['anud TuxaHoB
3a CBETOBHATa JMTEpaTypa MMaT MOA0OEH 3aBBbPIIEK, KONTO OTBEXIa 10
THKHOTO MPOyMsIBaHe, ue ornaceHusara Ha [{Beran CTOSHOB BCBHIIHOCT ca ce
cOpaHanmu. 3amoTo cropea TuxaHOB HHUE CME B ,,IUICH HAa €JHA HOBA CHUTY-
arys, ,,B KOSITO FOJISIMO ¥ MAJIKO, KAHOHWYHO M MaprUHAIHO Ca OCTABEHU HA
MWJIOCTTA Ha Ia3apa, MOJXpaHBaWKKU HETOBUS HEHACUTEH alleTUT 33 OIUTO-
MEHO HOBATOPCTBO U KOHTPOJIMpyeMa OpUrkHaaHocT (c. 342).*

Ha tperara wact ot u3manuero — , M30panu mHTEpBIOTAaTa* — OM
MOTJIO Jia c€ TJle[la U KaTo Ha MPUJIOKEHUE, eIUH BHUJ alleHIUKC, TOpaau
KaHpoBaTa My Pa3JIMYHOCT OT MpeIXoJHUTE. B KOHTeKcTa Ha M3AAHUETO
o0aue TS MMa CBOS COOCTBEHA TEXKECT. AKO O TO3M MOMEHT YUTATENST
MAaJIKO WJIM MHOTO € 4yBaJ riaca Ha ["anun TuxaHoB U mpe3 MoCpeaHuIu —
NPEeBOJAUYnTE, TO B Ta3M YacT OOIIyBaHETO CTaBa HEMOCPEJCTBEHO M HE
caMo 3aIl0TO YacT OT OecequTe ca Ha POJIHUS €3UK Ha TuxaHOB, a 3aII0TO
TEMUTE, KOUTO JIOCETa B KHUTAaTa ca BOJWUJIM CBOW HaydyeH >KMBOT, B UHTEp-
BIOTATa C€ MOJeMaT OTHOBO, HO C MHTUMHOCTTA U CBKPOBEHOCTTA, KOUTO
JKaHpBT N03BOJIABA. Peom ¢ riaca Ha ['anun TuxaHOB ce 4yBa M TO3W Ha
He3abpaBumus Mapua boiakoB, elMH KOCMOTIONUT ChBCEM B pa3OupaHe-
to Ha XVIII Bek, 3a koeTo THUXaHOB TOBOPH B CBOATA KHUTA — ,,TI03HABAII]
HpaBHUTE Ha CBETa, KyJITYpEH, U3UCKaH, MbIbp™ (C. 19).

BebuiHoCT AMaIOrMyHOCTTa HE € OTJIMYMTENIHA YyepTa camMo 3a Ta3u
TpeTa yacT oT cOopHuka. OCBeH ,,quanora’“, KOUTo CUCTEMaTHYHO Ce Mpo-
BEX/Ia C MPOW3BEICHUS, aBTOPU, M3CIICIBAHUS, OOIHOCTHU TPYIH, MPH-
ChCTBA W THUITBT TOBOPEHE, KbM KOETO JICKIIMOHHATA M ceMUHapHaTa (op-
Ma Ipejpasmnosarar. BKirodeHuTe JIeKIun U CEMUHAPH, OPIraHU3UPAaHU OT
Codmiickus yauBepcuteT ,,CB. KmumenT OXpuacku', TOKyMEHTHPAT JTUC-

4 B Ta3u nocoka Ha paschikACHUS HAMA KaK J]a HE CIOMEHEM €IHO OBJIrapcKo U3CIeiBaHe,
KOETO aHaJM3Mpa MEXaHU3MHTE Ha OCTOMHOCTSIBAHE HA CBETOBHATA JINTEPATypa — 3aBU-
CHUMOCTH OT HArpaju, MOJWTHKA, KOHIOHKTYpa, MEIWH, Ia3apy, a UMEHHO KHHrara Ha
Awmenus JInuesa ,,Cserosen nu e HoGen?* (,,Komubpu®, 2019).
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Ceemna Yepnokosa

KyCHH, B KOUTO C€ OTKpOSIBaT U Jpyru riiacose — Ha Muriena Hukomnmuuna,
Kamenus Cnacoa, Mapus Kamunosa, Hapun TeneB, Orusin Koaues,
Enpo CrosiHOB. Taka cOOpHUKBT c€ BNIMCBA U B AyXa Ha MOAECPHOTO KHH-
rOW3/1aBaHE, KOETO EKCIIEPUMEHTHpAa C WHTETPUPAHETO HAa HHTEPBIOTA,
JEKLIUHU, CEMHUHAPU C HAyYHU TEKCTOBE, a PA3HOBUIHMTE ,,apTHKYJIAH
OCBEH B HM3CJIEIOBATEJIICKM OOEKTH Ce MPEeBPBIIAT U B MOJYC Ha COOCTBE-
HOTO CH IIPE/ICTaBSHE.

B xHurara uMa ¥ HeHmI0 MHOTO CUMIATHMYHO M MPUAABAIO M €IUH
JIEKO HOCTaJITM4eH MPUBKYC JMYHO 3a MeHe. KaTo u3cnenoBaTencka crpa-
Terust Ts MPUIIOMHS 32 IbPBUTE TeKcToBe Ha ["anuu TuxaHoB Ha Obarapc-
KM U MPEJu BCUYKO 3a JOKTOpcKaTa My JaucepTanus ,,JKaHpoBOTO Cbhb3Ha-
HUE Ha Kpbra ,,Mucwia’ (1998), kbeTo B CBOSITAa CIUIETEHOCT JUTEpaTypa,
KYJATYpa, UIAEOJIOTHs, OJIUTHKA, TUTEPATypHa UCTOPHS YepTasAT MHOIOII-
JaHOBaTa KapTWHA Ha OBJTapckara MHUCIOBHOCT OT Kpas Ha XIX u Haya-
7010 Ha XX Bek. Hiakon oT TalTMOTHUBUTE, MMPECKayaly OT CTaTUA B CTa-
TUSL — KaToO TEMHUTE 3a POMAHTHYECKOTO, 3a PeHecaHca, ChIIO0 3aHUMAaBaT
TuxaHOB OT TOKTOPAHTCKUTE My roJuHH. ToBa JEMOHCTpHUpa HE MPOCTO
BSIPHOCT Ha cebe CH, a COOCTBEHHM H3CJEOBATEJICKU MHTEPECH U CTUII,
rpajJieH U OTCTOSIBaH B TOJIMHUTE.

Hskak HernacHo € MpHeTo Mpe/CTaBsHUsATa, PELEH3UNUTE, OT3UBUTE,
MHEHHSTa U JIPYTH MOJ00CH THI XAHPOBE Ha PENpe3cHTHpPAaHE Ha €IUH
TPYZ Jla TpaBUTHPAT OKOJIO ITbpBaTa My cpella ¢ my0iauKaTta, a B Xo/1a Ha
BPEMETO MHTEH3UTETHT MM Jla HaMalsiBa, 3a Ja OTCTBIM YHUTATEJICKOTO
BHHMMaHue 3a Jpyru HOBM m3aanus. Kuurarta Ha ['anmn TuxaHoB € oT 1o-
psAabKa Ha TEKCTOBETE, YHATO aKTYyaJHOCT HE € ¢ MPEINU3BECTEH CPOK Ha
TOJHOCT, JUKTYBaH OT MOJM, 3JIUTAHUS B HACTOSIIM JUCKYCUU U €KBH-
TUOPUCTHKA C MOACPHH MOHATHA. Jl0Ka3aTENCTBO 3a TOBA € U XPOHOJIOTH-
STa Ha BKJIIOYEHUTE B U3JAHUETO CTAaTHH, JIEKIIMH, CEMUHAPH U UHTEPBIO-
Ta, ooxBamaia nepuosaa ot 2000 go 2021 r.

CpaBHEHHETO Ha MOHITHETO ,,CBETOBHA JIUTepaTypa‘ ¢ BEYHO H3II-
mp3Bamug ce [Iporeit Mmoxke Aa naze oule euH NMoBoJ 3a aHanoruu. Cro-
pen mutoBete [IpoTeit mpuTexasa ole eaHa BakHA CIIOCOOHOCT — MPOPHU-
LaTeJICKaTa, HO TS C€ OTKPUBA CaMo IPeJl OH3U, KOMTO 0 YJIOBH B HCTUHC-
kust My o6muk. Jlamu u3cnenBanusTa Ha ['anua TuxaHoB ymaBsT TOBA ,,UC-
THUHCKO JIMIIe* HA CBETOBHATa JUTeparypa, koeto u LiBetan CTOSIHOB Th-
CH, 32 ChXKaJICHUE, BBIPEKU IHEUIHUTE HU BB3TOP3U U €IUHOMHUCIHE IO
TeMaTa HsIMa Kak Jia 3HaeM, HUTO J1a ce JO0raJiuM 3a MPopoyYecTBaTa, KOUTO
aBTOPBT UM O MOJTYYMII, aKO TOBA € Taka. BbB Bb3MOXKHOCTHTE HU € CaMO
MOKEJaHUETOo, Korato ciied HaJ 50 roquHu HAKOW YeTe KHUTUTE My U TH
0o0CHXKJla OT XOPU30HTA Ha TOraBalllHaTa CHUTyalHs, Ja Cpella CBIIUTE
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3A EIHO KOCMOIIOJIMTHO ITBTEINECTBUE B PASBMPAHETO...

MOTBBPKJEHHUS Ha Ka3aHOTO B CBOETO CH HACTOSIIIE TaKa, KAKTO B TEKCTO-
BeTe Ha TuxaHoB oTekBaT AymuTte Ha LlBetan CTOSIHOB, a HSAKOHW OT MHUTa-
HUSTA My HaMUpaT CBOSI OTTOBOP.

W nakpas — eMH MaJIKO THXEH BBIIPOC, HO CTPyBa MU C€, C OINTH-
MHCTHYEH OTTOBOP. He e mu To3u nHTepec KbM KOCMOIOJIUTHOTO MOPOJICH
M OT COOCTBEHOTO OMTHE Ha aBTOpa Ha ,,CBeTOBHA JMUTEepaTypa. Kocmoro-
TUTU3BM. V3rHaHue, TEpUTOPHAIIHO OTAAJICYEH OT POJIHOTO, HO CHIIEB-
PEMEHHO YacT OT OHa3W ,,00HOBEHA KYJITYpHa KOCMOIIOJHMTHOCT, KOSITO
HaJIXBBPJIs MECTHATa U30Jallds U MOHOIJIOCHS, 32 KOATO TOM Taka yBIe-
KaTeJIHO pa3ka3Ba?
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[ToBeue OT MOJIOBHH BEK cien nosiBaTa Ha kHurara Ha Pooep Eckap-
mu ,,Commornorust Ha jaureparypara (1958) B xymaHuTapHaTa Hay4yHa
cdepa ce mosBsBa MU3CIEABaHe ChC ChIIOTO 3ariasue (2014) ¢ aBrop us3-
BecTHaTa (ppeHcka counonioxka JKuzen Canupo. AKO IbPBUAT TPy UTpae
JIOHSIKBJIE POJIATa Ha MPOLIBIAIHHUK B MOJIETO HA JIUTEpaTypHaTa COLHO-
JIOTHS, BTOPUAT 3asBsiBa Jajied MO-CEPUO3HH eI U aMOMIIMH, KOUTO ca
IUTO/I HE CaMO Ha BpeMeBaTa JAUCTaHIUSA U OypHOTO pa3BUTHE Ha COIHOJIO-
ruyecKkara Hayka, HO U Ha pA3KO IPOMEHEHAaTa M HENPEKbCHATO IpoMe-
HSLIA CE COLIMO-KYJITYpHA CUTYyalHsl.

B oOpbiiennero cu kbM ObirapckaTa MyOJMKa Ha MPEMHUEPHOTO
Mpe/ICTaBsHE Ha TPy/la aBTOpPKaTa OTKPUTO 3asBsiBA aMOMUIMATA CH KHUTa-
Ta ,,Jja Ob/ie Bb3MpPHUETa U YCBOEHA KAaTO M3CJeA0BaTelIcKa MporpaMa, Kak-
Baro T € BchIIHOCT. Ille MM ce na mpoabika LMTarta, 3al0To TOM € Ho-
Ka3aTeJIeH 3a ThPCEHUs pe3yJiTaT KaTo MPOAYKT Ha 3asBeHaTa U3Cclie/l0Ba-
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3A AKTYAJIHUTE ITPOBJIEMU 1 ACIIEKTU HA....

TeJCKa Haryaca: ,,JIeHCTBUTENTHO Ta3u KHUTAa HE Mpejaiara €IWHCTBEHO
OIMMCaHNE HA TEOPUUTE M TEOPETUYHHUTE TPYIOBE B 00JACTTa HA COLMOIIO-
rus Ha aureparypara. He craBa yma camo Jia ce mpeasioxar Ha U3Ccieno-
BATEJINTE U CTYJIEHTHUTE ,,OPUEHTUPH ‘, KAKTO COYM 3arjaBUETO Ha IOpe-
JMIaTa Ha U3ATeNCTBO ,Jla JlekyBepT®, B KoATO Ts Oe myOiMKyBaHa Ha
¢dpencku e3uk. MosiTa nen Oemre 1a pa3padboTs Bb3 OCHOBA Ha TE3U OIUCa-
HUS €/lHa M3CJIeJOBAaTEeNICKa MPorpaMa, KaTo mocoya OHE3U M3CiieoBaTel-
CKH IIHCTH, KOUTO MU CE CTPYBaT HAM-IJIOZOHOCHMU.

Lenra e npeaenHo scHa, HO MPOJXYKTUBHUAT pe3yJITaT HE € ChbBCEM
oTrBeTeH. M3cneaBaHeTo B HeroBaTa KOMIIO3HMIIMOHHA JIOTMKA € WUHTPUTY-
Balio 1 uHTepecHo. Ho B To3u My BuA TO Moke /1a Obe BB3MPHUETO KaTO
OCHOBa — HAaUCTHHA MPOPECHOHATHO KOMIIETEHTHA U CTa0WIIHA, 32 Pa3MU-
CBhJI, MHEHHE U JONBJIHEHUE MPHU H3PaOOTBAHETO HA TOpErnocoueHara MH-
TEPAUCLUUIUINHAPHA U3CIIEI0BATENICKA IPOrpaMa, OT KOSITO HaUCTHHA UMa
CEpHO3HA HYXk/1a.

EnuH cOIMONIOrnuecKy Mmoaxo KbM JIUTepaTypHUTe (hakTH Mpemrno-
Jara 3aIbJDKATEITHO BCEOOXBATHOCT, XyMaHUTApHA IIMPOTA, HMHTEPIUCIUII-
JMHAPHOCT, B KOUTO J1a C€ OTJIeKIAT, MPOSKTHPAT U aHAJIU3UPAT CIOKHUTE
Y HEeTHO3HAYHM OMOCPEISBAHUS U B3aUMOBPB3KU MEXIY TBOPOUTE M CO-
LUAJIHUTE YCJIOBUS Ha TAXHATA MOsBa, Bh3IIPUEMaHe, UCTOPUUYECKU KHUBOT U
€BEHTYaJHH YIOTpeOH B MOJIETO Ha colfmyMa. OCHOBHUTE Ha TaKbB MOAXO]
Camnupo aprymMeHTHpa H3KIIOYUTETHO MPEIHU3HO U TOYHO (B TPU MyHKTA)
npen myOnukara Ha Obarapckarta mpeMmuepa. Yetupure 4acTH HAa KHUTaTa
ca 100Bp ONMUT TE3H UJeH Ja ObAaT NPEACTABEHH U Pa3BUTH B TEOPETUUCH
Y IPAaKTUKOIPHIIOKEH aCIIEKT.

[IspBara rnaBa Ha wu3cieaBaHeTo — ,,COIMOJIOTMYECKH TEOPHUH U
MOAXOAU KBbM JIMTEpaTypara’, € MOCBETEHAa Ha Pa3IMYHUTE TEOPUHU CbhC
COLIMOJIOTUYECKA HACOUEHOCT, KOUTO ca MPEeICTaBEH! B OLEHBYEH IJIaH C
TEXHUTE CHJIHU U cllabM CIope]] aBTOpKaTa CTpaHU. AKLEHTHT € BbPXY
HAa4YMHUTE, IO KOUTO T€ CE OMUTBAT Jia BIMILIAT JIMTEpPATypaTa B MOJIETO HA
COIIMYyMa, KaKTO U Pa3jIM4YHUTE MOAXOAH B aHAM3a HA COLMAIIHUTE BIIUS-
HUS U B3aUMOJICHCTBUS C JIUTEPATYPHUTE (PAKTH, KOUTO CHIIO Ca COLMAI-
HU TI0 cBosTa nmpupoza. Canupo oOpblna CHenuarHo BHUMAaHUE Ha COIMO-
JIOTUYECKUTE MU3MEPEHHs Ha 3aKOHHUTE Ha JMTEpaTypHAaTa UCTOPHs, KaTo
ra 00BBp3Ba ocHOBHO ¢ uaente Ha JKepmen apo Cran, Umomur TeH u
I'toctaB Jlancon. [locneguure nBama ca TUIIMYHM NPEACTABUTENN HA JIU-
TEpaTypOBEACKUS MO3UTHBU3BM. T€H — KaTO OCHOBOIIOJIOKHUK Ha KyJ-
TypHOMCTOpUYECKaTa HIKOJIa B JIMTEpAaTypo3HaHueTo, a JIaHCOH — KaTo
TUIIUYEH NPEICTaBUTEN HAa (HYHKIMOHAJIUCTKH OPUEHTUPAHUS JIUTEpary-
POBEJICKH MOCTIIO3UTUBU3BM OT MocieAHuTe roguau Ha XIX u Havyanoro
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3anpsiH Ko3nydscos

Ha XX Bek. CaMusT TOW ce ONMUTBa Ja OOSICHH CBHIIHOCTTa Ha (heHOMEeHa
xyoooxcecmeena aumepamypa 4pe3 GyHKIUUTE My B OOLIECTBEHUS >KUBOT.
[lo mymure My nurepaTypa ca caMO M €AMHCTBEHO TE3U TEKCTOBE, KOUTO
,II0 XapakTepa Ha cBosATa (hopMa MoOrar Ja CTHMYJHpAT BbOOPaXEHHUETO,
€MOIMUTE U €CTeTHYECKUTE YyBCTBA Ha unTatesns . To3u mogueprano GpyH-
KIMOHAJMCTKYU MOJXO0]] MpeAonpenes U GOpMyIHpPaHETO Ha HIECTTE Hero-
BU 3aKOHA Ha JIMTEPATypHOTO Pa3BUTHE, KOUTO aBTOPKATa B KypCHB CHHTE-
TUYHO W TOYHO € MpejacTaBuia. BeTpaHu OT BHUMaHHMETO M ca OCTaHAJIM
,,OOILIECTBEHUAT JIUTEPATypeH H30JalMOHM3BM Ha ¢opmaiHaTa MIKoJja,
MapKCHUCTKU OPHUEHTUPAHUAT COMOIOrn3pM Ha ['eopruii Ilnexanos, nocra-
BWJI OCHOBAaTa Ha pycKara COLMOJIOrMYECKa IIKOJIA, U3POAMIIA CE IIOCTEIECH-
HO BBB ,,BYJIFAPHOCOLIUOJIOTYECKA .

Haii-nHTepecHa B KOHIENTYaJEH W aKTyaJIeH aclekT € 3aBbpIlBalla-
Ta 4acT Ha ruasara ,,OyHKIHMOHAIN3bM, HHTEPAKIIMOHU3bM U PENIALIIOHEH
noaxon“. B Hes crenuanHo MSCTO 3aemMa Teopusita Ha mosero Ha [luep
Bypawuiio, xolito copen Canupo ,,[IpeBpbliia JuTeparypaTta B IIbJIHONPABEH
o0exT Ha cormmonorusaTa’. IlpencraBeHa e U TeopuaTa Ha MpEXXUTE BbB Bb3-
MOKHUTE M B3aMMOJEUCTBHS C TeopusTa Ha mojeto. M3cnenoBaTenkara e
BOJIEHA OT yOeXIIEHHETO, Ue JInTepaTypara, CXBallaHa KaTo MposiBa Ha KO-
JIEKTUBHO Ch3HAHHE, KATO KOMYHUKAaTHBEH aKT, KATO HHCTUTYIIHS, CUCTEMA,
1I0JIE WIN peallMOHHA MpPEXkKa, € ONOCPENCHA OT COLMAIHMS CBAT, YANUTO
IPOIYKT ce sBsBA. T€3U CIIOKHU B3aMMOJCUCTBHS ca MPEAMET Ha CleBa-
LIUTE TPU IJIABU — COLIMOJIOTUS HA JIMTEPATYPHOTO IPOU3BOICTBO, COLMO-
JIOTHUS HA TBOPOUTE M COLIMOJIOTHS Ha BB3IPHUEMATETO HM.

B Hauanoro Ha BrOopara IilaBa BHUMaHHETO € HACOYEHO KbM OCHOB-
HU KOHIIETIIINY, CXal[aHusl M aHAJIM3U 32 MACTOTO Ha JUTeparypara B 00-
[IECTBOTO W OOIIeCTBEHATa poJis Ha mucaTelns. BB BTOpara yact Ha ria-
BaTa aKUEHTHT € BbPXYy aBTOHOMHHUS CBST Ha JIMTEpaTypaTa U HETOBUTE
MHCTUTYLMHU. ToBa criopes aBTOpKaTa BKJIIOUBA MpobiieMa 3a COLMATHOTO
MOJIETIUpaHe Ha MHUCATENNUTE U M3rPaXIaHETO HA TeXHUs MpodecuoHaIeH
CTaTyT M CTaTyC, KaKTO W Ipodjema 3a JIMTepaTypHUTE MHCTUTYLHMU U
poisTa UM BBB (DOPMHUPAHETO M pErIaMEHTHPAHETO Ha JIUTEpaTypHHUS
#*uBOT. Canupo TBBPIO 3acTaBa 3a] UIEATA, Y€ aHAIU3BT HA CTPYKTypaTa
Ha JMTEPATYpPHOTO IOJIE U Ha MPEXKHUTE U MHOKECTBEHUTE CHOTBETCTBHS
OTKpHBAT HOBHM BB3MOXHOCTH Ipe] JUTepaTypHaTa comuoiorus. Cnopen
Hesl Te MOrar jJa ObJaT M3MOJI3BaHU 3a MPOYYBAHE U aHAINU3 HA JAPYT THII
OTHOILIEHUS, KaTO HapUMED ,,KOpeNanusaTa Mexay ,,CAMBOJIHUTE MPUUKC-
JSIBAHUS HA aBTOPUTE OT CTpaHa HAa KPUTHUKATA KbM IIKOJIU U JIBUKCHHUS,
OT €/IHa CTpaHa, U MaTePHAIHUTE BPB3KU MEXY TE3U aBTOPH, AOJIOBUMU
ype3 MyOJIMKyBaHEe B €IHU M ChIIU CHUCAHUS WU NPU €THU U ChIIU U3/a-
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3A AKTYAJIHUTE ITPOBJIEMU 1 ACIIEKTU HA....

Tenu, oT Apyra®“. Tosa mo3BoisiBa Aa ce ONepalMOHAIU3HMpa UAeATa 3a
KOOPJIMHATH Ha MO3ULIUUTE, 3a€MaHU B JINTEPATyPHOTO IOJIE.

HauuHbT, 110 KOWTO BCHYKU TOPETIOCOYECHHU MPOIECH 00YCIaBAT JIH-
TepaTypPHOTO MPOU3BOJICTBO, € PEAMET Ha TpeTara riasa — ,,COIHoIoTus
Ha TBOopOmTe“. IloKa3zarenHo € ome MbPBOTO M3PEUYCHHE, C KOETO TA 3a-
noysa: ,,CounooruiaTa Ha TBOPOUTE MMa 3a IIeJl Ja HAJAMOTHE MPOTHUBO-
MOCTaBSHETO MEXY BBTPEUICH M BBHHIICH aHAIM3, 32 J]a U3SACHH KakK Te
oTpa3siBaT couuanHus cBAT . CbBpeMEHHATa JIMTEpaTypHa COLHOJIOTHUs
CIope] u3cliefioBaTenaKkaTa TpsOBa 1a Ipeo1oiiee eJHOCTPAaHYUBOCTTAa U Ha
MapKCHUCTKaTa Tpaaulysl, KOATO 0OBbpP3Ba TBOPOUTE OCHOBHO C OOIIECT-
BEHUTE YCJIOBUA Ha TAXHOTO MPOU3BOJCTBO, U HA ,,0M0oTrpaduvHaTa WIIIO-
3usi (3arjaBue Ha eqHOMMEHHa ctaTtus Ha bypauiio ot 1986 1.), K0siTO Ce
3aKJII0YaBa B OOSICHEHHMETO Ha TBOpOaTa €IMHCTBEHO C HAMEPEHUSITa W
cBoeoOpa3neTo Ha HEHHUS aBTOP.

N3xonHara Te3a e, ue COIMOJIOrHATa Ha TBOPOHTE (110-a/1€KBATHO T10-
HsATHE OU OHIIO ,,COLMOJIOTHS Ha TBOPUECTBOTO ) TpsIOBA Ja MOKa3Ba U aHa-
JM3Mpa KaK MHUCATeN T ce BIUCBA ,,0T €lHa CTpaHa — B MPOCTPAHCTBOTO HA
COLIMAJIHUTE JUCKYPCH U PENpEe3eHTalud, a OT Apyra — B CTPYKTYpHOTO
IIPOCTPAHCTBO HAa BB3MOXHOCTUTE, KOUTO My IPEAOCTaBAT *kKAHPOBE, 00-
pasiuy, TBOPUYECKHU IOXBAaTH — BCE CIELU(PUUHN COLUATHU (DAaKTHU B CBETA Ha
qureparypata‘. Llenra e ciien Bb3CTaHOBSIBAHETO HA TOBA MPOCTPAHCTBO Ja
ce M3Be/aT U pa3depar MPUHIUIHNTE HA N300, 00YCIIOBEHH OT COIUATHUTE
XapaKTEePUCTUKN HA CyOEKTUTE M CHCTEMaTa Ha OTHOLICHUS, KOUTO TE pea-
JM3UPAT B PAMKUTE HA JIUTepaTypHOTO Tose. KonmenTtyanHo oOeanHsBaia
1 00BBp3Balla OTACITHUTE YaCTH Ha IJlaBaTta € TeopusATa Ha Bypawiio 3a
MOJIETO C aKIEHT BBPXY TBOPYECKUS aKT. B HEro ce cHemar COIMAHUTE
XapaKTEePUCTUKU Ha MHCATENsl ¥ O3UIMHUTE MY B IOJIETO U HETOBATA TPACK-
Topust. Upe3 TsX TOM ce BIMCBA B KOJIEKTUBHUTE AMHAMUKHU, KOUTO Oelear
TOJIEMHTE €BOJIFOLIMU HA JINTEPATYPHOTO MPOU3BOJICTBO.

Hapen ¢ npobnemute u peHOMEHHUTE Ha JINTEPATYPHOTO NIPOU3BOCT-
BO OCHOBHA II€J1 Ha ChbBPEMEHHATa JIMTepaTypHa coruosorus crnopen Canu-
PO ca BBIIPOCHUTE 32 YCJIOBHATA HA TSIXHOTO Bb3Npuemane. [lociennara ria-
Ba — ,,COLMONIOTHS Ha peleniusITa’, KOHIEHTpUPa M3CIIEIOBATEIICKAS HH-
Tepec Ha aBTOpPKAaTa BBPXY BB3MOXKHUTE OIOCPEISBaHMSA M YHOTpeOu Ha
JUTEpaTypaTa B paMKUTE Ha PELENTUBHUS KOMyHUKAaTHBEH akT. MiHTepmpe-
TalMUTEe, KOUTO ONPE/IENAT OMTHETO Ha eIHa TBOpOa, HAMCTHHA ,,TIOHSIKOTa
CTUTAT JIOTaM Jia TBBPJAT, Y€ TEKCTOBETE Ka3BaT Hellla, KOUTO BCHIIIHOCT HE
ka3BaT. LlupKyaMpaHeTo UM BbB BPEMETO U MPOCTPAHCTBOTO U3BBH KOH-
TEKCTa Ha TAXHOTO Ch3/laBaHe crnopen bypauiio ynecHsBa To3u mporec Ha
aHekcupaHe Ha cmuchbia uM. Coumonorusta Ha peuenuusTa crnopen Canu-
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3anpsiH Ko3nydscos

PO ce 3aKiIoyaBa UMEHHO B aHAJIM3a U OOSICHEHHETO Ha Te3U OIOoCpe/sBa-
HUS ¥ ynoTpebu. Criopea Hesl COIMOJIOrHUATa Ha JMTepaTrypara ,,aMa 3a
IpeaAMeT HauMHWTE 3a iepapxu3anus Ha TBOPOWTE B MPOCTPAHCTBOTO HA
penienus upe3 u300pa M KIACHPAHETO, KOUTO KPUTHKATA, TpecaTa, MHC-
TaHLMUTE 32 Pa3pOCTPAHEHHE U YTBBPKIABAaHE OCHILECTBIBAT: KPUTHYEC-
KU ycrex, Opoit mpoaaxOu, moYecTy, JUTEpaTypHH Harpaau, HHCTUTYIHO-
HAJIHO NpH3HAaHUE W T.H.“. M3cneaBaHeTo LeneHaco4YeHo IMpociessBa Oc-
HOBHUTE MHCTAHILIMU HA OMOCPEASBAaHE: PEUENTUBHUTE €TalH, BKIIOUUTEN-
HO U JIMTepaTypHUTE ChACOHM MPOIECH KaTO COLMOJIOTMYECKH (hEeHOMEH,
poJIsiTa HA KPUTHUYECKUTE OLIEHKH, PELIENTUBHUTE €(PEKTH U BIUSHUETO UM
BBpPXY TBOPOWTE, MEKIYHApOIHOTO UM OWTHE Upe3 MPEBOAMTE, 3a Ja ce
CTHTHE JI0 COIIMOJIOTUYECKUTE U3MEPEHHS Ha JuTepaTypHuTe dectuBain. B
caMusl CH Kpail TO MapKHpa M COLIMOJIOTNYEeCKUTE MPOoOIeMH Ha YETEHETO U
MIPOMEHHTE B YUTATENICKUTE MPakTUKA. Mumoxomom Camupo otOensi3Ba u
IpoIieca Ha MOsBa Ha BCE MO-TOJEMH MAaCHBHU OT TEKCTOBE B E€JIEKTPOHEH
¢dopmart. To3u coumonorndecky GakT OTIPaBs HAMCTHHA HOBHU TPEIU3BU-
KaTeJICTBA KbM HM3CJIEIBAHETO HA YIOTPEOUTE M PAKTUKUTE HA YETCHE.
3aBbpIIBaiiKy, 1€ CH MO3BOJS HIAKOJIKO Oenexku. OT auTepaTypo-
BEJICKa IJIeJIHa TOYKa B padoTaTra UMa HSIKOM HETOYHOCTH, KOUTO 32 COLU-
oJiora Moxke Ou ca 6e3 0coOeHO 3HaUYEeHHE, HO CMYIIaBaT JIUTEPATypOBE/IC-
kus npoyut. Omie B yBOoja ce MOsBsBA CIEIHOTO TBBbpJICHHE: ,,Ha mbpBO
MSICTO CMUCBHJIBT Ha €JHa TBOpOa He ce 3aKiIovaBa B HEWHATa BBHTPEIIHA
KOHCTPYKLUS, KAKTO TBBPAST IPEICTABUTEIUTE HAa XEPMEHEBTHKATA...*.
[IpencraButenuTe Ha XepMEHEBTHKATa HUKOTA HE Ca 3alIUTaBaIN MOI00-
Ha Te3a. [lopu JKeCTOBO-PUTOPUYHMAT IPHU3UB HA OCHOBOIIOJIOXKHHUKA Ha
HOBaTa ¢Qwionorndecka xepmeHeBtuka Dpumpux Illnmaitepmaxep: ,,Jla
pa3bepem aBTOpa MO-100pe, OTKOJIKOTO TOW cam cebe cu e pa3dupan’,
MMIUIMIIMTHO C€ MPOTUBOIOCTaBsl Ha TOBa TBBbpAeHUE. lIpencraBurenute
Ha cbBpeMeHHaTa ¢umiocodcka xepmeHeBTuka ['amamep, Syc, Pukbop
3a]IbJIOOYEHO M3CIIEBAT CIOKHUTE MPOIECH Ha CMUCIONOpaXIaHe, pa3-
OupaHe M THIKyBaHE Ha TEKCTOBETE M (DAaKTOPUTE, KOUTO TU O0YCIaBAT —
pedIeKCUBHOCT, PEIENTUBHOCT, IWAJIOTHYHOCT, HHTEPCYOCKTHBHOCT,
HMCTOPUYHOCT M T.H. HaucThHa MMIEpaTuBHO LIUTHPAHOTO MO-TOPE TBBP-
JICHHE € JIMIIEHO OT OCHOBaHMWE. B yacT OT TekcTa Ha KHUTaTa HaTeXaBa
pedepaTUBHO aHOTHUPALIOTO MPEJCTaBIHE HA MHOXKECTBO M3CIIC/IBAaHUS, B
KOETO MOHSKOra ce pa3MMBa IUIOJOTBOPHOCTTA Ha I'bpBOHAYAIHATA UAES,
CBBbp3aHa C NPEJICTaBIHETO M OLEHKaTa Ha KOHKpEeTHaTa ,,IUI0JJOHOCHA
M3CcIeIoBaTeNICKa MUCTa®, KAKTO Ce M3pa3siBa caMmara aBTOpKa. Te3u Oe-
JICKKH HEe MPOMEHST 3HAUMMOCTTa Ha M3CJICBAHETO M MO3UTUBHOTO BIIE-
yaTJieHUue OT jJocera ¢ Hero. BeB (mHana Ha 3aKIIOYEHHETO Ce MOsBSIBA
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3A AKTYAJIHUTE ITPOBJIEMU 1 ACIIEKTU HA....

€IHO MHOTO TIOKa3aTesHo nmpu3Hanue Ha Canupo: ,,B kpas Ha To3u mper-
Je]l U3IJIeXK]a, Y€ KOJIKOTO M MHOTOOPOMHM IMCTH 3a M3CIe/IBaHe Ja ca
OTKpHUTH, TIPEJCTON Jla ce Hampasu omie MHOro“. C momoOHa oreHKa 3a-
MOYHAX HACTOALIOTO MpEeACTaBsiHE, a (UHATHT HA KHUTATa B rojisiMa CTe-
IIeH s OTpaB/aBa U MOTBbPKAaBa. M3cnenBanero e HauCTHHA poQecro-
HAJIHO KOMIIETEHTHA M CTAOMJIHA OCHOBA 3a HAATpaxkJIaHe, CBBP3aHO C
MEPCIEKTUBUTE, MAPKUPAHH B TIOCIIETHHS a03all Ha 3aKII0UYSHHUETO.

JIt0603HATENHUAT U KOMIIETEHTEH YUTaTell ¢ HaJeXKIa O4akBa cpe-
mjata cu ¢ Obpaemu TekcroBe Ha XKuzen Canupo, MOCBETEHU HA T€3H HOBU
COLIMOJIOTUYECKHU MPOOJIEMH U MEPCTIEKTUBH.

Prof. Zapryan Kozludzhov, PhD
Paisii Hilendarski University of Plovdiv
Plovdiv, Bulgaria

e-mail: zaprian@uni-plovdiv.bg
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Hdumumvp KPbCTEB
(IInosouscku ynusepcumem ,, [laucuii Xunenoapcku )

KAK JIEVICTBAT JINTEPATYPHUTE TEKCTOBE?

(Anexcannwp I[anoB, Texcmvm xamo coyuanno oeticmaue. Copus:
NI ,,bosn Iener®, Y11 ,,Auoren.or, 2022. ISBN 978-619-7372-53-3)

Dimitar KRASTEV
(Paisii Hilendarski University of Plovdiv)

HOW DO LITERARY TEXTS WORK?

(Aleksandar Panov, The Text as a Social Action.
Sofia: Boyan Penev, Diogen.bg, 2022. ISBN 978-619-7372-53-3)

Kax ecviynocm nevictBa aumepamyprnama meopoa? Kakeu ca gyH-
Kyuume Ha Jumepamypama 6 KyimypHama OUHaAMuKka na obwHocmume u
8 COYUANHO-UCMOPUYECKUmMe NPOMEHU 8 HCUGOMA HA eMHUYECKU U HAYUO-
Hannus konekmus? Kak 6u usenedxicoana sicanposama cucmema Ha aume-
pamypama, ako evb3npuemem npeocmasama 3a CoufHOCMma Ha xy0oicecm-
6eHUSL aKmM Kamo KOMYHUKAMUeHO JEUCTBUE U G3aumooelicmeue Ha 06e
cv3Hanua? TakuBa BbIpoOcH cH 3a1aBa Anexkcannabp [laHOB B cBosiTa Haii-
HOBa KHHTa ,,TeKCThT KaTO colUaiHo jaericTBue’. ToBa ca BBIPOCH, KOUTO
MpeArosaraT eHa B U3BECTEH CMHCHJ HeoOMdaiiHa MepCreKTHBa KbM pe-
JIMIIAa CHIIHOCTHH TMPOOJEMH Ha JIUTEpaTypHATa TEOpHs, KaTo HarpuMmep
TE3H 3a CHEeUU(UKUTE Ha JIUTEpaTypaTa M 3a HEHMHOTO B3aMMOJCHCTBHE C
HEJIUTepaTypPHUTE TEKCTOBE WM IIbK 32 OOIIECTBEHOTO (PYHKIIMOHUpPAHE HA
XY/I0)KECTBEHHTE TBOPOU M TSAXHATA 3aBHCUMOCT OT KOHKPETHHUTE KYJITYPHU
KOHTEKCTH, 33J[aBallll KOHBEHLIMUTE 32 YETE€HE, KOUTO MPEAONPEAEIAT TSIX-
HaTta cTOMHOCT. M ako mo Tpaauius Te3u mpodiemMu IMpeodianaBaiio ca
OWIM perraBaHu WM Mpe3 MpU3MaTa Ha €Ha eCEHIMAINCTKa Hariaca, Thp-
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cellla BhTpEIIHATa MPUPO/Ia Ha JIUTEpaTypara U HEWHOTO MPUHIIMITHO Opa3-
JUYaBaHe OT HEIUTEpaTypHUTE YNOTpeOM Ha e3MKa, Wi, 00paTHO, ChOO-
pa3Ho C T.Hap. KOHJUIHMOHAJIHA MOETHKA, MHTEPECYyBallla Ce HE OT BbTPELL-
HUTE CBOMCTBA HA JIUTEPATYPHUTE TEKCTOBE, & OT YCIOBUATA U KOHBEHIIHO-
HAJIHUTE PaMKH, KOMUTO JETEPMHHUPAT NPUCHCTBUETO HA TEKCTOBETE B XY-
JOKECTBEHOTO MoJie, To Anekcanabp [1aHoB yOeeHo U30cTaBs TO3U Teope-
THYEH KPBCTOITBT, 32 Ja MPEIIOKH MO-pazindeH (HOKyC KbM JTUTEpaTypHH-
Te (heHomenu. Cropesr HETO MpeIMET Ha JIUTEPAaTYPO3HAHUETO CIIEBa Ja €
,,HE TEKCTBT caM Mo ce0e CH, a ChAbpiKallaTta ce B HEr0 Bb3MOXKHOCT 3a
MPOTUYAHE Ha pealieH AUCKYpPC, T.€. HA KOMYHUKAaTUBHO JIeHCTBHE. .. . KaTo
Ce CTPEMH JIa MUCIIU TIeJITa Ha MHTEPIPETALMATa BbB BPh3KaTa MKy YHH-
BEPCAIIHUTE 3HAYEHHS HA TEKCTOBETE W KOHKPETHUTE MCTOPUYECKU CHUTYya-
LIUH, KOUTO ca T NopoauiH, Asnekcanasp [1aHOB oaxoxa ¢ yBepeHoCTTa,
4ye XyJOXKECTBEHHST aKT, NPEJICTABISABAIL KOMYHUKAIIMOHHO B3aUMOJEHUCT-
BUE Ha JIBE€ Ch3HAHUS, MMa CBOSATA 3HAYUMOCT IIPH MOJICIMPAHETO Ha 0OmI-
HOCTHUTE IIEHHOCTH, Harjacu W NPEJICTaBU — XyJOKECTBEHUTE (DUKIMH U
nepOopMaTHBU UTPAAT MHOTO BayKHA POJIS BB (DOPMHUPAHETO HA ,,HAITBIIHO
peanHuTe, yOeXKIEHHs, HAarJlaCl W LIEHHOCTH Ha rpymara, B YAUTO PaMKHU
¢ynkumronupa TeketbT' . Kazano 06001eHo, MeToaonornyeckara npeamnoc-
TaBKa Ha M3CJe0BaTEeNICKaTa MporpaMa, ¢ KOsITO TOM ce colnuaapusupa, € B
ujesTa, Y€ M3CIeBAaHETO Ha XYA0KECTBEHHUTE AUCKYPCH € MPEeIu BCUYKO
CpeZICTBO 3a ,,IPEMUHABAHE OT TEKCTOOPUEHTHUPAHO KBbM AHTPOIOJIOTHYHO
mureparypo3ranue (c. 214). Ilo To3n HauWMH TIPEUIOKEHUTE B KHUTATA
TEOPEeTHYHN KOHIIETIIINM 3asBsBAT ceOe CH, Makap W HEBUHATH IUPEKTHO
aguIMpany, B ChIJIACHE C OHE3W NMPOMEHH B MapagurmMara Ha XyMaHUTap-
HUTE HAyKH, KOUTO B MOCJIEIHUTE JIBE JECETUIICTHSI YECTO Ca BH3IPUEMaHU
KaTO aHTPOIIOJIOTMYEH U IeppopMaTBeH 00paT B HAYKHUTE 3a KyJATypaTa.
Tps6Ba na moguepraem obaue, 4e AUCKYTHPAHETO HA TE€3H CHUIHOCT-
HU TEOPETUYHHU MPOOJIEMH HE OCTaBa Ha IJIOCKOCTTA Ha aOCTPAKTHOTO TEO-
petusupase, T.€. He € ,,uucTa Teopus’ . TeopeTHUHUTE Ueu U KOHUEMIINH,
NPEeIOKEHH B KHHUTATa, Ce WIIOCTPHPAT C MHTEPIpPETAlMK Ha MPOU3BEIe-
HUSI OT KJIACMYECKH aBTOpH Ha Objrapckara ymtepatypa (Xpucro botes,
WBan Bazo, Emun Ilenun, P'Iop)laH ﬁOBKOB, Huxona Banmapos, Bukrop
[TackoB, Cranucnae CrparueB, Musnen PyckoB), a upe3 TAX — ¥ Ha TIO-
OOIIMPHY Pa3BOMHU MEPHOAN HA HAIIMOHATHATA HU KynTypa. C ocHOBaHHE
U CaMMST aBTOp KOPEKTHO ONpesAessl KHUraTa CH Karo ,,[IPUJIOKHO Teope-
tuuHa“. U ToBa ,,ipecnyane’ Ha OOIIMTE KOHIENTYATHO TCOPETUYHU TE3H
CbC CHHXPOHHHM M JTUAXPOHHH pa3pe3u U KOHKPETHU JINTepaTypHOHCTOPH-
YeCKH MHTEpHpEeTaluyu Jlaned He € W3HeHa/Bamo 3a AjnekcaHabp [laHoB,
YUUTO IBJITOTOJUIIHNA UHTEPECH TPAHO ca CBBP3aHU C BBIPOCHUTE HA UC-
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Jumumep Kpecmes

TOpHUECKaTa MOETHKa Ha OBJIrapckara JITeparypa, ¢ KyJaTypHUTE mpobie-
MU Ha OBJITApCKOTO JIUTEPATypHO Pa3BUTHE, C MHOKECTBO H3CIIC/IBAHUS,
peanu3upaliy MOCTHKEHUATA Ha MOJIEPHATA JKaHPOBA TEOPUS B aHAJIU3U Ha
MIPOM3BEICHUS OT OBJITAPCKUS IUTEPATYPEH KaHOH.

Haii-HoBara kHura Ha Anekcanabp [1aHOB mpencraBisiBa MHOTO CO-
JHJICH TOM, KOKTO ,,ch0HMpa‘ B cede CH OCEeMHAJIECeT CTY MU U CTaTUH, YHHU-
TO BapUaHTH Ca MOJIYYWIH Bede MyOJMYHOCT B aBTOPUTETHU HAYYHHU H3]1a-
Hus. Ho ToBa He e mpocTo cOOpHUK C u3cieaBaHusi. Kuurata uma MHOTo
no0pe oOMHcCIeHa KOHLENTyalHa CTPYKTypa M SCHa KOMIIO3MIIMS OT JBa
pazzena, B KOMTO IOCJIEAOBATEIHO C€ PEaJIU3UpaT MMOCTABEHUTE OT aBTOPA
M3CJIeI0BATENICKU 3a]Ia4H.

ITepBusaT paznen (,, TpaguimonHo vs. MonepHo. Kongnukru u kona-
Ooparun‘) chIbppika TEKCTOBE, pa3paboTBamy ,,ipodjaeMa 3a ONMUTHTE Ha
JauTepatypara Ja pa3penir OCHOBHHUS XyMaHHTapeH KOH(IMKT Ha Mocies-
HUTE JBE CTOJIETUS — 3aMsHATa Ha €MH HAYMH HA KUBOT C HETOBHUTE ILIECH-
HOCTH, YOSXKACHHUS M HArjiacH, MpernopbuYUTeIIHU MOJENH Ha MOBEACHUE U
Haii-Beue MEXaHM3MH 3a peryialys Ha OOIIeCTBEHUTE OTHOIICHHS C JPYT,
KONTO mpeoOpbhla M3ISUI0 3aBapEeHUTE LIEHHOCTH, COLMATHU MPAKTUKU U
obpa3u Ha cBera™ (c. 8). BbB Bpb3Ka ¢ 00U €BPOIEHCKH MPoIleC Ha Ha-
LMOHAIIHO CaMOOMpEIeNICHUE CE aHaJIU3Upa poJsATa Ha JTUTEPATypHUTE MPO-
U3BEICHUSI B TpaHc(hopMaImaTa Ha OBIrapCKUsi COIMOKYJITYPEH KHBOT C
OmJIe]] Ha TPU KYJITYpHU MOAENa — ,,pELUKIUPAHETO" HA TpaJULMOHHUTE
METAHApATUBU HA KyJITYPHOTO HACJIEICTBO U NOsSBaTa HA HOBU METAHAPATH-
BHU, (opMHupaIy ,,CrO/ACIEHUTE MPEACTaBH Ha XOpaTa 3a CHUIIHOCTTa Ha
MOJIEPHUS HAYMH Ha JKUBOT, LIEHHOCTH U MPENOPBUYUTEIIHA MOJEIH Ha I10-
BEJICHHE"’; CH3/1aBAaHETO HA HOB KYJITYpEH I'epoi, n3passBalll KOJEKTHUBHATa
npeicTaBa Ha OOIIHOCTTA 3a camaTa cede CH, KOHTO ,,iJBa Ha CMsHa“ Ha
CTapuTe €THUYECKH epOoH, CBBP3aHH C OCHOBHUTE LIEHHOCTH Ha €THOCA —
KpPbBTa, 3eMsTa U BspaTa; TPaHC(HOPMUPAHETO HA CPETHOBEKOBHHS MEXaHU-
3bM Ha JIEre€HjaTra, C MOMOINTa Ha KOHTO ce M3Tpa)aaT MpernopbunuTeTHI
MOJIENIM Ha TIOBeICHHE U ce (popMupa HOBUAT 0Opas3IoB TepoH, n3passiBaill
BeYEe HE XPUCTUSHCKUTE, a HAIMOHAIMCTHYECKUTE LIEHHOCTH. CpeaullHO
MSICTO TYK 3aeMa Moe3usiTa Ha Xpucto boteB, B KOATO Hal-SICHO TIPOJIMYaBa
NapaZiOKCAITHOTO CHXHUTEICTBO HAa apXaMyHU U MOJIEPHU KYJITYPHU MOJEIN.
OcBeH ToBa 00EKT Ha aHAIM3 ca Tpom3BeneHus kato ,,Ilancuit Ha VBan
Bazos, ,HMumxe™ nHa ﬁopﬂaH PIOBKOB, ,damkopus“ Ha Munen Pyckos,
MpOCTIE/SIBAT Ce MPUCHCTBUETO M Pa3BUTUETO B ObJIrapckara JIUTepaTypa Ha
MOTHUBH KaTo ,,HEMUJIU-HEAPATU* WUIIH ,,T€ TTUAT U HesT.

Bropust paznen (,,ETioqu mo sxanpoBa Teopus‘) mpeiara UHTPUTY-
Ballla TUCKYCHUsl BBPXY CHUCTeMaTa Ha JIMTepaTypHHUTE KaHPOBE Upe3 UHTEP-
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NpeTalyy Ha KJIACUYECKH TEKCTOBE Ha OBJIrapckara JiTepaTrypa oT HEoOH-
yaiiHa 3a pOJIHOTO HU JIUTEpaTypo3HaHHe nepcrnekTuna. Ajekcanabp [lano
ce onupa Ha KoHremuaTa Ha B. W. Tiona (Troma, B. U. {uckypc/’Kanp.
Mockaa, ,,Intrada“, 2013) 3a pomoBo->kaHpoBaTa CHCTEMaTHKa Ha JIATEpa-
Typara, KaTo s JIOyTOYHSBA M JIOpa3BUBa upe3 NMpUI00MINTE BEUe M3BECT-
HOCT M aBTOpHTET Teopuu Ha Anzpe Honec 3a ,nmpocture popmu™ n XaHc-
PoGept flyc 3a sxanpa. [IpeuiokeHusIT MOJIeNl Ha JINTEPATYPHUS JKaHp 3ac-
Jy’aBa OTJEJHA U 33JbJI00YeHA JUCKYCHs, KOSTO TYK HAMa Kak Ja IMpen-
noxuM. Camo 11e 0TOeNIe kMM MUMOXO/IOM, Y€ MEpCreKTUBaTa € B 00BbP3-
BaHETO Ha JKaHPOBUTE IMPEJCTABU 3a JTUTEPATYPHUTE TEKCTOBE C KOMYHHKa-
TUBHO JICCTBEHATa CHJa Ha OOIIOpPEYEBUTE THIIOBE M YKAHPOBE KATO IMOX-
BaJsa, XyJa, kajba, kelaHue, 3amiaxa, yCrokoeHue (mpy JIMpUIeCKUTe TeK-
CTOBE, TIPEICTABIISIBAIIM CBOCOOpa3HH NepOopMATHBU) WIIA KaTo CKa3aHUE,
MIpUKa3Ka, NpPUTYa, AHEKAOT, >KU3HEONHCAHME, cara, €K3eMIUIyM, Kasyc,
MOCTIOBHUITA, OacHs (TIpY MOBECTBOBATEITHNTE TeKcToBe). ChoOpa3HO ¢ WHBA-
PUAHTHUTE YHUBEPCAIIHU TUIIOBU MOJEIM HAa PEYEBUTE NEHCTBUS U MPOCTH
¢dopMu ce mpemara HoBa TUIOJIOTHS Ha JIMPHUUECKHUTE JKaHPOBE U C€ WH-
TEpIIpeTUpa MHAMBUAyaHATa Criel(rKa Ha 3HAKOBU 3a Objirapckara Jiu-
Teparypa TBopOH, kato ,,Ha mpomaBane or Xpucro botes, moesusita Ha
Hukona Barmmapos, ,,I'epaiute” na Enun Ilenun, ,,Anbena* Ha ﬁopnaH
Mosko, , banana 3a I'eopr Xenux‘“ na Buxrop [lackoB, npamaryprusita Ha
Cranucnas Crparues.

BbparapckoTo nureparypo3HaHHE HE CTpaja OT MPen300Mine Ha H3C-
JIeJIBaHMSA, B KOUTO OOXBATHU Y OPUTMHAIHU TEOPETUYHHU MU THPCAT CBOS-
Ta peaau3alys Ype3 NHTEPIPETAl Ha KIIACUYECKH ITPOM3BEICHNS HA HAlLlU-
OHaJIHaTa HU JUTeparypa. 3aToBa M Hail-HOoBaTa kHura Ha Anekcanasp [la-
HOB C€ OYaKBa Jla MpeIu3BHKa 3acIy>KEH UHTEpeC. A U CaMUAT aBTOP OTKpPO-
BEHO MPH3HABA, Y€ T4 ,,IPUTEKaBa CEPUO3EH MOJIEMUYEH 3apsi ‘.

Assoc. Prof. Dimitar Krastev, PhD
Paisii Hilendarski University of Plovdiv
Plovdiv, Bulgaria

e-mail: d_krastev(@uni-plovdiv.bg
ORCID ID 0000-0001-9226-8319
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Yana ROWLAND
(Paisii Hilendarski University of Plovdiv)

METAXIS: ANTONY ROWLAND BETWEEN
COMMITMENT AND AUTONOMY

(Antony Rowland, Metamodernism and Contemporary British Poetry.
Cambridge: Cambridge University Press, 2021, pp. xi, 240.
ISBN 9781108841979. https://doi.org/10.1017/9781108895286)

I think it needs that ancient scream
to pierce the skulls of Academe

to remind them that all poems start
in the scream of Orpheus torn apart.

The quoted fragment from Tony Harrison’s enigmatical film-poem
Metamorpheus (1999) subsidizes Antony Rowland’s central argument
about the unavoidability of in-betweenness in a metamodern perception of
the artist who seems to be trapped in an intellectual-emotional vice:
between unrefined poetic flame and cultivated scholarly research, between
a disenchanted, individual radical talent delivering a world of violent
survival and a genteel nostalgic rumination on the mellowness of tradition.
A telling moment in the emergency of this dualism is a late 20"-century
English reception of orphic sacrifice, explored by Professor Oliver Taplin.
Taplin undertakes a journey from Bulgaria to Greece which reveals,
idiosyncratically, the “plight of the modernist Bulgarian poet Geo Milev,
scourge of the police authorities in Sofia, who was brought to trial for the
publication of a new magazine, Plamak (‘Flame’) in 1924, and then
murdered the following year in ‘massive repressions which followed a
terrorist bomb explosion in Sofia” (Rowland 2021: 123). The implied, but
not mentioned overtly at this stage, poem ‘September’ (“CentemBpu”,
‘Septemvri’), forms part of Rowland’s exquisitely finished claim about the
unavoidability of a consideration of “double consciousness” as part of his
formulation of metamodernism: A cocktail made of “forg[ing] barbaric
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poetry out of atrocious history” and “a Poundian desire to explore the
rootedness of myth” (ibid.). Rather shocking is the resuscitation in
Metamorpheus (42") of what could be assumed to be the severed head of
Orpheus — floating down the Maritsa and with eyes having already
blinked, quite evocatively (33") — to eventually mimic the expression of
none other than Tony Harrison himself who sets Taplin on this journey
and thus declares his indebtedness to both myth and “the skulls of
Academe”. Self-antagonism, as a feature of metamodernism, asks for
analysis: This need is laid out in Rowland’s initial argument (taken from
Geoffrey Hill’s fourth Oxford professorial lecture ‘Poetry, Policing and
Public Order (2011 — 2012)) — economically clad in an exploration of
conceptual incongruences in the ‘Introduction’, but admirably well
unfolded further, in particular in Chapter 3 (‘Committed and Autonomous
Art’). As an academic and a native speaker of Bulgarian, I trust [ may be
excused to have expected more than the six-page opinion on Milev as part
of the mythopoesis of Tony Harrison’s collage-like perception of
“transformations of the Orpheus myth” (Rowland 2021: 121). On the other
hand, Milev becomes a cornerstone in Rowland’s adroit investigation of
metamodernism which may be seen as a lingering between “departure”
and “perpetuation”, “mainstream and ‘innovative’ poetry”, “recalcitrance”
and a wish for harmony (ibid. 1 — 2). Ploughing through the embedded
narratives that contemporary British poetry spins out of its ambiguous
relationship with the past, as Rowland demonstrates, is certainly worth
taking the time for, as one tries to assuage the clash in perceiving a
contemporary poem as at once extension of, and revolt against.

The monograph consists of an introduction, five chapters and a
conclusion. The one-hundred and fifty pages of consistent critical labour
that Antony Rowland’s study amounts to are followed by some seventy
pages of invaluable notes — a fact indicative of the volume of the author’s
resolve and the succinctness of his argumentation in the main textual body.
In the Acknowledgements section Rowland declares a sense of faithfulness
for his terminally ill friend who inspired the composition of the book. This
humane dedication balances the edginess and the provocatively conflictual
nature of the poetical material selected for analysis.

Geoffrey Hill’s reflections on the need for a poem to exasperate, on
“doomed literary culture”, and the impulse to go beyond texting
(disclaimed in his pejorative reference to Carol Anne Duffy’s creative
stance) is a case in point: Rowland sees himself filling in a gap opened by

221



Yana Rowland

“the absence of an extended appraisal of contemporary poetry in the
context of metamodernism” which he perceives “in terms of the
bifurcation ... between mainstream and ‘innovative’ poetry” (Rowland
2021: 3). Rowland’s intention is tied to his revealing the depthiness of
concepts such as “enigmaticalness”, “committed” and “autonomous art”,
and “iconoclasm”. That he should have made such a choice is hardly a
surprise, given his consistent, but not blind interest in Adorno’s preference
for ambiguity, non-definability, and dialectical thinking as the essence of
modern art (ibid. 7). Constant approaching that which may be defined as
the spectrality of sense, open-mindedness to “the methodological
challenges of literature” in terms of interpretation, the amoebic alterations
in a text’s life with subsequent readers — these are some of Rowland’s
ambitious initial intentions, actually rather elegantly committed to
negative dialectics (ibid. 8 — 9), as he monitors contemporary British
poetry’s journey toward ontological incompletion and contingency of
sense. Behind Rowland’s project there stand also Derek Attridge, Walter
Benjamin (ibid. 9), an unquiet and persistent temptation to quote Eliot, and
a wish to defend — showcasing, for instance, the work of “Prynne, Monk,
Parmar, Warner, and Byrne” — art’s persistence “to delight, challenge and
exasperate” (ibid. 20). In the wake of Hill, Rowland denounces literature’s
“‘promotional [...] outlook™ and articulates the need to turn over a new
leaf — after postmodernism — so as to notice “a perceived shift ... to a new
historicity bound up with affect, the return of sentiment, post-irony and the
impact of austerity” (ibid. 22) — a cross-generic link, also, with the
metamodern novel.

In Aesthetic Theory (1970) Theodor Adorno reflects on
transitoriness versus absoluteness in perusing art’s substance, arguing that
true art is non-representational'. Art’s ability to surprise, perplex and

! Here is a compact selection from Adorno’s aesthetic theory which propels Rowland’s
theoretical motivation. The problematic nature of concepts such as edginess,
enigmaticalness and historicity is evident:

Art must turn against itself, in opposition to its own concept, and thus
become uncertain of itself right into its innermost fiber. ... The concept of art is
located in a historically changing constellation of elements; it refuses definition.
... Art can be understood only by its laws of movement, not according to any set
of invariants. It is defined by its relation to what it is not. ... . The new is the
longing for the new, not the new itself: ... The art of absolute responsibility
terminates in sterility, whose breath can be felt on almost all consistently
developed art works; absolute irresponsibility degrades art to fun; ... As a thing
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kindle a desire for the new, its auto-allegorizing potential, which signals
the necessity to negate, rather than affirm pleasure, art’s demand from man
to cultivate tolerance to enigmaticalness (i.e. to the problematical status of
understanding per se), art’s becoming social through its opposition to
society (i.e. “autonomous art”) — these seminal points find their way into
Rowland’s selection of such poetical matter that discloses the diverse and
angry spirit of Contemporary British poetry. Similar seems to be Geoffrey
Hill’s attitude when he defends poetry as a need to exasperate, to not
alleviate but fuel ‘“cantankerousness” and abstain from resolving
“obscurity”, to maintain depthiness of argument and create double
consciousness, while he spurns “texting” (in the definition of the then poet
laureate Carol Anne Duffy) as an all-too-easy “anarchical sentimental
pillage™. Still, the debate would have been even more fruitful, I trust, if
Rowland had included the opinions of some notable 20"-century scholars
in the area of hermeneutics (i.e. we do not see Husserl, Heidegger,
Gadamer, Iser, or Ricoeur in the Bibliography section) — this would have
provided the study with the much needed diversity of literary theory, as it
perceives conflict at the heart of creativity and interpretation. On par with
Hill, Rowland feels confident in revisiting late modernism via Adorno’s

that negates the world of things, every artwork is a priori helpless when it is called
on to legitimate itself to this world; still, art cannot simply refuse the demand for
legitimation by pointing to this apriority. ... The enigmaticalness of artworks
remains bound up with history. It was through history that they became an
enigma; it is history that ever and again makes them such, and, conversely, it is
history alone which gave them their authority ... All artworks — and art altogether
— are enigmas; since antiquity this has been an irritation to the theory of art. That
artworks say something and in the same breath conceal it expresses this
enigmaticalness from the perspective of language. This characteristic cavorts
clownishly; if one is within the artwork, if one participates in its immanent
completion, this enigmaticalness makes itself invisible; if one steps outside the
work, breaking the contract with its immanent context, this enigmaticalness
returns like a spirit. (Adorno 1997: 2-3, 31, 39, 119-120, emphasis added)
2 As Hill dwells on T. S. Eliot’s ‘Lines for an Old Man’ and ‘Little Gidding’ (Four
Quartets), he urges “the exasperated spirit to proceed” and declares the premises of his
own genius: “The angst of my youth compounded by the exacerbations of old age” (Hill
2011 —2012). Further, Hill speaks of poetry as “lines in depth” (hence “depthiness”), and
not just in line — lines, in other words, which ought to be seen in relation to “disrelation”,
as writing poetry means, essentially, “not to be oneself”, “not to be sincere, but to be
inventive”, to “protest” and thus to be “an elitist” who works against “political careerism”
and “oligarchical commodity” (ibid. 36" — 37, 40").
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skepticism toward a naive perception that interpretation could ever explain
away conflict which is at the heart of poetry:

Late modernism suggests attenuated endurance, whereas
metamodernism connotes a self-conscious return to a formidable but also
ephemeral phase in literature and culture. ... Enigmatic poems are like the
Sphinx: they are unsolvable puzzles, in which any infringements of critical
understanding are tempted as the poetry’s ‘meaning’ recedes into the
distance. Adorno’s resistance toward hermeneutics in his context offers a
methodological challenge not only to the study of contemporary poetry,
but to the study of literature as a whole. (Rowland 2021: 9).

Silent about the possibility of including, in his research, Iserian
‘gaps’ or ‘blanks’ and the ‘as-if reality’ principle of the existence of the
work of art, Rowland’s perception about Adorno’s conviction that art must
be approached in its “relation to what it is not” gets established through a
discussion of enigmaticalness in the works of Prynne, Paterson, and Monk
in chapter I, which embosses a key sub-section in the study:
‘Contemporary British Poetry and Enigmaticalness’ (Rowland 2021: 21 —
41). The selection of poems from J. H. Prynne’s Acrylic Tips (2002), Don
Paterson’s Landing Light (2003), and Geraldine Monk’s Ghost & Other
Sonnets (2008), aims at showcasing, once again, the rapprochement
between Adorno and Rowland on the need for critics to “remain open to
literature’s unassimilable ‘remainder’,” and accept that all they can
understand is “something of art”, and not art itself (Rowland 2021: 26). In
addition, this chapter deals with the inefficiency of the human body
(“infarct”, ibid. 30), the motif of growing up as registering disturbance
(ibid. 36), Patterson’s much discussed anthology New British Poetry
(2004), and the destinies of the modernist faith in the necessity to get “rid
of the controlling ego” in relation to “the ‘poetry wars’ since the 1970s”
(ibid. 41). The context for this debate includes Paterson’s attitude to
postmodernism, and Hill’s critical stance on “poetic ‘democracy’” (ibid.).
Rowland’s integration of Prynne, Paterson, and Monk hereby asks for an
expansion of one’s understanding of their poetical works and collections.
And so, there emerges a common metamodern discourse chronicling
man’s “shadowy / Word World” (as also in other poems by Geraldine
Monk, such as ‘Three Versions of Three Ships, One’. Monk 2016: 59),
man’s spastically falling apart and losing contact with the world (“a white
coat on the hook of its own alienated shade.”. Landing Light. The Forest
of Suicides, Paterson 2004: 14), and the grief of the devastating muteness
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of departure that man dwells in (“Sorrow will you turn remain muzzle
gripe, yet sign / off abject partition truly. On inference upside / losing
track top infiltrate, curt shouts demark a place / soon to leave to live
commiserate in vivid suffusion”, Acrylic Tips, Prynne 2004: 539). What
Rowland’s discerning eye has caught in his comparative investigation of
Prynne, Patterson, and Monk could be summed up if one were to consider
Henry Staten’s succinct definition of poetry as “departure from sense”,
assuming that sense in poetry is an entity behind which there may also be
sought an unequivocal “design”, rather than a natural conundrum, or
“blockage” (Attridge & Staten 2015: 119, 121, 123). Paterson’s own
works, just as well as his striving to compile a select assortment of poets
(New British Poetry) sculpt a peculiar desire to give vent to working-class
consciousness, while being “blunt”, “elliptical”, and status-aware, as Sarah
Broom has noted perspicaciously (Broom 2006: 36 — 37, 42).

‘Continuing ‘Poetry Wars’ in Twenty-First-Century British Poetry”
(Rowland 2021: 42 — 58) is the title of the second chapter, in which
Rowland makes a transition from Paterson to former poet laureate Carol
Anne Duffy, and then to Geoffrey Hill. Here is one of Rowland’s
forthright appraisals of contemporary British poetry: “Paterson’s defence
of ‘accessible’ writing is by proxy an attack on the version of
metamodernist writing that I outline throughout this book™ (Rowland
2021: 43). His further disagreement with Paterson includes criticism on
the way the poet “awkwardly fuses Language poets with the London and
Cambridge schools into a distinct tribe of postmodernists: there is no
critical reflection on the formal (or personal) rifts between the writers
within each group” (ibid. 44). To this should perhaps be added that,
peculiarly enough, Rowland himself, very much apparently engaged with
the equivocalness of the descendancy of metamodernism in contemporary
British poetry from the London and Cambridge schools, makes no overt
clarification about either of these two literary formations (except for some
sparse remarks in the Introduction and chapter IV which barely specify his
point), their philosophy and the fate of their achievements when placed
next to more recent voices such as Parmar or Warner. Greater clarity and
precision would have helped Rowland make his point even better. The
scholar intends to showcase, further on, Paterson’s role in bringing out the
antagonism between “‘postmodernist’ poetry (‘the parallel tradition”) and
the mainstream” (ibid. 47), between the “‘conciliatory’” and the
“excessively playful” (in Adorno’s terms), which leads him to a
productive discussion of Geoffrey Hill’s Scenes from Comus — terminating
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with the enigmatically unresolved, indeed neither categorically conformist,
nor outlandishly experimental element in Hill’s work. Rowland
manoeuvers: He interlaces Hill, Paterson and Duffy in a debate on the
relevance of conformity. The poem in focus is Duffy’s ‘Death of a
Teacher’ — the argument against ‘democratic poetry’ attracts Hill’s
resentment against “anti-elitism” which, he argues, “hinders the quality of
her own writing” (ibid. 50). A specific sub-chapter on Scenes from Comus
outlines, fruitfully, Hill’s faith in engaging the reader “intensively with the
work” and in the need to accept that absolute revelation of a text’s
meaning is but a chimera (ibid. 56). Yet Hill, in the eye of Rowland,
remains himself unresolved and in a state of metaxis: Between conciliatory
acceptance of poetry as history, as past, as responsibility, and poetry as
currency, as active interpretative effort. The latter ambiguity can be best
seen in the finale of this chapter which ends with a contemplation on Hill’s
work and the inspiration he apparently derived from Eliot’s Four Quartets
— enigmatically encoded in Scenes from Comus (ibid. 58). It seems
adequate to conclude that it is this very last section that calls for Sartre’s
view on the significance of word as ‘send[ing] back to the poet his own
image, like a mirror”, which dismantles the hope for “poetic commitment”
and brings to light the “opacity of things” created by “the ambiguous
properties of words” in which emotion gets enclosed in poetry: “We are
within language as within our body. ... The word is a certain particular
moment of action and has no meaning outside it” (Sartre 1988: 31 — 32,
34, 35). A reference to Sartre could explain even better the impossibility of
thinking of poetry as representation and of seeing authorship as anything
but promotion of the allusiveness and ellipticalness, i.e. poetry as language
per se (ibid. 70 — 71). Or, to put it in the words of Barthes, we are faced
with the “desacrilization of the image of the Author by ... the ...
disappointment of expectations of meaning” (Barthes 1977: 144).

Chapter III, “Committed and Autonomous Art”, however, seems to
somewhat contradict an earlier view of poetry as counter-commitment and
of “writing as ... the destruction of ... [any] point of origin” (ibid. 142), of
loss of identity to a joie-de-vivre satiety in language. Rowland proceeds
with Hill’s The Orchards of Syon (2002), from which he makes an
intriguing, tense vault back in time to Tony Harrison’s The Kaisers of
Carnuntum (1996) and The Labourers of Herakles (1996). It is here that
Adorno and Sartre are called for on the matter of literature’s “ahistorism”
(Adorno’s faith in “a potential fusion of autonomous and committed art”
and Sartre’s antagonism to “‘idle pastime’” (ibid. 61)). The conflict
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concerns, actually, ways, rather than the necessity, of engaging with
history — either in an avidly committed way, or in an idiosyncratic,
avoiding popularity way. Politics, barbarism and verse plays, based on
Harrison’s works, have fruitfully infiltrated Rowland’s peculiar analysis of
contemporary British poetry’s engagement with the issue of time, human
memory and grief. Incidentally, Rowland throws light on some stark
thematic presences in Harrison’s works such as “Bosnian refugees”
(Srbrenica and the former Yugoslavia) and the Nazi (ibid. 72), WWII
being also explained in the context of Hill’s Orchards of Syon. The
parallels that Rowland draws between the Manchester Blitz and The
Orchards indicates that he himself is not at all indifferent to the idea that
the requisites of metamodern art, i.e. a text’s enigmaticalness and the
autonomy of poetry as language per se, can only ever emerge if a
connection is established with a past, with existence, especially as he sees
“lexical ambiguities bound up with ‘damaged’ existence” and with the
quotidian persistence of trauma as part of human nature (ibid. 74).
Rowland extends his discussion of ambiguities to “incoherence” as part of
Ezra Pound’s essential self-perception (and in view of Prynne’s Acrylic
Tips, ibid. 78). Next follows a sub-chapter on “Autonomous Art and Paul
Celan’s Atemwende”. In its turn, this perceptive insertion, which takes its
origin from Adorno’s trust in art’s abstaining from ‘“‘a completely
instrumentalized world’” (ibid. 86), justifies Rowland summary of Hill’s
work as “hermeticism” (“rather than productive enigmas”, ibid. 87).

Rowland discerns Harrison’s sensitivity for social inequality through
delving into a number of works, including V., The Loiners, his film-poems
and verse plays: He elucidates the diversity of Harrison’s preoccupation
with “social inequality and marginalization, sexuality, colonialism,
imperialism — and the anger and violence that are linked to all of these”
(Broom 2006: 12). This certainly suggests a scholarly impulse to
historicize, to establish a connection between events in time. As he
reviews Harrison’s works, Rowland may be seen to reveal — in the words
of Linda Hutcheon — the possibility of not bracketing off “the past as
referent” but seeing that “it is incorporated and modified, given new and
different life and meaning” in view of the discourse-specific nature of art
in the age of postmodernism (Hutcheon 1986 — 1987: 182). This path leads
to a focus on the presence of T. S. Eliot in Rowland’s study, which
deserves a space and time of its own, but perhaps it would suffice to point
out Eliot’s conviction, expressed in his essay ‘The Modern Mind’, that
“what the poet experiences is not poetry but poetic material”, backed up
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by, and born out of, a “fusion of feelings” whose multitudinousness
obscures their origins and so the poet remains unclear and inarticulate
about “what he is communicating” (Eliot 1933: 126).

Chapter IV (“Iconoclasm and Enigmatical Commitment”, pp. 88 —
116) spawns a stunning entity of reflections on erudition as a prerequisite
for understanding poetry and the treatment of violence and destruction as
part of the historical responsibility of sharing human experiences (“‘were
happily destined to love our destruction / as faith in the continuity by
which we sing”, as Warner chants in another poem, //I. Works and Days),
with a focus on how we talk of those especially in view of the urban
context of modern poetry (ibid. 99). This chapter consolidates,
contrastively, Ahren Warner and James Byrne. Works like Nevrometer,
‘Lutéce, Te Amo’ and Place’s You Leave constitute a domain for
gathering various critical reactions against ‘“antipathy to the
commodification of contemporary poetry” (Rowland 2021: 88) by way of
describing atrocities and thus politicizing a potential reader’s perception of
text as time (Cf. ibid. 91). The reference to Antonin Artaud’s Le Peése-
Nerfs betrays the thematic presence of the mind and soul — an illustration
of contemporary poetry’s challenge to a conventional perception of reality
(ibid. 90 — 91). Poetry which speaks of liminal states, waste of human life,
and aggression (part of Adorno’s “sense of constant edginess”, ibid. 111)
does as much to defy blind norm and ordinariness as to stress the worth of
a perspectivist view on poetry as denial of uniformity and single-
voicedness (Cf. ibid. 105). The referential field includes a citation of
Byrne’s The Caprices,’ and recognition of Warner’s Hello. Your Promise
has been Extracted (ibid. 109). Perhaps it might be proper to conclude an
appreciation of this chapter by way of praising its finale which permits
cross-pollination between prose and poetry while it also rebukes any
attempt to assume that establishing connections between poems by
different authors might be a solidly reliable interpretative strategy per se
(ibid. 115).

3 Tender Mothers (11. 1-6, from Economies of the Living, in White Coins, 2015) could be
said to take edginess to an extreme, creating an ambiguous image of “the parent who is
violent / by choice. Who — like the kite — / hovers, hypnotized by its prey. / ... / She
stands in front of you again, / someone to administer the sickness” (Byrne 2015, n.p.).
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The final chapter, “The Double Consciousness of Modernism” (pp.
117-33), is a refreshing plunge into the intellectual virtuosity of Sandeep
Parmar’s FEidolon and Tony Harrison’s Metamorpheus. Demonstrating
Parmar’s acceptance of Virginia Woolf’s sense of a Greek-style
celebration of “every moment of existence” (ibid. 120), Rowland informs
the reader of Harrison’s pursuit of the orphic element in his revelation of
the atrocious fate of the Bulgarian poet Geo Milev (especially concerning
the theme of the desecrated body and talent discernible in the speechless
head which travells the route from Sofia to Lesbos, Cf. Rowland 2021:
123). The contextual trajectories of both works reach Ancient Greece as
well as to more recent times in literary and political history (Whitman and
the fate of woman as a universal but anonymous presence in Parmar, and
“Orpheus and the modernist poetry of Milev” in Harrison, ibid. 125-126).
Eidolon, according to Rowland, gives us a Helen (drawing on Helen of
Troy) who is “representative of no particular woman, and all women, at
the same time” (ibid. 132). Metamorpheus, on the other hand, “could be
described as metamodernist in terms of its early twentieth-century
antecedents, and indebtedness to the development of double consciousness
in Joyce and Eliot’s work” (ibid. 133). Parmar and Harrison, it seems, take
caution in building bridges between myth and a modern-day reality, but
both allow for challenging vaults across time and space in writing. Parmar
hesitates to promise “[retaining] the old names” (Eidolon, IV, 1 — 3) for a
woman (“Helen of Sparta of Troy of Egypt / of no known address of no
known nationality / refugee of no conflict / stateless without property /
disappearing under a veil / of treason”; ibid. XIX) — she speaks of woman
as namelessness, anonymity, and wasted potential (see also The Octagonal
Tower, 1. 17 — 18). Woman becomes “the composite of an idea” (ibid.
XIX, XXXII). The transformative value of poetic experience, the
interchangeability of stories, names (e.g. man, poet, Orpheus, Milev;
woman, poetess, Sappho) and forms, and the perennial themes of loss and
destruction show a peculiar, unavoidable engagement with history.*

* A marginal glance at section 12 of Geo Milev’s ‘September’ would confirm the
relevance of the theme of inheritance in understanding poetical experience: “O Muse, now
sing the Wrath of Achilles” (Milev 1961: 38; in orig.: “My30, Bb31eii OHsl THOENEH THSB
Ha Axwia...”; Munes 1971: 71). This fragment asks for Adorno and Hill — anger could be
held responsible for poetic self-perception, double consciousness matters just as well.
There stand out the intensity of black, of death, the implied katabasis through denial of
faith (“Down with God”, Milev 1961), yet upward movement (the heads of sunflowers:
“The sunflowers tumbled in dust”; also “Earth shall be Heaven”) paid for with the
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Compositeness and transformativeness are not alien to Geoffrey Hill’s
work, judging by the religious dilemmas his poetry sustains (Ramazani
2018: 995), as in September Song: “Undesirable you may have been,
untouchable / you were not” ol
(I have made an elegy for myself it / is true” (‘September Song’, 11. 1 — 2,
7 —9). It would have been good to read more on this in Rowland’s book.

The Conclusion (Rowland 2021: 134 — 148) reminds us of Adorno’s
enigmaticalness, draws a chart of scholarly researches on metamodernism,
and offers further paths for the development of the topic in hand.
Eventually, Rowland motivates undertaking this research with a need for
response to the specificity of the travail of existence; historicity is sought
in a poet’s creative attitude to aggression, “the financial crash and
austerity” (Cf. Rowland 2021: 140). An exceptionally good list of
alternative  terms  (e.g.  ‘neo-modernism”,  “hypermodernism”,
“altermodernism”, “digimodernism, pseudo-modernism”, etc.) and
contextual connections in a diversity of poetical works justify the sub-title
“Oscillate Wildly” (2021: 146). Exasperation, transformation, and formal
conservatism are emblematized at the end of this worthwhile investigation
which confirms that the source of metamodernism is rooted in “modernist
antecedents” which have metamorphosed into “exasperating poetics” (ibid.
148). Prynne and Hill are brought together in what may be defined as an
enigmatical, unstable, eclectic wish for poetry to show more of its ‘in-
itself” potential which would rescue it out of “utilitarianan texting” or
“instrumentalist attempts to make it representative of something else”
(ibid. 148).

As do Vermeulen and van der Akker, Rowland occupies a middle
ground — between “commitment and [...] detachment” (Vermeulen & van
der Akker 2010: 2) in his perusal of this provocatively disparate
assortment of poets: Byrne, Hill, Harrison, Parmar, Monk, Paterson,

sacrifice of the lives of rebels (““Maritsa murmurs ..."” / River of blood”). Atrocity as a
source of spiritual might (and poetic creativity) and desire for freedom is what
‘September’ commences with: “From the dead womb of night / The age-old spite of the
slave is born: / His passionate hate / Is great” (‘September’, 1, l1l. 1-4). Compared to
another recent instance of the reception and translation into English of Milev, which
focuses modestly on form (“the astonishing sound effects he achieves in a poem like
‘September’”, Phillips 2021: n.p.), Harrison’s work is one of heuristic power, depthiness
and subtlety of observation on the local Balkan culture.
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Duffy, Warner. The “essayistic”, “rhizomatic”, rather than “scientific”,
“linear” or “complete” “description and interpretation of metamodern
sensibility” (ibid. 2) in Rowland’s study has been backed up by his
generous and non-categorical allowance for at once historicity and non-
historicity, for contemporary British poetry’s confrontation with, yet sense
of respect for, a greater, albeit fluid, modernist before (in the face of T. S.
Eliot and Ezra Pound). One of the purposes seems to be to unfold the
argument that “new generations of artists increasingly abandon the
aesthetic precepts of deconstruction, parataxis, and pastiche in favor of
aesthethical notions of reconstruction, myth, and metaxis. These trends
and tendencies can no longer be explained in terms of the postmodern”
(ibid. 2). The way we could pacify these all too different poets is perhaps
this: “the metamodern, it appears, exposes itself through a-topic metaxis.
The Greek English lexicon translates as atopos (atomog), respectively, as
strange, extraordinary, and paradoxical. However, most theorists and
critics have insisted on its literal meaning: a place (topos) that is no (a)
place” (ibid. 12). Are we then justified, after reading Rowland, to assume a
more recent and perhaps more delicately uttered in terms of rigorousness
of definitions, attitude which heralds the advent of “a new dominant
cultural logic”: “If [...] there is a shared sense that postmodernism is no
longer with us, there is less agreement about what has replaced it.”
(Gibbons, Vermeulen & van der Akker 2019: 172). “Depthiness” is a term
that feels suitable for the occasion: It could be perceived to dialogize with

Frederic Jameson’s contemplation on postmodernity’s ‘“depthlessness”
(ibid. 174).5

Metamodernism and Contemporary British Poetry has not passed
unnoticed in critical reviews. Some of them have spotted that Rowland’s
over-emphatic accent on metamodernism as “[the] making of innovative,
difficult work™ could not be uniquely attributed to any recent cultural field
(Hanson 2022: n. p.). In this sense, the radical, almost revolutionary
fervor, the vacuity, contradictoriness and unreality perceived in
Postmodernism, come to be extended, rather than reduced, in
metamodernism’s search for an in-itself meaning in poetry (ibid.). Without
overtly denying Rowland’s contributive investigation, Hanson,

> And further: “‘depthiness’ designates a renewed need or wish to experience the world as
possessing depth, as real, even amidst a lingering postmodernist scepticism of such an
attempt” (ibid. 174).
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nonetheless, destabilizes the ground of innovativeness of metamodernism
by arguing that “metamodernism, ..., unfortunately, is often still
Postmodern” (ibid.). If, then, as Frederic Jameson contemplates,
“Modernity is not a concept but rather a narrative category” (Jameson
2002: 94), metamodernism, with its desire to perplex, reveal, oppose,
encapsulate and diffuse, is an apt sequel to such a narrative which
disallows uncontestable representation of subjectivity as it is a kind of
movement against oneself to become an in-itself being, a kind of
perturbation of causality and “relativization of historical narratives”
(ibid.30). And this is because of the unrepresentability of Darstellung
(consciousness) and of “lived experience” (ibid. 53).

Since Geoffrey Hill has been has been reviewed profoundly in
Rowland’s research, it might be adequate to propose that Metamodernism
emerges as a compound milieu, where “... we live, [...], / To ravage and
redeem the world” (Genesis, V, 1. 39 — 40, Hill 2000: 5). In other words,
“there is a sense in which the modern artist is called upon to atone for his
own illiberal pride and a sense in which he is engaged in vicarious
expiation for the pride of the culture which itself rejects him” (Hill 2009:
6). Hence the sense of knowing yet not-knowing of the benefits and
drawbacks of moving-up against the current (ibid. 7, 14 — 15) — both in
poetry, defined as metamodern, and in scholarly research of
metamodernism.
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VIENNA IN 1900 AS THE FOCUS OF BULGARIAN
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Bulgarien bis 1944. Hermann Bahr, Hugo von Hofmannsthal, Atrhur
Schnitzler. Berlin: Peter Lang, 2022. ISBN 9783631830666)

Mladen Vlashki's monograph, Materialien zur Rezeption der Wiener
Moderne in Bulgarien bis 1944, is an extremely valuable study, both for its
thematic focus on the perception of the Viennese Modernism in 1900 in the
newly formed national milieu, and for its contribution to two broader
Humanitarian areas: the understanding of the internal development dynamics
of Bulgarian literature and experience in the field of comparative literature.
The first main chapter — “The Bulgarian literary field as a target area of
transfer and as a frame of reception” — connects these three main perspectives
and mutually stabilizes them within the narrative traces of the national context
in which the new Bulgarian culture develops. Densely and objectively,
Mladen Vlashki unfolds a complex idea of Bulgarian culture — with the
revival of the 19th-century traditions, with the system of artistic culture after
the independence of the new state (1878) and its political and receptive
orientation, with the system of professional journals, with the special
importance of theater in Bulgarian culture, but also with the ideas of a “little
literature” (cf. 15 ff.).

In addition, the researcher creates a bizarre — mostly negative — image
of the Austria-Hungary Empire in the Bulgarian cultural stereotypes, which
dates from the Renaissance period (19th century), when the dual monarchy
supported the Ottoman Empire (30 ff.). For a certain time, this image stood in
contrast to the active search for appropriation of the foreign culture, which
was pursued by various mediators studying and living in Vienna. From this
dual image of the monarchy and its culture emerges an ambivalent Bulgarian
image of Viennese Modernism. A clear concretization of this duality is the
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historical experience of “[the] linking of French and German tendencies in
Viennese Modernism” (34) and the general understanding of the Viennese
complex around 1900 as a specific “intersection” of the new European
culture. The wide-ranging perspective which Mladen Vlashki develops about
the literary mediation is depicted in the report on the figure of Prince
Ferdinand I, in comparison to cultural mediators such as the poet Teodor
Trajanov or the philologist Ivan Schischmanow.

Hermann Bahr's reception portrait (Chapter 3) is characterized by an
informative density in which the researcher distinguishes and develops
different modes of reception. These different reception images first manifest
themselves in the focal points of activity over time, but at the same time also
in connection with the diverse activities of the writer: the perception of his
critical texts and in particular his mediation to the understanding of
modernity; the presence of his plays, fiction, etc. In other words, the author
distinguishes and constructs Hermann Bahr's reception image of different
segments: the image through the prism of Ivan Schischmanov, the image
designed through the mediation of Pentcho Slavejkov, Bahr's reception
images through the contact reception of Yavorov, Liliev, etc.

The two focal points of the artistic perception represent characteristic
cases which are almost four decades apart: The case with the staging of “The
Master” from 1905 (finally translated into Bulgarian as “The Professor’’) and
the preparation of the staging of the comedy “The Concert” (1943), with a
characteristic change in the final scene (see p. 51).

The density of the depiction and its research relevance is enhanced by
the formulation of a question that is particularly important for Vlashki's work:
“What creates the differences in the reception? The staging itself, i.e. the
result of the stage, or above all the influence of the socio-cultural context?”
(46).

By carefully tracing the vectors that act in the literary field for the
appropriation of Hermann Barhr’s character, the researcher not only shows
what actually happened, but he also designs possible scenarios that are
reflected in the tension between the poles within the literary field which occur
virtually: between the zones of autonomy and heterogeneity. The plasticity of
these potentially possible scenarios becomes specific and precise in a wittily
expanded expression: “Irony of receptive destiny” (53).

In the reception of Hugo von Hofmannsthal (Chapter 4), Vlashki
investigates the reasons for the more difficult perception of his work in
Bulgaria compared to other authors of Viennese Modernism. The researcher
found the reason for this in the complex of aestheticism and universalism of
his literary messages (cf. p. 69). Apart from that, this section is characterized
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by the fact that Vlashki traces numerous stories and substantially corrects
theses that have not been confirmed to this day. A characteristic example of
this is the correction of Simeon Hadjikosev's thesis about Nikolay Liliev's late
encounter with Hofmannsthal's work (87 ff.). In addition, it is not a matter of
shifting specific dates (around 1922 or earlier), but of thinking in a general
way about the entire process of reception, which includes the contacts and
connections between different personalities such as Sirak Skitnik, Boyan
Penev, Vladimir Vasilev, between specialist periodicals and cultural
institutions. In a way, it is about a certain networking of the literary field (cf.
p- 89) and not just about the contacts.

Among the independent storylines of Hofmannsthal's reception, the
perceptual case of the drama “Elektra” is impressive — a receptive junction
that represents as an independent abbreviated monograph within the book:
between the failed avant-garde attempt at staging the play by Geo Milev
from 1923 and Massalitinov's performance of the drama in 1930, but
without much success (despite the acclaimed excellent translation by
Nikolai Liliev). The basis of this independent, but at the same time
representative case (intended as a “touchstone of Bulgarian modern
culture” — p. 96 ff.) is the emphasis on the hybridity between material and
performance, but also the idea of an interaction between the perspectives
of classical, modern and Avant-garde (p. 101).

Another important (and independent) narrative that can be traced in
the reception of Hofmannsthal in our country is the problem of the
aesthetic embedding of his work through the prism of the native ballad
tradition (pp. 94 — 95).

Based on these problem areas, the researcher speaks of “a kind of
processing reception” (77).

The third personal focus is the perception of Schnitzler in Bulgaria. In
this case, Vlashki starts from the investigation of the characteristic asymmetry
between the extremely intense perception of the writer through translations
and book publications and Schnitzler's difficult and unproductive access to the
Bulgarian theater stage (128 ff.). The author interprets this problem by
creating a detailed cross-section of the book market and observing different
market, genre and style niches. In addition, there are also the corresponding
strategies, which are reflected in the general attitude of the translation, but
later also in the domestic fiction.

Together with all information fields explained in detail, including
the complex classification of Atrhur Schnitzler in the Bulgarian
dramaturgy and fiction tradition, with the direct archival work and with the
tracking of the reproductive reception (e.g. with the overview of

237



Boris Minkov

professional articles about the presence of the author in Bulgarian
Periodicals), this chapter clearly outlines the characteristics and
boundaries between the literary field as an autonomous space and the field
of theatrical arts, which in its initial synthesis and collectivity is
manifested in both performance and perception. — In this way, Vlashki
convincingly proves that Bulgarian culture around 1900 acquired deep and
accurate general ideas about the Vienna around 1900 complex, but did not
penetrate into the interweaving of independent languages and sociolects in
this complex (e.g. in the symptomatic case of “Reigen”) - a problem with
which the Austrian artists of the following generations (Broch, Musil)
deal. You describe the colorful mixture of languages of this period as a
kind of “operetta democracy” that underlies a “happy apocalypse” of the
double empire.

In summary, it should be noted that Mladen Vlashki's contribution to
the study of the relationship between Viennese modernism and Bulgarian
culture is in the extremely high perceptual reactivity of his research. Vlashki
is also the author of articles and books on the same topic, aimed at the
Bulgarian environment of transfer and reception (in Bulgarian, Reflections
on Viennese Modernism in Bulgarian Literature of the late 19th and early
20th centuries. Plovdiv, 2018 and “Young Vienna” in Young Bulgaria:
Dramaturgy of “Young Vienna” and its Theatrical and Literary Projections
in Bulgaria up to 1944. Plovdiv, edited 2017). However, the present study is
compositionally and structurally different. It is very precisely geared
towards the German-speaking world — with the information that those who
perceive it are looking for in this area, with the specific perspective from
which an almost complete history of Bulgarian literature is written, with the
characteristic interpretational accents that convey the idea of Viennese
Modernism add to. In this sense, Mladen Vlashki's book “Materialien zur
Rezeption der Wiener Moderne in Bulgarien bis 1944. Hermann Bahr, Hugo
von Hofmannsthal, Atrhur Schnitzler” represents a contribution to an
enriched view of Austrian modern culture, but also to an alternative
Bulgarian literary history.
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