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RODRIGUES'THEATER AS SPACE OF PHILOSOPHICAL
DEBATE, POLITICAL RESISTANCE AND ARTISTIC LIBERTY

ABSTRACT: This paper discusses the contemporary theater creations, pervaded by
philosophy and literature, of the Portuguese actor, director and playwright Tiago
Rodrigues (1977), one of the most prominent and innovative figures of the European
theatrical landscape today, current director of the Avignon’s Theater Festival. His
engaged plays, facing urgent global issues, use theater as a necessary — democratic
- space for a shared philosophical, political and poetical reflection. In the era of
globalization and consumerism, theater for Rodrigues becomes a space of debate
and resistance, inviting spectators to become also actors of change. In our paper, we
particularly consider some paradigmatic T. Rodrigues’ plays coping with key issues
regarding our society in the light of globalization, such as the current rise of extreme
right politics in European democracies via the example of “Catarina or the beauty of
killing fascists” (2020), or the threats on books, memory and cultural heritage in the
era of digital technologies, artificial intelligence and commercialization of data, via the
example of “By heart” (2013). Challenging the rapid and radical transformation of the
globalized world, Rodrigues stands for a theater which recalls and revives the common
- and European - philosophical, literary and cultural heritage, and makes of memory/
remembrance an act of artistic and political resistance.

KEY WORDS: globalization, philosophy, theater, Tiago Rodrigues, memory, cultural
heritage, artistic resistance

1.INTRODUCTION

1.1. THEATRUM MUNDI
In order to represent the whole world, its grandeur, we need the smallness of theater.
Antoine Vitez

In the context of the subject of this Conference, | will start my paper by a brief
introduction on the relations between theater, philosophy and global issues. Relations
of theater and philosophy are very ancient and complex. As highlighted also by Tom
Stern, philosophy and theater emerged at the same place: Ancient Greece in the 6th
century BC (Stern Preface IX). Already Plato in the Republic and Aristotle in the Poetics
reflected on theater and mimesis and its crucial place in the polis (that is the world for
them). The very word theater comes from the Ancient Greek: theatron is a place from
where you can see - the stage/world, it derives from the Greek verb “theaomai” which
means “to look, to contemplate”. Theater has always been a space of contemplation
and representation of the world: Theatrum Mundi . Numerous are the philosophers
who write about theater, but even more numerous among them are those who write
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plays in order to rethink and represent the world. Theater has the - philosophical
- vocation to contain a whole world. The very shape of theatrical space, with its
traditional division between the stage as a space of action, performance, and the
auditorium as a space of contemplation, analysis, becomes a privileged — polysemous
— space for reflection and its embodiment. The stage/the actors and the auditorium/
the spectators are reflecting (on) each other, questioning the representations and the
complex relations between imagination/fiction and reality, thoughts and actions. It
is within this optic of the “inherent” vocation of theater to reflect (on) the world that |
will discuss the creations of the contemporary Portuguese theater actor, director and
playwright, Tiago Rodrigues (1977).

1.2. PRESENTATION OF TIAGO RODRIGUES AND HIS THEATER

Fig 1. Tiago Rodrigues after a repetition (Source: Diatkine n. pag. Photo credit: Pierre
Grosbois)

Tiago Rodrigues (see fig.1) is one of the most prominent and interesting figures
of the contemporary European theatrical landscape. Rodrigues started in the theater
first as an actor who writes and often directs his own texts, then established himself as
a theater author and director at the same time. In 2018 he is the laureate of the 15th
European Theater Prize “Premio Europa Realta teatrali’, awarded to authors who renew
theater with their innovative approach. After twenty years of activity on the stage,
today, Rodrigues, is considered as one of the most significant contemporary theater
creators. In September 2022 he is the first “foreigner” to assume the position of artistic
director of the renowned Theater festival of Avignon. Echoing the role of Ancient Greek
theater in the heart of the polis and its preoccupations, Rodrigues’ engaged plays,
facing important global issues, use theater as a necessary - democratic — space for a
shared philosophical, political and poetical reflection. Inspired, among others, by the
thought of the literature critic, philosopher and humanist, Georges Steiner, Rodrigues
stands for a theater which recalls and revives the common - and European - cultural

cTpaHa |10
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heritage, and makes of memory/remembrance an act of artistic and political resistance.

In my paper, | will discuss some paradigmatic T. Rodrigues’ plays coping with
vital issues to our society in the light of globalization. In the first part of this study, |
will consider the subject of transmission of memory, cultural heritage and books in
the era of digital technologies via the example of the play By heart (2013), while, in
a second part, | will focus on the play Catarina or the beauty of killing fascists (2020)
that questions our democratic response capacities to the global rise of extreme right
politics.

2. THE THEATER OF TIAGO RODRIGUEZ AS A SPACE OF PRESERVATION AND
TRANSMISSION OF MEMORY

Countering the threats of confiscation of memory and knowledge in the era
of artificial intelligence and commercialization of data, challenging the rapid and
radical transformation of the globalized world, T. Rodrigues plays reflect the urgency
of preserving the common European cultural heritage and pays tribute to the great
achievements of humanity such as books, literature and philosophy. Refuting the
culture of mass entertainment in the digital age, resisting the dictate of images and
new technologies, the theater of T. Rodrigues draws on the “good old” power of the
written text and the word. In the era of “post-dramatic theater” (Lehman), Rodrigues
rehabilitates the theater of the text, and asserts himself as a valued playwright.
All of Rodrigues’ creations refer to literary and philosophical heritage (especially
European). His plays are built as a reflection around language, literature and discourse,
hovering over their disappearance and oblivion in today’s world undergoing fierce
transformations. This is particularly evident in Rodrigues’s plays that refer to literature
and philosophical thought, such as the play | will focus on in this part of the paper,
By Heart, build around Shakespeare’s sonnet no. 30 in its center, with excerpts from
B.Pasternak, O. Mandelstam, J. Brodsky, R. Bradbury and G. Steiner.

2.1. THE THEATER AS A SPACE OF MEMORY: BY HEART

In his short essay The Silence of books, Georges Steiner writes: “We tend to
forget that books, extremely vulnerable, can be erased or destroyed. They have their
own history, like all other human creations, a history whose very beginnings contain
the germ of possibility, the eventuality of the end” (Steiner 7).

Prolonging this thought, the title of Ray Brudbery’s novel Farenheit 451, evoked
in T. Rodrigues’s play By Heart, indicates the temperature at which books — paper -
spontaneously catch fire: 232 degrees Celsius. In this dystopian novel, books are
outlawed and burned by “firemen”. The novel was written by Bradbury during the
McCarthy era, inspired, among others by the book burning in Nazi Germany and
by threat of censorship in the United States. The novel has also been interpreted
as a commentary on how mass media/television screens reduce interest in reading
literature and books.

Reflecting on the importance of preservation of books, knowledge and
memory in the contemporary context of their digitization (which is also the one of
the “unbearable lightness” of their eventual erasure and confiscation), By Heart, is
particularly representative of Rodrigues’ work: it is a kind of “poetic and philosophical
manifesto” of his theater (see fig. 2). This resourceful play/performance on the
importance of poetry (literature, philosophy) and the transmission of memory is
inspired by Rodrigues’ personal life story and by the special relationship he had
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with his grandmother Candida, born in 1919. Candida, who had always been a great
reader, losing her sight at the age of 94, asked him to help her choose the last book to
memorize so that she could continue to refer to it even when she would became blind.

This request made me both troubled and thrilled. To choose her “definitive”
book was at the same time a love mission, but also a terrible one. That also reminded
me of learning by heart, of the power of words, of my job as an actor, of the invisible
bond between the great writers and my grandmother, this bond that crosses time and
space. When | started looking for this book, in a kind of love and literary labyrinth, |
immediately thought “this story that | am living touches so much on theater, on the
question of memory and transmission that this must be shared one day (Rodrigues
and Dautzenberg 4).

ATEINCD

Fig. 2. By Heart (Source: Théatre de la Bastille n. pag. Photo credit: Magda Bizarro)

One of the essential voices whose reflection was guiding T. Rodrigues in the
labyrinthine search and the choice of this “right” book/text to be learned by heart by
his grand-mother, and in the creation of his performance, was the one of the literary
critic and philosopher George Steiner. In a TV interview with the Dutch journalist Wim
Kayzer, On beauty and consolation (2014) - that T. Rodrigues learned by heart, like a
“mantra’, Steiner recounted several anecdotes including that of the of the Russian writer
and literary translator Boris Pasternak (1890-1960) during the Soviet Writers Congress
in 1937, a dangerous year when Stalinist opponents disappeared every day, dropping
like flies. In By Heart, T. Rodrigues quotes Steiner who narrates how Pasternak, warned
by his friends and colleagues that he was the next one to be arrested and encouraged
to take the floor by them, got up in front of the two thousand people present who
turned silent immediately and gave a number:

A number. And two thousand people got up. It was a number of a certain

cTpaHa | 12
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Shakespeare sonnet of which he had done a translation which the Russians say is
[along] with Pushkin one of their greatest texts. When | summon up remembrance of
things past, a sonnet of Shakespeare on memory, and they recited it by heart, the two
thousand people, the Pasternak translation. It said everything, it said: ‘you can’t touch
us, you can't destroy Shakespeare, you can't destroy the Russian language, you can’t
destroy the fact that we know by heart what Pasternak has given us’ And they didn’t
arrest him. (Rodrigues By Heart 19-20)

The second story, narrated by G. Steinerin hisinterview, and retold by T.Rodrigues,
is the one of Nadejda Mandelstam, the wife of the Russian poet Osip Mandelstam who
was imprisoned by the Stalinist regime and died in a transit camp. From the moment
when all her husband’s books were confiscated, destroyed, Nadejda began to teach his
poems to ten people at a time in her kitchen, making them learn the lines by heart. She
did it for decades, as a way to continue printing in those people’s memory these poems
which could not be published (ibid 45). It is this gesture of transmission, but also of
invisible publication, as an act of artistic and political resistance against the attempt
of the totalitarian regime to erase memory and poetical/cultural legacy, that inspired
Rodrigues for the creation of his play By Heart. As he points out via the quotation of
Joseph Brodsky’s obituary for Nadejda Mandelstam, what she did every day, in her
kitchen, was an act of enormous theatricality because, in a certain way, it was a kind
of resurrection theater, not only of the poetry and the words, but also of the voice and
the presence of Ossip Mandelstam (ibid 46).

Remaking on stage what happened historically in Nadejda’s kitchen, in By Heart
Rodrigues also recreates the journey of his grand-mother Candida. In his performance
he invites ten different spectators to join him on stage every night and helps them
learn by heart Shakespeare’s Sonnet number 30:“When to the sessions of sweet silent
thought” (which is the sonnet that his grand-mother has also memorized before
going blind and the sonnet recited by Pasternak), perpetuating the gesture of shared
learning and constitution of common memory. Learning Shakespeare’s sonnet by
heart in Rodrigues’s performance becomes a gesture of artistic and political resistance
against oblivion that threatens the great texts from the European cultural heritage
namely in the context of consumerism and digital entertainment : if ten spectators
memorizes the sonnet every night and they continue its transmission, it will propagate
like a“virus” (see fig.3).
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Fig. 3. By Heart (Source: Festival d’Avignon n. pag. Photo credit: Christophe Raynaud
de Lage)

Paying tribute on stage to different authors and books in their symbolic roles of
guardians of memory and countering loss of meaning, Rodrigues’ performance is also
as a gesture of intimate resistance against time, against inevitable aging and decay on
the body, as in the case of the playwright’s grandmother. As always, Rodrigues theater
mixes public and intimate. In By Heart the public becomes intimate and the intimate
becomes public. To talk about the social preoccupations with poetry, in intimacy, that
is another way of doing politics for Rodrigues. The words of G. Steiner’s interview
resonate in By Heart: “The greatest tribute we can pay to a poem or text we love is to
learn it by heart. By heart, not by brain, not only with the head, but by heart, with our
heart. (...) | believe that we are what we remember. And what is in us they cannot take
from us” (ibid 28). Prolonging this reflection, in a radio interview from 2022, Rodrigues
compares the learning of the text by heart — which the basis of the art of a theater actor
- to the ritual of communion, enabling its incarnation. Saying the text aloud allows its
resurrection, the rehabilitation of its meaning:

| always think that the moment of learning corresponds to eating the text so
that it becomes a part of ourselves. (...) And | think that the moment we say it out loud,
we resurrect the meaning of the text that we have learned in advance, (...). And then

cTpaHa | 14
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when we say it out loud in front of other people, sharing it, in communion, it rises
from our voice. The poem no longer belongs to the poet, but to the one who recites it.
(Rodrigues and Richeux n. pag.).

3. THEATER AS SPACE OF PHILOSOPHICAL AND POLITICAL DEBATE: CATARINA
AND THE BEAUTY OF KILLING FASCIST

In the contemporary post-ideological era, T. Rodrigues’ creations question the
loss of utopias, asserting his engaged theater as a space of philosophical debate and
political resistance. Echoing ancient Greek theater’s role within the polis, Rodrigues’
creations are a reflection on vital questions regarding our democracies and human
values facing the challenges of globalization. One of Rodrigues’s latest creations, the
play Catarina and the Beauty of Killing Fascists (2020), is a disturbing dystopia that
takes place in the “near future’, in 2028, in Portugal - or today and in whatever country
where the play is performed — where a fascist party has just come to power. The play
has already caused controversy because of its title and subject in the Portuguese
media, even before the beginning of the repetitions, and was accused of constituting
a “call to violence” (Rodrigues “Note d'intention” Catarina n.pag.). Indeed, the subject
that Rodrigues tackles is not to be taken lightly, as it is sensitive and burning: the
play reflects on what seems to be the inexorable rise of extreme-right populism and
violence in Europe. The author confronts us with the dilemma whether we have the
right to use violence in order to save democracy. Whether we should fight against
fascism with its weapons and therefore enter into its game, or weather we should
respect the rule of law and democratic institutions and eventually let fascism come
into power. To address this subject, Rodrigues wrote a Bertolt Brecht-style parable,
mixing it with ritual theater aesthetics, evoking the ancient Greek theater.

The performance opens in front of a rural house, that of the matriarch who
established a traditional annual family gathering, by killing her first fascist, who was
none other than her husband, 70 years ago. The play refers to a real event of the
Portuguese history: on May 19, 1954, while the country was ruled by Salazar — one
of the longest authoritarian regimes in 20th century Europe (1933-1974), Catarina
Eufémia, a young day laborer, was shot three times in the back by a member of the
Republican Guard during a farm workers’ strike. In the play, it was because he did
nothing to prevent this femicide perpetrated by one of his colleagues, that the great-
grandfather was executed by his wife. She left a letter of legacy for her descendants:
“May this heritage be used to never remain silent in the face of injustice. If necessary,
never hesitate to do evil in order to practice good” (Rodrigues Catarina 38-39). Since
then, each child in the family, boy or girl, has been named Catarina in honor of the
deceased C. Eufémia and has to kill a fascist on the day he or she turned 26 years old:
that day is a family holiday, a day of “beauty and death”.

15| cTpaHa
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Fig. 4. Catarina and the Beauty of killing Fascists (Source: National Theater Festival n.
pag., photo credit: Joseph Banderet)

The day the performance beginsitis the family’s daughter’s birthday and hers the
turn to shoot down her first fascist. In front of the audience, a large table is already set,
embroidered on the white tablecloth two very large words: “nao passarao” (“they will
not pass”) (see fig.4). At the end of the table, set for a feast, stands Pedro Antunes, the
fascist who was kidnapped the day before to serve as Catarina’s first trophy. The man
is waiting almost unnoticed amid the general indifference, in front of the spectators,
for the time of his execution. Catarina seems ready to perpetuate the family tradition
and to contribute in the consecrated fight against fascism, but the second she has to
pull the trigger, she lowers her gun, and refuses to shoot (see fig.5). Like a modern
Antigone, she opposes the law of her family, expresses her doubt, and her desire to
find another - a third - path of struggle (ibid 45).

cTpaHa | 16
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Fig. 5. Catarina and the Beauty of Killing Fascists (Source: National Theater Festival n.
pag., photo credit: Joseph Banderet)

By her refusal and questioning she initiates a vivid debate between the members
of her family on the efficacy or impotency of democratic means in countering fascism
and on weather we become its accomplices if we do not take radical action against
it. Refuting Catarina’s democratic argument that even fascists should have the right
to speak, her mother retorts: “That’s how it all started. ‘Everyone has their freedom of
opinion! For years we allowed these vulgarities to be expressed. And those vulgarities
became popular.(...) Now they have won the elections (...) Because we let them speak,
speak and speak.” (ibid 65) When, in the finale, young Catarina puts herself in front of
Antunes in order to prevent him from being killed, the performance ends with a mutual
massacre of family members in a general confusion, while the only survivors are the
narrator and the fascist whois finally free to speak! That marks the cathartic culmination
of T. Rodrigo’s play: the fascist politician saved from death by Catarina, adjusts his tie,
puts his coat back on, comes to stand in the center of the stage and begins a long and
particularly vehement speech, full of xenophobia, racism, misogyny, and homophobia.
In order to write the final speech, Rodrigues and the actors of the play inspired them
by speeches from populist leaders like Trump, Bolsonaro or Orban (Rodrigues “Note
d’intention” Catarina n. pag.). The escalating violence of the verbal logorrhea which
pours into the theater provokes increasingly radical emotions in the spectators.
Antunes continues to speak, threatening to expel the non-natives, accusing ecologists
of being a minority who thinks they rule the world, accusing women and children of
being responsible for domestic violence, democracy of destroying traditional family
values, making an apology of the Party’s Leader and finally announcing the change of
the Constitution and the New Republic of Portugal (Rodrigues Catarina 94-105). The
intention of T. Rodrigues is to make the audience more and more embarrassed by the
speech and to react, it is what the spectators do vehemently: some try to drown out
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the voice of hatred by any means possible, some others insult the actor forgetting that
heis only an interpreter, some others get up and leave the theater, refusing to condone
such comments any longer. In the middle of the general chaos, the extremist concludes
his speech with these words: “And when six months ago we won the elections, my
friends, when we won the parliamentary majority and formed a government, that day,
no one had any doubt. This is not an illusion. We are reality. We are the future. (...) Long
live the New Republic” (ibid 105)

The maneuver of Rodrigues echoes the model of Brechtian epic theater: as
the populist speech riches its crescendo, becoming abject and unbearable, it uplifts
almost all of the spectators, ready to “lynch” the man, using the same methods as their
“adversary”, in the name of democracy. Even more, the audience, in that way, is put
in the skin of the young Catarina in front of the famous dilemma, having to make a
choice. Yet, at the same time, the actors and T. Rodrigues, as well as the spectators,
are well aware that however real the speech is (echoing the real political danger), it is
performed in a theater and they're all playing a role within the play. In that sense, in an
online interview, T. Rodrigues says:

| think that theater takes place in the anteroom of action, the anteroom of life.
It is part of the architecture of life, it is not adjacent to the world or to life, but, at the
same time, it lives in a territory with other, mysterious rules. There is a suspension of
everyday rules which allows us to go to a strange land whilst remaining in our own
country. And that theatrical border is simultaneously a space of fiction and a human
gathering where new ideas surge forth and lead us to action. (Rodrigues and Bonnot
n. pag.)

In Catarina, theater becomes this shared - public and intimate - space of
philosophical reflection, political debate and artistic resistance that prepares us to
cope with reality.

As pointed out by theater critic Fabienne Darge in Le Monde, Catarina and
the beauty of killing fascist returns discreet echoes to a little-known play by Brecht:
Senora Carrar’s Rifles, written in 1937. Here the German playwright quite clearly called
for people to take up arms against fascism, but he did so in the context of the Spanish
civil War. Should Europe wait to enter into forms of civil war to find the means of action
against a fascism “which eats away at democracy like acid”? (Darge n. pag.) Young
Catarina wanted to find a third way. But is that third way possible? Brecht thought
not. T. Rodrigues seems to leave the question open. At the same time, by ending his
piece with a shocking finale, leaving the floor to the actor playing the fascist leader
and to his programmatic speech, Rodrigues knowingly provokes unease, and sounds
the alarm. Yet, the responsibility of finding an answer to the dilemmaiis left to each one
of the spectators that are now actors in reality. Living the theater, that privileged space
of reflection and resistance in the heart of the polis, spectators-actors are confronted
with their own responsibility and invited to rethink and reconfigure the present.
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4. CONCLUSION : THEATER, A PLACE OF RESISTANCE

Fig. 6 By Heart at the Festival d’Avignon (Source: Festival d’Avignon n. pag., Photo
credit: Christophe Raynaud de Lage)

At the end of this paper, | would like to conclude by saying that with his theatrical
creations, and today also with his engagement as a Director of the Festival in Avignon,
Tiago Rodrigues strives for a popular and democratic theater, in continuity with the
project of Jean Vilar, the Festival founder. For Rodrigues the main power of theater in
digital times still resides in the fact that it is a life and vibrant “face-to-face community”.
He regards theater as a human assembly that is “an antechamber of political action’,
but primarily an essential place of reflection, a space of shared utopia, a niche of artistic
freedom and resistance (see fig. 6).

As a space, theater is itself a place of resistance. When the audience chooses to
go physically to a theater, | see this choice, this gesture, as an alternative choice to the
majority dominant behavior and hence as a gesture of resistance. And, this aspect, | do
not forget it when | consider the audience seated in the auditorium: | realize that these
people assembled who do not know each other have this in common: having made
their way to the theater (Rodrigues and Chailloux 5-6).
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THE LOGIC OF ISSUES:
EPISTEMIC RESOLUTIONS, HEURISTIC SOLUTIONS

ABSTRACT: Problems of any character arise and are solved within heuristic space,
are resolved within epistemic space, where they cannot arise and cannot be
supported. Epistemic space (a # a) is distinguished by difference, in which any two
points are rigorously distinct. It is a non-convergent, non-identity, non-coordinative
and non-linguistic space. Heuristic space (a = a) is an identity space, whose governing
functionality is convergence. Its fundamental principles, themselves heuristic and so
not rigorously demonstrable: all problems are solvable at some level of convergence
(of a concatenation and ordering of factors of variable weight and number); every
problem has multiple (convergent) solutions; solutions cannot be known a priori
and may fail at any point; and alternative solutions are of equivalent orders of
convergence.

KEY WORDS: Epistemic, Heuristic, Rigor, Convergence, Non-identity, Multiplicity

INTRODUCTION

Philosophy operates at the highest level of generality of all human enterprise.
Its results, aspirationally and per se, apply globally, a hallmark of the limit of rigor.
Problems arise heuristically, as modes of sub-limiting convergence, and are solved at
alternative levels of convergence. Multiplicity of representation is eo ipso heuristic.
Problems resolve divergently in epistemic (non-convergent) spaces.

THE LOGIC OF ISSUES

We distinguish two spaces, robust and variously definable: epistemic and
heuristic. An epistemic space (E) is a non-identity space, a # a. Its elements are pointwise
distinguishable under the function of directionality. Correlatively, it is an asymmetry
space, anomalous, aconceptual and non-linguistic.

It is non-communicative, that each iteration is distinct, and so it is non-
coordinative.

It preserves rigor as pointwise functionality, in which sense it is a rigorous space
and so philosophic per se. It is existential, that each extant element presents in some
distinction to everything else. It is a space of dignity, that one thing cannot rigorously
take the place of another. It is pointwise free, that whatever applies to one point does
not rigorously apply to another.
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It captures the deconceptualizing implications of Buddhist logic:

1. Thereal lasts.
2. Nothing lasts.
3. Nothingis real.

But it does so non-provisionally, contra the Buddhist syllogism’s a priori non-
validatable minor premise.

It also captures the metaphorical “silence of God” and the deconceptualization
of a limiting theistic convergence, as of Eckhart’s daughter, “l am a something among
somethings, and so | go” (Eckhart 253).

Itis thus a resolving space, as to all formulations. That it is existential, we may say,
both rigorously and metaphorically, Existence resolves to salvation. Here“salvation”may
be explicated operationally as that which resolves all experiential issues—emotional,
cognitive, ethical, ontological—in immediacy and independent of all possible future
contingencies: complete, definitive, rigorous.

It is accessible in immediacy. Whatever is familiar or identifiable is not E. In non-
identity it is rigorously divorced from the past. It is as the world first-viewed, prior to
the convergent clustering of conceptualization.

Itis, in sum, a non-convergent space.

It has the emotional and aesthetic aspect of the sublime: strange, beautiful,
new—metaphorically, the landscape of Eden.

Its imprint on the familiar: directional distinctiveness—that the world is different
in different directions, which circumstance obviates the possibility of rigorously
controlled experimentation, though directionality itself achieves a prior—stronger—
preclusion.

Heuristicspace (H)isanidentity space,a=a.Thatitisaspace ofinternalsymmetries,
it may be considered a symmetry space. Its governing functionality is convergence,
and so it is comparative, quantitative, conceptual, linguistic and coordinative. It is the
space of science, society and political life. It is a tragic space, that tragedy is evaluative
and so comparative. It is of consciousness and memory.

That any two heuristic elements are approximately the same, for some purpose
or in some way, it is non-rigorous but instrumental. A displacement from one heuristic
point (P) to another (S) can achieve a solution of a problem cognized at P and solved
ats.

The path between any two heuristic points can be accomplished through some
order of convergence (c). We can distinguish weight and number. Weight can be
variously represented as multiplicative of elemental functionalities—whose domains
themselves are weightwise distinguishable.

Convergent domains are conceivable at high orders of generality, including
formalities. “Objects” may serve as designations, abstract, concrete, verbal, material—
they range broadly, one level of generality below a limiting rigor. They include every
possible mode of action, including the subtractive.
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Fundamental principles of heuristic space:
1. Any problem is solvable at some order of convergence.

This cannot eo ipso be rigorously established—that H is by definition non-
rigorous. Equivalently, experiential ground—past circumstance—cannot demonstrate
the impossibility of S, which result is guaranteed by E’s pre-imaging H.

2. Scannot be guaranteed at any other P.
Again, that E pre-images H.
3. No S can be known a priori, and may fail at any other point.
4. Alternative convergent paths are of equivalent convergent orders.

This too is heuristic, and so cannot be rigorously established—but operates
instrumentally to discovery.

H is a goal-directed space. Its motivations are provisional, that they are not
rigorous. A heuristic may work to achieve a result, but cannot be known a priori to do
so. That multiplicity is heuristic, reproducibility cannot be guaranteed—is a heuristic,
not veridical, criterion.

The relationship between H and E is a convergence:
HcE

As H and E intrinsically, the relationship is robust. At its limit, the convergence
gives an element of E. As a universal convergence, it is singular—sui generis: a point of
dignity, freedom—rigorously—that rigor is of difference.

As a sub-limiting convergence, the relationship gives heuristic instrumentality.
that technologies are productive.

It also expresses a higher-order heuristic principle—that the strongest heuristic
is the epistemic. Einstein and Heisenberg were doing the physics of existentialism—of
the circumstance that we cannot view the world from the outside—the presumption
of Newtonian physics, of absolute motion, of the absence of epistemic shadows in
which the eccentricities of quantum mechanics play out. The greater power of relativity
and quantum physics to Newtonian mechanics is of the relationship, of heuristics
epistemically conditioned.

The relationships, and their logic, may be summarized:

H:a=a
E:a=a
HcE

23 | cTpaHa

ONNO30OOUIJA NUHTBUCTUKA KYNTYPA



— OV TO30OUNJA NTUHTBUCTUKA KYNTYPA

«MEFYHAPOLEH AMJANOT: UCTOK - 3ANALY

And, schematically (Figure 1):

A Logic: Resolutions/Solutions

E H

a*a a=a
Convergence/

Solution
Divergence/
Resolution

O

: ?\/"'s

<

Figure 1. A Logic: Resolutions/Solutions

Some illustrations will clarify.

Gauss famously proved the fundamental theorem of algebra in four different
ways, from four different directions. Mathematics is heuristic. It is a hallmark of heuristic
space that its representations are loose-fitting—not as skin but as clothes. It is the
hallmark of multiplicity itself. Mathematics is often imagined operating at the limit of
rigorous representation. The identity function precludes such claims. E is rigorous, and
the exclusive domain of philosophical representation per se. Contrariwise, mathematics
achieves the highest level of rigor possible within heuristic domains, but not rigor per
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se. As other heuristic elaborations, mathematics is instrumental.

Consider responses to pandemics, as Covid-19. We seek a translocation from
P, whose criteria are morbidities—including clinical, physiological, biochemical,
cytological and immunological signs—and mortalities, to S, whose criteria are their
surcease. We seek interventions, each of which is a convergent factor. Public health
measures—masking, social distancing, social isolation—are one such set. Their efficacy
is a function of their levels of implementation. The more people mask (number), and
the greater the quality of mask (weight), the greater the amelioration of the contagion.
The mask itself is a convergent structure—conceived, designed, constructed,
manufactured, made. Another category of intervention: vaccines. It too is a convergent
structure—highly convergent—whose factors include the efforts of Darwin, Pasteur,
Watson and Crick—indeed, the entire history of modern medicine, and much else. This
high order of convergence achieves an efficacy that reduces the need for high orders
of public health compliance—of masking and social distancing, etc.

A fortress can be entered with sufficient numbers of troops—of materiel and
personnel—or with a key. But locks and keys are highly convergent constructions—at
one time the most technically complex of cultural artifacts. Complexity is convergence.

Repetition is a common convergence. Practice—repetition—is instrumental
to mastery. The commonly touted definition of insanity—of doing the same thing
repeatedly and expecting a different result—is a heuristic gloss. Only in heuristic space
can interventions be the same. In E—existential space—differences always pertain.
Every difference matters in rigorous representation, and any difference may matter
heuristically—and decisively. It is the principle of the battering ram.

Rigorous space obviates despair. No matter how many times one may have
failed—no matter how many people under how many different sets of circumstances
may have failed—epistemic—existential—space does not permit a negative claim—
does not permit the claim that failure is inevitable. Any difference in any aspect of
any situation—in actor or action—rigorously conceived—frees us—rigorously—from
claims of prior constraint. Rigor is the strongest of human instrumentalities.

Rigor is stronger than any law of physics, for which one cannot make an a priori
claim.The concept of directionality alone guarantees this—that one cannot rigorously
control an experiment. All science is heuristics. And so the connection between science
and technology is not adventitious. If our physics does not lead to bridges that support
us, we will seek a new physics.

Claims of essence are of a world viewed extrinsically. They are heuristic
representations. Their justification is not rigor but utility, and they can be lain aside
when they cease to serve.
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CONCLUSION

We are constrained heuristically, not epistemically—ontologically, existentially—
rigorously. Within the world we are free of any prior constraint, including all
generalizations experientially grounded. We are free of the past, by whatever allows us
to distinguish the past. Our heuristics are, by definition, guides, not rigors. A rigorous
space is non-convergent, and so a non-identity space; non-comparative, and so non-
quantitative; point-wise distinct, and so non-evaluative; non-linguistic, and so non-
coordinative.

The governing functionality of heuristic space is convergence.Itis a goal-directed
space; goals are achieved at some order of convergence. Convergent factors are of
weight and of number. The fundamental principles of heuristic space: 1. Any problem
is solvable at some order of convergence. 2. Every problem has multiple solutions. 3. No
solution can be guaranteed a priori. 4. Alternative solutions are of equivalent orders.

These principles of heuristic space are themselves heuristic in nature. They
cannot be rigorously established, but used as guides in discovery, in problem-solving
to provisional ends. The problems themselves resolve in epistemic space.
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PROTECTING THE SOUL: CONSIDERATIONS ABOUT THE
ETHICAL DESIGN OF ARTIFICIAL INTELLIGENCE SYSTEMS
FOR PSYCHIATRIC USE

ABSTRACT: Can the combination of Artificial Intelligence (Al) and psychiatry (“Al
psychiatry”) be effective and at the same time ethically permissible? The rapid
development of Al and the increasing incidence of mental disorders in recent years
call for investigation of this question. Psychiatry, as an inherently sensitive branch of
medicine, requires a differentiated approach to diagnosis and treatment. This process
is often complex and requires patients, if they are able, to express their emotional
states, i.e. the manifestation of their vulnerable side. Al can provide valuable support
to psychiatrists, provided that the systems of Al psychiatry are developed on the basis
of an ethical design, as it emerges through its alignment with a clear and universally
accepted regulatory framework. Consequently, it can be argued that Al psychiatry is
undoubtedly being developed to facilitate the physician’s profession with its assistance,
but due to the vulnerability of the field, it also leads to ethical concerns that lead to
ethical concerns. In particular, questions arise about maintaining confidentiality
between patient and psychiatrist, and protecting the privacy and rights of patients.

KEYWORDS: ethics, bioethics, artificial intelligence, medicine, psychiatry, mental
health.

I. INTRODUCTION

Several years ago, modern society may have seemed like afigment ofimagination.
Nowadays, individuals can use their mobile phones to monitor their sleeping
habits, receive news tailored to their interests, interact with household appliances,
learn a foreign language through specialized applications, receive entertainment
recommendations, and even engage in discussions with Al on various topics, from
washing delicate garments to making important life decisions such as quitting a job.
The worldwide rapid evolution of Al across diverse domains of human life is being
observed.

Living in this society, my interest in the phenomenon of Al is growing due to
the constant conquest of new levels of technology. Al is affecting more and more
aspects of our lives, from social media to law and medicine. This trend is compelling
contemporary individuals to seek involvement in all evolving events. Al can have a
significant impact on people’s lives, leading to various concerns. It is important to
consider the potential consequences of Al's influence.

In recent years, the rate of mental disorders has steadily increased globally (GBD
2019 Mental Disorders Collaborators 137). Mental illnesses are currently among the top
ten most prevalent diseases that impede the harmonious functioning of individuals.
The potential increase in their incidence may be a result of the psychological, social,
and economic impact of the COVID-19 pandemic, according to a study in The Lancet
Psychiatry (GBD 2019 Mental Disorders Collaborators 137).
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The integration of Al in psychiatry is a part of the broader context of Al usage in
medicine. In fact, this approach promises to improve patient outcomes- psychiatric Al
solutions have been implemented and are functioning under supervision. Specifically,
Al is currently being used under supervision for the purpose of directly detecting
symptoms of mental disorders and initiating the most effective treatment to counteract
them atan early stage. Advanced algorithmic and computational techniques, including
automated natural language processing and machine learning algorithms, are used
to examine individuals’ mental states during diagnosis, monitoring, and treatment in
psychiatry (Rocheteau 54-55). In addition, as in any application of medical Al, in the
specific field of psychiatry, Al contributes to secretarial tasks such as scheduling and
interpersonal communication with patients and their families (Lekadir et al. 13).

The combination of Al and psychiatry raises ethical considerations due to the
rapid development of Al and the increase in the rate of mental disorders in recent
years. Ethical considerations that need to be explored include the protection of
confidentiality between patient and psychiatrist, privacy, individualization, and the
rights of mentally ill.

Il. APPLICATIONS

At this moment, Al in psychiatry contributes significantly to overall patient care.
Al assists in diagnosing, monitoring, treating, and managing related administrative
and nursing issues.

During the diagnostic phase, Al is utilized for faster detection of symptoms at
an early stage. To achieve a reliable diagnosis, psychiatrists must conduct an individual
examination and avoid relying solely on previous experience of symptoms. Wearable
applications have been developed to assist physicians in achieving reliable diagnoses.
The development of wearable applications is particularly advantageous for diagnosis
because patients can easily record numerical and mood datain their homes (Rocheteau
55).

At the next phase, at the monitoring phase, Al is used to continuously monitor
patient health data. Fitness trackers, also known as sports watches for measuring
physical activity, can help individuals monitor their health by tracking metrics such
as heart rate, anxiety levels, and sleep duration (Rocheteau 55). Research has shown
that individuals with severe mental health conditions find these devices helpful for
monitoring their health (Rocheteau 55). Smartphones can also provide valuable
information about an individual’s location and social activities providing information
which can be useful, for example, in examining a patient on the spectrum of bipolar
disorder who is experiencing a manic phase (Rocheteau 55). Vocal data, such as pitch,
rhythm, and volume, are biomarkers of many psychiatricillnesses, including depression
and anxiety (Rocheteau 55).

The impact of Al on patient treatment is primarily notable for its predictive
capabilities, especially in anticipating the effects of specific psychiatric medications
(Rocheteau 55). Deep learning techniques enable the prediction of treatment
outcomes based on medication responses, allowing for personalized treatment
plans that reflect the patient’s needs. Additionally, mobile phone applications for
chatbot-psychotherapists have been developed. Examples of such chatbots are Wysa,
Woebot, Limbic, RiseUp, and Mindspa. These chatbots are used by individuals seeking
immediate solutions to their problems but who do not wish to communicate with a
human being in the conventional manner (Rocheteau 55). It is important to note that
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these apps explicitly state that they should not be considered authorities or used as an
alternative to treatment administered by a practitioner (Rocheteau 55-56).

In medical Al, including psychiatric Al, Al systems perform administrative and
nursing roles. Initially, these systems manage patient appointment scheduling and
using historical data can suggest an ideal date for the next session (Lekadir et al.
13-14). They can also predict possible patient no-shows based on previous activity,
thereby enabling early intervention by psychiatrists (Lekadir et al. 13-14). These
systems use extensive databases to estimate waiting times and suggest appropriate
times to patients to avoid negative experiences that could affect the overall quality of
their healthcare (Lekadir et al. 13-14). Additionally, Al systems can monitor financial
transactions to detect and prevent fraudulent activities (Lekadir et al. 14). Moreover,
patient’s queries can be resolved by providing advice based on their electronic health
records (Lekadir et al. 14). Finally, Al systems can be used as consultants to assist
physicians in making challenging decisions and navigating ethical dilemmas (Aderson
et al., “Towards Moral Machines: A Discussion with Michael Anderson and Susan Leigh
Anderson” 188-189) —this is the vision of the Machine Ethics research project, proposed
by Philosophy professors Michael Anderson and Susan Leigh Anderson (Anderson &
Anderson, “Machine Ethics: Creating an Ethical Intelligent Agent” 15).

I1l. BENEFITS, DRAWBACKS, AND REFLECTIONS

From a positive standpoint, some have noted that the absence of certain human
elements in psychiatric Al systems can lead to more accurate diagnoses and treatment
for patients. Specifically, the potential beneficial impact for patients could address
issues such as fatigue, stress, and distraction that may affect psychiatrists during the
day (Ray et al. 4). In other words, psychiatric Al systems eliminates those human factors
from assessments.

Also, it is important to note that many patients still resist seeing a psychiatrist.
This refusal stems from the difficulty individuals experience in sharing their troubles
and from the social stigma (Ray et al. 4). Research has investigated the impact of online
support groups for patients with depression and has found that those with severe
depressive disorders who choose to isolate themselves socially can benefit from the
support group due to the anonymity it provides (Houston, Cooper, and Ford 2062-2063
& 2066-2067). Psychiatric Al encourages open expression. Therefore, it can be inferred
that disclosing symptoms to a clinician through Al is likely to be more comfortable for
patients providing a non-judgmental space for them (Ray et al. 4).

Additionally, psychiatric Al has the potential to identify new biomarkers that
indicate the presence of mental disorders. The objective is to identify individuals who
are at risk of developing mental disorders and predict their health status after taking
certain drugs to ensure appropriate care (Terra et al. 2). This will reduce costs associated
with mental health care and will provide access to psychiatric mental health systems
for all individuals.

By supporting the ideal healthcare standard - evidence-based prevention,
diagnosis, and treatment of diseases, patient-centered personalized, quality care
(Lee and Yoon 11) — psychiatric Al systems promote mental healthcare in remote or
developing areas, supporting open access. This is particularly important in areas where
people have limited healthcare access (Ray et al. 4).

On the other hand, it is important not to overlook the potential drawbacks of
psychiatric Al. One of the primary concerns is that the field of psychiatry places greater
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emphasis on establishing a therapeutic alliance between the patient and the clinician
(Stubbe 402). This connection is typically established by addressing the patients’
emotions and behaviors through observation. The current state of psychiatric Al
development lacks the necessary human elements, such as empathy and compassion,
to effectively cultivate this relationship. Psychiatric Al systems not only eliminate
human factors such as fatigue and stress, but also human factors such as empathy and
compassion from assessments. The assistance provided to patients with mental iliness
can be restricted without these elements (Ray et al. 4).

Additionally, thelong-term use of psychiatric Al systems may create adependency
relationship; continuous interaction with the system may pose a risk of fostering
addictive behaviors in patients. The use of such systems to facilitate the expression
of patients’ emotions raises concerns about emotional comfort. Patients may develop
attachment to these systems and exhibit addictive behaviors, leading them to avoid
seeking treatment from a psychiatrist (Terra et al. 7). The lack of protection of medical
confidentiality and medical privacy is necessary. It is important to note that patient
safety may not always take precedence (Terra et al. 7).

Additionally, dependence on non-deterministic programming can lead to
unpredictability in Al decision-making. Psychiatric Al systems may make incorrect
diagnoses due to a lack of training in identifying all mental illnesses. Al bias can
result from the inability of algorithms to process untrained data (Terra et al. 7) or
from misclassification and labeling of data by developers (Blasimme and Vayena 706).
Related to this risk limitation, current machine learning is unable to track changes in
mental disorders over time (Terra et al. 7).

There are common considerations for all Al applications, particularly in the
medical field. The main concern is liability. Using Al to treat patients in medicine
presents a potential for errors. In such cases, where does responsibility rest among the
system, psychiatrist, and programmers (Rocheteau 56)? Secondly, there is the issue of
opacity. The process for extracting decisions from an Al system is unclear. In conflicts
between the psychiatrist’s decision and the system, which holds greater reliability? In
cases where there is a discrepancy between the decision made by the psychiatrist and
the decision made by the system, it is unclear whether the verdict of the system should
be relied upon due to its non-explicable nature (Rocheteau 56). Additionally, how
can patient data protection be ensured amidst the integration of Al into psychiatric
practices? Patient confidentiality and privacy protection are important considerations.
Itis crucial to ensure that Al systems uses patient data in a secure manner.

IV. THE REQUEST FOR ETHICAL DESIGN

Codes of ethics are essential for both Al and psychiatry. Firstly, it is crucial to
design Al systems in a way that ensures their ethical beliefs. Secondly, psychiatry
must consider psychiatric ethics to practice properly, as there are ethical complexities
specific to mental health care. In the diagnosis and treatment of a patient’s mental
illness, psychiatrists must be both scientifically competent and morally responsible for
their decisions regarding emerging issues related to the general rights of the mentally
ill.

Bioethics is an appropriate field for examining ethical issues that arise in
psychiatric Al due to its interdisciplinary nature. The four fundamental principles of
biomedical ethics provide an ethical framework for addressing these questions. The
principle of autonomy defends an individual’s right to freely choose actions and
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decisions that do not impinge on the freedom of others (Flynn). The principles of
benefice and non-maleficence aim to increase well-being and avoid harm, respectively
(Flynn). The principle of justice upholds the fair distribution of medical good, ensuring
that each person receives their just due (Flynn).

The ethical considerations arising from the partnership between Al and
psychiatry are diverse. The primary question is how to design psychiatric Al systems
to ensure their use aligns with the ethical principles in psychiatry and ultimately
with biomedical ethics. The development of such systems must consider moral
accountability, the incorporation of values into the system, and democratization.

The initial concern pertains to the difficulty in attributing moral and legal
accountability. This challenge arises when an Al system causes harm through wrongful
actionsthatcould potentially violate the principles of beneficence and non-maleficence.
This issue is primarily rooted in Al bias and the opaque inner decision-making process
of Al systems. The intricate structure and operation of these systems give rise to the
black box problem. Due to this structure, it is challenging to avoid biased decisions that
individuals choose while relying on the trust placed in these systems. Furthermore, the
black box problem prevents human-supervisors from correcting incorrect decisions,
as the algorithmic reasoning guiding Al systems to their conclusions is beyond of our
realm of knowledge, rendering us incapable to rectifying such decisions.

To address the issue and prevent the consequences of the responsibility
gap, it is necessary to ensure accountability. Accountability is inextricably linked to
responsibility, which involves documenting proposals or actions and ethical causality
activating the demand for transparent Al systems (Al transparency) (Diakopoulos
197). Fundamentally, accountability refers to the creation of a relationship between of
two entities, where one entity substantiates the information provided and the other
one accepts or rejects the substantiation (Kroll 183). The realization of accountability
provides a foundation for clarifying the attribution of legal and ethical context of Al
entities, because in cases where the system has made an incorrectaction”[...] while the
objects of recordkeeping are generally machines, software, or algorithms, the entity
being held answerable must be a moral worthy of the ascription of responsibility (Kroll
190)."Otherwise, ifitis determined that the Al system did notengage in any wrongdoing,
it should be investigated through an audit process to attribute accountability to the
user(s), developer(s), and/or those who decided and use the system.

Transparency is crucial for ensuring the safety of Al systems. It is crucial because
people seek reliability, which can only be achieved through understanding how these
systems behave. In order to achieve this understanding, transparency in parallel with
explainability are required, videlicet the human-supervisor must have access to a
description of the system’s behavior (transparency) and a causal explanation of its
decision-making process (explainability) (Diakopoulos 204-205).

The second issue relates to the examination of the moral and legal values that are
legitimate to be instilled in Al systems to fulfill their objectives set in each application.
This issue pertains to upholding the principles of autonomy, beneficence, and non-
maleficence. Within this framework, the protection of the patient’s personal data and
the protection of the patient’s cognitive privacy are discussed, as the preservation of
confidentiality in psychiatry is a fundamental principle for the sealing of an ethical
treatment;

Whatever the psychiatrist has been told by the patient, or has noted during
examination or treatment, must be kept confidential unless the patient relieves the
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psychiatrist from this obligation, or to prevent serious harm to self or others makes
disclosure necessary. In these cases however, the patient should be informed of the
breach of confidentiality. (Declaration of Hawaii/Il)

The observance of privacy entails the protection and the respect for individuals,
as privacy is an indisputable right of every human being. Computer science professor
Stuart Russell argues that Al systems can and should incorporate privacy as a
fundamental feature (Russell 71). It is important to note that Stuart Rusell understands
and clarifies that the majority of Al applications require the inclusion of personal data
in order to function properly (Russell 71). Nevertheless, the professor believes that this
action should not result in retreat and cessation of claim privacy, because “learning
algorithms can operate on encrypted data using the techniques of secure multiparty
computation, so that users benefit from pooling without compromising privacy in any
way (Russell 71).

In addition, cognitive privacy must be protected. This type of privacy follows
the progress of machine learning and Neuroscience; “privacy on the mental action or
process of acquiring knowledge and understanding through thought, experience, and
the senses (Sadkhan 269).” For instance, in computational psychiatry, which is defined
as the study of mental disorders and symptoms through Neurosciences, limiting its
conclusions to the biological characteristics of individuals, it is imperative to ensure
cognitive privacy due to the access and recording of brain neural activity with the
ultimate goal of its analysis.

One mechanism for achieving patient’s privacy, particularly in a European
context, is to align system objectives with the criteria outlined in the General Data
Protection Regulation (GDPR) or the EU Al Act.

The GDPR sets out detailed requirements for companies and organizations
on collecting, storing and managing personal data. It applies both to European
organizations that process personal data of individuals in the EU, and to organizations
outside the EU that target people living in the EU (Data protection under GDPR).

Another mechanism for achieving patient’s privacy is cybersecurity. This
mechanism is essential for safeguarding Al systems in medicine against cyber-attacks
that could potentially lead to patient fatalities (Lekadir et al. 24-25);

On September 9 2020, a woman died during a cyber-attack on a hospital in
Dusseldorf, Germany. The woman was in a critical condition and about to be treated
when hackers disabled the computer systems of the hospital. Unable to avert the
attack, medical staff had to transfer the woman to another hospital, but the help came
too late and the woman died (Kiener).

The third issue aims to provide equal access to Al for all individuals to allow for
expanded participation. The issue at hand is the legitimacy of granting everyone a
voice in the development, organization, and usage of Al systems and whether patients
should be involved in these proceedings. The final step towards ethical design
of systems, while respecting the principle of justice, brings to the fore that the fair
distribution of the benefits of Al in society is of paramount importance, that this step
can be achieved by opening Al to more developers and physicians for its design, and
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that the demand for transparent Al systems is urgent (Rubeis, Dubbala and Metzler 4).

The democratization of Al highlights the need for transparent Al systems, as it is
suspected that the implementation of Al systems without transparency in the context
described above could be counterproductive. This raises the question of whether the
involvement of patients in the development of Al systems is ultimately in their best
interest. Due to the ease of access to medical Al systems, there is a risk of over-diagnosis,
wherein a disease may be detected that would not cause harm or death even without
treatment (InformedHealth.org). There is also a risk of increased medicalization, which
can lead to social control, as certain problems are treated as medical conditions (Conrad
and Bergey 105). In fact, the bias and opacity of Al systems, as well as the programming
of these systems that fails to derive error probability estimates for recommendations,
may increase psychological harm to patients under these circumstances.

V. CONCLUSION

Mental, as well as physical, health is invaluable. Psychiatric Al can assist in
ensuring ethical standards and upholding the principles of biomedical ethics, but only
if it is designed to meet these parameters. Otherwise, the use of psychiatric Al can
increase the vulnerability of mental health. To address this issue, psychiatric Al systems
must incorporate these principles to ensure ethical and effective use. Systems must be
designed, implemented, and operated in strict adherence to ethical principles during
development under a regulatory framework, or/and psychiatrists must be provided
with continuous guidance on ethical conduct aligned with these principles. Ethics can
contribute to the advocacy, promotion, and improvement of mental health through the
ethical design and ethical use of psychiatric Al.“Whether we have to fear Al technology
depends on how it is developed and by whom it is used. In itself it is neutral (Anderson
et al.,, “Towards Moral Machines: A Discussion with Michael Anderson and Susan Leigh
Anderson” 193)." Ethical considerations aren’t an option but a prerequisite in designing
Al for psychiatric purposes.

REFERENCES

1. Anderson, Michael and Susan Leigh Anderson. “Machine Ethics: Creating
an Ethical Intelligent Agent.” Al Magazine 28, no. 4 (2007): 15-26. Web. 24
April 2024.

2. Anderson, Michael, Susan Leigh Anderson, Alkis Gounaris and George
Kosteletos. “Towards Moral Machines: A Discussion with Michael Anderson
and Susan Leigh Anderson.” Conatus — Journal of Philosophy 6, no. 1 (2021):
177-202. Web. 24 April 2024.

3. Conrad, Peter and Meredith Bergey. “Medicalization: Sociological and
Anthropological Perspectives.” International Encyclopedia of the Social &
Behavioral Sciences. Ed. J. D. Wright. Amsterdam: Elsevier, 2015. 105-109.
Web. 24 April 2024.

“Data protection under GDPR."Your Europe. 7 June 2022. Web. 24 April 2024.
“Declaration of Hawaii/Il."World Psychiatric Association. Web. 24 April 2024.
Diakopoulos, Nicholas.“Transparency."The Oxford Handbook of Ethics of Al.
Eds. M.D. Dubber, F. Pasquale, S. Das. USA: Oxford University Press, 2020.
197-214. Print.

7. Flynn, Jennifer. “Theory and Bioethics” The Stanford Encyclopedia of

Philosophy. 25 November 2020. Web. 24 April 2024.

o vk

33| cTpaHa

ONNO30OOUIJA NUHTBUCTUKA KYNTYPA



— O N TO30OUNJA TUHTBUCTUKA KYNTYPA

«MEFYHAPOLEH AMJANOT: UCTOK - 3ANALY

10.

11.

12.

13.

14.

15.

16.

17.

18.

19.

20.

21.

GBD 2019 Mental Disorders Collaborators. “Global, regional, and national
burden of 12 mental disorders in 204 countries and territories, 1990-2019: a
systematic analysis for the Global Burden of Disease Study 2019."The Lancet
Psychiatry 9, no. 2 (2022): 137-150. Web. 24 April 2024.

Houston, Thomas K., Lisa A. Cooper, and Daniel E. Ford. “Internet Groups
for Depression: A 1-Year Prospective Cohort Study.” American Journal of
Philosophy 159, no. 12 (2002): 2062-2068. Web. 24 April 2024.
InformedHealth.org [Internet].“What is overdiagnosis?” Institute for Quality
and Efficiency in Health Care. 20 April 2017. Web. 24 April 2024.

Kiener, Maximilian. “You may be hacked’ and other things doctors should
tell you!The conversation. 3 November 2020. Web. 24 April 2024.

Kroll, Joshua A.“Accountability in Computer Systems."The Oxford Handbook
of Ethics of Al. Eds. M. D. Dubber, F. Pasquale, S. Das. USA: Oxford University
Press, 2020, 181-196. Print.

Lee, DonHee and Seonh NoYoon.“Application of Artificial Intelligence-Based
Technologies in the Healthcare Industry: Opportunities and Challenges.”
International Journal of Environmental Research and Public Health 18, no. 1
(2021): n. pag. Web. 24 April 2024.

Lekadir, Karim, Gianluca Quaglio, Anna Tselioudis Garmendia and Catherine
Gallin. “Artificial Intelligence in healthcare. Applications, risks and ethical
and societal impacts” European Parliamentary Research Service. Scientific
Foresight Unit PE 729.512 (2022): n. pag. Web. 24 April 2024.

Ray, Adwitiya, Akansha Bhardwaj, Yogender Kumar Malik, Shipra Singh,
and Rajiv Gupta. “Artificial Intelligence and Psychiatry: An overview.” Asian
Journal of Psychiatry 70 (2022): n. pag. Web. 24 April 2024.

Rocheteau, Emma. “On the role of artificial intelligence in psychiatry.” The
British Journal of Psychiatry 222, no. 2 (2023): 54-57. Web. 24 April 2024.
Rubeis, Giovanni, Keerthi Dubbala, and Ingrid Metzler. “Democratizing’
artificial intelligence in medicine and healthcare: Mapping the uses of an
elusive term.” Front. Genet 13 (2022): 1-11. Web. 24 April 2024.

Russell, Stuart. Human Compatible: Artificial Intelligence and the Problem
of Control. London: Penguin Books, 2019. Print.

Sadkhan, Sattar B.“Cognitive and the future.” 2018 International Conference
on Advance of Sustainable Engineering and its Applications (ICASEA). IEEE,
2018. 269-270. Web. 24 April 2024.

Stubbe, Dorothy E.“The Therapeutic Alliance: The Fundamental Element of
Psychotherapy.” Focus - The Journal of Lifelong Learning in Psychiatry 16,
no. 4 (2018): 402-403. Web. 24 April 2024.

Terra, Mohamed, Mohamed Baklola, Shaimaa Ali, and Karim El-Bastawisy.
“Opportunities, applications, challenges, and ethical implications of
artificial intelligence in psychiatry: a narrative review.” The Egyptian Journal
of Neurology, Psychiatry and Neurosurgery 59 (2023): 59-80. Web. 24 April
2024.

cTpaHa | 34



OBbJTACT
OUJTOSO0DUIA,

JIMHIFBUCTHUKA, KVJITYPA






METHAECETTA MEI'YHAPOAHA HAYYHA KOH®EPEHLIMJA - 2025

YK 791.632/.633-051ManHueBcku,M.(049.3)
YK821.163.3-4:81'373.7

YOK811.111'373.7=163.3
BoH. npo¢. a-p KatepuHa Bugosa

MeryHaponeH CnaBjaHcKu YHuBep3nuTeT
Peny6nuka CeBepHa MakepoHuja

OPA3EMU N CTUJICKN OUT'YPU BO AENIOTO
MAHYEBCKW: NET ECEWN

ANCTPAKT: Lienta Ha 0BOj TpyA e fa rv npetctaBu ¢ppasemuTe 1 CTUNCKNUTE Gurypu
BO fienoto MaHueBcku: [eT ecen Ha cueHapucToT 1 pexucepoT Munyo MaHuyeBcKn,
KOj CO 0Ba feno Ha nybnmkaTta 1 ce obpaka kako ecenct. CBETOT Ha GpUSIMOT, a CO Toa U
jasnkoT Bo GMAMOT e 0COB6EHO KpeaTMBeH, 6oraT Co jasnyHu n3pasu, u OTTamy ecente
HanUWaHW OPUIMHANIHO Ha aHMIMCKM ja3uK n3obunyBaaT co ¢pasemMn U CTUNICKK
burypu, Kako WwTo ce cnopenba, metadopa n xmnepbona. Bo TpyaoT ce aHanm3mpaHu
HAUMHOT Ha NpeBof Ha dpasemunTe U CTUICKUTE GUIYPU OF aHITIUCKN Ha MaKeJOHCKM
jasuk. CorneyBame feka Hekou o dpasemMuTe ce NpeBefeHn co cooaBeTHa ppasema
BO MaKeJOHCKMOT ja3uK, JofeKa HeKON ce ANPEKTHO 1y onncHo npesegeHu. LLTo ce
ofHecyBa Ha CTUNCKMTe Gurypu cnopenba, metadpopa n xunepbona 3abenexysame
[leKa Tne ce COOBETHO NpeBefeHN BO MAaKeJOHCKMOT ja3uK.

KNYYHU 3BOPOBMU: dunm, ecej, ppazema, ctnncka ¢urypa, npesog

IDIOMATIC EXPRESSIONS AND FIGURES OF SPEECH IN THE
WORK MANCHEVSKI: FIVE ESSAYS

ABSTRACT: The aim of this paper is to present the idiomatic expressions and figures
of speech in the work Manchevski: Five Essays by the screenwriter and director Milcho
Manchevski, which with this work adresses the audience as an essayist. The world of
the film and the language used in the films are particularly creative and abundant
with idiomatic expressions. Hence, the essays written in English are rich with idioms
and figures of speech, such as similes, metaphors and hyperbole. The paper analyses
the translation of the idioms and figures of speech from English into Macedonian.
We notice that some of the idioms are translated with an appropriate idiom, while
some are directly or descriptively translated into Macedonian. Regarding the figures
of speech, they are adequately translated into Macedonian.

KEY WORDS: film, essay, idiom, figure of speech, translation

BOBE/[

Ja3nKoT BO GUAMOT Kako nocebeH XaHp Ha BM3yenHaTa YMEeTHOCT n3obunysa co
eKcrnpecrBHa eKCrKa, Gpa3eonowWwKmn n3pasmn n MHOTYy CTUNCKK urypu. MakeOHCKMOT
pexucep, cueHapuct, nucaten n ¢otorpad Munuo MaHuYeBCKK, NO3HAT NO HETFOBUTE
¢unmosm ,Mpen poxpot’, MpawwuHa®, ,Majkun’, ,CeHkn", “Bpba“, ,Kajmak” n ap. Kako
MaKeJOHCKN 1 CBETCKUN CLIeHapWCT 1 pexkucep, ambacagop Ha MakefoHCKaTa KynTypa
HW3 CBETOT, CO KHMrata MaHueBcku: et eceun 11 ce NpeTCTaByBa Ha jaBHOCTa Kako eCEeUCT.
Cnopen TPMJ (2003: 606) ecejoT e gePuHUpPaH Kako ,MpPeofeH NUTepaTypeH XaHp,
KpaTKa pacnpaBsa 3a HeKoe npaluame of nuTepaTyparta, KyntypaTa, punosodujata UTH.
BO KOj Ha Hay4YHaTa obpaboTKa i ce npuapy>KyBaat 6eneTpucTnuKkm CTUICKN CpeacTBa.
KHurata ,lMeT ecen” ja coumHyBaaT neT ecenm OPUTrMHANIHO HaMWLLIAHU Ha aHTINCKK
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jasvk n npeBefeHN Ha MakeQOHCKWU ja3vK BO KOW aBTOPOT MulyBa 3a CBeTCKaTa
dunmorpaduja, CNOMeHYBajKM v KYNTHUTE MMUHbA Ha PEXMCEPU U CLEHAPUCTU Y
HacnoBuTe Ha GUIMOBUTE, HACNOBUTE HA HMBHUTE Haj3HAYajHW Jena Kou ocTaBaat
TpaeH 6ener Bo $punMcKaTa yMeTHOCT Ha rnobanHo HMBO. [atem, MaHYeBCKM NuLwyBa
n 3a ceoute dunmosu ,Mpepn poxpot’, MpawwnHa’, ,Majkn” n ,CeHkn” 360pyBajkn 3a
MOTMBOT Ha CO3[aBarb€TO Ha MPUKa3HaTa BO HMB, MAaTOT 1 Npean3BMUnTe Of niejata
[0 peanu3vpareTo Ha CLeHapuoTo, CHMMAameTo Ha oBue GUIMOBM U OJeKOT Ha
peakuuute 3a GMAMOBMTE Of CTpaHa Ha QUAMCKMTE KpuUTMYapu M Ha nybnukara.
Ja3nKoT Ha KOj Ce HamuvlaHN ecente e MOLUHe MHTepeceH, boraT co ekcnpecuBHa
nekcuka, dpasemun, metadpopu, cnopeadu. NpeBodoT Ha ecenTe Of aHMNCKN ja3uK Ha
MaKe[OHCKIN NOTTUKHYBA U ja3nyHM UCTPaxyBaka CO yrnoTpeba Ha KOMMNapaTUBHMOT
MeTOA, CO TOa LITO BO OBOj TPyA Ce pa3rneayBaaT ¢ppasemute, ppasnte 1 CTUNCKUTE
burypm, Kako WwTo ce cnopepnba, metadpopa u xunepbona.

COMEAYBAHA 3A OPASEMUTE, CTUNICKUTE OUTYPU U NPEBOAOT

CraBoT Ha MwuxajnoBckn (2019: 55) e peka ,pernctapor Ha 360poBu e
NCKNYYNTENTHO BaXKeH 3a NPAaBUTHO NCNOJMIHYBakbe Ha 3afjlavaTta Ha CeKoj npeseaysauy.”
Mpun coctaByBateTO Ha MpeBOAOT MOTpPebHO e fda ce m3bepaT 360pOBU LWITO K
KOpUCTen aBTOPOT MNP COCTaBYBaHeTO Ha OPUrMHANOT M TMe Aa ce NpuMeHaT BO
npeBopoT. CNnomeHaBMe feKa ecejoT e aePuHUpaH Kako MpeofeH nutepaTtypeH
XKaHp, KpaTka pacnpaBa 3a HeKoe Mpallatbe of nutepaTtypaTa, KynTypata unu
¢éunosodujata, Bo cnyyajor co genoto MaHueBcku: leT ecen Koe rn obeguHysa
cuTe TPWU HM3 nMpmu3maTta Ha ¢unmckata ymetHOCT. Dpasemarta npeTcTaByBa OCHOBHA
efnHuUa Ha ¢paseonornjata. Cnopep NpyeBcka-Maliocka Taa npeTcTaByBa ,CTBPAHAT
COCTaB CO CBOE NIEKCMYKO 3Hauere.” Taa e ceMaHTUUKM 1 GYyHKUMOHANHO eHaKBa CO
360poT, 6UaejkN GYHKLMOHMPA Kako 3060p BO Pas3fIyHN CUHTAKCUYKM MO3MLUK CO
COMCTBEHO HOMVHATUBHO 3Hauerbe. MuHoBa-TypkoBsa (2003: 93) cTunckute dpurypu,
OOHOCHO GUrypu Ha 3HaYeHEeTo UM TPONU 1 onpefenysa ,Kako M3pa3n OQHOCHO
KOHCTPYKUMN 6a3npaHu Ha Npeobpaszba Ha 360pOBUTE, OAHOCHO Kako GYHKLMOHAHM
moandukaumm Bo jasukort.” bojkoBcka v rpyna Ha aBTopu (2008: 350) ctunckute purypm
rm gedrHMpaaT Kako jasnyHM CpeacTBa CO KoM Ce OCTBapyBa C/IMKOBUTO M3pa3yBakbe.
MwuHoBsa-fypkosa (2003: 94) cnopenbata ja fedrHMPa Kako KOHPPOHTUPatbe Ha [Ba
NN Ha NoBeKe NpeaMeTy Uv NojaBum Co Len aa ce objacHn egHMNOT / eHaTa of HUB
CO MOMOLL Ha cpefcTBaTa Ha Apyrnot/gpyrata. Xunepbonarta Kako cTuncka ¢urypa ce
ynoTpebyBa MecTo BUCTUHCKMOT U3pa3, ce ynotpebyBa eKCnpecnBeH 13pas, WTo ro
3acunyBa, ro ronemyBa BreyaTtokoT. MeTadopaTa Kako cTunicka ¢urypa npetcraByBa
KakBa 6uno ynotpe6a Ha 360poBrTe HAABOP Of, HUBHOTO OCHOBHO 3Haueme. [InKpo u
TopopoB (1994:203), kora 36opyBaaT 3a GpUrypaTMBHOCTA, CNOMeHYBaaT Aeka,purypara
He e HMLITO APpYro TyKy CMOCOOHOCTA Ha ja3uKOT ia AONYLITK Aia ce 3abenexyBa camnoT
cebecn”. Ha n3BeceH HauvH cekoj n3pas nma BUpTyenHa GurypaTmBHOCT.

ApcoBa-Hukonuk (1999: 128) ncrakHyBa Aeka efeH o OCHOBHUTE npobnemmn
npu npeHecyBakeTo Ha GaKkTUTe BO ja3MyHMTE MOpPaKM Of W3BOPHMOT ja3uK BO
ja3nKoT-uen e NoCTUrHyBaweTo Ha NpeBofHaTa afeKkBaTHOCT, OAHOCHO MpeBOAHaTa
eKkBuBaneHuuja. Taa ce NOCTUrHyBa CO NPEMOCTYBaHETO HA Pa3fIKMTE BO ja3nyHUTe
CUCTEMU U PA3ANKIMTE BO KyNTypuUTe KO NPeKy HMB Ce n3pa3ysaar.
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AHANN3A U AUCKYCUIA
MpepmeT Ha aHanu3a BO OBOj TPy Ce KOPMYC Ha peyeHuUMn ekcuepnupaHu
of MaueBcku: lNeT ecen, npeBeAeHN Of AHIMNCKN HA MAKEOOHCKN ja3uK BO KOW U
pa3rnegyBame ¢paszemute n ctunckute durypm cnopenba, metadopa n xunepbona.
KopnycoT Ha peueHnum e ekcuepnnpaH of ciefHNTe TEKCTOBW: O NPearoBopoT
Three in One: The Screenwriter and Director as Essayist — lvan Djeparoski / Tpy Bo egHo:
CLLEHapUCTOT 1 peXMNCEPOT Kako ecencT — MBaH Llenapocku n og netTe ecen:

1. Art, Violence + Society: A New Notes (Tone and Fiction: Art and Ritual) /
YMeTHOCT, HacUNICTBO + onwTtecTBO: HekonKy Genewkun (TOH 1 GyHKLUMja:
YMETHOCT U puTyan)

2. Why I Like Writing And Hate Directing: Confessions of a Recovering Writer-
Director /30wwT0 cakam Aa nuwysam 1M Mpasam fda pexupam: Micnosep Ha
efleH CLIeHAaPUCT- pPeXXncep LWTOo Ce neyun

3. Based on a True Story: Truth and Fiction, Art and Faith / 3acHoBaHO Ha
BMCTUHCKW HacTaH: BuctrHa n nprkacka, ymeTHoOCT 1 Bepba

4. Towards Total Art: Negations as Movement / KoH ToTanHaTta yMeTHOCT:
Heraumjata Kako aBuxere

5. Great Expectations: When a Film is “Not Macedonian Enough” / Tonemwu
ouyeKyBaha: Kora Hekoj Gnnm ,He e LOBOSTHO MaKe[oHCKM"

MpBo rnmnpeTcTaByBaMe npumepuTe co Gpasemm Kov ce NpeBefeHn CO COOABETH
dpazemn BoO MaKe[OHCKMOT ja3uK. 3HauereTo Ha GppasemmTe BO aHMINCKUOT ja3mK ce
pa3rneayBaaTt BO MOHONMHrBanHuTe peyHmuym Cambridge Online Dictionary n Merriam
Webester Online Dictionary, fogeka MakeQOHCKUTE eKBMBAJNIeHTN Ce npoBepyBaaT
BO TONKOBHMOT peyHMK Ha MaKefoOHCKMOT ja3uk of rpyna astopu (2003-2015) u
TONKOBHUOT peyYHMK Ha COBPEMEHMNOT MaKedOHCKM ja3mK Ha 303e Myprockn (2005-
2025).

1. infact, only a handful examples spring to mind, all hailing from the European
cinematic tradition, such as the essays of Luis Bufuel, alongside his
autobiography (Mi tltimo suspiro, 1982 [My Last Sigh, 1983])... (Manchevski,
2023:8)

Ha ym My floaraat camo HeKOnKy 1 Toa Of eBponcKaTa KuHematorpaduja: ecente
Ha Jlyuc byrwyen Kako 1 HeroBaTa aBTobuorpadwuja ( (Mi ultimo suspiro, 1982 [My Last
Sigh, 1983])...(MaHueBcKu, 2023: 8)

Opaszemata ‘spring to mind’ e npeBefgeHa COOABETHO Ha MaKeLOHCKM CO
¢dpazemara ,Ha ym MK Joaraat” Kako BapujaHTa Ha ¢pasemaTa ,My nagHe Ha ym” co
3Hauerbe ‘ce ceTu; My TekHa' (Myprocku, 2005-2025).

2. Putting aside will and intellect, we make way for it in our imagination. The
sequence of pictures plays directly on our feelings.” (Manchevski, 2023: 14)

[n Tprame HacTpaHa BOnjaTa M MHTENEKTOT, NpaBMMe naT 3a Hea BO HawlaTa
nmarnHauuvja. PegocnefoT Ha CMKM OWPEKTHO BNvjae BP3 HawuTe 4yBCTBa.
(MaHueBcKu, 2023: 14)

Mpazemata ‘make way for it’ coogBeTHO e npeBefeHa co ¢ppazemara My Npasu
naT” co 3Hauere ‘gaBa (Hekomy) NnpedHOCT Aa nomuHe’ (Myprockn, 2005-2025).
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3. They were confused by many conventions of the form that we take for
granted: editing — changes in shot size, time compression, parallel action...
(Manchevski, 2023: 16)

Bune 36yHeT of MHOrYy KOHBEHLMM Ha popMaTa KoM HMe M 3emame 34paBo 3a
roTOBO: MOHTa)ka — MPOMEHM BO LUMPWHaTa Ha MjaHOBUTE, KOMMpecKja Ha BPeMeTo,
napanenHa akumja... (MaHuescku, 2023: 17)

Monomatckata ¢pasa ‘take for granted’ e npeBepneHa co coopBeTHa dppaszema
»3€Ma 3[1paBO 3a rOTOBO" CO 3Hauehe ‘nprdaka HeLWTO 3a BUCTUHUTO 6e3 fa npoBepn’
(Myprocku, 2005-2025).

4) If the tone is what's between the lines, what kind of tone does the social
art critic like in his/her work of art? (Mancehvski, 2023: 22)

AKO TOHOT e OHa WTO e Mery pedoBM, TOralw KakoB TOH My ce gonara Ha
COLMjanHNOT YMETHUYKM KpUTUYap BO e4HO yMeTHUYKO aeno? (MaHueBckuy, 2023: 23)

Opa3emata ‘between the lines’ e ckpateHa o opuruHanHaTta ¢pasema ‘read
between the line, uma ngeHTMyHa Ppazema BO MaKe[OHCKUOT ja3uK ,uYmTa Mery
penoBn” co 3Haueme ‘ja cdaka, ja pazbrpa HamepaTa LWITO e KaxKaHa AnpeKTHo' (TPMJ,
2011:183).

4. |do, however, want to share a few thoughts and personal experiences which
might shed a bit of light on how | go about making films. (Manchevski, 2023:
27)

5. ...ama cakam fJa crnogenam HeKou pasMucilyBakba U IMYHU UCKYCTBA, KO
Mox<aT Aa GpnaT Masiky CBET/10 BP3 Toa Kako npaBam ¢punmosu. (MaHuYeBCKY,
2023:27)

(MOpaszemara ‘shed lingt on sth’ e npeBegeHa co ngeHTnyHa ppasema,Ppnu HoBa
CBET/IMHA", CO 3Haueke ‘fage HOBO TONKYBare, objacHyBare’ (TPMJ, 2011: 311).

6. | try to enjoy the great sense of freedom that comes with creating from
scratch. (Manchevski, 2023: 30)

Ce obmnagyBam fa ro y»kvMBam Toa Cynep 4YyBCTBO Ha cnobofa wWwTo goara Kora
co3paBall og Hyna (MaHueBcku, 2023: 32)
®pazemarta ‘from scratch’ e npeBegeHa co ¢pasemaTta ,0f Hyna” co egHaKBO
3Hauere ‘(MoYHe) o Hyna — of NOYETOK, 0COOEHO He KOPUCTEjKN MW HE MOTNNPAjKN
Ce Ha NpeTxoaHu cpeacTBa unm paboTa; co HUWTO, o HUWTO' (Myprocku, 2005-2025).
7. The overall structure is there, and | stick to its common sense diligently, but
on the ground — where it matters — | follow my nose, fancying myself a
prairie hunter. (Manchevski, 2023: 30)

[eHepanHaTa CTPYKTypa e TYKa, 1 jac BEPHO ce ApXam [0 Hej3nHaTa Noruka,
aMa Ha TepeH — Ha HajBaXXHOTO MeCTO — CU ro cflefam UHCTUHKTOT 1 CM ce CMeTaM 3a
npepucku noseu. (MaHueBcku, 2023: 33)

(Mpazemara ‘on the ground’ co 3Hauere ‘npep onwTaTta jaBHOCT e NpeBeAeHa Co
¢dpaszemara ,Ha TepeH” CO CINYHO 3Hauewe ‘HafBOP Of KaHuenapwuja, nabopatopuja
NN CTyAMO; BO MeCTO Kafe CTBapHaTa, NpakTuyHaTta paboTa ce oasuma’ (Myprocku,
2005-2025).

cTpaHa | 40



METHAECETTA MEI'YHAPOAHA HAYYHA KOH®EPEHLIMJA - 2025

8. The book was lean and mean, to the point, and verb-driven. (Manchevski,
35)

KHuraTa 6elue KpaTKka 1 jacHa, BO LieHTap, 1 cage rnaronu. (MaHuyeBcku, 2023: 38)
Opazemute ‘lean and mean’ u ‘to the point’ cooagBeTHO ce npeBegeHn Ha
MaKe[oOHCKU co $pasunTe ,,KpaTKo 1 jacHO" 1, BO LieHTap"

9. “But,itreally happened”— thisis something a student of mine once told me
after | remarked that his idea for a film did not hold water dramaturgically.
(Manchevski, 2023: 49)

»~AMa, CTBApHO Ce MMa C/ly4yeHO", M1 peye efHall efleH MOj CTYAeHT Kora my
NMoCOYMB AeKa HeroBaTa maeja 3a GUIM fpamaTypLlky He ApXu Bopa. (MaHueBcKuM,
2023:58)

QOpasemta ‘hold water’ Bo ogpeyHa ¢opma COOABETHO € npeBeAeHa Ha
MaKe[OHCKM Kaje WwTo ¢ppazemaTa,JpxKM Boda” MMa 3Hauere’(3a 13jaBa, onpaBayBame,
Teopuja UM HauMH Ha Pa3MuUCIyBarbe) LWUTO N3rNeaa Aeka e BanuaeH Uinn pasyMeH; BO
Koe MOXe fia ce BepyBa unu fa ce npudatn’ (Myprockm, 2005-2025).

10. Thiscommunication on the part of the artist involves putting his or herinner
world on the line, working with one’s heart on one’s sleeve. (Manchevski,
2023:53)

3a YMEeTHMKOT OBa OMnLTeHe 3Hauu fileka TOj ro pn3nKyBa CBOjOT BHaTpPeLleH CBET
CO TOA LWITO NCKPEHO CU KaXkyBa LUTO My Niexn Ha cpue. (MaHueBcku, 2023: 58)

®Opazemarta ‘work with one’s heart on one’s sleeve’ e BapnjaHTa Ha ppasemarta
‘wear your heart on your sleeve’ npeBefieHa e cooaBeTHO co ppasemaTa My Nexu Ha
cpue” co 3Hauere ‘caka unn KonHee no’ (Myprocku, 2005-2025)

11. Truth is extremely important, and | fulfilled my obligation to itin Mothers by
trying to get to the bottom of what happened in these complicated series
of events, both in terms of facts and context. (Manchevski, 2023: 56)

BucTrHaTa e NCKNYUYnTENHO BaXKHa, U jaC C1 ja UCMOJTHMB MojaTa 06BPCKa KOH Hea
BO MajKu co Toa WwTo ce 06MA0B Aa OTKPMjaM A0 KPaj LUTO Ce C/TyYnsIo BO OBaa CJIOXeHa
HW3a HacTaHW, 1 BO Nornef Ha pakTuTe 1 BO Nornes Ha KoHTeKcToT. (MaHueBckK, 2023:
61)

(Mpazemarta ‘to the bottom of’ e npeBegeHa coopseTHO co dpasemara ,no Kpaj”
CO 3Haueme ‘0o cammnoT 3aBpLUeToK (oa); uenocHo’ (Myprocku, 2005-2025).

12. Since thisexpectation on the part of the film—fund officials/festival selectors/
Western critics is not difficult to discern, many filmmakers from developing
countries/the South/underrepresented regions (or as a Macedonian film-
critic friend of mine calls us, “the charming cannibals”) prick up their ears
and come back with films that are “more Macedonian”. (Manchevski, 2023:
71)
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Co ornep Ha Toa ieKa He e TeLKOo Aa Ce 3aKyyu LITO oOYeKyBaaT pakosoagutenure
Ha ¢unmcknte GoHoBK/ PecTnBaNCKUTE cenekTopu/3anagHnTe KpUTnyapu, MHOry
bunmayun op 3emjute BO pPasBoj/jyroT/HedOBONIHO 3acTaneHuTe pernoHn (unu
Kako LITO He HapeKyBa eflHa MoOja npwujatenka, GUIMCKa KpUTUYapKa, ,LiapMaHTHM
KaHnbann") ke rm Hauynar ylumTe 1 Ke ce nojaBat co GUIIMOBM LITO Ce,MOMaKeLOHCKN",
(MaHueBcku, 2023: 75)

(Mpasemara ‘prick up your ears’ coogBeTHO e nNpeBefeHa co ¢pasmara ,Havynu
ywn” co 3Haueme ‘3a YoBeK) ogHeHadeX NoYHyBa fia NocBeTyBa BHUMaHune' (Myprockn,
2005-2025).

13. Anyone who uttered the word “television” on a Hollywood movie set in the
40s was fired on the spot; (Manchevski, 2023: 16)

CuTe WTO Ke ro nsrooperne 360poT,TeneBn3nja” Ha XoNNBYACKNOT GUIAMCKUN CET
BO 40-TuTe roguHm 6une oTnywTaHn Ha nuue mecTo. (MaHueBcku, 2023: 17)

(Mpa3zata ‘on the spot’ coogBeTHO e nNpeBefeHa CO ,Ha N1Le MecTo” CO 3Hauere
Ha camoTto mecTto’ (Myprocku, 2005-2025).

1

14. | think that | would be more open to other experiments where strong
intuition or a well-thought-out framework would allow for a different
schedule or a different kind of give—and-take between the writing and
directing. (Manchevski, 2023: 46)

Mwucnam geka 6un NOOTBOPEH 3a APYrM eKCNepUMEHTWU Kafe WTo CWHaTa
NHTYUMja nnm Jobpo ocmmncsieHaTa paMmka 6u fo3Bonuse NOMHAKOB pacnopes uiu
MONHAKBO HA-TU-TO-Aaj-MU-TO Merly NULLIYBareTo 1 pexxupameTo. (MaHueBckn, 2023:
50)

MmeHkaTa give-and-take co 3Haueme ‘komnpomuc, nnm gobpoHamepHa 3aeMHa
pa3MeHa’ e NnpeBefeHa co Gppa3eosiowKy n3pa3 Koj COAPKN aHTOHUM ,Ha TV -Aaj Mn”
(BenkoBcka, 2015: 32) co 3Hauer€e ‘NpaBeHe Ha Pa3MeHa Ha HeLWTo.

CnepnyBaart ekcuepnupaHu npuMmepun co ¢ppasemm Kom ce AUPEKTHO NpeBeeHn
Ha MaKe[OHCKN ja3uK.

15. Today film studios make more money off TV or video than at the cinema
box office. (Manhevski, 2023: 17)

JeHecka punmcknTe ctygmnja 3apaboTyBaat noseke og TB 1 B1Aeo OTKOMKY Ha
KuHobnarajHute. (MaHueBckm, 2023: 17)

(MOpazemaTta ‘make money’ e AUPEKTHO NpeBeAeHa Ha MaKeJOHCKU CO NaronoT
3apaboTysa.

16. Film is experienced alone — we usually don't talk much while watching a
film, we don’t chant, don’t boo, nor hiss (unless in Cannes). (Manchevski,
2023:17)

OunmoT ce poxmByBa cam — OOMYHO He 360pyBame MHOry gofeka rinefgame

bunm, He ckaHMpame, He BUKaMe Ya, HUTY UCBMPKYBaMe (OCBEH ako He cme Bo KaH).
(MaHueBcku, 2023:17)
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DOpazemata’not say boo’co 3Hauere’He BeNv HLWTO' e NpeBeeHa Ha MaKe JOHCKM
CO fofdaBarbe Ha M3BMKOT 3a U3pasyBarbe HerogyBake ,ya“ n HermpaHata popma Ha
rnaronoT BMKa.

17. Still, if the artist wants to have a dialogue with society or with those who
have declared themselves its spokespersons, s/he is compelled to take the
art critics into account. (Manchevski, 2023: 20)

Cenak, ako YMETHMKOT Caka Aia BOAW AMjanior CO OMWTeCTBOTO UM CO OHME LWITO
ce npornacune 3a NOPTNapoaM Ha OMWTECTBOTO, TOralw TOj € NPUHYAEH Aa rv 3eme
npeaBua yMeTHUYKUTe Kputnyapu. (MaHuescku, 2023: 21)

(QOpasemarta ‘take something into account’ e coopBeTHO npeBegeHa Ha
MaKeOHCKN ja3uK ,3eme npeasup’, co 3Hauere ‘mma Ha ym’' (TPMJ, 2005: 210) 6e3
ynoTtpe6a Ha ¢ppazema.

18. Idon'tthinkthatdirecting narrative filmisabout the visuals orthe fancy shots
or even about good scenes that stick in the mind of a critic. (Manchevski,
2003:27)

He cmeTam feka Kora ce pexupa HapaTuBeH QUM HajBaXKHW Ce CIIVKATE WK
HaKUTEHUTE Kagpw, BYPW HU [obpuTe CLUEeHW LWTO Ke M 3anamMeTn KpUTMYapoT.
(MaHueBcKu, 2023: 29)

MOpasemara ‘stick in someone’s mind/memory’ e npeBefeHa AUPEKTHO CO
rnarosioT 3anameTu.

19. Once we started shooting, | stuck to the script as to a gospel. (Manchevski,
2023:33)

Kora egHall noyHaBMe CO CHUMakb€, Ce APXKEB 3a CLIeHapMOTO KaKo 3a eBaHrenue.
(MaHueBcKu, 2023: 36)

MOpazemerta’stick to the script as a gospel’ e 6ykBanHo npeBeieHa Ha MaKeOHCKM
,C€ APXKM 3@ CLUEHAapUOTO KaKo 3a eBaHrenune” co UCTO 3Hayere Ha MakefoHCKaTa
dpazema,ce gpum Kako cner 3a ctan” co 3Hauere’ ynopHo, TBPAOINaBO APXKM HEKAKOB
CTaB, MUCJIeHE U CJ1.; HACTOjUMBO Ce Tpyau fa nocturHe HewTto' (TPMJ, 2011: 554).

20. In the editing room, though, | decided to eliminate that part of the scene,
as it felt at odds with the quiet and intimate way the scene was building to
a crescendo. (Manchevski, 2023: 41)
AMma, BO MOHTa)kaTa He ce BKJIONyBalle BO TMBKUOT U UHTUMEH HauMH Ha KOj
CLieHaTa pacTewe Ao KpelwweHao. (MaHueBcku, 2023: 44)
Dpazemarta ‘at odds’ co 3Hauere ‘BO HecornacyBarbe, BO KOHONKT' € COOABETHO
npeBefeHa Ha MaKeAOHCKM ja3unK CO rnarosioT Bo oagpeyHa ¢opma He ce BKOMNyBa, 6e3
ynoTtpeba Ha ¢ppazema.

21. The writer let the director shoot before the entire script was finished, and
the director allowed the writer to write a lion share of the script after the
filming had already started. (Manchevski, 2023: 46)

CueHaprCTOT My A03BOMMN HA PEXMCEPOT @ CHUMA Mpef LenoTo CLeHapmo aa
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6uae 3aBpLIEHO, @ peXncepoT My AO3BOMN HA CLEEHAPUCTOT fa Hamnvle OrpoMeH fen
0f CLIeHAaPUOTO OTKAKO CHUMaHEeTO BeKe belue 3anoyHato. (MaHueBcku, 2023: 49)

(MOpaszemara ‘lion’s share’ co 3Haueme ‘HajronemunoT gen’ e NnpesefeHa ONMMCHO CO
Wl ,orpomeH pgen”.

22. Asevery artist knows — or, at least, feels in his or her bones — it is essential
to gain the viewer’s trust if you expect the work to resonate with the
recipient. (Manchevski, 2023: 53)

Cekoj yMeTHUMK 3Hae, nnu 6bapem 4yBCTBYBa BO KOCKUTE, ieKa € MHOrY Ba)KHO
Aa ja npupobure fosepbaTta Ha rmefayoT ako ouyeKyBa OBOj Aa ro npudaTtu genorto.
(MaHueBckn, 2023: 57)

(Mpazemara ‘feel it in your bones’ co 3Hauerbe ‘cunHoO fia ce BepyBa BO HelwTo 6e3
[a ce Ma objacHyBae’ e OyKBanHO NpeBefieHa Ha MaKeJOHCKN jasuK.

CnepyBaaT ekcuepnvpaH/ NpYMepy Ha peyeHuun Kage WTo e ynotpebeHa
cTnnckata ¢urypa metadopa. bojkoBcka n rpyna asTtopu (2008: 352) TBpAaT geka
+MeTadopaTta e npeHecyBatbe Ha 3HaYeHETO Of efeH 360p Ha ApYr BP3 OCHOBA Ha
C/IMYHOCTa Mery NOMMMITE LITO O3HaYyBaaT Co HUB."

23. The arts deal with the personal needs — and by extension with the social
needs — of the society as reflected in the individual (as no man is an island).
(Manchevski, 2023: 18)

YMEeTHOCTUTE Ce 3aHMMaBaaT CO JINYHU NMOTPebu — a CNeACTBEHO Ha OBa U CO
onwTecTBeHMTe NOTPeby — Ha ONLUTECTBOTO OAPA3EHN HA NoeanHeLoT (buaejkn HNKO]
He e ocTpoB). (MaHueBcku, 2023: 19)

MNoroBopkata‘No man is an island’ e gupeKkTHO NpeBeAeHa Ha MaKeJOHCKN ja3uk
,HVKOj HE e OCTPOB” CO 3Haueme feKa HMKOj BUCTUHCKM He e CO3[afeH 3a [a Xueee
CaM 1 eKa Ha CeKoj yoBek My Tpeba NoBP3aHOCT CO Apyru nyfe 3a Aa ce YyBCTBYBa
34paso.

24. The God is in the detail. The art is between the lines. It is not the “what”; it is
the “how”. (Manchevski, 2023: 24)

focnop e BO AeTanute. YMETHOCTa ce Haora mefy pefosute. He e BaXHoO ,LUTO",
TYKy ,Kako". (MaHueBcku, 2023: 25)
Bo oBue Tpu peyeHmnLm, NCTO TaKa, e ynoTpebeHa cTuckaTa purypa metapopa u
NCKaXaHO e NPEHOCHO 3HAYEHE.
25. ...or should | be pretty and faithful if | want my prince on the white horse?
(Manchevski, 2023: 26)

Wnn panntpeba ga cymybaBa v BepHa ako cakam NpurHL Ha 6en Kok ? (MaHueBCKM,
2023:28)

(Mpa3zata’‘prince on the white horse’e 6ykBanHo npeBegeHa Ha Make[OHCKM ja3nk
1 npeTcTaByBa MeTadopa 3a naeaneH cnacuTen U COBPLUEH NapTHEP, KOHLENT Koj ce
jaByBa BO PasnNyHUN KYNTYpPU Y KOHTEKCTH, CO PEUNCH NCTO 3HAYEHE.

26. At the beginning of the process there is the plot — the bread- and-butter
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of the script, the humble, but strong skeleton upon which we will hang the
flesh, nerves and handsome face of the screenplay (Manchevski, 2023:31)

Ha nouyeTokoT oA NpouecoT ro Mmame 3anfieToT — JIENYeTo U CUPEHLETO Ha
CLEHap1OoTO, CKPOMHIOT, amMa LiBPCT KOCTYpP Ha KOj Ke M 3akaunume MecToTo, HepBuTe
1 y6aBOTO NnLe Ha cueHapuoTo. (MaHueBcku, 2023: 33)

MN3pa3oT “bread and butter’ BO aHMMMCKNOT ja3nK € CO 3Hauere ‘cpefcTBa 3a
XKMBOT, 3a er3ncTeHumja;, ynotpebeH co NPeHOCHO 3HauYeHe 1 NpeTcTaByBa MeTadopa
CO KOja ce 03HauyyBa OCHOBA Ha HewTo. BO MakedOHCKMOT ja3uk NpeBofoT Jienye 1
CMpeHLUe” e, UCTo Taka, MeTadopa 3a 06POK CO KOj MOXKe [la ce NPeXMBEE U KOj MOXKe
Aa e ocHoBaA 3a NOYETOK Ha HeLWTO.

27. What is it that the writer wanted to say, as my grade-school teacher would
put it? (Manchevski, 2023: 31) .

LLITo cakan fa Ka<e NncaTenoT, Kako WTo 61 pekna mojaTta yuntenka? (MaHueBcKuy,
2023: 34)

(MOpasaTta Bo npawanHa popma‘What is that the writer wanted to say’e npeBegeHa
COOABETHO Ha MakKefoHCKM ja3uK ,LLUTo cakan ga Kaxe nucatenot” m npetcraByBa
mMeTadopa 3a ynotpebaTta Ha rnaBHaTa UAgja UK rnaBHaTa NOEHTa LUTO € NpPeHeceHa
BO efleH TeKCT, Bo egHo feno. Ce ynotpebyBa CO NPeHOCHO 3Hayere COo uen ga ce
npeHece CKpMeHaTta nopaka nunm ysuanute 3a XMBOTOT 1 CPeAnHaTa LUTO O ONKPY»KyBa
YOBEKOT BO efjeH KOHTEKCT, OAHOCHO LUTO Cakas NnucaTenioT Aa My ja Kaxe Ha umTaTenoT
rnaBHaTa ugeja Bo fenoro.

28. As | was developing the other two parts, | realized | had to start filming the
doc while the iron was hot. (Manchevski, 2023: 43)

[lopeka rv pa3suBaB gpyrute ABa fena, chatvB feka MOpam fa MoYHaMm fa ro
CHMMaM JOKYMEHTapHUOT Aen AofeKa »ene3oTo e ywTe »Kewko. (MaHueBckn, 2023:
47)

MN3pekata ‘while the iron is’ e npeBeneHa cooaBeTHO ,fO0AEKA XKeNe30To e ylTe
XewWkKo” Kako Aen of noroBopkata co MeTapopuyHO 3Hauyeme ,Kenesoto ce KoBe
LOQiEKA € KeLKO, CO 3Haueke ' BefHall MCKOPWCTM ja MPUAMKaTa; 3aBpLUM HEeWwTo
AofeKa ycnosuTte ce NoBosnHM 3a Toa’ (Myprocku, 2005-2025).

CnepyBaaTt ekcuepnvpaHu npemmvepu Kage WTo ce cpekaBa ynotpebata Ha
cTunckata ¢urypa cnopepba. bojkoscka u rpyna astopu (2008: 355) cnopepbara ja
AedUHMpaaT Kako ,TOYHO MUCTaKHYBarbe Ha C/IMYHOCTA Mery AiBa PasfinyHM MOUMN.”
Cnopepbata npeTcTaByBa HajeJHOCTaBHO CPEACTBO 33 3aMeHa Ha 3HaUeHeTo Ha efieH
360p co gpyr, Npu Toa objacHyBajKun ro gageHnoT Nomm co Apyr. HajuecTo 3a Taa uen ce
ynotpebyBa 360pOT KakKo:

29. Film is often like a roller-coaster for the mind, the gut and the heart:
experience without the danger, experience without the consequences. (..
we consciously prime ourselves for illusion.”) (Manchevski, 2023: 14)

OunmMoT yectonaT e Kako ToboraH 3a ymMOT, CTOMaKOT U CPLETO: UCKYCTBO
6e3 onacHOCT, UcKycTBo 6e3 nocnegmum (,...CBECHO ce noAaroTByBame 3a wnysuja“).
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(MaHueBcku, 2023: 14)

Bo peueHuuaTta e HanpaBeHa criopenba nomery TepMmuHuTe GUAM U TOOGOraH,
OQHOCHO B/INjaHMETO Ha GUIIMOT Ha YMOT, CTOMAKOT 1 CPLETO, O[HOCHO Ha rnefayvyor
KaKO aKTUBEH YUYeCHUK BO rMefarbeTo U KOHCYMUPaHEeTO Ha GUIMOT.

30. The artist needs the critics as much as the donkey needs the zoologists.
(Manchevski, 2023: 20)

Ha ymeTHMKOT My TpebaaT KpuTMyapu KOJSIKYy LITO Ha MarapeTo my Tpebaat
3oo0no3ute. (Myprocku, 2023: 21)

YnoTtpebeHa e cTunckata ¢urypa cnopenba, ofHOCHO HanpaBeHa e napasnena
nomMery MoBp3aHOCTa Ha TEPMUHUTE YMETHUK U KPUTMYAP CO TEPMUHKTE Marape u
300/0r.

31. This kind of dialogue is something | learned to take like cold weather in the
winter — | don't like it, but there is no way around it. (Unless you move to
the tropics, but that’s another story.) (Manchevski, 2023: 70)

BakBMOT pa3roBop e HeLWTOo LWTO HayyuB fa ro npudakam Kako CTyeHO Bpeme BO
3MMa — He MK/ Cce gonara, HO He MOXaM fa ro n3berHam (OCBEH ako He ce npecenam Bo
TpOncKa 3emja, ama Toa e coceMa gpyra npukasHa). (MaHuescku, 2023: 74)

YnotpebeHa e ctunckata ¢urypa cnopepba nomery tepmuHot ‘dialogue; Bo
npesop ,pasroBop”’, n gen pevenuuata ‘like cold weather in the winter'so npesog
,KaKo CTyjleHO Bpeme BO 31MMa“, OQHOCHO NOeHTaTa WTO Ce Kpue 3af oapeneH anjanor/
pa3roBOp LUTO He e CeKOrall NpujaTeH, HO NOTPe6HO e Aa buae NnpudaTeHa, Mnmn pabota
LWITO Mopa Aa bnge 3aBpLueHa.

CnegyBa npumep co ynotpeba Ha cTuickaTa ¢urypa xunepbona kora ce
ynoTpebyBa Kako eKCnpecuBeH 1U3pas 3a Aa ro 3ronemu Brneyatokot. Co xunepbonaTta
Ce NCTaKHyBa onpegesneH Noum no naT Ha 3rofieMyBarbe Ha HErOBOTO 3HaUeHeE, Kako
LITO € UYCTPMPAHO BO NPUMEPOT:

32. Sometimes | elaborate and say (using hyperbole) that | am convinced
Bergman could have made his films in Hong Kong or Kiarostami could have
made hisin Argentina - with some adjustments and variations. (Manchevski,
2023:71)

MNMoHekoraw objacHyBaM (1 KopucTejkn xnunepbona) Benam feka cym ybeseH otu
BbeprmaH moxen ga ru cHumm ceonte GUAMOBU BO XOHTKOHT nnu Kjapoctamn fa ru
CH/MW HeroBuTe BO ApreHTUHa — CO HeKOU NnpunarogyBsara v Bapujaumn. (MaHueBckn,
2023:75)
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3AKNYYOK

Bo HanpaBeHaTa aHanu3a of ekcuepnpaHun TpreceT 1 Be peyeHnUm og AefioTo
MaHueBcku: lNeT ecen, cornegyBame feka BO YeTupurHaeceT npumepn dpasemute ce
npeBeAeHN Of, aHIINCKM HAa MaKe[oHCKM CO coofBeTHa ¢ppazema, Kaj ocym npumepu
dpasemuTe ce npeBeaeHN ANPEKTHO, 6e3ynoTpeba Ha ppaszeonoLKkm n3pas, cnegysaat
WwecT npumepn Ha ynotpeba Ha meTadopa, TPy Ha ynotpeba Ha cnopenba n egeH
npumep Kage wro e ynotpebeHa ctunckata ¢urypa xmnepbona. Ja3ankoT Bo ecente
Kaje LWTO rfaBHa Tema e puimckaTa yMeTHOCT, Of 3apOANLLIOT Ha nenTe 3a NvyBate
Ha CLeHapuoTO, NOAroTOBKaTa M LENMOT Npouec Ha CHMMameTo Ha GuImoBMTe,
npocfiiefeHo CO OAEKOT Ha BAMjaHMETO Ha GUIIMOBUTE BO jaBHOCTA, BKIYUYBajKu '
rnefauvTe, UIMCKUTE KpUTUYapu, GUAMCKUTE NPOAYLEHTU, GUIMCKITE pexuncepu,
HOBMHaApPWTE 1 NOLUIMPOKATA jaBHOCT, e 6oraT co eKCnpecrBHa NeKCnKa, GppaseonoLlKkn
n3pasu n ctunckn eurypu. Mo HanpaBeHaTa NMMHIBUCTMYKA aHanM3a Ha dpasemute 1
CTUNCKNTE GUTYPU KOU O aHININCKM Ce NpeBeeHN Ha MaKeJOHCKM ja3uiK 3aKlyyyBame
[ileKa eceunTe ce CONMAHO NpeBeAeHN Ha MaKeJOHCKN ja3nK.
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MeryHaponeH CnaBjaHcKu YHuBep3nuTeT
Peny6nuka CeBepHa MakepoHuja

NMOroBoOPKU U USPEK BO AHTNTMCKUOT U BO
MAKEOOHCKUOT JA3UK - CJINYHOCTU U PA3JTNKH

ANCTPAKT: Llenta Ha 0BOj TpyA € Aa ' NPeTCcTaBmn CIMYHOCTUTE U PasfnKMTe nomery
MOroBOPKNTE 1 M3PEKNTE Kako crieumduyHa KaTeropuja Ha Mapemnckn efuvHuum
BO aHMNCKMOT N BO MAKeQOHCKMOT ja3uK. [1oroBopknte, NnocnosBuumnTe 1 U3peknuTte
MM NCKaXyBaaT ja3nyHaTa 0COOEHOCT, KyNnTypHOTO 6oraTcTBo, Tpaguumjata, AyxoT
M MOpanHWTe BPEAHOCTN Ha eAeH Hapog. Bo aHanu3upaHnoT Kopnyc Ha cobpaHu
AHMINCKN MOTOBOPKN N N3PEKN U HUBHUTE €KBUBANEHTN BO MaKeJOHCKNOT ja3unk ce
pasrnefyBaat CJIMYHOCTUTE N Pa3INKUTE BO NCKaXKyBatbeTO Ha Hapo4HUTE MyAPOCTHU.
Cnopef cnMYHOCTUTE 1 pasNKMTE NOMery aHIMUCKUTE N MaKe[OHCKUTE NOroBOPKMY,
KopnycoT ce Knacupuumpa Bo yetrpu rpynn. TpaHcGepoT Ha aHIMUCKMTE MOrOBOPKM
BO MaKeJOHCKM ja3nK e CO LieNN0CHa eKBMBANIEHTHOCT, CO [ileflyMHa eKBUBASIEHTHOCT, CO
CeMaHTNYKa eKBUBASIEHTHOCT 1 CO NPeBOA,.

KJNTYYHU 360POBW: noroBopKu, aHrNCKK, MaKeJOHCKU, CIMYHOCTU, Pa3fnKn

PROVERBS AND SAYINGS IN ENGLISH AND
MACEDONIAN - SIMILARITIES AND DIFFERENCES

ABSTRACT: The aim of this paper is to present the similarities and differences
between the proverbs and sayings as special units of the paremiology in English and
Macedonian. The proverbs and sayings express the language peculiarity, cultural
heritage, tradition, wit and moral values of one nation. Regarding the analysed corpus
of English proverbs and sayings and their Macedonian equivalents, similarities and
differencesin expressing the nation’swisdom have been examined.Therefore, including
the similarities and differences between the English and Macedonian proverbs, the
corpus has been classified into four groups, i.e., the transfer of English proverbs into
Macedonian has been with full equivalence, partial equivalence, semantic equivalence
and translation.

KEY WORDS: proverbs, English, Macedonian, similarities, differences

BOBEA

Cnopepn Hopuk (Norrick, 1985:30) noroBopKuTe npeTcTaByBaaT, TPaguLMOHanHN
GONKNOPHN eauHULM” BO ja3MKOT M MOCeayBaaT CBOM FEHEPUYKM U JINHTBUCTUYKA
cBojcTtBa. lNapemuonornjata e rpaHka of JNMHIBUCTUKATa KOjawToO Ce 3aHMMaBa
co noroBopkute. Coapc (Soares, 2010: 14) TBpAn Aeka 6e3 pas3nuka Koj u ga 6uno
TEPMUH Aa e BO ynoTpeba, TEepMMHOT MOroBOpKa Mo)ke Aa 6upe 3aMeHeT Co
TepMuHUTe adopur3am, MaKcMMa unm nocnosurua. NoroBopknuTe NpofosKyBaaT Aa ro
npeTcTaByBaaT ,CO6PaHOTO AOOPO UYBCTBO Ha HaLMMTE” N HUBHATA U3APXKNBOCT He
e 3arpo3eHa JOKOJKY CMe YBepeHU fieKa ,BpeMeTo M1MHYBA, HO U3peKnTe OCTaHyBaaT"
CraBoT Ha Jlo 1 rpyna Ha aBTopu (Lau et al. 2004: 1) e geka BaXXHOCTa Ha NOrOBOPKUTE
Cce OOSKM HAa HUBHUOT KOHTUHYWTeT: ,BuTanHOCTa Ha MOroBOpKUTE — MOCTOjaHOTO
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nojaByBatbe€ Ha HOBW MOrOBOPKM, 3a€AHO CO HMBHOTO KOHTMHYMPaAHO U3pa3yBarbe
BO HOBW KOHTEKCTU — ' [ONOBYBA HauMHKTE Ha Kou GOSIKNOPOT M CrojyBa HawuTe
HajroNemMm rpviXkn 1 HaluTe CUSTHX 3anoXKOu, AN  HajcKanoueHuTe BPeaHOCTU U
HaLlWTe HajMyapW NEPCNEKTMBI, MOHEKOrall APy 1 HALIMOT Hajrpy6 Xymop v HawwuTe
HajAONHY BepyBatba, U Ha TOj HAUMH My flaBaaT CTPYKTYpa Ha CBETOT OKOJY Hac.”

NcTpaxxyBareTo e cnpoBefeHO Ha KOpMyC of aHMNCKU NMOFOBOPKN N HUBHUTE
€KBVBAJIEHTV BO MaKe[OHCKMOT ja3uk. LlennTe Ha ncTpaxyBareTo € la ce npoBepat
cnefHUTe NPEeTNnoCTaBKu:

1.  AHrnuckumrte NOroBOpKNM MMaat LEeNoCHN eKBUBaAJIEHTU BO MaKeOOHCKNOT

jasuk.

2. AHMMCKNTE NOrOBOPKM UMAaT AeflyMHU €KBUBANEHTN BO MaKefOHCKNOT
jasuk.

3.  AHMUCKNTE MOrOBOPKN MMaa CEMAHTUYKK EKBUBASIEHTM BO MaKeQOHCKNOT
jasuk.

4. AHIMNCKNOT NOrOBOPKM Ce NpeBeeHN ANPEKTHO Ha MAaKeAOHCKM ja3uK.

COMEANYBAA 3A NMOrOBOPKUTE U UBPEKUTE U HUBHUOT TPAHCOEP BO
AOPYT JASBUK

Mwugep (Mieder 1993:4), Kako eieH 01 HAjCOBPEMEHMWTE NMAaPEeMMON03u, BO 06uaoT
na obes3benn ceondaTtHa aHanm3a 3a TEPMUHOT NOroBopKa, Benu: ,MpobnemoTt aa ce
LeduHMpa NoroBopKaTta e CTap KOJIKY M MHTEPEeCOT Ha YOBEKOT 3a HMB. He camo wTto
ronemmte ymoBu Kako Apuctoten v lNnaToH ce 3aHMmaBarne co npatlarbarta OKosy Toa
LITO NPeTCTaByBa NOroBOPKa, TYKY Y PaHOrpUKnTe napemmnorpaduv BNoxxyBasne Hanop
3a [a ja coBnagaaT oBaa HaBMAyM HecoBnaanvea 3agaya”. [loroBopkuTe ce npegMeT Ha
NHTepec Ha noseke NuHrencTn. Cnopep Mak3onej (Paczolay, 1970: 742) noroBopkara
npecTaByBa ,KPaToOK MCKa3, CO OUUrNedHO OMNLWTO 3HavyeHe, MOBP3aHO CO onpeaesneHo
TUMWUYHO MOJIe Ha OMWTN XYMaHU YCNOBW, CTaBOBM U AejctBa. CTaBoT Ha Abpaxamc
(Abrahams, 1972: 119) e neka noroBopkuTe ce ,AyXOBUTK TPAAULNOHANHN N3pa3n’, a
cnopeg AyHac (Dundes, 1975: 970) Tne ce cocTojaT oA, Hajmasnky ABa 36opa”, gogeka
nak, bpyHsaHg (Brunvand, 1986: 74) TBpau Aeka Tue ce ,penatnBHO GUKCHU Gopmm
KOW Cce CpeTHYBaaT BO YCHO LupKynupame” Tejnop (1994: 8) TBpaun Aeka,noroBopkara
€ U3yM Ha NOoefMHEeLOT KOj KOpUCTU maen, 300poBM 1M HaumMHK Ha 360pyBake Kou
Ce onwTono3HaTtK. 3aToa LWTO TOj ro MpPaBM TOa, HEFOBUTE U3PEKU ce NpudaTeHn n
LUMpKynuMpaat H13 TpaguymjaTta”

NajoHc (Lyons, 1977) ro Kopuctn TepMUHOT ,FOTOBU MCKa3n” 1 Toj Benn geka
CO NPeHeCyBaETO Ha NOCIOBMLMTE Off €AHa reHepauumja Ha gpyra ce o6e3benyBaaT
MHOTY NPUMepU Ha FTOTOBU UCKa3MW.

Bo makepoHcKkata nuHremnctuka Pyxa Manocka (1994) rm BknyuyBa NOroBopKuTe,
NOCNOBMLNTE, KpUATULMTE U LUTaTUTE BO GPA3E€O0NOLLKN N3Pa3n, HO He CUTe, TYKY Tne
wropobunemetadpopryHO3HaUEHE N LUITOHOCATOOONWTEHOCTUCINKOBUTOCT. KaTepurHa
BenjaHoBcka (2006) ppazemmTe BO MaKeJOHCKNOT ja3nK ri 4enn BO TPU rPynu, O4HOCHO
nanommuTe ce BO NpBaTa rpyna Ha ¢pa3eosiowKmy n3pasun, KOMNOHEHTHUTe Gppa3emMn BO
BTOpaTa 1 NOC/IOBULNTE, MOTOBOPKNTE, OBNarocnoBuTe, KNeTBUTE U aBTOPCKUTE LUTaTy
BO TpeTaTa rpyna. lNon JoBaHoBcku (1991: 7) TBpAM Aeka Hajyb6aBOTO HacneaCcTBo HX3
BEKOBMTE € MNPOTKaeHO BO MOCNOBULMTE N NOFOBOPKNTE U CO TOa TUe NpeTcTaByBaaT
KynTypHO 60raTcTBO Ha Tpaguumjata Ha efeH Hapogd. Bacun TouymHoBckm (2015: 13)
MCTaKHYBa [eKa NOCNoBULNTE Ce MHANBMAYANHM TBOPOM 1 npeTcTaByBaaT Gopmynm
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3a ofgJenHun nojaBu, MaHuecTauuu, Nornegn 1 BNnevaToLm of YOBEKOBOTO XKMBOTHO
NCKycTBO. PycknoT nucaten Makcum fopkn rv gedpuHmnpa nocnoBuLmnTe Kako nspas Ha
BEKOBHA HapOAHa MyLpOCT, BACTUHCKA HapoaHa ¢uno3oduja, n BO HUB ce cObpaHu
TBOPEUKMOT AyX Of eHa 1 CTBApHOCTa of Apyra CTpaHa, NpeTcTaByBajKM OApa3 Ha
CMefiocTa Ha HapoAoT BO MUC/EHETO 3a HEeKOW XUBOTHM npawama n gena. Mery
NMOroBOPKMTE 1 NOCNIOBULNTE HEMA rofiema CYLITUHCKA pa3nuka. Cnopeg TPJM (2008:
143) noroBopka e ,onwTono3HaTa Kyca, YNCTO CUHTAKCUYKN HeopopMeHa 13peka, Co
MPEHOCHO 3Hauere, Koja ce NCKaKyBa Kako 13pa3 Ha HapogHaTta mygpoct. Og aT Ha
marape. Hu nyK jan, H1 nyk mupucan. Og gpyra cTpaHa, nak cnopeg TPMJ (2008: 361)
nocsioBuMLUa e ,KpaTka CMHTaKkCcMuka opopMeHa 13peka, peyeHmLa WTo ce npeHecyBa
no Tpaamumja Kako n3pa3 Ha HAPOAHOTO XMBOTHO NCKYCTBO 1 HAa HapoAHaTa MyApOCT.
Hog 6yHap konaj, Ha cTapmoT He nNnykKaj. (pyeBcka-Mayiocka (2021: 179) nocnosuuute u
NMOroBOpKUTe MM Knacnduumpa Bo GppaseonoLlKkn n3pasm, Kako Ha np.: LITO Ke noceeLw,
TOa Ke NOXKHeeLw; HMLWAj BpaTa, 3emMaj nnaTta; e4Ha NacToBMUa He YAHWU NPONeET; rnagHa
KOKOLLIKa, NPOCO COHYBA.

boHe BennukoBku (2002) co cBoeTo Aeno ,MakegoHCKO-aHIINCKN U aHTTNCKO-
MaKeJOHCKN NOCMOBMYHM Napanenn” gaBa cepuo3eH NpuAoHeC 3a MakedoHCKaTa
napemuonoruvja.Bennukosckn(2002:10) TBpamaekaMakegoHumTeycneanegacovyBaart
3HauuTeneH genopf TpagmuoHanHUTE NOCIOBULM, MOrOBOPKM 1 GPa3eooLWKN U3pasmn
KOMLUTO HajuecTo ce OfHecyBaaT Ha HeKOW MojaBu, NpeaMeTu, CUTyauum, KOUWTO, Of
LpyracTpaHa, ogurpasne ogjlydyyBayka ysora BO HQUMHOT Ha XKUBeeHe Ha MaKeJOHCKNOT
Hapog. Bennukoscku (2002: 12) nctakHyBa fieka, NO3HATUOT aMePUKAHCKM NapemMmnonor
Apuep Tejnop e NPBMOT WTO ro BOBEN TepPMUHOT ,NocnoBuYeH Tmn“’ Bo cBojata KHuUra
,3a nocnosuuata’, objaeHa Bo 1931, Tejnop ce 3aHMMaBan Co MOC/IOBULMTE KAKO
MeryHapofHa MnojaBa of Pa3fINyHM acnekTu, ynoTpebyBajkn Nnpumepun of aHrmncKy,
repMaHCKn, NaTuHCKM 1 GpaHUycku aena. Tejnop, OCBPHYBajKM ce Ha MocnoBuuaTa
KaKO COMCTBEHOCT Ha NOBeKe HaLMOHANHN KYNTypWy, eKBMBaNeHTUTe of efHa u3peka
NCKaXKaHa Ha efleH oApefeH ja3vik U Ha HEKOJIKY ja3uum M HapeKkyBa,BapujaHTn” Ha
nocnioBmuUaTa, AOAEKa CETOT Ha BapujaHTUTE ro HapeKyBa Kako ,Tun”.

AHAJIN3A HA KOPIMYCOT NMOroBOPKU U U3PEKU

EgHa of rnaBHUTE uenn Ha UCTPaKyBareTo e Aa Ce BUAM eKBUBaNeHTHOCTa
nomery aHrnckuTe M MakedOHCKMTe MOroBOpPKM M nocnoBuun. [loroBopkute u
n3peKknTe 4yectornatyu npeHecyBaaT MCTa MyApOCT, UCTa MUCIA M NOpPaKa, HO Ha
pa3nMyeH HaunH e NCKaxaHa BO ABaTa ja3uKa.

MNpepmeTn Ha aHanm3a ce 51 aHrMUCKM NOroBopkn u n3spekn op Cambridge
Online Dictionary 1 Bo cOrnacHOCT CO HUBHUTE €KBUBANEHTM BO MakeAOHCKMOT ja3nk
KnacuduumpaHu ce BO YETUPU FPynu: NOroBOPKM CO LIeNIOCHA €KBMBANEHTHOCT, CO
AeNlyMHa eKBMBANeHTHOCT, CO CeMaHTMYKa eKBMBANEHTHOCT BO [BaTa ja3nka U CO
npesog. MNogen6ata Ha NOroBOPKMTE BO OBME YETUPU FPYNuM € HanpaBeHa criopeq
MogenoT 3a npeeof Ha ¢pasemm Ha MokujeHko n CrenaHoBa (Mokijenko, and
Stépanova, 2008). EkBuBaneHTUTE BO MakeJOHCKMOT ja3nK U HUBHUTe objacHyBaha ce
noTkpeneHn of ToNKOBHMOT PeYHNK Ha MAaKeJOHCKMOT ja3uk (2003-2015), TonkoseH
PEYHNK Ha COBPEMEHMNOT MakeQOHCKM ja3uk Ha 3o03e Myprocku (2005-2025), KHuraTta
,/IM1HbaTa BO MakefoHcKaTa ¢ppaszeonornja” Ha KatepuHa BenjaHoBcKa n busbaHa
MwupueBcka-boweBa (2021) n kHurata, Lijeparijec i Zeljezna vrata otvara” co nogHacnos
,Kratki folklorni zanrovi iz makedonskog narodnog stvaralastva” (2015) n36pana u
nogroteuna Ennzabeta lNeTpoBcka m3pgageHa of 3aegHuuata Ha MakegoHuuTe BO
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Penybnuka XpBaTcKa.

1. enocHa ekeuseasieHMHoOcM — ce nojasyed Kaj no2oeopKume u uspeKume
Kouwmo umaam eOHAK8a ceMaHmMu4Ka, CMpyKmypHa u JIeKCUYKA COOPXKUHA U
COOp>Kam ucmo NpeHOCHO U Npazmamu4Ko 3Ha4ere.
1. All good things must come to an end.
Ce wTo e y6aBo He Tpae gonro. (2015: 121)
2. Better late than never.

Mofobpo HeKkoraw OTKOJIKY HMKOraw — Nogobpo e fa ce Hanpasu HeLWTo unu
[l ce NPUCTUIHe CO 3af0LHYyBakbe OAOLWTO Aa He Ce Hanpasy UK BOOMWTO fa He ce
npucturHe. (Myprockun, 2005-2025)

3. Blood is thicker than water.

KpBTa Boga He CTaHyBa — CEKOj OAW Kaj CBOUTe, CEKOj UM NPOCTyBa Ha cBouTe.
(TPMJ, 2005: 630); KpeTa Boga He cTaHyBa —1. POAHMHCKUTE OJHOCK U NI0janHOCTa ce
HajCUNHN 1 HajBaxHW. 2. DamnnnjapHUTE KapakTepUCTMKN He MOXaT Aa ce NpuKpujarT.
(Myprocku, 2005-2015)

4. Don't put off until tomorrow what you can do today.

He ocTaBaj ja cerawHarta pabota 3a yTtpe. (2015: 101); LUTo moxew peHec, He
OCTaBaj 3a yTpe — COBET OHa LUTO MOXe [a Ce 3aBpLun AeHEC (M1 BO MOMEHTOT) braejkin
YTPELWHNOT AEH HOCU HOBY OBBPCKMU, a YCNIOBUTE MOXKE Aia ce cMeHaT. (Myprocku, 2005-
2024)

5. Easy come, easy go.
Kako pouwno, Taka nowo. (2015: 88)
6. Fortune favours the bold.

CpekaTa rm npaty Xpabpute — HajuecTo yCreleH € OHOj YOBEK KOj pU3MKYBa.
(Myprocku, 2005-2025)

7. Like father, like son.

KakoB TaTKO, TAKOB CUH — CUHOT € TaKOB KaKo LUTO ro BocnuTan TatkoTto. (TPMJ,
2014: 27); KapaKTepoT unm ogHeCyBaHheTO Ha CMHOT MOHEKOrall HaJIMKyBa Ha Toj o4
TaTKoTO. (Myprocku, 2005-2025)

8. Timeis money.

BpemeTo e napu — BpeMeTo e Ba)KeH efemMeHT, na 3atoa paboTtute Tpeba aa ce

3aBpLUyBaaT WTO € MOXKHO Nobp30 (Myprocku, 2005-2025)
9. Two heads are better than one.

[lBe rnaBu Nnogo6bpo mucnaT o efHa — NOXesHO e Aa Ce Ma MUCTIeHE UK COBET

n op apyro nuue (Myprocku, 2005-2025)
10. Where there’s smoke, there’s fire.

Kage wTo rma yag nma v OrmH — Kafe LITO Ce HaBeCTYBa HeLUTO BO Masia KOJIMYNHA,
MOpa Aa MMa 1 HeLTo noronemo, nocepnosHo. (TPMJ, 2014: 339); Kage uma yag, uma u
OraH — cekorall NoCTOMN HeKaKBa NpuUmnHa 3a 036opyBaneTo. (Myprocku, 2005-2025)

11. Time flies.

BpemeTo cu neta Kako co Kpunja. (2015: 131); Bpemeto neta — cX nommHysa 6p30
n HeoceTHo. (TPMJ, 2006: 36); Jleta BpemeTo — Ce Benu Kora ce YMHU fieka BpeMeTo
oaMMHYBa MoLHe 6p30. (Myprocku, 2005-2025)

12. Out of sight, out of mind.

Haneky og ouunTte, paneky of cpueto. (2015: 65); laneky of, ouun, ganeky og cpue
(nocn). (TPMJ, 2006: 500); nobp3o ru 3abopaBame nyreTo UAM HewTaTa LWTO He ce
BUANVBN UK He ce npucyTHU. (Myprocku, 2005-2025)

13. Slilence is golden.
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MonuemneTo e 3naTo (nocn.) (TPMJ, 2005: 217); noHeKoral Hajaobpo e fa He ce

36opyB.a. (Myprocku, 2005-2025)
14. All that glitters is not gold.

Ce wTto cBeTn He e 3naTo. (2015: 121); He e 3naTo ce WTO Cjae — NPUBNEYHNOT
HaZBopeLeH n3rneq (Ha HEKOro WM Ha HELLTO) He e CceKorall NokasaTes 3a HEroBuTe
BUCTUHCKN ognukm unn spegHoctn (Myprockun, 2005-2025)

15. You've made your bed, now lie in it.

KaKko Ke c1 nocTenewl Taka Ke Cu flerHell — Kako C/ HanpaBu, Taka 1 ke gobuelu.
(TPMJ, 2008: 370)

16. You reap what you sow.

LLTo e noceel, Toa Ke »Heeww. (2015: 143)

LLTo Ke ceel, Toa Ke XHeew — Kako Ke r1 ypeauw pabotuTe, Taka Ke T bugar.
(TPMJ, 2011:338)

17. Rome was not build in a day.

PvMm He e co3papeH Bo efeH ieH — 3a ronemunTe paboTn e noTpebHO MHOTy Bpeme.
(2021: 146)

18. All roads lead to Rome. saying

Cute natmwTa BoAaTt A0 Pum - Pym Kako UeHTap Ha CBETOT LWITO Mopa Aa ce
nocetu. (2021: 146)

19. Slowly but surely.

MNoneka, na curypHo. (2015: 113); Moneka ama CUrypHO — HajBaXHO e Jda ce
3aBpLK paboTtata. (TPMJ, 2011: 366)

20. No pain, no gain.
be3 maka Hema HaykKa. (2015: 36)
21. Asound man in a sound body.

Bo 3gpaBo Teno 3gpaB Ayx. — Ce KOPUCTU 3a fa Ce NCKaXKe MUCNEHETO eKa
[O06pOTO GU3NUYKO 34paBje € NpeaycsioB 3a fOOPO MeHTanHo 3apasje (Myprocku,
2005-2025)

22. Strike while the iron is hot.

Kene3oTo ce KoBe gofeka e Xewko (nocn.) - pabotute ce pelaBaaTt Kora UM e
Bpeme. (TPMJ, 2005: 544); BegHal NCKOPWCTM ja MPUIMKATA; 3aBPLUM HELWTO fOAEeKa
ycrnoBuTe ce nNoBosHM 3a Toa. (Myprocku, 2005-2025)

2. [lenymHa ekeusasieHMHoOCM — ce jasyea Kaj no208opKume u uspeKume Kou
ce udeHMuUYHU 80 0OHOC HA 3HAYeHemo, UmMa Masiu pasIuku 60 00HOC HA
JleKcukama, Ho 20 3a0080J1yeaam Kpumepuymom 60 00HOC Hd HUBOMO Ha
ekeusasieHmHocm.

23. Better an egg today than a hen tomorrow.

Mono6po Bpanye B paka OTKOJIKY rynab Ha rpaHka — Nofo6po e fa cv 3a0BOJEH
CO TOa WTO ro MMalw OAOWTO Aa m3rybuw ce obupayBajkm ce pa pobuell noseke.
(Myprocku, 2005-2025)

24. The apple does not fall far from the tree.

Kpywa nopg kpywa cu nara. (2015: 92); KpywaTta nog KpyLwa nara — KakBu ce
poguTennte, TakBuM Ke MM ce pgeuata. (TPMJ, 2005: 654); rnaBHuTe damunnjapHu
KapaKTepUCTUKM HajuecTo ce NpeHecyBaaT of KOneHo Ha koneHo. (Myprocku, 2005-
2025)

25. Health is better than wealth.
3apasjeTo co napwu He ce Kynysa. (2015:78)
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26. No room to swing a cat.

Hema mecTo nrna ga nagHe/ Hema Kage nrna ga ¢pnvw — npetecHo e. (TPMJ, 2005:
240); Virna Hema Kage ga ¢pnvw (Mnu ga) nagHe — (ocob6eHo 3a 3aTBOPEH NMPOCTOp)
npenosnH e co nyre, npegmeTn UTH. (Myprocku, 2005-2025)

27. Good things come to those who wait.

Koj ueka, Ke foueKka — TpNeHMeTo e BaxeH npeaycnos 3a ycnex. (Myprocku, 2005-

2025); ctpnnuBocTa ce ucnnaka. (TPMJ, 2014: 349)
28. The bigger they are, the harder they fall.

Koj BnCOKO neta, HUCKO Ke nagHe. (2015: 90); Koj BUCOKO neTa, HACKO nara — Toj
LITO Ce NPaBy MHOTY BaXeH Nopaaun HeLWTo, MoXe MHOry 6p30 Ja ocTaHe 6e3 Toa; He
Tpeba fa ce 6uae HeckpomeH. (TPMJ, 2006: 36)

29. What goes around comes around.

CeceBpaKa, ce ce Naka — Kora-Torall YoBeK Ke Mopa fla ce CO0UM CO NocieanumuTe

op concteeHuTe noctanku. (Myprocku, 2005-2025)
30. Two wrongs don’t make a right.

[BanyTu KameHa 6palHo He Menart. (2015:65); [iBa KameHU Ny TV He MenaT bpallHO
(nocn.) (TPMJ, 2005: 460); [iBa nyTV KameHa He menaT 6pallHO — 32 XapMOHMYEH OAHOC
1NV BO pacnpasuja Mery ABajua, JoOpOo e Aa ce NoKaxke NonyCcT/IMBOCT, TONIePAHTHOCT
nnn TakTuyHocT. (Myprockn, 2005-2025)

3. CemaHmu4Ka eKkeueasieHMHoOCM — ce jagyed Kaj no2o8opKume u uspekume
Kouwmo umaam ucmo 3Ha4yere, Ho pas/Iu4HU JIeKCUYKU hopmu U pasnuvyHa
CUHMakKcu4yKka cmpykmypa. 3ae0HUYKOMO 80 eKeusasieHmHocma ce cocmou
80 Moa Wmo peyucu e UCMo 3Ha4eremo U 0ejcmeomo wmo 20 omcJiuKyeda
nozoeopkKama 6o 0eama jasuka.

31. Actions speak louder than words.

[leno Ha Bngeno u cekoj ke BepyBsa (2015: 66)

32. Don't bite the hand that feeds you.

Hog 6yHap konaj, BO CTap1oT He NnyKaj (nochn.) — 6apaj, cTpemm ce KOH HOBO, He
npe3unpaj ro ctapoto. (TPMJ, 2008: 119); 6apaj HOBU MOXXHOCTK UK NpUjaTeNn, HO He
3abopaB.aj Ha cTapuTe. (Myprocku, 2005-2025)

33. Don't count your chickens before they hatch. (2021: 141)

Ha HepogeH lMeTKo Kana My Kpow — Kora npeABpeme ce NpasaT njaHOBY 3a HELTO
HecurypHo. (2021: 141); 3a HepogeH [MeTKo Kana Kpou — 1M3bp3yBa WanM nperonem
ONTUMUCT € AeKa HeLWTO Ke ce Ciyum nnm Ke nocurHe ycnex. (Myprocku, 2005-2015)

34. Don't judge a book by its cover.

[nepaj ro KOKOT, He rnefaj My ro ornamMmHuKoT. (2015: 56); Inepaj ro KOHOT, He ro
rnefaj ornaBoT — CyAM cnopep Toa KakoB €, a He TO HOCK Ha cebe nnu Kako nsrnega.
(Myprocku, 2005-2025)

35. If you play with fire, you'll get burned.

Koj ce nonapun og MnekoTo, AiyBa U Ha MalUTeHWUUATa — Ce BeSiN 3@ HeKOoj LTO
efHalW 6un nsna)kaH, HacamapeH, Na ctaHan mMHory npetnasnus. (TPMJ, 2003: 553);
Koj ce nsropen Ha Maeko 1 Ha mawTeHunua (Mnm jorypT) AyBa — HEMPUjaTHO NCKYCTBO
YOBEKOT ro NpPaBmv MHOTY BHMMAaTENeH Kora Ke ce COOUM CO HeLWTO C/IMYHO BO NAHMHA.
(Myprocku, 2005-2025)

36. The early bird gets the worm.

Koj paHo paHu, aBe cpeku rpabm — Koj CTaHyBa paHO, MOXe fa 3apaboTtu, Aa

cnevanu noseke. (TPMJ, 2011: 93); TOj WITO Ke ja NCKOPUCTU HajpaHaTa UM npBaTta
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MO>KHOCT [la HampaBM HELWTO, CUFYPHO Ke Ce CTEKHe CO MPegHOCT npen Apyrute.
(Myprocku, 2005-2025)
37. The grass is always greener on the other side.
Tyfoto BMHO nocnatko e. (2015: 133); Tyrfata KoKOWKa noronemu jajua Hece
- (nocn.) TyfoTo HM ce YnHU nocnaTko of HaweTo. (TPMJ, 2014: 133); XnBOTOT UK
cocTojbata Ha gpyruTe nyfe ce YMHU Jeka ce nogobpu op concteeHuTe. (Myprocku,
2005-2015)

38. Little strokes fell great oaks.

TuBKa Boga 6per poHM — CO YNOPHOCT 1 CTPRANBOCT ce nocturHyea cX. (TPMJ,
2011: 257); TMBOK U HEHaMETNIMB HAUYMH Ha [ejCTByBakbe Kpue rofiemo 3Haere unm
BELUTMHA, AabOoKN MUCIn Unm ronemo nykascTBo (Myprocku, 2005-2025)

39. You catch more flies with honey than with vinegar.

Y6aBunoT 360p 1 kenesHa Bpata otBopa. (2015: 124); Cnagok 360p 1 XenesHa

BpaTa OTBOpa — Ha yb6aB HauuH ce ce nocTurHysa. (TPMJ, 2005: 184)
40. Between the devil and the deep blue sea.

Ce Haora mery Ba OrHa — ce Haora BO TeLlKa, HenpujaTHa Nonox6a nnm cmTyaumja
Kora mopa ga usbepe mery ase 3na. (TPMJ, 2006: 446); Mery fBa orHa — UCNpaBeH
npen 13bop of ABe NOAeAHAKBO HEMOBOJIHN MOXKHOCTK; BO TewkKa unn 6e3msnesHa
cutyaumja. (Myprocku, 2005-2025)

41. Too many cooks spoil the broth.

Mpu mHory 6abu geTeTo Knaeo m3nerysa (Nocn.) — ce npedna pabortata og eaeH
Ha gpyr, a HAKOj He ce 3adaKa Aa ja cpabotu. (TPMJ, 2003:71); paboTaTa HeMa ycnewHo
[ia Ce 3aBpLLM aKO MOBeKe Nlyfe ce MeLlaaT BO MIaHMPabEeTo UK CMPOBEAYBaHETO U
eiHoBpeMeHO HapegayBaaT (Myprocku, 2005-2025)

42. Birds of a feather flock together.

Ce BpaTn BO CBOETO jaTo — ce BpaTu Mery caoute. (TPMJ, 2005: 433); Ce BpaTtu BO

CTapoTo jaTo — ce BpaTu mery ceoute. (Myprocku, 2005-2025)
43. Same meat, different gravy.
He no Bpat, amu no wwuja. (2015: 101); He no Bpart, No wuja — Toa € eAHO UCTO.
(TPMJ, 2003:301); ctaHyBa 360p 3a UcTa paboTa; Hema pa3nuka. (Myprocku, 2005-2025)
44, Cleanliness is next to godliness.
YncToTtata e nonosuHa 3gpasje. (2015: 139)
45. Opportunity seldom knocks twice.

He e cekoj feH BenurgeH — He ce cnydyBaaT cekoj feH, ybaBu ronemu pabotu.
(TPMJ, 2003: 223); U1 BenurgeH egHaw 6upaysa. He e cekoj geH BenurgeH. [IBanatn <
KaTafleH; cekojoeH > BenurgeH He bugyBa — yb6aBuTe paboTn He ce CrlyyyBaaT YecTo.
(2021:98)

46. Don't put all your eggs in one basket.

CraBa ce Ha efjHa KapTa — pu3unKyBa cX 3a ycnexoT Ha efeH notdat. (Myprocku,
2005-2025)

(47) There is no such thing as a free lunch.

Kapge wTo nma ronema rosba, 3emm cn mano naxumde. (2015: 86)

4. [pesod - ce npumeHyea Ko2a Hema coo08emHa No2080pKa 8o deama
jasuka, unu 0seme jazuyHu Kynmypu. Ommamy, no2080pKuU U U3peKu Kou ce
npumeHyeaam 80 aH2/IUCKUOM ja3uk, a Hemaam coooeemeH eKaueasieHm 60
MakKeOOHCKUOM ja3uk, OUpeKmHo ce npesedysaam.
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47. Beauty is in the eye of the beholder.
Be3benn ybocTa e BO 3eHMLMTE Ha TOj WITO ja rnefa - NPeBOAOT Ha NOCoBMLaTa
e of genoto ,YetmpreceT npaBuna Ha jbyboBTa: KHura 3a Pymun” (Ladak, 2018: 283).
48. If you can't beat ‘em, join‘em.
Ako He MoXeLl Aa rv nobeauLl, NPUAPY1 NM ce.
49. Nothing ventured, nothing gained.
Koj pu3ukyBa, T0j gobuBa. ((pasr.) ce cpekaBa BO [MIrMTasHNOT PEYHUK Ha
MaKeJOHCKMNOT ja3uK)
50. A picture worth a thousand words.
EpHa cnuka Bpean unjaga 36oposu.

3AKJTYHOK

Bo HanpaBeHaTa aHanu3a of negeceT W efHa MOroBopka fJoarame A0
cornefyBsarbe fieka ABaeceT 1 ABe MOroBOPKU N U3PEKM MMAAT LefIOCHN eKBUBANEHTN
BO MaKefOHCKMOT ja3uK, OCyM [OroBOPKM MMaaT [AeNyMHW eKBUBANIEHTU BO
HaLWOT ja3unK, AofeKa, NakK, cefyMHaeceT NOroBOPKN Ce CcpeKaBaaT CoO CemMaHTU4YKa
€KBMBANIEHTHOCT BO MaKedOHCKMOT ja3uK, a 4YeTupu MNOroBOPKN Ce AUPEKTHO
npeBeAeHN Ha MaKedOHCKM ja3uK. Hajronem e 6pojoT Ha LeNOCHUTE eKBUBANEHTH,
noToa cfieflyBaat CEMaHTUYKNTE eKBUBANIEHTW, fieTYyMHUTE 1 Ha KPajoT NOroBOPKUTE
KOWMLUTO ce npeBefeHN. VIHTepeCHO CO3HaHMe e Toa LITO aHMINCKMUOT Y MaKeJOHCKNOT
ja3uK Kako aHaNUTUYKM ja3uum KOW npunaraat Ha pasfiyHu ja3uyHU rpynu, OAHOCHO
aHIMUCKMNOT e fileN1 o 3anagHorepMaHcKaTa rpyna Ha jasuum, a MakeJOHCKMOT ja3nK Ha
jy»KHOC/IOBEHCKaTa rpyna Ha jasnun, NoKa)KyBaaT U3BeCHa C/IMYHOCT BO NCKaXKyBaHeTo
Ha MygpoCcTUTe K MOpakuTe MNpeKy MOoroBopkute u wuspeknute. CANYHOCTUTE W
Pa3NUKNTE BO aHMNCKMNOT U MAaKeJOHCKUOT ja3unK ce JoMmKaT Ha GpaKToT WTo v ABaTa
jasuka npunaraat Ha MHOOEBPOMNCKOTO ja3UYHO CEMEJCTBO M Ha e4HO MOLUPOKO
jasnuHo n kynTypHo 6oratcTBo. VcTO Taka, n Bennukosckm 3abenexysa (2002: 7) geka
Kaj aHIMNCKNTE NOrOBOPKK Ce MPOHAjAeHU CIIUYHW UAN UCTU NOCNOBULUM 33 UCTUTE
YyoBeuKM JobnecTn, MaHM 1 COCTOjOM KaKo BO MaKeOHCKMOT ja3uK.
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