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YBoa

0O6eKT Ha HaCTOALIOTO HU3CjieABaHE € daHAJIM3UPAHETO HAa TPYAHOCTUTE U Cl'IeL[I/ICl)I/IKI/ITe

npu npeBoja Ha kHUraTa ,llpecie/jBaHe HAa aHTUYHUTE YYAOBHUILA B OMyJIIpHATA KYJATypa“.

3aja4yM Ha U3cjaeiBaHEeToO ca:
e [Ipe/ICTaBsiHE U KOMEHTAp Ha TPYAHOCTUTE MPHU MPeBOJia Ha HAYYHO U3/IaHUE;

® OTpa3dBaHEe HA TEOpPEeTHYHHW HU3TOYHHUIHMU 3a MNPEBOJ4, MpPpEeJaBaHETO Ha peaJiuy,

TEPMHHH;

¢ dHaJIM3 Ha CHEL[I/I(l)I/I‘-IHI/I Ka3yCHy, Bb3HUKHAJIK 10 BpeEME Ha pa60TaTa IO KHUIraTa H

ONUT NpPeBOIaYeCKUTE pellleHus Aa O'bAaT 3alUTEeHH;

ueJI Ha IIpOy4YBaHETO € Ja C€ HallpaBXH KOMEHTAp Ha daKTyaJJHU IIpUMepHU OT
NpeBeXxJaHOTO IIpou3BeAE€HHE, 3a J[Ja Ce€ YCTAHOBHM OT KaAKBH Ca CHeU,I/I(l)I/IKI/ITe npu

MpeBeXJaHEeTO Ha HEXYJOXKECTBEH TEKCT M KOMW Cd TEXHUKHWUTE MOraT Aad HAIIPABAT HAYy4YHHUA

TEKCT no-pa36HpaeM 3a YHUTATeEJINTE.
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1. [IpeacTraBsHe Ha aBTOpPa U KHUTaTa

Enuza6er (/In3) ['10¥H e fo1. AOKTOP N0 JIATUHCKHU €3UK U JIMTepaTypa B KaTejpa ,Kiacuuecka
dunosorua” kpM yHuBepcuTeTa ,Poiibi Xosoyeil” BbB Bennkobputanus. HeiiHuTe u3sciaeBaHus ca
doKycupaHU BbpPXy B3aUMO/JeNCTBUETO MeX/Ay JJATUHCKaTa JIuTepaTypa U ¢unocodusaTa (B 4aCTHOCT

CTOUIM3MA) U JHKEH'bD U3C/e/[BaHUATA.L

dur. 1. Ennzabert (/ins)
InowH

OcHOoBHaTa Hay4yHa JAeWHOCT Ha [J-p ['IoMH e cBbp3aHa ¢ TBop4yecTBOTO Ha CeHeka
Myiagu M HEroBUAT IMOJXO0J, KbM CTOMIIM3Ma M CEMEWCTBOTO M HAYUHBT, MO KOMUTO
npedopmysiupa CTOUIM3Ma B pUMCKaTa KyJTypa. [lpyrure uscjiefoBaTeJKH UHTEpPeCcH Ha
aBTOPKAaTa Ca CBbP3aHM C peleNnyUsaTa HAa AHTUYHOCTTA B MOMYyJIsipHATa KyJITypa, MACTOTO Ha
»KkeHaTa B /IpeBHOCTTA U HOBATOPCKH IMOJAXOJAXM U HOBHM MPOYUTH HA JIATUHCKUTE TEKCTOBE,
0co6eHO OT GeMUHHUCTHUYHA IJiefiHa To4uKa. /[-p [JI0iH e aBTOp HAa MHOKEeCTBO HAaY4YHU CTATHUU
Y /iBe KHUTH, KaTo BTOpoToO U npousBeseHue ,Tracking Classical Monsters in Popular Culture
e 00eKT Ha HaCTOSAIIMA aHaJIU3.2

Jluz ['JI0MiH e y4yacTBasia B MHOI'O TeJIEBU3UOHHU U PaJIMONpe/laBaHuUs], KATO MOXe 6u

Hali-U3BeCTHA e JoKyMeHTasHaTa nopejuua ,Myths and Monsters” Ha Hetduukc, B kosiTo B

pPaMKHUTE Ha IIEeCT €ln304a Y4€HHU OT pa3JIMYHU YHUBEPCUTETHU KOMEHTHUPAT NPEACTABHUTE 3a

1 Dr Elizabeth Gloyn. In: Royal Holloway, University of London. Classics home. Research Profile. Researchers, 2022 |[cited
30.08.2022]. Available from: https://pure.royalholloway.ac.uk/portal/en/persons/elizabeth-gloyn(263b1146-5f8a-4c99-a909-
01c78a7caef2).html
2 Dr Elizabeth Gloyn. In: Royal Holloway, University of London. Classics home. Research Profile. Researchers, 2022 [cited
30.08.2022]. Available from: https://pure.royalholloway.ac.uk/portal/en/persons/elizabeth-gloyn(263b1146-5f8a-4c99-a909-
01c78a7caef2).html



https://pure.royalholloway.ac.uk/portal/en/persons/elizabeth-gloyn(263b1146-5f8a-4c99-a909-01c78a7caef2).html
https://pure.royalholloway.ac.uk/portal/en/persons/elizabeth-gloyn(263b1146-5f8a-4c99-a909-01c78a7caef2).html
https://pure.royalholloway.ac.uk/portal/en/persons/elizabeth-gloyn(263b1146-5f8a-4c99-a909-01c78a7caef2).html
https://pure.royalholloway.ac.uk/portal/en/persons/elizabeth-gloyn(263b1146-5f8a-4c99-a909-01c78a7caef2).html
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3JI0JleM U Tepow, J60B, BOMHA, NMpeAaTeJCTBO U HENMO3HATOTO B MHUTOBE OT Pa3JIUYHU
KYJTYpHU.3

Knurata ,Tracking Classical Monsters in Popular Culture“ usnusza Ha masapa mnpes
okToMBpy 2019 r. KaTO 4acT OT MMIPUHTA Ha HU3jAaTescTBO Bloomsbury - Bloomsbury

Academic.4

LIZ GLOYN

:

TRACKING
CLASSICAL
MONSTERS

IN POPULAR CULTURE

BLOOMSBURY

Wn. 2. Kopuua Ha KHuraTa

W3paHueTo mpociefsBa BJAWSHUETO Ha aHTUYHUTE 4y[OBUIA BbpXy MNONyJsgpHaTa
KyJaTypa (KHUTH, QUJIMH, BUJAEOUTPHU U [Ip.) U OTKPOSIBA N0 KAaKBM HAaYUHU CbBPEMEHHUTE
ob11ecTBa ca afanTUpaIu 3BepOBETE B CBOUTE UCTOPUS U exxelHeBUe. KHUraTa e cbcTaBeHa
OT 8 rJ1aBY, KaTO 00eKT Ha NMpPeBOJ, U aHa/IM3 B HacToslaTa pa3paboTka ca caMO M'bpPBUTE
JlBe, KOUTO 0OXBalllaT M TeOpeTH4YeH MperJeJ Ha HaykKaTa 3a U3cje/BaHe Ha 4yJ0BUILA U
pa3/iIMyYHU NpPUMepPHU 3a NpeJCTaBIHETO HAa MUTUYHUTE 3BepOBe B Pa3/IMYHU KOHTEKCTH U
nepUoH.

KM aBryct 2022 r. KHUraTa ce pajiBa Ha ycrex C peJi YUTaTeJ1Te B COLlMA/IHATA Mpexa

Goodreads, kaTo peHTHHI'BT Ha wu3gaHueTo e 3,9 3Be3au.> Ilpu cmpaBka CbC

3 Myths & Monsters. In: IMDb.com, Inc., 23.12.2017 [cited 30.08.2022]. Available from:
https://www.imdb.com/title/tt7531644/?ref =ttep ep tt

4 Tracking Classical Monsters in Popular Culture. In: Bloomsbury Publishing Plc, 31.10.2019 [cited 30.08.2022]. Available from:
https://www.bloomsbury.com/uk/tracking-classical-monsters-in-popular-culture-9781350109612

5 Tracking Classical Monsters in Popular Culture. In: Goodreads, 2022 [cited 30.08.2022]. Available from:
https://www.goodreads.com/book/show/43510977-tracking-classical-monsters-in-popular-

culture?ac=1&from search=true&qid=X7niTKLeRO&rank=1
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https://www.goodreads.com/book/show/43510977-tracking-classical-monsters-in-popular-culture?ac=1&from_search=true&qid=X7niTKLeR0&rank=1

KpemeHna XpucToBa. [lunnomHa paboTta

crnenyanavdsvpaHaTta Tbpcadyka ,Google Scholar kHurata e uyutupaHa B 22 Hay4YHU
pa3paboTKH®, KOeTO MOKa3Ba, Ye OCBEeH XapecBaHa OT YUTaTeJUTe KHUrarta Ha Jlus [10iiH
¥Ma U HayyHa CTOMHOCT. Bcuuku Te3u JgaHHM M ¢axktopu npasAT ,Tracking Classical

Monsters in Popular Culture” noaxo/sii 06eKT 3a NpeBOA U aHAJIU3.

2. TpyaHOCTH 1 0COGEHOCTH IPHU NMPEeBOJa Ha KHUTATa

2.1. 3ars1aBueToO

»3arJIaBUeTO € TEeKCT, KOWTO JlaBa MHCTPYKIMH KakK JAa ce 4yeTe“’, TO e cBoeobpa3eH
I'bTEBOJUTEJ HA HHTEPIPETALMATAS M Upe3 Hero aBTOP'bT U3pa3siBa CBOMUTE HaMepeHHUsl. To
npefoCcTaBsA Ha YUTaTessl IbPBOHAYa/JHATA M HaM-BakHa MHOpMaIUsA 3a TeKCTa U HMMa

CWJIaTa Aa NPEBBPHE U3JAHHUETO B 66CTC€J1'I)p, WJIX d I'O0 HAIIpaBH Henpo,aaBaeMo.9

[Ilpy HexymoKeCTBEHWTe KHUTHM 3arJlaBUETO HMa oOlle I0-BaXKHA pOJis, 3al0To
€/ITHOBPEMEHHO CJY)XHM KaTO OPHEeHTHp 3a 3all03HATHTEe C KOHKpPeTHAaTa TeMa W TpsoBa Ja
NpUBJiede BHUMAHUETO W MHTepeca Ha MOTEHIIMaJIHU HOBU YUTATEJH, KOUTO 0Oaye 4ecTo
CMATAT 3arJlaBUsTa Ha HAyYHUTE U3JaHUSI 32 TBbpPJeE [bJrH, HesICHU U CcKydHHU.10 [lopu
npoyyBaHe Ha mnpod. [pkoH XbACHH OT yHUBepcuTeTa B baT mokasBa, ye CTaTUUTE U
TEKCTOBETE C M0-/'bJIT'M 3arJIaBUs, B HAKOM ciay4yau gaocturamu g0 117,10 3Haka ca mo-MaJjko
yeTeHU U nuTupanu.l! Kato ce umaT npeaBuj Te3u cneniiGUKU IbPBUTE MU TPYAHOCTHU MPU

pa60TaTa C TEKCTa, Ca CBbp3aHHU C IIpeBOJad Ha 3arJiaBHETO.

[lo oTHomieHne Ha moeTukaTta ,Tracking Classical Monsters in Popular Culture“ e
MHOTOCbCTAaBHO M HMHOCKAa3aTeJIHO 3arjlaBue M MOXKe YCJOBHO Jla ce OIpejesau KaTo
pestoMupallo 3arsaBuel?, 3am0To sCHO OTpa3siBa OCHOBHOTO ,JleHCTBHE” HA aBTOpPKaTa B
kHurara. Ha nepBu npouut , Tracking Classical Monsters in Popular Culture” e cpaBHHUTeIHO

KpaTKO M JIECHO 3a IIpeJadaBaHeE Ha 6'b11rapc1<1/1 H 6YKBa.HHI/IHT npeBon ,,HpOCJIe,ZLHBaHe Ha

6 Tracking classical monsters in popular culture. In: Google Scholar, 2022 [cited 30.08.2022]. Available from:
https://scholar.google.com/scholar?cites=4939935233354477623&as_sdt=2005&sciodt=0,5&hl=bg

7 Lerner, Laurence. Reconstructing literature. Totowa, N.J.: Barnes & Noble Books, 1983, p. 180

8 Fisher, John. Entitling. In: Critical Inquiry, Vol. 11, No. 2, December 1984, p. 288 |[cited 30.08.2022]. DOI:
https://www.jstor.org/stable/1343396

9 Chandler, Stephanie. Developing a Good Book Title . In: Nonfiction Authors Association, 25.07.2017 [cited 30.08.2022]. Available
from: https://nonfictionauthorsassociation.com/developing-a-good-book-title

10 Hudson, John. An analysis of the titles of papers submitted to the UK REF in 2014: authors, disciplines, and stylistic details. In:
Scientometrics, Vol. 109, 29.07.2016, pp. 871-889 [cited 30.08.2022]. DOI: https://doi.org/10.1007/s11192-016-2081-4

11 Shih, Ivy. All in a name: How research paper titles can make or break. In: Springer Nature Limited, 21.12.2016 [cited 30.08.2022].
Available from: https://www.nature.com/nature-index/news-blog/how-research-paper-titles-can-make-or-break

12 Mpotoxpucrtosa, Kneo. 3anucku ot npeaasepuneto. Teopua M NpakTUKa Ha 3arnasuerto. Maosaus: YU ,Mauncuit XuneHgapckn®,
2014, c. 13-40.
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KJIaCUYeCKUTe 4YyZOBUINA B MOMyJsspHATa KyJaTypa“ e A06bp BapuaHT. CjieJ; BHUMAaTeJeH
nperJies 06aye, yCTAaHOBUX, Y€ TO3U MOAXOJ MO-CKOPO lLie 06bpKa O'bJrapcKusi 4uTaTes U
OCHOBHAaTa (QYHKLHS Ha 3arJIaBUETO Ja MpeJiaBa sICHO OCHOBHA MHGOpManUs OT TEKCTa €
HapyuleHa. T'bi KaToO NpPeBOAMMOCTTA Ha 3arJiaBusiTa B roJjisiMa CTeNeH 3aBUCH U OT
KYJTYPHUTE Pa3jndus MeXJy e3uKa LjeJl U e3MKa OpUTHMHAJI, OCHOBHO NPeJU3BUKATEJICTBO €
KOPEKTHOTO IMpeJaBaHa Ha CMHUCbJAa Ha aymuTe tracking u classical ot aHrsuiicku Ha

O'bJIrapPCKHU.

[Ipu cripaBKa c ,,AHTJIMHCKO-0bJIrapCKU pedyHUK / Bbarapcko-aHIJIMMCKU peYHUK", 4e B
NpeBOJ, Ha ObJrapcKky e3uk rJaroJa track uma ocem 3HauyeHHs, cpej, KOUTO: ,CaeAa, JUpS,
CTbIIKA, OTNEYATHK, M0 CJAeJUTE Ha, I'bT, 'bTEKA, C/Ie/s, NPocae/isiBaM, JBHUXKa Ce TOYHO B
JUPUTE HA MIPEJHOTO KOJIEJIO, TErJIS C BbXKe, HAMUPaM, XBalllaM (JuBeY, MIPeCT'bIIHUK) U ap.13
B ,bbarapcku ThJaKOBeH pedyHUK" OT Bacuiika PasieBa 1ymMaTa npoc/jeasiBaM He e BKJIIOYEHa,
HOo ¢durypvpa ayMmara mpecjeABaM, YHNTO 3HAYeHUS ca ,He3abesisI3aHO Ce ABHXKA CJef
HSIKOTO C ollpejeJieHa 1eJ”, ,cb3/laBaM HENMPUATHOCTH Ha HAKOT0", ,CTpeMsl Ce KbM Hel[o" u
Jap.14 TlpoBepka B OHJIAMH ThJKOBEH PEeYHHK IOKa3Ba, Ye MpocjaeAsBaM HMMa JiBe OCHOBHH

3Ha4YeHHUs — ,ciae/id 0 KpalHaTa e ¥ ,,u3cjeiBaM Ipolieca Ha pa3BuTue”. 1>

JymaTta classical cbio MMa MHOXECTBO 3HAayeHHs, KaTO TIJIaBHOTO 3HayeHUe e
JkKjacudyecku (OOMKH. 3a My3HKa)“, mocjaeABaH OT ,aHTUYEH, KJACHUK, CIELUAJUCT IO
KJIaCU4YeCKU e3uliy U suTepatypa“. [Iperses Ha ,Bbarapcku ThJKOBEH peYHUK" MMOKA3Ba, e
3HAUeHUsATa CbBMAJAT WU aAyMmata classical v Ha gBaTa e3uka ce Bb3NpUeMa KaTo ,Hel0
XapakTepHO, o06pa3uoBo U o6buonpueto“l®. B cbBpeMeHHaTa cpejaa ob6ade, JyMarta
KJIAaCMYEeCKU Y MPOM3BOJHATA M KJACHMK, Ca MO-U3BECTHU C NMepuPepHOTO CU 3HAUEHHUE,
3al[0TO Ca YeCTO U3MOJI3BAHU )KAPTOHHU J[yMH, KOUTO OTPa3sBaT ,yBaXKEHUE U MPEKJIOHEHUE
KbM H3BbplLIeHa npocTtoTusa‘l’. 3a mmupokara ynoTpeba Ha >KaproHa CBUJAETEJICTBAT U
MHOXECTBO TPyNHM W HHTEPHET CTPAaHUIM B COLMAJHUTE Mpexu, Hamnp. ,Kiacuuecku
cryaeHt”, Knacuuecku LYbbp“, ,Knacuuecku ObArapuH‘ U Jip., B KOUTO Ce CHOAEST
XYMOPHUCTHUYHU CHUMKHU U UCTOPHUHU. [IpeBU/I Ta3u KOHOTALMS MO-06bp MPeBO/ HA AyMaTa

classical e CMHOHUM'BT Ha KJIaCUYECKU — aHTHYEH.

13 bosiHoBa, CHeXKMHa. AHINNCKO-6bArapCKMN peUHUK / Bbarapcko-aHraminckm pedrmk. Codus: Nabepos, 2003, c. 433. (608)

14 pageBa, Bacuika. Bbarapcku Tb/ikoBeH peyHuK. Codusa: M3Tok-3anaa, 2012, c. 506.

15 3HayeHue Ha aymata npocnegasam. B: OnlineRechnik.com, 2022 [gata Ha nocnegeH goctbn 30.08.2022]. [ocTbnHO Ha:
https://bit.ly/3B8aULN

16 paseBa, Bacunka. Bbarapcku ThbakoseH pedHuK. Codua: M3Tok-3anag, 2012, c. 397.

17 3HaueHrMe Ha AymaTta KnacuK. B: BGlargon.com, 2022 [mata Ha nociaegeH pgoctbn 30.08.2022]. [ocTbnHO Ha:
https://www.bgjargon.com/word/meaning/%D0%BA%D0%BB%D0%B0%D1%81%D0%B8%D0%BA
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KaTo ce umaT npeiBu OTpa3eHUTe cliel[dPUKU Ha iBETe YMU KOPEKTEH U He TOJIKOBa
oykBasieH npeBoj e ,llpociefsiBaHe Ha aHTUYHUTE YYyAOBUIIA B MOMyJspHATa KyJaTypa“,
KOUTO 06aye He e MHOTO 6/1aro3By4eH U He 0Tpa3sBa ChAbpP>KaHHWETO Ha NPOU3BELEHUETO.
OT apyra cTpaHa M3M0JI3BaHETO HAa CHHOHMMaA Ipecje/jBaHe OCUTYpsiBa U JiBeTe — 3ama3Ba
3arJlaBUeTO CPAaBHUTEJHO KpaTKO B MPEBOJ U IO-TOYHO OTpassiBa CbAbpPKAHUETO Ha
kHurarta. [lpecieBaHe” Moxe Jja ce onpejesd U KaTo Urpa Ha JAyMH, 3alll0TO B HAYAJTHUTE
IJIaBy Ha TBop6aTa 4YyJOBHUILATA ca MpeJCTaBeHHU KaTo Hello, KOeTo TpsibBa Aa ce yoMBa U
JIOBYBQ, a C pa3BUTHE Ha U3CJe/BAaHETO Ce NMPEeBPbLUAT B CHMBOJIU, KOUTO Ca NMOYUTAHU U
NpUBJIMYAT MOCJAeA0BaTegu (He caMo B colpaiHUTe Mpexu). Taka, UHATHUAT NpeBo/j, Ha
3arjaBueTo Ha KHurara e ,IllpecsieaBaHe Ha aHTUYHUTE YyAOBHILA B MOMyJispHaTa
KyJITypa“.

OcBeH 3arJlaBUETO Ha KHHUraTa MHTEpPecHH 3a NpeBOJ, ca U HAaMMEHOBAaHUATA Ha
rjaBuTe. [Ipumep e 3arsiaBMeTo Ha BTopa rJaBa - ,Classical Monsters and Where to Find
Them". 3arsiaBueTo AeMOHCTpHUpa XapaKTepPUCTUKATa MPeSTbCTUTENHOCT, IPUMaMJIUBOCTTA
Ha MO3HATOTO!8, 3all0TO 3a MOYTH BCEKM UYMUTATEJ TOBA € JAUPEKTHA MpenpaTka KbM
Maru4yHus cBAT Ha Xapu [loTbp M KHMUrarta, NpeBbpHaja Ce MO-KbCHO M B YyCIHelIHa
eKkpaHusanusa ,PaHTacTUYHUTE KUBOTHU U KbJe Aa M HamepuM 1%, UHTepTekcTya/HaTa
npenpaTka 3HAYMUTEJHO yJIeCHsSBa NMpeBOJa M He MOXe JAa ce oTpede, 4ye ,AHTUYHUTE
4YyAOBUILA U KbJE Aa T'M HAMepPUM" e eJlHOBPEMEHHO JIECHO U KPeaTUBHO pellleHHe, KOeTO

npeacraBJidBa U CBOBO6p33HO HHTEJIEKTYaJIHO NPEJN3BHUKATEJ/ICTBO 3d YN TATEJIA.

2.2. Peanuu 1 TEpMUHU

B ,HenpeBoaumoTo B mnpeBoja“ TeopeTunMTe Ha npeBoja Cepreit Biaxo u Cupep
dJiopyH omucBaT Mpoleca Ha NMPeBOJ, 3alll0 OYKBAJHUAT NpPeBOJ B MOBEYETO CAy4Yau e
HEB'b3MOXKEH, peauuTe U QyHKIMUTE, KOUTO Te UMAT B NpeBoAHUS TeKcT. Cropen ByaxoB u
®siopuH ,peasivy llle HApeuYeM OHe3U JAYMH OT HAapO/IHHS e3UK, KOUTO 03HayaBaT MpeaAMeTH,
NOHSATHUSA, IBJIEHUS, TUIIMYHHU 3a reorpadCKUTe yCA0BUs, KyJTypaTa, MaTepUaJHUS OUT WU

06111eCTBEHO-UCTOPHUYECKUTE 0COGEHOCTH Ha JjaZieH Hapo/ (IJieMe, HAPOAHOCTHA Tpymna) Uiu

18 MpoTtoxpucrosa, Kneo. 3anncku oT npeaasepueTto. Teopusa M NpakTUKa Ha 3arnasueTto. Maosams: YU ,Mancuii XuneHgapckn®,
2014, c. 32.

19 PaHTaCTUYHM KMBOTHU M Kbae Aa M Hamepum. B: ErmoHT Bbarapua EAL, 2022 [gata Ha nocnegeH goctbn 30.08.2022).
HocTbnHo Ha: https://egmontbulgaria.com/hari-potar-168/fantastichni-zhivotni-i-kade-da-gi-namerim-p3119
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CTpaHa, Mopagyu KOETO T€ Ca HOCUTEJIM HAa NOAYEPTAaH MECTEH, HATMOHAJIEH UJIM UCTOPHUYIECKH

KOJIOPUT Y HAMAT TOYHU CbOTBETCTBUA B JIpyry e3unu. 20,

PeasnuTe oTpa3sBaT pa3JIMYHU KYJTYPHHU 6esie3d, KaTO MPUEMCTBEHOCTTA K'bM YYK/IU
JIyMU HaBCSK'bJle € pa3/inyHa. Taka peaslMUTe ,He HABJU3AT B MpUeMallys e3UK Ype3 MPeBo/
- Te HAMaT B HEro ChOTBETCTBHE, TbH KATO Ce MpHUEMA, Ye Ca THUINHUYHU U HATUYHHU
I'bPBOHAYaJ/JIHO CaMO B MU3X0/HATa CU HAlMOHA/JIHO-e3UKO0Ba cpejia“?l. CbOoTBETHO B €3MKa LieJ
peasiMUTe He Cce MPEBEX/AT, a Ce peiaBaT, kKaTo BiiaxoB 1 ®JIOpHUH ONKCBAT MIECT TEXHUKHY,
KOUTO NMPEeBOJAYbT MOXe J]a U3M0JI3BA — TPAHCKPUOHpPaHe, KAJIKUPAHe, Ch3/laBaHe HAa HOBa

JlyMa, TPUOJIM3UTEJHO NpeilaBaHe, OMUCATENTHO IpeJjlaBaHe U Mo6barapsiBaHe. 22

[Ipy npeBoja Ha peasuuTe, oTpuTH B ,llpeciesBaHe Ha aHTUYHUTE 4Yy[OBHUILA B
nomnyJisipHaTa KyJTypa“ U3M0J/13Bax /JiBe TEXHUKU — TPaHCKpUOUpaHe (IpeJlaBaHe Ha YyK/JaTa

JlyMa c rpapuUYHUTE CPeICTBA HA IpHMeMallus €3MK) U ONKCATEJHO Npe/laBaHe.

Makap peanuuTe B H36paHUS 3a NpPeBOJ TEKCT JAa ca MaJiKo, TPYAHOCTTa IMpHU
npejaBaHeTO UM H/iBa 'bPBO OT TOBA, Ye MOTAT /Jia Ce Bb3MpPUEMaT U KaTO TEPMUHU. Biaxos
u DJIOpHH OTKpOSBAaT M Ta3u OCOGEHOCT KaTO IOCOYBAT, Ye KAKTO peasMuTe, Taka U
TEPMUHUTE Ca ,eHO3HAYHU JAYyMH, KOUTO II0 HayaJo HSIMAT CHUHOHUMHZ3 U ,0K0JIO
JIONMPHATA TOYKA Ha Te3H /|Be KaTEropuu ce HaMUpaT J0CTa AYMH, KOUTO He GUXMe MOTJIHU C
YBEPEHOCT Ja OmpeJie/IMM KaTO TEPMHUHHU WJM KaTO peajuu U JAPYyrd, KOUTO C NpaBo Lie
IOMeCTMM M B /JiBeTe rpynu‘?4 3a passuka OT peajMWTe, TEPMHUHUTE Ce U3M0JI3BaT
IpeJMMHO B HAyYHU TEKCTOBE M Ce M3I0JI3BAaT OT BCUYKH, HE3AaBUCHUMO OT MPOU3X0JA CH.25
Ha ocHoBaTa Ha Te3W TEOPETUYHU NMOCTAHOBKU OTKPUTUTE B TekcTa queer u blackface ca
omnpe/ieJieHU U aHAJIM3UWPAHU KaTo peasivy, a rhizomatic v unheimlich ca knacudunmpanu

KaTO TEpMHHHU.

JlymaTa queer omnpeje/nnx M0-CKOPO KaTO peasus 3apafiyl HeliHaTa MHOrO3HA4YyHOCT. B
OHJIaMH peyHHUKa ,Merriam-Webster ocCHOBHOTO 3HaueHHe Ha queer e Helo/HAKOW, KOUTO
Ce pas/iM4yaBa 10 HIKAaKbB HAUMH OT 0OMYAHHOTO MK HOpMaIHOTO. O3HAa4YaBa Ollle CTPAaHEH,
qyZaT, eKCLleHTpHUYeH U ocobeH. Ha BTOpo MsCTO e 10oCOYeHo, Ye MOHSKOora queer Moxe Ja

HN3pa3dBa npeHe6pe}KeHI/Ie N Ja Ce H3I0JI3BAa KAaTo 06Hﬂa, CBbp3daHa C pa3jind4ud B

20 Bnaxos, Cepreit, u Cugep ®nopuH. HenpesogumoTo B npesoaa. B: MsKycteoTo Ha npesoaa. Codua: HapoaHa Kkyntypa, 1969, c.
8-9.

21 KapaneTkoBa, [apwsa. 3a npesoga. Coousa: UK Konnbpwu, 2016, c. 53.

22 Bnaxos, Cepreit, u Cugep ®nopuH. HenpesoaumoTo B npesoga. B: MskycteoTo Ha npesoaa. Codua: HapoaHa Kkyatypa, 1969, c.
9-10.

23 Bnaxos, Cepreit, u Cuaep ®nopuH. HenpesoammoTo B npesoga. B: M3kycteoTo Ha npesoga. Codusa: HapoaHa kynTypa, 1969, c. 3.
24 Bnaxos, Cepreit, u Cuaep ®nopuH. HenpesoamumoTo B npesoga. B: M3kycteoTo Ha npesoga. Copua: HapoagHa KyaTypa, 1969, c. 2.
25 Bnaxos, Cepreit, u Cugep PnopuH. HenpesoanmoTo B Nnpesoaa. B: M3kycTBoTo Ha npesoaa. Coousn: HapoaHa KynTtypa, 1969, c. 3.
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CEeKCyaJIHaTa OPUEeHTalMs U UJAEHTHUYHOCT a Ha TPETO MSCTO JiyMaTa MOXe Jia Cce U3IM0JI3Ba
KaTO CUHOHHUM Ha CbMHUTEJIEH WU 60JieH.26 B ,, AHTJIMNCKO-0'bIrapCKU pedyHUK/ bbarapcko-
aHIJIMMCKUA peyHuK“ Ha usgatesctBo ,Gaberoff’ ocHOBHHUTe 3HaueHUS - EKCLEHTPUYEH,
CTpaHeH, 4yaT, 60JieH ChbBNAAAT, KaTO QUTypUpaT olle: CMaxHaT, HAJyJHUYAB U IJIaroJuTe

NpOBaJISIM U pa3BasisiM.2’ Bce HeraTUBHU 3HAUYEHMUSI.

OT uctopuyecka rjejHa TO4YKa queer ce e M3MO0J3BaJI0 KaTO 00MJA Cpelly xopaTa C
pa3/jiMyHa OT MpUeMaHaTa 3a HOpMaJiHa XeTepoCeKCyasiHa OpueHTauus, KaTto npe3 90-te
roguHu Ha XX B. 10/, BJIUSSHME HA JUCKPUMUHaALUATA, enugemusaTa ot CIIMH u cb3gaBaneTo
Ha aKTUBUCTKaTa rpymna ,Queer Nation“ noHsiTHeTO 3amo4Ba /ja ce U3M0Ji3Ba C MO3UTUBHA, a
He C HeraTMBHa KOHoTanud. 3a ¢QopMupaHeTO Ha MOHATUETO queer cIoMaraT olle
MHTepBIOTO Ha Muiien ®yko 3a cBob60/iaTa Ha CEKCya/HUs M360p28 u TpyaoBeTe Ha NMpod.
LKy uT BbATIBD, Ype3 KOUTO queer se MpeBPbIla OT 060KM/AHO B HEYTPAJIHO U B MOCJAEACTBUE

MO3UTHBHO U OMpeesio 3a [/1aTa 00IIHOCT MOHATHE. 22

CnoxkHaTta uctopuss Ha GOpPMHUpAHETO Ha MOHATHETO queer mpejnoJara, 4e W Mpu
npeBO/ IpeJlaBaHeTO Ha BCUUKU Te3U CMUCJIM B Jpyra e3MKOoBa CUCTeMa HAMa Jia e jiecHo. Ha
ObJIrapCKU Ca OTKPUTH NpeBoAY Ha queer theory karto ,onbka Teopus“3? . Jlopu ToBa Ja e
npenpaTrka KbM O'bJrapckaTa AyMa olak, KosiTO B Hal-IIMPOK CMUCHJ 0O3Ha4yaBa ,,00paTHaTa,
JiolllaTa CTpaHa Ha Hewo“3l, Ta3u HeraTMBHA KOHOTAlUsI He OTToBapsl HAa 3HAaYEHUETO Ha
aymara. [IpeBopaubT CTaHuMup [laHalloTOB npeasara ,,060paTHa Teopus 32, HO MPU CpaBKa
€ YCTaHOBEHO, e NPEeBObT My He € MacOBO Bb3MPHUET MOXe 61 3al[0TO Ha 6'bJrapcku e3ukK
JlyMaTa o6paTeH MMa »KaproHeH XapaKTep, MHOTO HeraTHBHO 3HAaYeHHe U YecTo ce Npejiara

KaTO CHHOHHM Ha APpYyTrU AyMH, U3I10JI3BAHH KATO 061/1,ua — IIPOTHUBEH U HEAaJI.33

26 Queer. In: Merriam-Webster, 2022 [cited 30.08.2022]. Available from: https://www.merriam-webster.com/dictionary/queer

27 BoAHOBA, CHeXMHa. AHTIMINCKO-6bArapcKu peuyHuK / Bbarapcko-aHrAniickn pedHnk. Cooua: Nabepos, 2003, c. 489.

28 Sexual Choice, Sexual Act. An Interview with Michel Foucault. Salmagundi No. 58/59, Fall 1982 — Winter 1983 [cited 30.08.2022].
Available from: https://salmagundi.skidmore.edu/articles/11-sexual-choice-sexual-act

2 Bbrabp, Axyaut. NPEATOBOP kbm KHurata "BesnokoicteaTta OKono pogosua non'. B: EnekTpoHHO cnwucaHue LiterNet,
18.05.2011, Ne 5 (138) [mata Ha nocneseH Agoctbn 30.08.2022]. [octbnHo Ha: https://liternet.bg/publish27/judith-
butler/predgovor.htm

30 rabpakosa, [eHuua. [lokocsaHe, ycewaHe. B: Kyntypa, 2005 [pata Ha nocnegeH goctbn 30.08.2022]. [JocTbnHO Ha:
https://newspaper.kultura.bg/media/my_html/2388/heterologii.htm

31 3HauyeHMe Ha Aymata onak. B: OnlineRechnik.com, 2022 [gata Ha nocnegeH goctbn 30.08.2022]. [ocTbnHo Ha:
http://www.onlinerechnik.com/duma/%D0%BE%D0%BF%D0%B0%D0%BA

32 MawnaioTos, CraHumup. HOPMATUBHUAT MPOBNEM 3A XOMOCEKCYA/IHUA CYBEKT: GAY & LESBIAN STUDIES U QUEER
THEORY. B: EnektpoHHO cnucaHue LiterNet, 15.02.2005, Ne 2 (63) [mata Ha nocnegeH goctbn 30.08.2022]. JocTbhHO Ha:
https://liternet.bg/publish2/spanajotov/queer/normativniat.htm

33 3HaueHMe Ha gymarta obparteH. B: Wikitionary, 24.05.2022 [gaTa Ha nocnegeH pgoctbn 30.08.2022]. [JocTbnHO Ha:
https://bg.wiktionary.org/wiki/%D0%BE%D0%B1%D1%80%D0%B0%D1%82%D0%B5%D0%BD
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[IpeBojilayeckoTO MM pelleHHe MNpPU TO3MW Kasyc e Ja IMpeJaM peanusiTa upes
TpaHCKpUOUpaHe, T.e. queer CTaBa KyWbp, 3al0TO TaKa CIOMEHATUTe HeraTUBHU 3HaYeHHUs
e 6bAaT usberHaTtu. PemeHneTo MU e NOBJAUSAHO U OT ¢pakTa, ye kbM 2022 r. Kyubp ce e
IpeBbpHaJ B [IONYJIIpEH HEOJIOTU3bM B G'b/IrapcKUs e3UK, U3cje/iBa ce B Hay4HUTe cpeaus4
M e Ha IbT Ja ce INpeBbpHe B 3aeMKa. Kyubp Moxe ga Obje omnpejesieHa U KaTo
MeXlyHapo/Ha peanus3®, 3alloTO Makap Ja e C aMepuKaHCKH Npou3Xoi, JAyMmarTa e

BB3IIPpHETA B Olll€ MHOT'O €31, Cpel KOUTO I/ITa.HI/IaHCKI/I36, HeMCKU37 U Ap-

BtopaTa peasnus, kosiTo uie komeHTupam e blackface. Makap gymara fja e eHO3HaYHA
Y /Z1a OTroBapsl Ha BCUYKH KPUTEPUH 32 TEPMHUH, TYK HArJIeJJHO € II0Ka3aH CIOMEeHATHUST OT
BnaxoB u ®JiopuH ciaydyad, B KOUTO e/lHA JiyMa MOXe Jla MPUHAJJIEXU U B JiBeTe rpynu.38
[IprunHaTa fa komeHTUpaM blackface ypes pyHkuuuTe 1 Ha peasnus, e PakTbT, 4e AyMaTa U
KYJTYPHUAT M OTHEYaThbK Ca U3BECTHHU U BCe ollle ce NOMHAT B CbeJUHEHUTE LIATH, KbJETO
IpaKTHKaTa e 6uJa pa3npocTpaHeHa. 3a 6'bJrapcKkus YuTaTes TOBA NOHATHE € HENO3HATO U

H3HUCKBA JOII'bJIHUTEJ/JIHO 00sICHEHHE.

Blackface e Buj TeaTpasieH rpuM, HU3Mo0JI3BaH NPeAHMMHO OT aKThOPH C Os1J1a KOXa C 1ieJ1
Jla OKapUKATYpAT YEPHOKOX. Ta3u NpakTUKa e OWJia NomyJspHa NpeJMMHO B TeaTPaJTHOTO
n3KycTBO Ha CbeguHeHuTe watu ot 1830 r. Hacam. B cpeparta Ha XIX B. ce nmpeBpblia B
CaMOCTOSITEJIHO H3KYCTBO, NMpaKTUKyBaHO B omepaTa.® B llaTtuTte nomynspHocTTa Ha
blackface HamasisiBa o1 BJMSIHUETO Ha ABMXKEHHUETO 3a paBHU NpaBa npes 40-te, 50-Te u 60-

Te roguHu Ha XX B.#0, KaTo MpakTUKaTa 3aloyBa /ia ce CMsTa 3a 06K/ iHA U pacucTKa.*1

O6pa3bT Ha blackface - uanmbkHa/MIM 04H, MOYEpHEHA KOXKa, Jebesio ouepTaHU OeJy,
YyepBEeHU WJIM PO30BH YCTHHU W J'bCKaBH, 6eJid 3bOU ce MPeBPbIUAT B MOMYyJisipeH MOTHUB B

pa3BJjieKaTe/JiHaTa HWHAYCTPUA, HAETCKHUTE KHUIH, HUTPpAYKHUTE, KOMHUKCHUTE, IOUIEHCKUTE

34 MpoekT "UsrpaxkgaHe Ha obwWa MepcrekTMBa 3a eBpomneiicka AeMOKpaTM4YHa Mo/AWTMKa, oTuMTawa nona”’. B: LeHTbp 3a
mM3cneaBaHMA M MOAUTUKM 3@ KeHuTe, 2003 [mata Ha nocnegeH poctbn  30.08.2022].  [docTbnNHO  Ha:
http://www.cwsp.bg/htmls/page.php?category=594&page=5

35 Florin, Sider. Realia in translation. In: Translation as Social Action, 1993, p. 124.

36 Cosa significa Queer?. In: CosiComeViene Trova Psicologi e Sessuologi, 2022 [cited 30.08.2022]. Available from:
https://www.cosicomeviene.it/cosa-significa-queer

37 10 terms related to gender and sexuality that require sensitivity in translation . In: Goethe-Institut, 2022 [cited 30.08.2022].
Available from: https://www.goethe.de/pri/one/en/aco/art/22105935.html

38 Bnaxos, Cepreit, u Cuaep ®nopuH. HenpesoamumoTo B npesoga. B: M3kycteoTo Ha npesoaa. Codumsa: HapoaHa kynTypa, 1969, c. 3.
39 Mahar, William John. Behind the Burnt Cork Mask: Early Blackface Minstrelsy and Antebellum American Popular Culture.
University of Illinois Press, 1999, p. 9.

40 Clark, Alexis. How the History of Blackface Is Rooted in Racism. In: A&E Television Networks, LLC, 20.04.2021 [cited 30.08.2022].
Available from: https://www.history.com/news/blackface-history-racism-origins

41 Desmond-Harris, Jenée. Don't get what's wrong with blackface? Here's why it's so offensive. In: Vox Media, LLC, 29.10.2014 [cited
30.08.2022]. Available from: https://www.vox.com/2014/10/29/7089591/why-is-blackface-offensive-halloween-costume
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KapTUUYKH, pEKJaMUTe Ha pPa3/iIMYHU MaKeTUPAHU XpaHU*2 U aHMMalLlMOHHUTE QUIMH, Cpes,

KOUTO Hall-pa3no3HaBaeM npumep e, Tom u pxepu“43,

[Ipy npenaBaHe Ha Ta3u peasnus Ha 6G'bJIrapCcKU €3MK HU31M0J13BaX TPAHCKPUOUPAHE, T.€.
6siexdelic ¥ onucaTeJHO NpeJaBaHe Yype3 BM'bKBaHe Ha KpaTKO ONKCaHUe B Oesiexkka Moj
JrHUA. JloKaTo NpU KyUWbp JOI'bJIHUTEHO pa3siCHEHUe He e He06X0/JMMO, 3al0TO AyMaTa e
JIOCTaT'’b4YHO pa3ll03HaBaeMa IMOpajAU pPas3IM4YHU KYJTYPHU M NOJUTUYECKU NPUYMUHH, 3a
6sakdelic JOMbJHUTENHA HHPOPMALUA e Heo6X0MMa Ha YuTaTed, 3a Jja ce NpeJJoTBPaTAT

rpeliHa UHTepnpeTauus U o6 bpKBaHe.

TepMuHHTe ca ,MMeHA HAa TOYHO OMNpejie/ieHd MOHATHS, TPeJMeTH, sIBJIEHUS: TOBA ca
OOMKHOBEHO €JJHO3HAaYHU AYMH, KOUTO IO Hayaso HsAMAT CUHOHUMH 44, [lo Bpeme Ha
paboTaTa MM [0 KHUraTa CpelljHaxX TPYAHOCTH MpPHU IpeBo/ia Ha JiBa TepMHHA — rhizomatic u

unheimlich.

TepmunsT rhizomatic uaBa ot laTuHckoTo rhizoma U ce M3M0J13Ba 3a I'bPBU II'bT Ipe3
XIX B. B cnucanuero ,Gardeners’ Monthly“.4> Ha 6barapcku TepMHUHBT HMa MpPEBOJ B
OOoTaHMKaTa KaTO KOpEeHHWIle - B3aUMOCBbp3aHa, HellepapXWyHa CHUCTeMa OT KOpPEHH.
XapaKTepHO 3a KOpeHHUIlaTa €, 4e Te pacTaT o/, 3eMsATa, T.e. CA HEBUJAUMHU U Ce NPenauTaT B
XOPU30HTAJIHA, Xa0TUYHA CBBbpP3aHOCT. OT KOpeHullaTa HaJ 3eMsTa U3HUKBAT BEPTUKAJIHU

CT'b06J1a, KOUTO Ca BUJIUMHU U 060CO6EHHU B MOipeieHa U JIOTUYHA CUCTeMa.40

Ha ™MeTtadopuuHo HHBO KOpeHHMILe Ce BIHCBA B KOHTEKCTA Ha IpPeBeXJaHOTO
pou3BeJleHHe U MHOr0 J0o0pe WJIICTpUpa HEBUAUMHUAT XaoC, KOWTO BIOCJEACTBUE Ce
npeBpblIa B I0Jpe/ieHa caMoCTosTesIHa cucTeMa. KpaTko 06sicHeHMe Ha 6yKBaJIHUS IPEBOJ,
B GeJieXKKa IO/ IMHUS € Bb3MOXXHO pelleHHe, HO B TO3U CJydyall GYKBaJIHUAT MpPeBOJ, He e
NpaBUJIHUAT MOAXOJ, MOHe MO JiBe NPUYMHU: 1. Makap KHMUraTa 3a M3UCKBA HHUBO Ha
IO/TOTBEHOCT HA YMUTATeEJIs, € M0-BEPOSITHO MpenpaTKaTa KbM 3HAYEHHETO B GOTAaHUKATa
II0-CKOpPO /Jla OCTaHe Hepa3bpaHa OT 4YeTAIMsA W Ja NpeAu3BHKAa OO0bpPKBaHe; 2. OCBEH
OyKBaJIHOTO 3HAaYeHHWeE, Pa3NpOCTPaHEeHO B 6GoTaHWKara, rhizomatic ce u3mosi3Ba W KaTo

TEPpMHWH BbBB Cl)PIJ'IOCOCl)I/IHTa, cjieAoBaTeEJIHO IIpHU 6YKBaJ'IHOTO peaaBaHe ce I‘y6HT BCHUYKH

42 The Golliwog Caricature. In: Ferris State University,2022 [cited 30.08.2022]. Available from:
https://www.ferris.edu/jimcrow/golliwog

43 Sur, Debadrita. Understanding the issue with racism in ‘Tom and Jerry’. In: Far Out Magazine, 13.02.2022 [cited 30.08.2022].
Available from: https://faroutmagazine.co.uk/racism-in-tom-and-jerry

44 Bnaxos, Cepreit, n Cnaep ®nopuH. HenpesoanmoTo B npesoaa. B: M3kycteoTo Ha npesoga. Codua: HapogHa Kyatypa, 1969, c. 2.
45 Gardeners’ Monthly, vol 25. |In: Biodiversity Heritage Library, 1883 [cited 30.08.2022]. Available from:
https://www.biodiversitylibrary.org/item/30904#page/7/mode/lup

4 Metamopdo3n Ha ctbbnoto. B: Botanica, 2022 [mata Ha nocnegeH goctbn  30.08.2022]. [docTbnHO  Ha:
https://botanica.gallery/wp/archives/336
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AOMI'bJIHUTE/IHU 3HA4Y€HHA, NMPUCBIIXW HA AyMaTa. Ha ocHoBaTa Ha Ta3su HeeJHO3HAYHOCT

rhizomatic Moxe fja ce KaTeropusupa 1 KaTo peasusl.

OT rnegHa Toyka Ha ¢uuocodpusaTa rhizomatic e KOHIENIUA B NOCTCTPYKTYpaIu3Ma,
KOSITO ONMCBA HeJIMHEeHHa MpeXa, CBbp3Ballla ,KOSTO U Jia € IJieJHa TOYKa C KOSITO U Jja €
apyra“4’. @unocopute XKua Jlenbos v Penukc [aTapu uscaenBaT TO3U TEPMHUH M 'O HApA4aT
pu30Ma, KaTo ,B e€/JHa pU30Ma CEMHUOTHUYHH 3BEHA OT BCSIKAKBO €CTECTBO Ca CBbpP3aHU C

HSIKaKBH TBbP/le pa3/IMUHU HAYMHU Ha KoAupaHe“48,

Jenbo3 v [aTapy U3MoJ3BaT pU30MaTa, 3a Jja OMUIIAT MPEXH, KOUTO Ch3/1aBaT BPb3KH
MEeX/y CEMUOTHUYHU BEPUTH, BJACTOBU HHCTUTYLIMU U PAa3JIMYHU 0OCTOSTEJICTBA, CBbP3aHH C
H3KyCTBaTa U COI[HMAJIHUTe NMpo6sieMU. Te3u Bepuru He ca CbrJIaCyBaHU U HSIMAT OoNpejiesieH
pen. Upe3s TeopusaTa 3a pu3oMaTa MOraT Jla ce Cb3/aBaT U3CJeJBaHUs, B KOUTO Ja ObAAT
BKJIIOYEHU HSIKOJIKO HeWepapxXxWYHU BXOAHU U U3XOJHU TOYKHU B TMPEJCTABIHETO U
WHTEPNPETHPAHETO HA JJaHHH, 3al10TO ,e/]HA pPU30Ma He 3al04Ba W He 3aBbpPIIBA, TS BUHATU
e Mo cpejaTa, MeX/y HellaTa, MexAy-outue, intermezzo“4®. Puzomata e ,M3TbKaHa OT

CbeJUHABAHETO U ... U ... ©“50,

Ha ocHoBaTa Ha OTKpoeHHUTe 0CO6EHOCTH Ha TEPMHUHA, IPeBOJaYeCKOTO MU pellleHHe B
TO3M CJy4yall e Jla H3M0JI3BaM KpaTKO ONMCaHUWe BbTpe B TeKcTa (,pU3oMaTta WM
Hellepapxu3upaHaTa CBbP3aHOCT MeXAY pa3/IMYHU 3BeHA"), KOeTO caMo /ia I0U3SICHU Bede

npeaocCcraBeHHA OT aBTOPKAaTa KOHTEKCT.

Ouie eAuH TepMUH, KOWUTO Me 3aTpyaHU e unheimlich, 3amoTo npegaBaHneTo My Ha
KOWTO U Jia e JAPYr e3UK CSKall He OTpas3siBa I'bJIHATA raMa OT 3HAuy€HWs, NPUCBLIU Ha
HeMckaTa ayma. [loaxogbT MM KbM TO3M TEpPMHH € Hello NOJ0OHO Ha MeToJa Ha
u3kJIoYBaHeTo. [Ipu cnpaBka ¢ peyHuka Ha PONS ycraHoBux, ye unheimlich e npeBeseHo
KaTo ,CTpallHo, 3Ji0Belo, yxacHo“. CjieJ ToBa NMPOBEpPUX KaK JyMmaTa e IpeBejeHa Ha

aHTJIMMCKY €3UK — Uncanny Ui CTpaHHo>L.

47 Nlenbos, un, n Pennkc Matapu. Xunaga nnockoct. Kanutannsom u wnsodppenuns — 2. Copua: UK Kputunka u
XyMaHuM3bM, 2009

48 lenbos, un, n Pennkc Matapu. Xunaga nnockoct. Kanutanmsom u wnsodppennsa — 2. Codpua: UK Kputuka u
XyMaHu3bM, 2009

4 Nlenbos, un, n ®ennkc Natapu. Xunaga naockoct. Kanutanmsom u wmnsodppeHna — 2. Copua: UK Kputunka un
XyMaHu3bMm, 2009

50 Nenbos, Mun, n denunkc Matapu. Xunaga nnockoctu. Kanutanusbm u wnsodbpenHnsa — 2. Codua: UK Kputuka u
XyMaHu3bMm, 2009

51 Farfan, Penny. Review of Ibsen’s Houses: Architectural Metaphor and the Modern Uncanny, by Mark B. Sandberg.
In: Theatre Journal, vol. 68 no. 3, 2016 [cited 30.08.2022], p. 492-493. DOI: https://muse.jhu.edu/article/633916
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B eceto ,Das Unheimliche” ®poiig BbBexxga mnoHsaTueTo unheimlich, npousBogHo Ha
Aymarta heimlich, kosaTo o3navyaBa ,homely” u uma fBolicTBeHO 3HayeHue. OT eHa cTpaHa
03HauaBa ,Hell0, KOeTo MPUHAAJIeXKU Ha I0Ma, KOeTOo e OJIM3KO, IMYHO, MUTOMHO U AP., HO OT
Jipyra cTpaHa oTpa3siBa U Helllo, KOeTO e CKPUTO, 3a /la OCTaHe HEelM03HATO MOXKe HUKOU J1a He
3Hae HUINO 3a Hero“>2, 3a ®poig unheimlich ,He e Hello Hemo3HaTo, a € BCBHIUHOCT HELO
Jlobpe MO03HATO U YTBbPAEHO, KOETO CTaBa Yy»K/10 I10/] BJIMsIHME Ha MOTUCHUYECTBO. Makap Ja
u3ryex/a, ye unheimlich e mpoTHBOMO/IOXXHOTO HA BCHYKO MTO3HATO, pa3JIMYHUTE HIOAHCH HA
3HayeHUsTa Ha ayMmaTta heimlich nmokasBaT, 4ye BCbhIIHOCT TOBa, kKoeTo e heimlich, e u
unheimlich“>3. Ha ocHoBaTa Ha pasmulieHUsTa Ha Ppoiig MmoxkeM J1a onpeaesuM unheimlich

KaTO HEO CKPHUTO, KOETO HEOYAKBAHO U3JIM3d HAadAB€ U 3all04Ba [ilda HHU TPEBOXKH.

OT roJsisiMa oMol Npy NPoy4YBaHETO U NPEeBEXAAHETO HA TO3U TEPMHUH Oellle CTaTUATA
J<IpeBosladecku 6e3nokoicTBa okoJsio das Unheimliche“s4, 3amoTo oTkposiBa peleHusiTa Ha
JPYTU NPEeBOAAYM U KOMEHTHPA 3alll0 HAKOHU OT TSX PaboTsT, a APYyry He. [I'bpBUAT ONUT 3a
npejiaBaHe Ha MHOXXECTBOTO KOHOTALlMM Ha TEPMHHA € [IPU NPeBO/ia Ha 3arJlaBUeTo Ha eceTo
Ha @poilg Ha 6barapcku. XaputuHa KoctoBa-/lo6peBa npesexza ,Das Unheimliche” kaTto
,Y?KacsBal[oTO", a B caMUsl TEKCT TEPMUHBT € Ha30BaH KaTo ,HENOHATEH y)Kac“SS. MurJieHa
HuxkosynHa mbk npeBexza unheimlich kaTo ,,06e3M0KOUTEHO-CTPAaHHO 2. CBIIUAT MPEBOJ
usnosizBat OrHaH KosaueB B ,l['otudecku poman“ (2004)Kpacumupa MuxailjioBa B
»Paskasu“ (2009), Teomopa Kapamescka B ,MankusaT XaHc“ (2011) u JapuH TeHeB BbB
,»PUKIUA U 06pa3. Mogenn“ (2012). UHTepecHO pellieHUe 3a MPEBOJi HA TepMUHA e u3bpaJ
Anekcanabp KboceB - yorsiaBo. Bcuyku Te3u BapHaHTH o6aye OTpas3siBaT CaMO €JHOTO

3HA4Y€HHe U [TIO3HATOTO, 6JIH3KOT0, KO€TO U3BEAHBK CTaBa 9y>KJ0, OCTaBa HellpegaAeHOo.

B craTtusTa ,IlpeBosavecku 6e3nokoiicTBa okosio das Unheimliche” Kamenust CnacoBa u
Mapusa KanuHoBa nmpejJiaraT HOBa TpPaKTOBKA - ,U3POJIHOTO, KOETO OTpa3siBa

JIBOMCTBEHOTO 3HayeHHe 4ype3 NpPOMsHA Ha yJapeHUeTo U J06aBsiHETO Ha jeduc, T.e. U3-

52 Farfan, Penny. Review of Ibsen’s Houses: Architectural Metaphor and the Modern Uncanny, by Mark B. Sandberg.
In: Theatre Journal, vol. 68 no. 3, 2016 [cited 30.08.2022], p. 492-493. DOI: https://muse.jhu.edu/article/633916

53 Farfan, Penny. Review of Ibsen’s Houses: Architectural Metaphor and the Modern Uncanny, by Mark B. Sandberg.
In: Theatre Journal, vol. 68 no. 3, 2016 [cited 30.08.2022], p. 492-493. DOI: https://muse.jhu.edu/article/633916

54 Cnacosa, Kamenua, u Mapusa KanuHosa. Mpesoaayeckn 6esnokoiictsa okono das Unheimliche. B: Jiutepatypen
BECTHUK, 6p. 34/2013 [paTta Ha nocneaeH aoctbn 30.08.2022]. ocTbnHo Ha: https://bit.ly/3cYIluMl

55 dpoig, 3urmyHa. Y>kacasaloTo, npes. XaputnHa Koctosa-flobpesa. B: EcTeTuKa, U3KyCTBO, uTepaTtypa. Codua: YU
,»CB. KnumeHT Oxpugkn®, 1991.

6 HukonumHa, Murnena. CMMCbA M MaiiLeybuiicTso : MpounTt Ha Bupxkunua Yad npes H0auna Kpberesa. Codusa: YHuB.
n3ga. Cs. KnumeHt Oxpupgcku, 1997, 175 c.



https://muse.jhu.edu/article/633916
https://muse.jhu.edu/article/633916
https://bit.ly/3cYIuMl

KpemeHna XpucToBa. [lunnomHa paboTta

poAHOTO. Taka ce 3ama3Ba Bpb3KaTa C pOAHOTO M C€ HACOYBA KbM HEroBaTa 4YyAOBHUIIHA

U3poJIeHOCT.>7

Bbnpeku 4ye ToBa npeaJsioKeHHE € MHOTO A00pa npeBo/JjauyecKa uzies, U3MoJi3BaHETO MY
B TO3W IMpeBoJ He OWM OWUJO Jo6pa HJes KaTo ce MMa NIpeaBHJ, Ye OCHOBHA TeMa B
npeBeXkJaHaTa OT MeH KHUTIa ca YyJA0BUIATA U B HAKOU CJIy4YaH /10 KaKBO JI0OBeX/Ja TAXHATa
u3poaHoCcT. BMecTo ToBa pemmx aa npeBega unheimlich kaTo Hemo3HaTo, KoeTo He e
pellleHHe 32 BCUYKH CAy4ad, B KOUTO TEPMUHBT Ha Ppoiij ce U3M0J3Ba, HO B KOHKPETHHS
KOHTEKCT paboTu MHoOro fo06pe. Criopes; MeH JiyMaTa U3POJHO HEBOJIHO MTOCTAaBsI TPAaHUIIM HA
YyuTaTessl, 3al[0TO MbPBOCUTHAJIHO NpPeAU3BUKBA I0-CKOPO BH3yasiHAa MpeJCcTaBa 3a Hello
IPO3HO U 3JIOBEIO U MOXKe OU CJie/i MOSICHEHHUs MO/, JMHUSA Bb3MPUEMATEJISAT Ha TEKCTa Iie
OTpa3d MHOT03HAYHOCTTA Ha AyMaTa. OT Apyra cTpaHa HeNO3HAaTO € IMO-yHUBEPCAJTHO M
npenpaila no-cCKopo KbM aGCTPAKTHO ycelllaHe OTKOJIKOTO KbM MHCJOBHA KapThHa. KakTo
npeBoABbT Ha unheimlich Ma MHOro HloaHCH M € CUJIHO 3aBUCUMO OT KOHTEKCTa, Taka U
BCEKH OT/eJIeH YUTaTesJ MOXe Jla CBbpP)Ke HEeMO3HATOTO C HEll0 pa3/IMuHO - 00pas, 3BYK,
caydyka W ap. Tyk OGesiexxka NoJ, JIMHUSL, KOSTO Ja HACOYM KbM 3HAUYEHUETO ChIIO €

HeO6XOﬂI/IMa, HO 111e Ce NpeaOoTBPATHU U3LAJ0 HETaTUBHOTO IbPBOHAYAaJ/JIHO Bb3IIPpHEMaHeE.

2.3. U anomu

»3a Zla pa3bupame eJJUH e3UK, TPSIOBa Jla 3HaeM 3HAYEeHHUETO Ha UJAMOMUTE B Hero“>8, B
AHTJIMHUCKUAT €3WK MMa XWJISAAW HJUOMH, KOUTO MOTaT Jla NMpeUu3BUKAT OOGbpPKBaHE aKo
YUTATEJIAT He e 3al03HAaT ChC 3HaYeHHeTO MM. TakuBa YCTOMYMBHU CJI0BOChUETAHUS UMaA B
BubsvsiTa, 6acHUTE, MOJIEPHHUS )KaproH, U MOHSKOTa aBTOPUTE I'M U3I0JI3BAT, 3a /1a HAPaBsAT
NpPOU3BEJIEHUETO CHU IMO-UHTepecHo.>? HMaumoMuTe He MoraT Ja ObJAT pasbpaHH 4pe3
OyKBaJIeH MpPeBOJI, 3al[0TO 3HAYEHHETO UM MHOIO PSAAKO MMA BPb3Ka ChC 3HAYEHUETO Ha
BCSIKA e/lHA MOOT/AeHO0.%0 3aToBa Hall-pa3NpPOCTPAaHEHUSAT MO/X0/ 3a ,IPEBOA" HA UJUOMH €
M3M0J13BaHETO Ha ChbOTBeTCTBUA. [IprMep 3a ToBa e uanoma red herring, yneTo 3HaueHuUe e

,HEI0 YMUIIJIEHO MOJBeX/alllo, 32 Ja OTKJIOHM BHUMAaHHETO OT OCHOBHHUS 006eKT. Heio

57 Cnacosa, Kamenua, n Mapua KanmHosa. NMpesoaadecku 6esnokoictsa okono das Unheimliche. B: Jiutepatypen
BECTHUK, 6p. 34/2013 [gaTta Ha nocneaeH aoctbn 30.08.2022]. AocTbnHo Ha: https://bit.ly/3cYluMl

58 TopbaH, MapBuH. PeuHunk Ha amepuKkaHckuTe nanommn. Codua: Ustok-3anag, 2017, c. 5

9 TopbaH, MapBuH. Peununk Ha amepuKkaHckuTe ngnommn. Codua: Ustok-3anag, 2017, c. 5-6

80 TopbaH, MapBuH. Peununk Ha amepukaHckuTe ngnommn. Codua: Ustok-3anag, 2017, c. 5
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HEe3HAUYMTe/JHO, KOeTOo BHacsl 00bpkBaHe.°l B mnpeBoja cu uH3M0A3Bax OBJACapCKOTO

CBOTBETCTBHE HA CJIOBOChYETAHUETO — ,Jja Te IPATAT 3a 3eJleH xalBep“.

Jpyr uavoM, KOWTO MU HampaBU BlieyaTJieHUE, JOKATO pa6oTHUX MO MpeBoja, e reds
under the bed. Makap 106bp eKBUBaJIEHT Ha 6'bJITAPCKU /1A € IOrOBOPKATa ,Ha CTpaxa OuUTe
ca roJieMu“, CIOpeJ MeH H3MOJ3BAHETO HAa TOBAa CHOTBETCTBHE HE € MPaBUJHOTO
NpeBOJIAYeCKO pellleHHe, 3all0TO He OTpa3sBa HAI'bJHO 3HAYEHHWETO Ha HJMOMa U He ce
BIMCBA 06pe B KoHTeKcTa. Reds under the bed e ¢pasa, nonynspnHa no Bpeme Ha CTyaeHaTa
BOMHA M OTpa3siBa MApaHOsTA, Ye areHTUTEe Ha KOMYHH3Ma Ca 3aB3eJiU 3amnaJHUsl CBAT U ca
HaBCSKb/Jle. B onuT fja npefgaM BCMYKU Te3W HI0OAHCH, pellnx Jla npeBeja reds under the bed
KaTo TaWHHUTE areHTH Ha KOMYHH3Ma U JIOM'bJIHUTEJHO JIa OsSICHS 3HaYyeHHueTo Ha ¢ppa3ara B

OesexxKa nona JIMHHA.

OTHOBO 4Ype3 MOsSCHEHHE, HO TO3U M'bT BBTPE B TEKCTAa, pelluxX JAa mnpeaaMm JApyr
cnenuduueH uguom - be out of the closet. To3u KM3pa3 mbpBOHAYaNIHO Ce M3MOJI3Ba, 3a Ja
O03HA4yM, 4Ye HeII0 Beye He ce Ma3u B TalHA, HO B MOCJAeJHUTE TOAWHU HAHUOMBT Ce
ynoTpe6siBa NpeAMMHO OT XOpa C pasjiMiHa OT XeTepoceKCcyalHaTa OpMeHTalMs U 03HavyaBa
Jla pa3kKpuell CeKCyaJHOCTTa cu npej, apyrute. [Ipu mnpoBepka C pasjMYHU OHJIAWH
W3TOYHUIU OTKPHX, Ye CJA0BOChYETAHUETO YeCTO ce MpeAaBa OYKBaJHO — ,Ja U3Jie3ell OT
rapgepo6a/kusepa“2, Tosu noaxon obadye e HeMOAXOAs, 3al0OTO MIbJIHOTO 3HAaYeHUE Ha
¢dpazarTa 11e ocTaHe CKPUTO 3a BCEKH YHUTATEJ, KOUTO He TOBOPU aHTJIMKCKHU. [lopaau Ta3u

NpUYMHA CMSTaM, Ye ,,pa3KpuBa CBOSITA ChIHOCT" e 0-A06p0 pelieHue.

JlokaTo mpeBex/Jax KHMUraTa, MomajHaX U Ha eJUH OT MaJIKOTO CJy4ah, B KOUTO
OYKBaJIHOTO NpeJilaBaHe Ha UAMOMU paboTu. Ppasara ,What happens in Greece and Rome is
thought to stay in Greece and Rome" npeBefjoX 6YKBa/IHO, KATO PELIEHUETO MU € MOBJIUSHO
KaKTO OT KOHKpPeTHHUs KOHTEKCT, Taka U OoT cnequdukuTe Ha ¢ppasaTa. CI0BOChUETAHUETO €
npenpaTka KbM Jio3yHra Ha Jlac Berac ,What Happens Here, Stays Here“ u ce e npeBbpHasio B
HapuIlaTeJHO Ha Hello CKaHJAAJHO, KOeTo TpsbBa Ja cu ocTaHe B TaWHa. CMATaM, 4e
6s1arojjapeHuye Ha rji06aau3anuaTa U KyJATypHUs 00MeH, OYKBaJIHUAT NpeBo, Ha ¢ppasaTa Lje
O6'be pa3bpaH OT YUTATEJNUTE U UrpaTa Ha AyMHU lle Nperu3BUKA XyMOPUCTUYHU PeaKIUHU.
ToBa e u mpuMep Kak aBTOPUTE U3M0JI3BaT UJUOMH, 3a [la HAPaBSAT NPOU3BEJAEHUETO CU I10-

MHTepecHo. JllobonrTeH QakT e, 4ye JIuz ['JI0oiH, KOATO e C aHTJIMUCKU NPOU3X0/, U3I0JI3Ba B

51 TvbpbaH, MapBuH. PeuHNK Ha amepuKaHckuTe namomn. Codua: Nstok-3anaa, 2017, c. 202.
62 PeyHuk Ha TepmuHuTe Ha JITBT. B: RAINBOW, 2022 [aaTa Ha nocnegeH goctbn 30.08.2022]. JocTbnHO Ha:
http://www.rainbowproject.eu/material/bg/glossary.htm
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KHUTaTa Cu (M3Ja/eHa OT aHIJIMHCKY M3/JjaTe/ICTBO) UJAMOMH, Pa3IPOCTPaHEHU NIpeJUMHO B

Amepuka.

2.4.lloBTOpeHue Ha monster

Cnopepn npeBogaya /lanuese [leTpy4osu B CbBpeMeHHaTa NpaKTHKa U36ArBaHeTO Ha
IIOBTOPEHUETO OTCTBIBA MSCTO Ha TEHJAEHLHUS TO Ja ce 3aBpblia.®3 Musan Kynaepa mbk
CMfATa, Ye M3M0JI3BAaHETO Ha CMHOHMMH ,Ha NpPbB NOrJeJ] € HeBUHHA, HO CUCTEMHHUAT M
XapaKTep HeU306eXXHO NPUTBIISABA OpUTrMHANHATa MUCHI %4, Cusep OIOpUH ChL0 KOMEHTHPA
IIOBTOPEHUETO, KAaTo JaBa 3a IPUMep 4eCTOTO U3M0JI3BaHe Ha ,Ka3a“ B aHTJIMHMCKUA U ApYTU
e3uny. Copes Hero OTKa3bT OT U3MOJI3BAaHETO HA aJITEPHATUBHU JAYMHU, HAJIUYHU B APYTU
€3H1LH, € aBTOPOBO pelleHHe, KOeTO HAMa Bpb3Ka C GOTaTCTBOTO Ha KOHKPETHHS €3UK.05
dJiopUH MOSCHABA, Ye M3IMO0JI3BAHETO HAa CUHOHUMHU € NPernopb4yuTe/HO, HO NMpeBOJaYbT

HsSIMa MpaBo Jia No/00psiBa CTU/IA HA TEKCTA Crope]i COOCTBEHUS CH YCeT.66

JoxkaTto npeBex/ax ,[lpecsieBaHe Ha aHTUYHUTE Yy[0BULIA B NONMyJsipHaTa Ky/JaTypa“
OTKpHUX, 4e camMo B mbpBUTe 50 cTpaHulM AyMaTa monster ce moBTaps 244 mbTu. Ha
OCHOBaTa Ha rJjieJJHUTe To4uHU Ha [leTpydosu, Kyuaepa, ®sopuH, a ¥ OT HaGJIOAEHUATA MU
KaTo YUTaTeJ], pelliuX Ha O'bJrapcKy Ja npejaBaM AyMaTa monster B OCHOBHUS U NMPEBOJ, —

9yAO0BHIIE U Ja U3I10JI3BAM CHHOHHUMHUTE 3BAP U CTPallUJINIIE.

[Ipn npoBepka ¢ TbJIKOBEH peYHUK YCTAHOBUX, Y€ TPUTE AYMHU UMAT MHOTO CXOJHU

3HAa4YEeHUA:

e YyaoBumie - 1. [I[pukazHo-paHTACTUYHO CHIIECTBO, KOETO MMAa HEOOMKHOBEH BUJ, U
BcABa yxac; 2. IIpeH. I'po3HO, ypoa/vMBO, yXacAaBallo XUBOTHO WJIM 4YOBeK.; IIpeH.

’KecTok, kopaBochbp/ieueH, 6€3HpPaBCTBEH YOBEK; U3BepT.67

e 3Bap - 1. /IuBo, 06MKH. XHII[HO )KUBOTHO; 2. [IpeH. 3/106€eH, KeCTOK YOBeK.%8

63 MNetpyyonu, AaHuene, umt. no Kapanetkosa, Japus. 3a npesoaa. Codusn: UK Koambpu, 2016, c. 131.

64 KyHaepa, MunaH, unTt. no KapaneTtkosa, [lapus. 3a npesoga. Codpusa: MK Konunbpu, 2016, c. 53.

5 dnopuH. Cnaep. PemapkaTta Kasa. B: U3kycTsoTo Ha npesoga. Codua: HapogHa KynTtypa, 1978, c. 162.

66 Kapanetkosa, [lapua. 3a npesoga. Codua: UK Koanbpu, 2016, c. 134.

7 3HaueHWe Ha Aymata 4yposuile. B: OnlineRechnik.com, 2022 [gaTta Ha nocnegeH goctbn 30.08.2022]. [JocTbhHO Ha:
https://bit.ly/3TYKtkc

68 3HaueHune Ha aymaTta 3BAp. B: OnlineRechnik.com, 2022 [pata Ha nocnegeH poctbn 30.08.2022]. [ocTbnHO Ha:
http://talkoven.onlinerechnik.com/duma/%D0%B7%D0%B2%D1%8F%D1%80
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e Crpammauie - Hemo, 06UKH. 3KMBO CbILECTBO, KOETO BCSIBA CTpPax, y»Kac, MaHUKa.

@®U3KYJTYPHUKDBT € CTpaLlUJIMIIE 32 yUeHUuTe. o

B KOHKpeTHUAT cCJydyad M3IM0J3BAaHETO HA CHHOHMMU € OIlpaBJaHO, 3alj0To
aJITepHAaTUBHUTE JyMU He U3KPUBABAT OCHOBHHUSA CMMUCBJI U U3M0J3BaHETO UM He MOBJIMABA
Ha CTWJIa Ha aBTopa. Tyk CHHOHMMUTe MMaT pa3ToBapBalla QyHKIMs, 3al0TO IOBTapPSAHETO

Ha yyZ0BUlIEe 244 I'bTU MOXKe OU 1e MpeAu3BHUKa IJ1aBOO0JIME 110 BpeMe Ha YEeTEHE.

2.5. TpaHckpuoGupaHe

[IpefaBaHeTO HA MMeHA, MapKH, NONYJSAPHU Nopefuly, GUJIMU U JPYyTU Ce OKa3a olle
e/lHa AuJieMa, KOSITO TpsA6Ba paspella. B kHuUratra aBTopkara JjaBa MHOXXeCTBO IpUMEPHU OT
urpu, GuaMH, peKkjiaMy, KHUTH U ApP. U TO He CaMO Ha aHTJIMWCKU e3uK. [loaxoAbT MU B
cay4yasi € JAa TPaHCKpUOUpaM NpUMepuTe OT aHIJIMickd - Mitsubishi Outlander crtaBa
Muny6umu AytaeHgbp, Pokemon craBa I[lokemon, Metro Goldwyn Mayer ctaBa MeTpo
Fonayun Melbp U Jip. U Aa OCTaBsd B OpPUTHHa/J NPUMEpPUTE OT JPYyrd €e3HIld, Harmp.
¢penckute ¢uamu - Le jugement de Paris (1902), L'lle de Calypso: Ulysse et le géant
Polyphéme (1905). Criope, MeH M0 TO3W HAYHWH YUTATEJSAT €JHOBPEMEHHO Ilie € 3al03HaT C
M3TOYHHULUTE U MPHU HEOOXOJAUMOCT MOXe Jla MOThbPCU HAKOM OT mocoyeHUTe UIMH. 3a
BCUYKH QU/IMHU, NpeBeJeHU Ha OBbJrapckd, CbM H3I0JI3BajJia YCTAaHOBEHUTE NPEBOJHU

3arsiaBHus, Hanp. Clash of the Titans (2010) ctaBa COI'bCHKBT HA TUTAHUTE .

OcBeH mpuMepuTe OT MNONyJspHATa KyJTypa, OCOOEHM 3a NpeJaBaHe Cca U HAKOHU
TepMuHU. Cnopef ,Bbjarapcka TpaHCKpPUILUSA Ha aHIVIMUCKU uMMeHA“ oT Azapei /[laHueB
TpajuLUATa 32 TPAHCKpUOMpaHe Ha KpaTKaTa IJacHa LIBa — & I0-4eCTO Ce MpeJiaBa C a B
OpUTaHCKHATe MOJieJIU U C e B aMepukaHckuTe.”? KaTto ce uma mpejBuj, 4e AyMmara e C
aMepUKaHCKU NpPOM3X0J, MU HOCH ClelMPUYHU KOHOTALMUM NpeJUMMHO 3a aMepUKaHCKaTa

AyaAuTOpHA, no-,ao6pe € lyMaTa Jia ce TpaHCKpI/I6I/Ipa ceaune n0-611a1‘0313yq1-10.

AHasoruyeH e ciay4adAT C MoJesia aBToMob6bua Ha Mwuny6bumn - Outlander.
TpaHckpunuusaTa Ha AyMmaTta outlander u3rsexaa no ciaejHus HauuH ['avtleendar] u oTHOBO
€ C aMepUKaHCKH npousxo[. [lopazy Tasu NpUYMHA MO-NPABUJHO € MpeJaBaHEeTO C € -

yaTJeHAbP.

89 3pauenune Ha gymarta cTpawmauule. B: B: OnlineRechnik.com, 2022 [aaTa Ha nocneaeH goctbn 30.08.2022]. JocTbNHO Ha:
https://bit.ly/3xdOBDc
70 NaHues, AHApein. Bbarapcka TPaHCKPUMLMA Ha aHIMMCKKU uMeHa. - Codua: U3Tok-3anag, 2010, c. 90.
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2.6. beJyieXXxKM 1o, IMHUA

Oie egHa AUJIeMa, KOSITO TpsiGBallle Jja pa3peliia o BpeMe Ha peBoZa4eCcKusi MpoIiec e
JIOKOJIKO € YMECTHO Ce 06aBsAT GeJIeXKKH M0/ IUHHSA, 0COOEHO B HayYeH TEKCT, B KOUTO MMa
He MaJIKO M030BaBaHMsA. 3aTPYJAHEHUETO MU € MOPOJEHO OT JBETe IMOJIIOCHU MHEHHE 0
BbIpoca. Copes HAKOU NMpPeBOJAYH MOSICHEHHUSTA O[] JIUHHUS ca HEOOXOJUMH 3a MbJHOTO
pa3bupaHe Ha TEKCTa, a COpeJ, APYTH CJAYXKAT, 3a Jja MOKaKaT epyAUIMsTa Ha NMpeBojada

WJIX [d HAIIPpABJABAT YUTATEJICKATA I/IHTepl'IpETElLLI/IH.71

[IpeBoiaueCcKOTO MU pellleHHEe B TO3U C/y4yal e [a BKJ/o4Ya 6esieXKKH MO/, JUHHUS, YUATO
byHKIMS e Ja passiCHAT 3HAaYeHUEeTO Ha TEepMHHH, peasud U ¢paseosorusmu. Tesu
NOSICHEHUS He BKJIIOYBAT JIMYHU KOMEHTApU U HAMAT 3a 1jeJ1 la Hall'bTCTBAT YATaTe s KakK Jia
VHTepIpeTHpa TeKCTa. T'bil KaTo NpenpaTKUTE KbM JIPYTrd U3TOYHUIU Ca CUCTEMATU3UPAHU

B CIIMCBK B Kpad HAa KHUIrATa, 1/136an Aa BbBela IPpeBOJAYECKHTE OesIeXXKHU nojg JIMHUA U 9pe3

*

2.7. BpemeTo

KaTo ce uMa npejBu/, 4e KHUraTa, KOSTO M36pax Aa MpeBex/JaM € HeXyJ0KeCTBEHa,
TpsI6Ba /1a ce 0TOesIexH, e CrielUPUIHOCTTA Ha BPEMETO, B KOETO ce MpeBex/a. 3a Hay4HHU
TEKCTOBE € HaW-MoAXOAAI0 Jla Ce HU3IMO0JI3BAa MUHAJNI0O UCTOPHUYECKO BpeMe, 3all0TO TaKUBa
M3/laHUs1 0OMKHOBEHO Ce MPEeJCTaBsAT ,CbOUTHUS OT MUHAJIOTO, YUSITO JOCTOBEPHOCT Ce CMSATA
3a ycrtaHoBeHa"’2. Oule mo-BakHa crnenudurkKa Npd paboTaTa N0 HAyYHU TEKCTOBE €, ue
NpeBOJaYybT HE € CBUJIETe] Ha JeMCTBHUSATA, C/1e/J0BAaTEJHO U3M0JI3BAHETO HA BpeMe, KOeTO
He OTpa3siBa TOBQ, lle € MO/[BeX/All0 32 YuTaTeJis. [[puMep KOJIKO e BaXKHO M3I0JI3BAHETO Ha
NpPaBUJIHOTO BpeMe KMa Ollle Ha I'bpBaTa CTPaHUIA HA KHUraTa. ABTOpKara 3anoyBa
M3JI0’)KEHHUETO CH KaTo Npepa3Ka3Ba TeJieBU3MOHHA peKiaMa Ha XUOPHUJeH aBTOMOOWJ, B

KOATO MUTOJIOTUYHHUTE YyJOBHIId UMAT OCHOBHA pPOJIA:

»A white car drives through a wood. A centaur gallops alongside, through trees set back
a little from the road. As the car passes over dusty mountains, Medusa looks up from the
snakes in her hands to mark its passing. In the pouring rain, the car’s wheels turn and the

Minotaur throws back his head to beat his chest. A siren raises her head from a pond,

71 KapaneTkoBsa, [apvs. 3a npesoga. Codus: UK Koamnbpu, 2016, c. 58.
72 Bnaxosa-PyiikoBa, Pagka. Bpeme Ha rnarona. B: MPAKTUYECKA TPAMATUKA. Bb/ITAPCKU E3MK [aaTa Ha nocnegeH AOCTbM
30.08.2022]. fJocTbnHo Ha: https://www.slav.uni-sofia.bg/grammar/morf30.html
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splashing her tail. A Pegasus emerges from fog, beating its wings; the car turns on its
headlights in the gathering gloom. ‘In a world of hybrids,” says a voice, ‘some follow - others

lead.“73

T kaTo JIu3 [JIoliH He e y4acCTBaJla B peKJlaMaTa, T.€. HEe € CBUAeTeJl Ha I,Z[el‘/JICTBI/IeTO, d
CaMo IpeaaBa pe3yjitTaTa OT B€4€ MHHAJIO CcbbOUTHE (me,aa pPeKslaMaTa U 4 IIpepa3Ka3Bd Ha

yyuTaTeauTe) naparpadbT Tpsi6Ba Jja ce MpeBe/ie B CeraliHo UCTOPUYECKO BpeMe:

,bslJ1 aBTOMOGWJI ITBTYBA Mpe3 ropa. Mexay JbpBeTaTa OKOJIO IbTS raJionupa KeHTaBbP.
JlokaTo KoJiaTa MpeMHHaBa Mpe3 3amnpalleHd MJIAHWHCKU IIbTHULA, Meays3a BAUra o4d OT
3MUUTE B P'bLETE CU U S IPOCae/sBa C norjef. B cusHUS oAb 'YyMUTE ce BbPTAT Bce MO-
6bp30 1U/a MUHOTaBbpa U3I'bBa IVIaBa Ha3aj U ce 6ue B rbpAauTe. CUpeHa MoJjaBa rjiaasa oT
e3epo U Misicka ¢ omamka. C Maxauid kKpuse [lerac ussnu3a ot mbriarta. PapoBeTe Ha

aBTOMOOMJIA 03apABaT CI'bCTABAILIHUA CE MPAK.

- B cBAT Ha XMOpUAHU - OTEKBA IJ1ac, — €AHU CJeJBaT, APYyTy BOAAT.”

2.8. 3anna3BaHe Ha CTWUJIa HA MM CaHe

[Ipean3BUKaATE/ICTBO MPU paboTaTa MU IO NpeBoja Oellle MpeJaBaHETO HA CTHUJA Ha
JInuz TyioMH. 3a HEUMHOTO MNHCaHe Cca XapaKTepPHU MHOrO JbJTU HU3pedyeHUs, II'bJHU C

AOII'bJIHUTEJIHH HO,ZLpO6HOCTI/I, HalnpuMep:

,Given that the ancients could ,KaTo ce wuMa npejBuUA, Ue
conceive of a precannibalistic Minotaur, a | ApeBHUTe ca B CbCTOSHHE [Ja CH
Minotaur who needed love and care as | npeAcTaBAT U M300pa3AT MUHOTAB®BP,
much as a human baby, one wonders | koiiTo Bce olle He e KaHUbOaJ,
what they might have said about the | MuHOTaBBp, KOHUTO ce Hy»/Jae OT Jit06OB
nature versus nurture debate and Minos’ | u rpuxa CbIIO TOJKOBA, KOJKOTO €JHO
influence in bringing out the beast". 4yoBelIKO 06ebe, HAAMA Kak Jila He ce
3alMTaMe KaKBO 6MXa Ka3ad MO TMOBOJ

BeYyHUs1 JebaT 3a ,IpupojaTa WU

3 Gloyn, Liz. Tracking Classical Monsters in Popular Culture. London: Bloomsbury Publishing Plc, p.7.
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BB3IMUTAHUETO" U BJAUAHUETO Ha MUHOC

3a pa3KpMBaHeTO Ha 3Bspa‘“.

B To3M KOHKpeTeH c/y4yaill ce ONMTax Ja 3amass, KakTo CJ0BOpeJa, Taka M CTUJA Ha
NYcaHe, HO B JPYrd U3pedyeHUs pelIrx, 4e € Heob6xoJuMo ¢parMeHTHpaHe, 3a Ja MOXKe

IpeBOABT /1a € YeTUBEH, HallpuMep:

,One popular analysis positioned his
election as a response to the Obama
presidency, to the drive for equality for
women, to the increasing public profile of
transgender issues, to immigrants and
Latinx Americans - in other words, a push
back to ‘how things used to be’, driven by
a nostalgia for an era where men were
men and women were women, and they

were all white”.

,ENVWH TonyJisipeH aHa/Ju3 ONKCBa

M30MpaHETO My KaTO OTroBOp Ha

Npe3nuIEHTCTBOTO Ha Ob6ama, Ha
CTpeMe)ka 3a paBHOINpPaBHeE Ha >KEHUTE,
Ha

HapacTBalloTo 06I_U,eCTBeHO

BHMMaHWEe KbM  Npob6jeMUTEe  Ha
TPAaHCCEKCYya/IHUTE, Ha HUMHUTPAHTUTE U
JaThHoaMepukKaHuuTte. C Apyru AyMH,
TOBAa € eJHO BpblaHe Ha3aJ, KbM
HayMHA, MO0 KOWTO HellaTa ca OuWJIu
npeau, TMOpPOJieH OT HOCTAJITHATA II0
BPEMETO, B KOETO M'bXKeTe 0sixa MbXKe U

>KeHUTe 05Xa »KeHU, U BCUYKHU 651xa 6eyin”,

[IpeaBUA, OTKpoeHUTe Mo-rope crnenuPuku U GaKTbT, Ye KHUTATa € HayyHa, Clopes,
MeH HaWl-BaXHOTO IMpU NpeBoJa € HaydyHaTa MHPopMalus B U3JJaHUETO Ja ce INpejajie
JlOCTOBEPHO U Ha pa3bupaeM 3a uhTaTess e3ukK. [lo Ta3u npuyMHa B IpeBojia MU UMa MeCTa,
K'b/IETO Ype3 NPOMYCKU Ha He3HAYMUTEJIHHU 3a CI0KeTa eJIeMEHTH CbM Ce ONMTaJa Jjla HaMaJls

pasceiiBaluTe 32 yuTatesss akToOpH, HANPUMeD:

,He is drawn into a dispute over
who should rightfully rule the kingdom,
and sails to Colchis with the crew of Argo
(here, the ship owner) and Prince Jason,

son of the murdered king Aeson, to find

Jlenuit u XepKyJsiec cnopsT Ha KOTo
0 MpaBo ce Najia BjacTTa Haj, 1[apCTBOTO
U reposiT oTIJIaBa 3a Kosixyuzaa ¢ nmpuHIL
fA30H u ekunaxka Ha Kopaba ,Apro“, 3a Ja

OTKpHE 3JIaTHOTO PYHO M [a AOKaxe, 4e
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the golden fleece stolen from Iolco and

prove Jason’s right to the throne”.

»The grove of Diana at Nemi, in the
Alban Hills to the south- west of Rome,

provides a case in point".

fI30H € MCTUHCKHUAT HacJIeJHUK Ha

TpoHa"“.

Jpumep e cBeTuauLeTo Ha /luaHa

B rpaZ Hemuy, roroustouno ot Pum*.

HpeﬂI/IMCTBO Ha ABJITUTE U3pPEYE€HHUA €, Ye [103BOJIABAT HO-CBO60,£LHO HM3I10JI3BAHETO Ha
TPAHCIO3ULHA. Taka €IHOBPEMEHHO Ce 3alla3Ba AaBTOPCKHUAT CTHJI U TEKCTBT 3BYy4YHU MHOTI'O

Jlo6pe B IpeBO/i, HApHUMeD:

,In the medieval chronicles, an
unnatural or monstrous birth could be
read as the sign that war was on its way,
similarly to how Quintus Cicero frames

intersex babies"”.

,]I0J0OHO Ha HadyWHa, II0 KOWTO

KBUHT uuepoH OIMCBa
VHTepCeKCyaJHUTe 6ebeTa, B XxPOHUKUTE
OT TOBa BpEMe HeeCcTeCTBEHOTO WJIHU
YyJOBULIHOTO paXKJaHe MOXe Ja ce

T'bJIKyBa KaTO 3HaK, ye NpeJCTOX BOMHA".

Owie efHa TexXHUKa, KOATO M3I0JI3BaX, 3a Jia HalpaBs TeKCTa Ja 3By4M Io-Zo06pe Ha

€3HKa 11eJ1 € aHTOHMMHWYEH NTPpEeBO/, T.€.:

».-.the Sphinx has not lost her teeth
and settled down into an old age of

snoozing on the sofa“.

,CBUHKCa He ce e oTJajna Ha
Mbp3eJlyBaHe Ha JIUBaHa U 3bOUTE U BCe

olLe ca ocTpu“.
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3aK/jloueHue

J-p Jlu3 ['JI0MH e JOLeHT 1o JIATUHCKHU €3UK C UHTepecHu KbM TBOpYeCcTBOTO Ha CeHeka
Muaau, npefcTaBUTE 32 CEMEMCTBOTO U »KeHaTa B /[peBHOCTTA U HOBY MPOYUTH Ha JIATUHCKU
JIUTEpaTypHU TeKcToBe. BropaTta n kHura, ,lIpecsiejBaHe Ha aHTUYHUTE YyJOBHILA B
nomnyJiApHaTa KyJTypa“, 6e u3bpaHa 3a NpeBo/J, ¥ aHaJIU3, 3al[0TO, OT eJjHa CTpaHa TeMaTa
3a Bp’b3KaTa Me/y NOMyJispHaTa KyJTypa U MUTOJIOTUSITA HE € O0CTAaThb4YHO U3C/e/iBaHa U
OT Jpyra — KHUraTa MMa BUCOKa HayyHa CTOMHOCT U 6M OUJIO MOJIE3HO Jla O'bJie U3/a/ieHa Ha

O'bJITapCKU.

[lo BpeMe Ha paboTaTa [0 KHUraTa ca OTKPOEHU MHOTO OCOOGEHOCTH W MPEBOAAYECKU
Ka3yCcu - OT BapUAHTHUTE 3a MPEeBOJ, Ha 3arJaBHeTO, MpeJJaBaHETO Ha peasiMiy, TEPMHHUY,
UJMOMU U Jpyru. UHTepecHa 0COOGEHOCT, OTKPUTA MPHU paboTaTa C TEKCTA € Pa3MUBAHETO
MeXAYy TPaAULUUTE B aMepUKaHCKaTa U OpUTAHCKATa CUCTEMU WU 0 KaKBa CTENeH TOBa €
Bb3NpHeTO. Makap Ja e C aHIJIMHCKU NPOM3X0Ji, aBTOpPKaTa H3M0J3Ba MHOTo ¢pasy,
XapaKTepHHU 3a aMepUKaHCKaTa ped. ToBa o6Gaye, HUTO NMpeyd, HUTO JAPa3HU NPH YETEHE,

KOeTO IIOKa3Ba4, Y€ ABETe CUCTEMHU Ca M0-6JIM3KH OTKOJIKOTO npeamnoJiaraMe.

KHurara 6e nHTepeceH 06EKT 32 aHa/IM3 3apajiu celluPUIHUSA HaydeH CTUJI, HA KOUTO
e HalucaHa ¥ CTWJIbT Ha NUcaHe Ha aBTopKaTa. iHTepecHU Ka3ycu 6sxa MOBTOPEHUETO Ha
JlymaTa ,monster, TpaHCKpUOMpaHeTO HAa Mapkd, GUJIMU U UTPU OT Pa3/UYHU €3ULU U
KOXEPEHTHOTO IpeJlaBaHe Ha CJI0XKHHUTe KOHCTPYKIMM Ha aHIJIMHCKUTE H3peyeHUs Ha
ObJrapcKu e3uk. Moxke 6M Hal-roJiiMO NpeJU3BUKATEJCTBO 6e ONUTHT 3a IpeJlaBaHe Ha
HeMcKaTa Ayma ,unheimlich. Bcuuku npeBosavyecky pelieHUss ca OOOCHOBAaHU upes3
[1030BaBaHETO HAa Pa3HOOOPa3HU TEOPETUUYHU U MPAKTUYECKH U3TOYHHUIIY, KaTO ca U3BeJIeHU
U pas3/MYHU NpHUMepH 3a O0COGEHOCTUTEe W J0OpUTe CTPAaHUM Ha INpeBexJaHaTa KHMUTa.
[lsaslocTHUAT npoliec Ha pab6oTa MO M3/JaHUETO Ce OKas3a HeJseka 3ajjaya, HO NPOBOKHpaA
TbpPCEHETO Ha Pa3HOPOAHU U3TOYHUIM Ha MHPOpMalusl, NposiBaTa Ha [I0Beuye KpeaTUBHOCT

N OCb3HABAHETO HA POJIATA Ha IIpeBOo/Javda B U34ATEJICKHA IPoLecC.
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1

What Makes a Monster?

A white car drives through a wood. A centaur gallops alongside, through trees set back a
little from the road. As the car passes over dusty mountains, Medusa looks up from the snakes
in her hands to mark its passing. In the pouring rain, the car’s wheels turn and the Minotaur
throws back his head to beat his chest. A siren raises her head from a pond, splashing her tail.
A Pegasus emerges from fog, beating its wings; the car turns on its headlights in the gathering

gloom. ‘In a world of hybrids,” says a voice, ‘some follow - others lead.’

This is a summary of the 2017 television advert for the Mitsubishi Outlander PHEV, a
plug-in hybrid SUV.1 The message of the advert is clear - all forms of hybridity are
subservient to the PHEV’s plug-in hybrid technology and low CO2Z emissions. Yet this
commercial derives its power from its deployment of classical monsters. It expects its
audience to recognise them, to know they are hybrids, to understand them as the system
within which the PHEV demands precedence. Why do ancient monsters still wield this kind of
influence in contemporary culture, to the extent that a car commercial feels they are

mainstream enough to present without comment?

To begin answering this question, I want to explore some existing ways of
understanding monsters, and outline my own model for how we might treat monsters found
in classical reception. At present, monster studies does not seem to take into account the
ancient monster transferred into the modern world. Monster studies itself is a comparatively
new field of academic research, arguably established when Jeffrey Cohen’s influential Monster
Theses were published in 1997.2 The work that builds on the Monster Theses leaves the
monsters under consideration within their own chronological timeline. Let us take the
vampireas an example. Scholars may look at Bram Stoker’s Dracula in the context of when it
was written, and see in Dracula a figure who represents the fears of the Victorian era around

migration, uncontrolled sexual appetites, the rise of technology and so on. They could look at
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him in the 1958 Hammer Horror film, where the vampire is imagined as a historical character

in a historical setting.

They may also turn to the Twilight saga and see the vampire living in the early twenty-
first century, embodying the theme of sexual danger under the strong influence of Stephanie
Meyer’'s Mormonism. The vampire endures but becomes the inhabitant of the time period
where it lives. Similarly, the underlying concept of the zombie continues, but adapts to the

social and temporal circumstances in which it finds itself.

By contrast, the Minotaur, Medusa, the Chimera and other classical monsters have
remained remarkably consistent over time. While individual manifestations have changed,
their fundamental form has not radically altered. They have not needed to reinvent and
reshape themselves on their journey through time. Monster studies does not talk about
monsters who not only existed as monstrous in their original culture but are still used as
monstrous. The closest the field gets is examinations of monsters like the wendigo, who
belongs to the folklore tradition of Algonquian culture but still has a living community who

engage with it today.

There is plenty to be said about monsters in ancient literature.3 But the fact that those
monsters have travelled from their lairs in Greece and Italy into our cinemas and living rooms
remains unacknowledged. When classical monsters are discussed, it is with the assumption
that they don’t overstep their temporal boundaries. That is, monster studies assumes that
classical monsters only really exist in the classical period. They might be acknowledged in
conversations about medieval bestiaries, if they're lucky, but in the main, what happens in

Greece and Rome is thought to stay in Greece and Rome.

Consumers of popular culture know differently. Classical monsters see no reason not to
follow their heroes out of ancient myth. This chapter explains what happens when they do,
and why it matters. Given this goal, it might feel as if we already know what we are looking for
- we can spot a classical monster when we see one. However, it will be useful to establish a
distinction between monsters, those which we associate with particular heroes and mythic
narratives, and the monstrous more generally - that is, between specific creatures and the
abstract belief which infuses them. These ideas can be separated out from each other and,
where classical monsters in popular culture are concerned, it’s particularly important to do so

- what operates in the production of monsters does not necessarily apply for the rest of their
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lives. In what follows, there may be some merging of these two spheres, but hopefully with

productive overlaps.

There are various ways of thinking about the monstrous in general and the behaviour of
individual monsters specifically. I want to take a turn through these various modes and
consider how helpful, or otherwise, they are for exploring the classical monsters who sojourn

with us now.

Catalogues and cryptozoology

The most familiar mode of handling monsters is to catalogue them, one by one. Anyone
with experience of role-playing games will know the sort of thing I mean - great handbooks,
stuffed with various monsters that a games master can unleash upon unwary players, full of
stats and special abilities, ordered alphabetically or according to category. The contents of the
Dungeons & Dragons (D&D) Monster Manual (2014), for instance, begins with the Aarakocra,
progressing through Bullywugs, Gargoyles and Pixies until it ends with Yugoloths and
Zombies.4 The tendency to assume that all one needs to do with monsters is count and
identify them arises from the medieval bestiary tradition, where lavishly illustrated books
described a range of fantastic and commonplace creatures. These books provided not only
physical descriptions, but also a note of the animals’ habits, often with moralising
commentary - for instance, the beaver supposedly gnaws off its own testicles when cornered,
which symbolises man’s need to cut off his vices. The popularity of Pokémon highlights a
continuing belief that monsters must be hunted down and categorised, whether they are
caught in their native Japan or after their journey into the West.5 The sheer amount of
knowledge about Pokémon behaviour required to participate in what at first glance looks like
a simple children’s game ‘is that of quasi-scientific classification, along the lines of Linnean
taxonomy’.6 The act of cataloguing is important, but should not be the end point of engaging

with monsters.7

A parallel temptation is to rationalise the monster. This model, sometimes called
‘cryptozoology’, applies particularly to the monsters who come out of pre- scientific historical
periods. The logic runs that the ancients were clearly scared of something; however, it cannot
have been an actual monster, since in our enlightened state of scientific understanding, we

know that (for instance) giants and harpies and griffins do not actually exist. The solution is to
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recover the archaeology, to see what reality lies under the fictional scaly skin. There are
classical antecedents. In one Greek papyrus fragment, an illustrator has added pictures
alongside an otherwise straightforward tale Hercules is telling of his adventures (Fig. 1.1). In
contrast to the heroic deeds that Hercules recounts, the illustrator playfully tells a different
story - instead of wrestling the Nemean lion, Hercules grapples what is obviously a statue on
a plinth; rather than stalking the Stymphalian birds, Hercules seems to be surprised by a flock
while fishing. The great tales we read from the mouth of the hero are undercut by the light-
hearted illustrations, showing that even in antiquity not everybody took tales of monsters

seriously.8

The cryptozoologists take this rationalising approach still further, and seek to uncover
what precisely lies behind the monsters of our ancestors’ minds. Was it the shared cultural
memory of the sabre-tooth tiger that took on new shapes as we left caves behind? Did the
discovery of dinosaur fossils necessitate the invention of griffins in order to adequately
explain them?9 Do we fear the Kraken because we did not understand the giant squid? This
methodological approach is related to the broader method of euhemerism, which sees myths
and legends as grounded in actual historical events which can somehow be recovered, with
some attempts more convincing than others. Whatever one might think about this method in
principle, in reality any attempt to apply it to monsters from the classical era must inevitably
suffer from the sparseness of evidence. Personally, I fear that trying to work out what might
have generated the Minotaur, or where Medusa came from, runs the risk of relying on wild
assumption. Instead, I want to ask how these monsters behave now that they’ve made it to

modernity.

Basic monster theory

One way of approaching this question is to move away from specific monsters and
instead consider the monstrous, particularly through the lens of monster theory. Cohen’s
influential chapter outlined seven cornerstone principles for understanding the cultural

creation of monsters:

1. The monster’s body is a cultural body - monsters are culturally specific, constructed

in a particular moment.
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2. The monster always escapes — whenever you think the monster is dead, it comes back,

to be read in new cultural contexts and respond to new fears.

3. The monster is the harbinger of category crisis - you can’t categorise a monster. It
refuses to accept binaries and disturbs familiar boundaries between human and animal, male

and female, and so on.

4. The monster dwells at the gates of difference - monsters tend to reflect fears of ‘the
other’. That can be the fear of a different gender, sexual orientation, nationality, ethnicity or

anything that isn’t included in the dominant identity of a culture.

5. The monster polices the borders of the possible - it patrols the behavioural limits

both between and inside social units that we cannot cross if society is to continue.

6. Fear of the monster is really a kind of desire - the horror of the monster creates a
space in which to express forbidden longings, allowing the wish-fulfilment of dreams that
cannot be (acceptably) dreamed. The inevitable destruction of the monster absolves us from

enjoying the guilty pleasures they give us.

7. The monster stands at the threshold - as monsters return from our attempts at
banishment, they tell us what it is to be human. We define ourselves against their monstrosity,

and ask whether they remain as monstrous as they once were.

Cohen’s premises underpin a considerable body of work across academic disciplines
studying monsters in specific contexts; from the medieval period to media studies, there’s
always a monster to look at. Whether or not there was actually a monster (did the Hydra
really exist?) is beside the point - what matters is how a given culture responds to its sense of
the monstrous. Mittman summarises this point nicely by arguing that ‘the monster is known
through its effect, its impact’.11 The feeling of horror and discomfort we feel when seeing a
monster comes from the monstrous qualities Cohen identifies in the Monster Theses - the
transgression of normally fixed boundaries, things that question our understanding of how
the world works, anything that unsettles our complacent confidence in the settled order of the
universe. Rather than looking at individual monsters, monster theory looks at their abstract

underpinnings.

For those interested in antiquity, monster theory offers a helpful set of principles for

considering how ancient ideas of the monstrous might be at work in a particular situation,
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such as why a Roman prosecutor might compare the man he is accusing to a centaur.13
However, instances of classical reception respond less well when one tries to apply monster
theory to them. The problems which arise aren’t immediately obvious; you could argue that
the monster’s eternal escape and rebirth mean that the constant reappearances of the
Minotaur from his labyrinth are always fresh inventions of the society that generates them.
This explanation works, up to a point - but then we run into the problem of what Mittman
calls the monster’s ‘effect’. Most of the classical monsters we encounter in popular culture do
not generate the sort of stomach-churning horror associated with the monstrous in the

abstract.

If you examined the sort of texts from popular culture that monster theory is applied to,
you would be forgiven for wondering why this book exists at all. The modern monsters who
receive all the attention are the serial killers, the murderous alien races, the mysterious
zombie-generating illnesses - or, in more traditional fare, the sparkly vampires and the
strapping werewolves.14 A casual observer might easily think that the Minotaur, Medusa, the
centaur, the cyclops and all the other familiar figures from classical myth had quietly faded
away, living only in new translations of ancient texts and fresh photographs of vases and

frescos.

And yet. Alongside a goodly number of ancient world movies, particularly those with a
hero pitted against at least one monster, myth permeates all types of contemporary literature.
Canongate Press recently commissioned a series of short novels retelling a whole range of
mythic narratives, ancient Greek tales among them. For the younger reader, classical
fragments are sprinkled throughout the Harry Potter volumes, while the Percy Jackson books
assume Greek mythological figures continue to live in the modern world. Individual classical
monsters are not trapped inside their particular myth, although they can be found in such
retellings. They often appear in narratives which have no association with their origin stories.
Any computer game in which the player is asked to battle against clouds of regenerating
harpies and hydras, like the floating clouds of Medusa Heads in the Castlevania series,
illustrates the continued threat of classical monsters even when they are not occupying their
traditional spaces. So, classical monsters turn up in popular culture, in places that monster
theory seems to think they have no right and no ability to be. I think this illustrates some of
the limitations with the idea of the ‘monstrous’ and the assumption that it must lead to terror:
the Sphinx has not lost her teeth and settled down into an old age of snoozing on the sofa.

Despite being transplanted from their cultures of origin, and often relocated into entirely
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unrelated stories, classical monsters have an instantly recognisable presence in popular
culture. Monster studies has so far been oblivious to their presence, which suggests that there
may be something else going on here. To work out what that might be, we first need to look at

some historical trends in the forms our monsters have taken.
Historical trends

One of the complicating factors for classical monsters in the modern world is that they
have lived through a significant sea change in how the nature of monsters is understood. The
concept of ‘monster’ was originally tied up in its name - the etymology of monstrare, to show
or demonstrate, and monere, to warn, reflected a widespread belief that a monster was
monstrous in its external appearance. The sight of a monster was meant to function as an
omen - literally, in the classical period, for monsters and monstra were seen as signs of divine
will. For instance, when the boats of Aeneas and his men turn into sea nymphs after they have
been set on fire by the native Latins, Virgil calls the sight a mirabile monstrum, an amazing
portent (Aeneid 9.120). In Cicero’s dialogue On Divination, his brother Quintus refers to the
birth of a hermaphrodite as a deadly monster (fatale monstrum), which meant the Romans
had to consult the Sibylline books to find out the correct way to respond (On Divination
1.98).15 The poet Horace even goes as far as using the same phrase to refer to the Egyptian

queen Cleopatra as a danger which must be overcome (Odes 1.37.21).

The sense that monsters communicated divine will continued into the medieval period,
where monsters were generated by spiritual dangers and conquered by spiritual virtues -
Grendel in Beowulf and the monsters of the medieval romances are destroyed, at least in part,
by the holiness of their adversaries. Similarly, the bestiary tradition moralised about the
appearances and behaviours of animals to provide exhortation to the ideal Christian
character. In the medieval chronicles, an unnatural or monstrous birth could be read as the
sign that war was on its way, similarly to how Quintus Cicero frames intersex babies.
Monsters in the medieval period could also be interpreted as wonders of nature - stories of
monstrous races far out at the edges of the map, such as the cynocephali or dog-headed
people, ran alongside stories of dragons and phoenixes to illustrate the richness of a world
outside the everyday. Such a construction of otherness contributed to the politics of
burgeoning empire and the idea of race as a discriminatory category: the European West
began to identify itself as ‘normal’, positioning inhabitants of other countries with different

skin shades as fundamentally unlike the people in the self-proclaimed centre.
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Although what individual cultures found monstrous shifted over time, their beasts
remained externally and obviously identifiable. A hangover of the immovability of a
monstrous exterior appears in icons made in the Eastern Orthodox Church of Saint
Christopher, a cynocephalus who met the Christ child, was baptised and received human
shape. Despite his inner conversion, some makers of icons continued to paint him with a dog’s
head. The prioritisation of external appearances went more or less uninterrupted up to the
nineteenth century, although explanations for monstrosity drew on science rather than
religion. The question was not whether something that looked monstrous was a monster, but
how it had become so - a conversation that became even more charged in the context of

Charles Darwin’s evolutionary theories.

When Mary Shelley’s Frankenstein was published in 1818, it marked a radical shift in
how the link between monstrosity and external appearance was understood, by proposing
that the two could be uncoupled. Frankenstein is so overcome by his creature’s ghastly form,
sewn together from corpses, that he runs away from it, yet despite his appearance the
Creature’s initial disposition is friendly. As we discover from the Creature’s later narration, at
first he is a true innocent. He burns himself on a campfire because he does not know fire is
hot, for instance, and has to learn by experimentation that wet wood does not provide good
fuel. Despite his harmless intentions, the hostile reactions he experiences in response to his
appearance eventually drive him to behave like the monster people believe him to be. It is
ultimately nurture, not nature, that makes Shelley’s Creature monstrous. By contrast, the
actions of Frankenstein himself remain deeply ambivalent. Although the mix of epistolary and
first-person narrative nudges readers to assume Frankenstein’s perspective, his blind pursuit
of scientific discovery without considering its ethical implications and his decision to abandon
his creation are far from laudable. Shelley’s strong suggestions that the respectable scientist is
a body snatcher, along with his other questionable personality traits, mean that

Frankenstein'’s self-presentation as the narrative’s tragic hero can never be wholly convincing.

Frankenstein breaks the link between a monstrous exterior and a monstrous interior,
beginning a fascination with monstrosity’s inward manifestations rather than the specific
monstrous creatures of earlier eras. Later Victorian novels explore the same idea, with
similarly powerful results. Robert Louis Stevenson’s The Strange Case of Dr. Jekyll and Mr.
Hyde (1886) presented a literally two-faced protagonist, allowing the monster in Dr. Jekyll
out, and leading to the question of what had been under the good doctor’s skin before he came

up with his serum. In The Picture of Dorian Gray (1890), Oscar Wilde gives a wicked body
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beautiful a hideous hidden portrait, which records all the vices that are undetectable on the
attractive visage of Mr. Gray himself. Without the portrait, Dorian’s monstrosity is visually

imperceptible.

Both of these examples reflect an interest in what this era saw as an otherwise invisible
human monstrosity. What is shocking about Dorian and Mr. Hyde is their immoral behaviour.
Both men ruin women. Although homosexuality is never explicitly mentioned, the fact that
Dorian rents a sordid room by the docks which he only visits in disguise under an assumed
name is sufficient indication that his monstrosities are multiple. Dorian’s sexuality is an open
secret in the text - always plausibly deniable, but clearly on display when you know the signs
to look for.16 The monstrous is now inside us. A newly scientific world makes empirical belief
in the Sphinx more or less impossible, but an increasing interest in the hidden workings of the

mind will soon allow Freud to give it new life through psychoanalysis.

The next major shift in the monstrous, sixty or so years later, took place alongside the
development of the atomic bomb and the Cold War. The detonation of bombs on Hiroshima
and Nagasaki meant suddenly we were living in a world where the most monstrous thing
imaginable had already happened. The threat of nuclear holocaust gave popular culture, and
science fiction (SF) in particular, a new set of fears and anxieties to work with, and the scope
to explore full social dystopia. The monsters created by nuclear radiation, emblematic of
American monster movies in the 1950s, stood in for a range of other terrors, not least anxiety
over communism.17 While nuclear winter provided a temporary return to the exterior,
obvious monster, the human monsters who allowed radioactive monsters to be created or
released provided a parallel track of hidden monstrosity. Paranoia about ‘Reds under the bed’
neatly illustrates the link between the uncertain global political climate and an increased

worry over monsters lurking in plain sight.

More recently, contemporary concepts of monstrosity manifest in four interlinked kinds
of monsters: the psychopath or the terrorist, who is undiscoverable until it is too late; the
corrupt government agency, which infiltrates every aspect of life and against which there is
little or no recourse; the invisible virus that cannot be seen as it worms under our skins; and
nature itself, violently responding to humanity’s outrages against it.18 These monsters all
express fears about the breakdown of the social contract, but also of what cannot be seen,
cannot be faced, cannot be proactively countered. They may come into existence because of

humanity’s own foolishness, or they may be symptoms of a civilisation turning on itself. Yet
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initially they all merge into society. The serial killer looks like everybody else, until we peep
into his basement; the sinister governmental body blends in with the rest; the surface on
which the virus rests seems innocuous; nature, our mother, appears passive until goaded to
revenge. The monsters which have been generated by the modern world can no longer be

identified by sight - unlike classical monsters.

Society’s discomfort over these undetectable manifestations of monstrosity has resulted
in attempts to work out how to spot monsters. The figure of the terrorist, for instance, is
frequently associated with people who have brown or black skin, while White terrorists are
not labelled as such in media reports of mass shootings or similar attacks. Skin colour can
thus become a proxy for detecting monstrosity, but it’s highly ineffective; a social attempt to
recouple appearance and monstrousness fails, but perpetuates systems of violence which
allow, for instance, White North American police to escape prosecution after shooting Black
men who do not pose a threat to them.19 A parallel othering manifests in seeing those with
mechanical augmentation as somehow monstrous. The fearsome potential of the Terminator’s
visible endoskeleton exposes the breakdown of the barrier between the human and the
machine, and our perhaps inevitable journey towards becoming cyborgs.2? In both these
cases, external visual markers are treated as if they still signal a relationship to the monstrous,
but the breakdown of the internal /external connection means it has become increasingly hard

to detect any of the numerous manifestations of the monstrous until it’s too late.

Equally, in the late twentieth and early twenty-first centuries, depictions of monsters
show not just sympathy for the devil, but a desire to become the devil.2! Vampires particularly
express this modern longing at work, given the obvious parallels between vampiric
transformation and sex. In Stephenie Meyer’'s Twilight saga, Bella Swann, the series’
protagonist, not only desires the vampire Edward Cullen, but by the end of the novels has
become a vampire herself in order to survive. Anne Rice’s Vampire Chronicles include many
characters who beg to be turned into vampires, often without knowing what they’re asking
for; their transformations are sometimes successful, but sometimes immortality cannot save
them from their personal tragedies. Neither the Greeks nor the Romans show any inclination
to become the monstrous.22 Given the Greek preference for the rational and the ordered,
nothing could be more unappealing than to become the irrational, chaotic other. While the
Romans were certainly fascinated by monsters, both as clowns and as exhibitions, they
instead identify with the figure of the gladiator, who ‘concentrated the extremes of beauty and

violation, power and powerlessness, control and abandon’.
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For the LBGT+ community, explicit reclamation of the monstrous has become an
important act of recuperation. Hollywood cinema has a long- standing tradition of coding its
villains and monsters as homosexual, meaning that a queer viewer who takes pleasure in
watching a figure they identify with must also watch that figure suffer and be vanquished.24
However, in the final years of the twentieth century, the queer-coded monster started to come
out of its closet. Its grand champion has been Lady Gaga, who has positioned herself as
Mother Monster to her fanbase of queer Little Monsters, explicitly reaching out to young
people in contemporary America who feel marginalised and othered by their sexuality.25 The
queer aspect of the monstrous seems, in the main, to have passed classical monsters by,

although wider cultural trends mean that they offer the potential for this kind of reclamation.

Classical monsters, then, have flouted the evolutionary drift of the monstrous. Their
hybridity, their visual obviousness, their ability to be instantly picked out of a line-up, marks
them out as creations of earlier civilisations. It is this unusual nature of the obvious monster
which enables the ‘spotter’s guide’ approach to monsters I mentioned. That said, it is hardly
surprising that monster theorists concentrate on the monster generated by modern concepts
of the monstrous to the exclusion of the ancient monster still roaming our cultural landscape.
But in order to think a little more about why this omission exists, it is worth digging deeper
into some theoretical explanations of the cultural and psychological processes which help the

theoretical monstrous create individual monsters.

Anthropology

Mary Douglas’ groundbreaking Purity and Danger (1966) is the core text for an
anthropological reading of the monstrous. Douglas’ main contribution to monster studies,
building on how her subject cultures conceptualised cleanliness and pollution, was the idea
that things became monstrous because they broke out of safe categories and so became
unnatural.26 Her analysis classified monsters as impure because they disrupted social rules
and norms. There are various ways that an object or creature might do this - it might straddle
the boundaries between settled categories (both human and animal); it might be categorically
contradictory (both alive and dead); it might be incomplete or lack a fixed form, creating

uncertainty about what it actually is or should be.
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This notion of the im/pure leads to the concept of the taboo, and ways to reinforce
appropriate social behaviours and prevent pollution. This idea underpins Cohen’s fifth
Monster Thesis, that the monster patrols the border of the possible. In anthropological terms,
the borders in question are those surrounding exogamy and endogamy, or marrying in and
marrying out, as well as the borders that create a zone of heteronormative expectations. As a
strategy to avoid the incest taboo, women become commodities to be exchanged between kin
groups and reinforce homosocial relations. To make sure that social cohesion doesn’t break
down completely, balance is created by taboos on marrying too far out - into other social
groups, ethnicities and cultures. These taboos are policed by the monsters created both when
you marry too close to and too far from your kin group, or when you cross outside procreative

marriage into homosexual or transsexual activity.

Stephen Prince used the idea of taboo to construct the beginnings of a social theory for
understanding the horror film.28 He sees monsters as helping to demarcate blurred borders
of the social world, reinforcing systems of order which define what it is to be human. They
become a mechanism to reinforce cultural distinctions between clean/unclean,
accepted/prohibited that support and protect human communities. They also become ‘the
manifestation of the internal contradictions that every social order, based upon a classifying
operation, must generate’ - that is, they reveal the fault lines of the artificial categories that
humans impose on their surroundings in order to control them. Yet Prince’s focus on the
horror film does not consider how the monstrous might manifest outside horror, nor does it
account for monsters who travel beyond their origin culture after their creation. The
psychoanalytic tradition also picks up on ideas of pollution and ritual cleansing in order to
articulate the development of an individual’s sense of self. It is this tradition, which forms the

substrate of monster theory, to which we now turn.
Psychoanalysis

Psychoanalytic theory’s relationship with the monstrous goes back to Freud’s short
essay from 1919 on the uncanny, or the unheimlich. Freud unpicks the linguistic roots of
unheimlich, literally translated into English as ‘unhomely’. By closely examining the semantic
uses of the word in various contexts, he argues that what is unfamiliar is, in fact, deeply
familiar. He claims that there are two possible sources of the discomfort felt around
unheimlich objects. First, the unheimlich may resurrect in me the memory of some repressed

infantile trauma, such as the fear of castration at the hands of the father. Second, some event
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reminds me of a primitive mode of thought which I have since outgrown as a civilised human
being, but the resonance with that mode of thought gives me pause. For example, if I think
that [ haven’t heard from Julia for a while and shortly afterwards I receive an email from her, I
may be tempted to say this is uncanny, particularly if such coincidences occur several times in
quick succession. My reaction stems from a hardwired primitive belief in the power of
thought itself - that is, humans can bring about events simply by thinking about what they
wish to happen. Because I am a modern, civilised human being, I do not fall prey to such
primitive superstition, but the echo of the superannuated mode of thought generates a

sensation of uncanniness.

An obvious problem with Freud’s approach is his belief that ‘primitive’ cultures exist and
that modernity (as embodied by early twentieth-century Europe in general and Vienna in
particular) is unsurpassed by any other cultural moment. This view is underpinned by Freud’s
racist and colonialist assumptions, which see Western civilisation at the top of a
developmental curve, and take a positivist approach to the innate superiority of modernity. It
also assumes that anyone not living in Western Europe cannot be‘civilised’, suggesting non-
European people are still susceptible to this kind of superstition. Even Freud seemed to
recognise the problems underpinning this conception of unheimlich when he acknowledged

that it was much more easily dispelled than the first type.

He describes the sense of the uncanny created by repression as ‘more resistant’, and as
creating a more compelling sensation both in real life and in literature.31 It is this kind of
unheimlich feeling with which monster studies concerns itself. Indeed, Freud’s case that
repression creates the uncanny is one of the central planks of Cohen’s Monster Theses. Freud
argues that an uncanny feeling occurs when ‘repressed childhood complexes are revived by
some impression’.32 As a consequence, in order to use the uncanny as Freud understands it,
one must also accept that everything we find uncanny springs from something the psyche has
hidden away, always and forever entangled with the fear of the father and the desire for the
mother. We also must subscribe to Freud’s construction of a purely heterosexual ‘normal’
trajectory of desire, reinforcing a compulsory heterosexuality in us as we experience the

uncanny.

The second core psychoanalytic text for monster studies is Kristeva’s 1980 Powers of
Horror, which introduces the concept of abjection. Kristeva argues that the very development

of consciousness means that as the human brain comes into existence, there is a primal
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repression of all the animal instincts and breakdowns of the self that must be tidied away in
order to become a human. The material repressed in this manner is the abject, which
challenges our sense of identity as independent beings. The ultimate example of the abject,
she suggests, is the corpse, where the boundary between the human and the non- human
literally decomposes before our eyes. The child-mother-other triangle of traditional
psychoanalysis exists on top of this fundamental repression. The abject circles back into our
awareness through reminders of primal repression, but can never be truly spoken about
because the subject of the abject was repressed before we could speak (and had to be

repressed as a condition of our speech).

As a result, the abject and its symbolic reminders must be handled through ceremonial
exclusion (such as dietary restrictions) - it is impure and must be thrust away. It can’t be done
away with entirely, since it remains necessary to our existence as humans, but must be
acknowledged without being seen. Ritual allows us to fit the abject into the new, ‘rational’
order of the mind and into the realm of language and the law, although the abject is precisely
that which stands outside these realms. Excrement and menstrual blood are abject,
representing on the one hand the danger that comes to the self from outside, and on the other
the dangers posed by relationships inside kin groups, the fear of incest, the roles of sexual

difference, and the need for these to be managed by taboo and cultural insistence on purity.

Both Freud and Kristeva rely on a system of repression, whether at the primal or the
secondary level, and suggest that these repressions are fundamentally concerned with sexual
activity, sexual identity and sexual fear. Later monster theorists question this reductive
approach, arguing that it is possible to be scared of something not related to sex. Judith
Halberstam, for instance, brings out the fullness of the monstrous body in Gothic literature,
working with multiple planes of fear along the axes of class, race and nationality as well as
gender and sex.33 By understanding that the monster responds to a wide range of monstrous
factors at work in the unconscious, we can get past the Freudian obsession with
heteronormative sexually driven infantile trauma. We also allow the notion of the monstrous
itself to encompass many different, often muddied, kinds of terror, resisting what Halberstam

defines as a search for purity and clarity. We can thus see the wider picture of fright.

So, psychoanalysis gives us a credible mechanism for explaining how abstract and
subconscious conceptions of the monstrous generate concrete monsters, particularly the

revised model proposed by Halberstam. Debbie Felton has applied this approach to classical
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monsters, and argues that behind the monsters of Greece lies fear of ‘the potential of chaos to
overcome order, or irrationality to prevail over reason; the potential victory of nature against
the encroaching civilizations of mankind; the little-understood nature of the female in
contrast to the male’. This proposition seems sensible enough, given how much the Greeks
contrasted themselves to barbarians, and it doesn’t require infantile sexual trauma in order to
work - all that’s needed is a cultural desire to conform to ‘normality’. The fear of becoming
that barbarian ‘other’ and falling out of respectable social categories generates the monster,

which gains its power from the fear associated with that collapse into confusion.

Yet, even if we accept that we now have a plausible explanation for how psychological
conceptions of the monstrous generate monsters in a particular time and place, and that this
model works for ancient monsters, the monsters of classical reception still pose a problem -

for they are most definitely out of their

time and place. My catalogue of trends in monstrosity has already shown that there has
been a slow but sure disconnection between how monsters look and how they act, and that
contemporary Western culture in particular has a paranoid fear of being crept up on and
taken unawares. But these were not the fears of the ancient Greeks, nor do we fear what they

did.

So, the puzzle stands thus. In turning to reception, we shift from abstract notions of the
monstrous to the particular instances of the classical monster. If a monster is generated by the
fears and repression that lie in the hidden subconscious of a particular society, what
continually draws contemporary popular culture back to the monsters generated by classical

culture?
Foucault

At this point, I want to take refuge (perhaps unexpectedly) in Foucault. His impact on
monster studies has, as far as I can tell, been quite limited - not least because the work that
seems most relevant wasn’t published until 2003. Under the general title Abnormal, this book
presents a series of lectures Foucault gave at the College de France in the 1974-5 academic
year. Although there is some overlap with his published work, these lectures were not (as far
as | am aware) available before their collection and publication, and so were not in circulation
when monster studies was first taking shape. Foucault might be surprised that I turn to this

particular work, as he is mainly interested in why psychoanalysis’ claims of incest and
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repression were received so placidly by bourgeois families. He therefore focuses on the
constructions of power via interactions between the legal, medical and psychoanalytic
domains, and how ideas of normal and abnormal were used to manage interactions between

these domains.

[ want to look more closely at the first part of these lectures, where Foucault lays out
two theories of power and control. The first is control via repression; the second is control via
quarantine.36 Foucault illustrates these models by looking at how two different communities
handled potentially fatal diseases. The model of control via repression is exemplified by the
exclusion of leprosy from communities in the seventeenth century. Lepers were marked as
monstrous by the ugliness and deformity of their bodies. They were pushed out of towns into
non-civilised spaces, were not allowed to enter urban areas, and had to observe a set of
formalised behaviours if they did come within the city walls to enable citizens to know they

were coming and avoid them.

Foucault contrasts this repressive control with the system of quadrillage practiced
during the eighteenth century in French plague-ridden towns. Rather than dumping infected
people outside the city boundaries and trying to pretend they didn’t exist, quadrillage
functioned by dividing up a settlement into districts, quarters and streets. Guards, overseers
and other watchers were assigned to monitor these subdivisions of space and keep a
catalogue of who was infected and who was not. The surveillance of who went where, and
who interacted with whom when, was intended to keep the progress of the plague closely
monitored, but also gave the city total control over its citizens. Nobody was excluded. Instead,
everybody was firmly fixed in their place, sick and well alike, and their status was constantly

reviewed.

Foucault summarises the difference between these two systems as ‘passing from a
technology of power that drives out, excludes, banishes, marginalizes, and represses, to a
fundamentally positive power that fashions, observes, knows, and multiplies itself on the
basis of its own effects’. | would argue that this move from a negative to a positive model of
control is precisely what has happened as far as the classical monster in modern culture is
concerned - or, at least, this is what society thinks it has done with the classical monster. The
original mechanism of monster generation, the technology of exclusion and banishment as a

response to the subconscious monstrous, brought these specific monsters into the myths of
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their originating cultures. As such, they formed part of the literature and material culture that

we have inherited.

Consequently, these myths lose an element of their vitality - as Brian Attebery puts it,
‘we know of these things only through written texts, which are to living myths as fossil
footprints are to dinosaurs’.38 Attebery sees classical myths as dislocated from their original
meanings, and so available for appropriation and reinterpretation. By contrast, stories taken
from Aboriginal or Native American oral traditions are still connected to living religious

practices and must be treated with respect.

Monsters come into being through a negative, repressive model of control, a response to
humanity’s fear of the monstrous. Once they exist at a distance from that mechanism, society
responds by attempting to manage them using a positive model of control. The replication of
monsters through constant literary retellings, the resettling of mythical beasts in medieval
bestiaries, even brightly illustrated children’s picture books of classical myth, all seek to pin
monsters down, to shape them, to observe them and explain their habits. Such a gallery allows
us to peruse past cultural responses to the monstrous, and lets us reassure ourselves how out
of date these concepts are. The act of sight keeps the monster under surveillance, while
flourishing kinds of classical reception keep reproducing it. Each time a myth is retold, the
positive model of control believes it has come a little bit closer to restraining the threat. Once

they have manifested, monsters can be domesticated.

And, to an extent, popular culture has tamed the classical monster, particularly in those
mediums which involve sight - where you encounter the classical monster makes a big
difference to the effect that this particular monster has on you. But, while the positive model
of control tells a reassuring story about how we have brought the classical monster to heel in
the safe temple of shared cultural history that is Graeco-Roman antiquity, let us remind
ourselves of Cohen’s second Monster Thesis - the monster always escapes. As the model of

control has changed, the monsters have also evolved.
Feminist monsters

Despite the assumptions of contemporary society and classical reception that classical
monsters can be contained, they find ways of creeping out from their pens and back into the
shadows. The method I want to use to explain their continued breakouts means abandoning a

psychoanalytical view of monsters and taking a fresh tack, moving away from the monstrous
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as a concept and navigating into thinking about actual monsters who exist. I am going to
weave the work of Donna Haraway and Rosi Braidotti together into a modern monstrous web

for my classical beasts to inhabit.

Haraway is interested in the promise monsters offer us of ways to access the worlds of
today and the future, new ways of thinking in which the monstrous suggests how we might
coexist with the world rather than colonising it. To this end, she borrows the idea of the
inappropriate/d other from Trinh Minh-ha. For her, ‘to be inappropriate/d is to be neither
modern nor postmodern, but to insist on the amodern’.40 That is, being inappropriate/d
means rejecting narratives of historical progress, of beginnings, endings and changes of
direction. We may think we know what has happened to the classical monster and how it has
been pushed out of the narrative; the classical monster believes it has never stopped being

relevant.

Haraway’s model of the monstrous dovetails neatly with some of the key tenets of
classical reception theory, most importantly the idea that meaning is generated at the point of
reception. To put it another way, what an item of classical culture means is not defined until it
is looked at by somebody. The monsters of classical reception respond poorly to Foucauldian
attempts to control them because their identities as reception and as monsters mean they

doubly resist and reject the desire to categorise and to solidify knowledge.

Another way to understand the monster’s response to attempts at control is to turn to
the idea of the rhizome, through the work of Rosi Braidotti. Braidotti argues that the feminist
subject of knowledge is ‘an intensive, multiple subject, functioning in a net of inter-
connections . . . rhizomatic (that is to say non- unitary, non-linear, web-like), embodied and
therefore perfectly artificial’.41 The individual subject according to feminism is best pictured
not as a single, fixed article, but as a constantly shifting and redeveloping entity - not
understood as the ‘disempowered reflection’ of a dominant masculine subject who boldly
stands at the centre of the world, but as an agent in constant flux, always renegotiating her
self on her own terms.42 Classical monsters fit this description perfectly. They adapt their
form and operation according to the environment where they find themselves. They are the
ultimate modern subject, always becoming again with each new incarnation. Their root-like
shape means that one tendril, one manifestation, may come under the scrutiny of a positive
system of power, but other tendrils continue unseen, and find other places to escape into our

society. The appropriate response to such monsters is not to try and pin down every tendril -



KpemeHna XpucToBa. [lunnomHa paboTta

that method belongs to the desire for control. To use Haraway’s phrasing, we require an
approach that ‘does not map where differences appear, but rather maps where the effects of
difference appear’.43 This may sound like a fine distinction, but it has significant implications
- what is needed is not another set of classifications and lists, but a closer consideration of
how specific instances of classical monsters in the modern world come together to create a
picture of that monster, its various and shifting components, and the purposes to which it is
put. Trying to limit the tale to a single cause, a single repressed fear, a single set of social

controls, attempts to explain the unexplainable, namely the psychological monstrous.

So, my goal in this book is not to impose a modern system of regulation upon the
classical monster, as tempting as that may be. I do not aspire to comprehensiveness or
universality in what will follow, because neither are possible. Instead, I will outline the major
features and landmarks on my map - not least because the relationship between monsters
and their homes is particularly intimate. I also want to note that by adopting this cartographic
approach, I know I will leave some areas undiscovered. There will always be room for more
detail inside my outlines. In this, to return to Haraway, my classical monsters are profoundly
amodern - they never end. My interpretations of these monsters’ behaviour are provisional,
offered in the knowledge that tendrils of monstrosity will find new places to manifest, and

that my analysis may be insufficient to deal with those forms yet to come.

Given the importance of the relationship between monsters and their place, the next
step in this mapping process is to consider the terrain that we will cover. The place where we
encounter the monster, as I have hinted, makes a great difference to how that monster
presents itself - and, | would argue, to how successfully a given tendril can be pinned down.
The classical monster, I think, becomes much less monstrous if you can see it as well as it can

see you.
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2

Classical Monsters and Where to Find Them

Where one might encounter monsters depends as much on our expectations of
dangerous places as it does on where monsters prefer to lurk. The ancient Greeks and Romans
had a fundamentally different understanding of how space operates to us, and so expected to
encounter monsters in different places. Moving beyond questions of physical place, monsters
also occupy different kinds of media in distinctive ways. A classical monster’s behaviour
changes depending on whether it appears in a film, on television, in a comic, in a video game,
in a role-playing game or in a book - these cultural caverns come in a range of sizes and so
allow monsters varying degrees of room to stretch. The question of ‘where’ covers more than

simply the monster’s street address.

Let us begin with some truisms about where monsters reside, which have become
accepted because they have some truth in them. The first assumption is that monsters dwell
far away, on the edges of the map - hence the delight cartographers of the early modern
period took in filling oceans with sea monsters and other glorious creations. They are often
understood to occupy their own particular region - Asma describes this as the monster zone.1
This zone tends to be extremely remote. In his study of 1950s monster movies, Booker notes
that rampaging monsters ‘tended to live in remote Third-World places that kept them away
from civilisation, until they were released by human interference, such as nuclear testing’.2
Carroll gives a similar list of otherwise unknown places to monster-hunt - lost continents,
outer space, under the sea or earth.3 These places are entirely geographically separate from
human civilisation. When monsters come out, they become hostile by leaving their own

sphere and entering that of the human, regardless of their subsequent actions.

Such divisions of the world into ‘civilised’ and ‘remote’ territories are not politically
neutral. Cartography has historically been a tool of racialisation, in which European nations
have positioned themselves as superior to indigenous people from the sixteenth century
onwards. The appropriation of ‘empty land’ from the Indigenous people of Australia and the
creation of reserves for the Indigenous communities of the United States and Canada are two
particularly good examples.4 With the rise of the colonial powers, narratives of exploration
became tools for justifying the domination of distant areas by presenting them as wild and

uncontrolled, framing the inhabitants of those lands as monsters to be overcome rather than
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representatives of autonomous societies with whom to negotiate. These racialising uses and
abuses of space were deployed long after classical monsters came into existence. As their
homeland is Greece, the so-called cradle of Western civilisation, they sit at the heart of later

white colonialism, domestic monsters exported to foreign lands under the guise of progress.

The idea of a distant monster zone has led to a model of monster encounter best called
the ‘attack narrative’, which arguably goes back to Grendel’s attack on King Hrothgar’s mead-
hall. Carroll sketched out a set of possible structures for the horror film revolving around four
elements - onset, discovery, confirmation and confrontation.5 This is the most complex form
of plot he outlines, or, rather, the maximum number of ‘movements’ his model allows a horror
movie to contain. A movie can concentrate on fewer movements or even a single one. What's
relevant to our discussion is the importance of the ‘onset’ and ‘discovery’ movements, when a
monster leaves its original location and travels to human territory, to be found there after
playing an appropriate amount of havoc. Carroll thus suggests that monsters are always
invaders, whether they come from the Arctic or outer space. They live Elsewhere, and have no

business being Here.

A parallel paradigm of monstrous encounters involves the traveller who actively
searches out the monster zone. In these stories, tales of the monster lure a traveller to the
wild edges of the map, where they encounter the monster in its natural habitat. They may kill
the monster there, or (as in those 1950s monster movies) do something spectacularly
arrogant or dim that gives the monster a way to leave the monster zone and enter human
territory. Either way, the traveller must reassert the boundary by thrusting the monster out of
the place where it has no business. This negative method of control seeks to drive or hunt out

the monster to make sure it never has the chance to come close to humanity.

Both the attack narrative and the travel narrative run into a problem when faced with
classical monsters, although some adapt to these patterns. The Odyssey’s adventure section
looks just like a thrilling travel narrative, with Odysseus running the gauntlet of various
fabulous beings, monstrous and divine - or so he tells his hosts, as he is wrapped up safe and
warm on a Phaeacian dinner couch. Perseus must travel to find Medusa, requisitioning
Hermes’ winged sandals to get him over the ocean to her cave. But not all classical monsters

occupy the edges of the earth.

Hesiod’s Theogony, a fragment of a poem which recounts the creation of the world,

includes a section which gives the genealogies of various monsters (270- 336). Strauss Clay
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has noted that within this catalogue, there is a moment of transition between the kinds of
monsters who are described: after starting with the Graiai, the Gorgons and other monsters
who live on the edges of the known world, Hesiod changes tack when he brings in the Hydra
of Lerna, followed by the Chimera and the Nemean Lion. With these monsters, the chaos of the
catalogue ‘erupts into the inhabited world, posing a threat to human beings’. That is, the

monsters of classical myth have always been right in the middle of the map with us.

Hesiod’s view of monsters as living around the corner as well as over the sea highlights
an important characteristic of classical monsters - in the ancient world, it is possible to be
walking around your local area, round a bend, and without warning encounter a monster. The
monster has not come from some out of the way place: its home is the same familiar
geographical locale that humans inhabit in their everyday lives. It has not invaded, but shares
the space with the humans who find it. It belongs there as much as the trees, the lakes and the
non- monstrous fauna. The line between monstrous and non-monstrous animals blurs further
when you consider creatures like mountain lions, who threaten human life without being

strictly mythological.

The narrative still usually requires that the monster be defeated. Since monsters tend to
appear in the narratives of heroes, that's sort of their raison d’étre (or, perhaps more
accurately, their raison de mourir). The Hydra is done in by Heracles and lolaus, following
Athena’s advice. Although Oedipus defeats the Sphinx through riddling rather than through
battle, she throws herself off a cliff when she can riddle no more. The monster’s role as
antagonist means that eventually the shared space must be cleansed, made fit for purely
human habitation - demigods killing off other divine hybrids in an ancient version of an

ecological disaster.7

One could object that this sense that monsters inhabited the day-to-day landscape was
alive and well in myth, but the Greeks felt this idea belonged to the age of heroes, and that the
Romans saw it as well behind them. However, the religious practice of both cultures reveals a
more complicated understanding of how everyday space was shared. Greek myths frequently
featured episodes of nympholepsy, or nymphs snatching away people who caught their fancy.
The best known nympholept is probably Hylas, the lover of Hercules, abducted at the spring of
Pegae when the Argonauts stopped there. But nympholepsy as an experience was not
confined to literature and myth. There are shrines at Vari in Attica, Pharsalos in Thessaly and

Kafizin at Cyprus which all contain inscriptions suggesting they were set up by nympholepts.8
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That is, people who genuinely thought they had been snatched by nymphs turned the location
of their abduction into a religious shrine to commemorate their experience and honour the
nymphs responsible. The three shrines are all based in caves, which maps on to the literary
tradition of nymph encounters happening only in rural areas. Yet, even if these places are

secluded, they are still easily reachable from the city - and easy to wander into by accident.

The Romans also saw the natural world as a space where the boundary between the
usual and the unusual wobbled. Again, our evidence comes from the world of religion,
particularly the groves which were seen as residences of gods. The grove of Diana at Nemi, in
the Alban Hills to the south-west of Rome, provides a case in point. The priest there, the rex
nemorensis or king of the woods, constantly carried a weapon - he had won his office by
killing the previous incumbent, and could himself be challenged for a fight to the death at any
moment.9 Diana was associated with other myths where a mortal was punished for straying
into her domain. When the hunter Actaeon stumbled upon her bathing with her nymphs, she
turned him into a stag and had his own hunting dogs tear him apart.10 She also sent the
Calydonian Boar, a fearsome giant of a beast, to ravage Aetolia as revenge on King Oeneus for
neglecting her worship, making the countryside a site of unpredictable terror until it was
killed.11 The sense of the natural world as a permeable space even extended into Roman
gardens, supposedly domesticated spaces that showed off human control of nature, but which
always retained an element of danger. Sculpture groups, like the Odyssey-inspired grouping at
Sperlonga featuring the sea-monster Scylla and the cyclops Polyphemus, invited elite
Romans to enter this hazardous space of nature and risk encountering the monsters

themselves.

The ancient Greeks and Romans had a profound sense that they shared space with the
supernatural, and that while spirits were not encountered as a matter of course, the unwary
could run into them without warning. This conception of place as communal, populated by
humans and non-humans as equal but different inhabitants, feeds into the sense that
monsters not only occupy the monster zone but are also your near neighbours. The landscape
of the everyday is deceptive. The classical monster may, as Felton observes, avoid urban

areas, but that still leaves a lot of the map to choose from.

A classical monster is not relegated to distant and unreachable realms, although some
classical monsters prefer that kind of real estate. Their adaptability, or perhaps their decision

to bed down in specific locations close to humans, makes them distinct to the monsters
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usually considered by monster studies. They co-occupy space rather than dwell separately.
Carroll offers a compromise by suggesting that monsters are found in ‘marginal, hidden, or
abandoned sites: graveyards, abandoned towers and castles, sewers, or old houses’, yet this
doesn’t quite fit either.15 The classical monster that comes closest is the Minotaur - yet, his
occupancy of the Labyrinth is forced upon him by Minos, who shuts him up in shame to hide
the evidence of his wife Pasiphae’s bestiality. It is the human that forces the monster into a
place out of the way, and a human that forces others into that space to be devoured, creating
the conditions for the monster to come into its own. The Greeks knew that the Minotaur had a
full life cycle. An extraordinary red figure vase painting from Etruria, painted around 340
BC, shows Pasiphae with an infant Minotaur on her lap, about to latch onto her breast
to feed. Given that the ancients could conceive of a pre- cannibalistic Minotaur, a
Minotaur who needed love and care as much as a human baby, one wonders what they
might have said about the nature versus nurture debate and Minos’ influence in bringing
out the beast. The classical monster pays little heed to the maps which modern monster

studies painstakingly construct.

Lurking at the edges

The fourth and fifth of Cohen’s Monster Theses, which I outlined in Chapter 1, offer
another way of thinking about the monster and space - namely, that the monster dwells at the
gates of difference and polices the borders of the possible. To put it another way, the monster
likes boundaries and edges, mainly in order to hop from one side of them to the other. Many
classical monsters physically embody such borders, since their bodies start as one thing and
continue as another, crossing the line between animal species or between human and animal

repeatedly as the blood flows through their veins.

The propensity of monsters to favour the border and the threshold, the moments of
crossing over and crossing through, means that they can be found wherever there are
changes, shifts and alterations. The connection between monsters and boundaries recalls
Kristeva’s notion of abjection - namely, that abjection happens at the place between ‘me’ and
‘not me’, where the boundary of the skin opens and closes for things that once were ‘me’ to
become ‘not me’. For Kristeva, the primal repression that allows the foundation for rational
human thought requires this pushing away of the reality of the lines between ‘me’ and ‘not

me’, so that we can psychologically suspend our disbelief in our existential improbability and
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get on with developing a consciousness. While one may disagree with her premises, it is not
necessary to subscribe to her psychoanalytic principles to see the appeal of boundaries to

monsters.

In geographical terms, the obvious border is that between the natural and the human,
the country and the city. Classical monsters may haunt ‘mountains, rocks, caves, cliffs, and
other natural places untamed by culture’, but the border is inevitably perforated - either by a
traveller, seeking out the monster zone, or because the border of a shared space is crossed
over more easily than we think.16 This is another function of the monster’s policing of the
borders. We reassure ourselves that we know how to accurately distinguish wild areas from
cultivated ones. But the ease with which classical heroes fall into the lap of monsters tells a
different story - one in which the boundaries are not clearly fixed, and one cannot trust one’s
intuition about where is safe and where is not. The monster patrols the boundary, sometimes

on this side, sometimes on that. The space that was safe yesterday may not be safe today.

The border between the urban and the rural exists in places besides the stark city wall -
another tempting fantasy, that promises we know the difference between ‘urban’ and ‘rural’,
while nature fights to reclaim the cobbled streets. Roman literature offers a clear example of
this separation in Horace’s Satire 1.8, which is spoken by a wooden statue of Priapus set up on
the Esquiline in some public gardens reclaimed from the space’s previous use as a mass grave
for the poor. Into this garden at night come two witches, who proceed to perform all sorts of
frightful magic, drawing on the location’s deathly past. They are only frightened away when
the statue splits itself and lets forth a fart. This poem shows how layers of space and meaning
rub against each other, creating air pockets (as it were) into which monsters can slip. The
gardens believe that they have suppressed their previous deathly nature, but the tension
between ground for growing and ground for sowing is not so easily tidied up. Monsters find

cracks to burst out where a new meaning has been papered over the top of an old one.

[ first drafted this chapter as the world reacted to the election of Donald Trump as 45th
President of the United States. One popular analysis positioned his election as a response to
the Obama presidency, to the drive for equality for women, to the increasing public profile of
transgender issues, to immigrants and Latinx Americans - in other words, a push back to ‘how
things used to be’, driven by a nostalgia for an era where men were men and women were
women, and they were all white. The monstrous realities of American racism, xenophobia and

misogyny have not only resisted attempts to write them out of existence, but have
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appropriated the fresh template that was laid over them. The imposition of a new model, a
new way of doing things, never manages to rid itself of the monsters who have been

occupying those borders and barriers.

Cohen’s second Monster Thesis, that the monster always escapes, warns us that the
monster will return to the space which seemed purged of monstrosity.17 The occupation of
borders and boundaries ensures that there is always an exit, and an entrance, nearby. The
ability to slip and slide in and out of narratives and genres allows the classical monster to
dwell where it wills. Its ubiquity comes from its ability to go everywhere, for it can always find
shadows and passageways - or fertile ground into which it can send a tendril to take root and

bloom.
Genre as place

The classical monster’s disregard for place, boundaries and location affects not only the
geography of its placement but also the genre in which it appears. This raises an issue from a
monster studies perspective - namely, do true monsters only appear in horror? Much
scholarly discussion of the monster focuses exclusively on horror texts. In literary terms,
Mary Shelley’s Frankenstein (1818) and Bram Stoker’s Dracula (1897) are the gothic
ancestors of a rich realm of horror writing, including the oeuvre of Stephen King. In cinema,
key films for discussion include Alien (1979) and its sequels, The Texas Chainsaw Massacre
(1974), Jaws (1975), Carrie (1976), The Silence of the Lambs (1991), The Hunger (1983) and
An American Werewolf in London (1981). In all of these texts, the classical monster is

conspicuous by its absence. Does that mean it is not really a monster?

Wood’s analysis of horror monsters picks out five key tropes that have been circulating
since the 1960s - the monster as psychotic or schizophrenic human; the revenge of Nature;
religious disturbance in the form of Satanism, diabolic possession or the Antichrist; the
Terrible Child, often connected to the previous type; and cannibalism.18 This list, dominated
by the serial killer, appears to leave no space for classical monsters in horror film. They are
much more likely to be found romping in something best labelled the ‘heroic epic’, such as one

of the Percy Jackson films or books, or one of the innumerable films about Hercules.

The reason for this, one might argue, is that classical monsters have been passed down
the ages enmeshed in a net of myth. Their entanglement with the narratives of well-respected

classical stories may, perhaps, make them appear off-limit to horror. They exist precisely
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because they encounter a hero, who must overcome them in order to complete his quest,
rather than because they create terror in their own right. Sometimes, the hero’s success
involves the monster’s death, as in the case of Perseus beheading Medusa; sometimes, the
monster can be conquered in other ways, like Oedipus’ answer to the Sphinx’s riddle;
sometimes, all the hero must do is escape by the skin of his teeth, as when Odysseus sails past
Scylla and Charybdis, although six of his nameless sailors sacrifice their lives so that he can
continue his voyage. This approach sees the monster as a creature petrified in story-amber,
locked into the narrative role that each myth has given it, and deprived of the vitality that

living myth or sacred stories have in the process of transmission.

Such an interpretation ignores an important characteristic of ancient myth itself -
namely, its constant openness to retelling and fresh interpretation. This versatility goes back
to antiquity. The group of poets known as the Alexandrian school, for example, take
considerable pride in referring to the most unfamiliar variant of a myth in their poems to
show off their esoteric learning and their readers’ ability to spot the obscure allusions. As
myth has been handed down, it has continued to adapt to suit the times that it finds itself in -
hence the frustration I feel when a modern version of a myth is judged in terms of how

‘authentic’ it is, as if there were only one story from antiquity to follow slavishly.

The so-called ‘proper version’ is often taken from a popular children’s compendium of
myth with all the juicy bits taken out, perhaps Bulfinch or Hawthorne, or the pseudo-scholarly
account of Robert Graves, rather than from antiquity itself. This belief in fixed stories stands
in stark contrast to Ovid's Metamorphoses, a compendium of tales which self-consciously

revels in the adaptability of myth.

The modern idea that the mythic story must stay within the fixed limits set by white
male interpreters of the canon has no power over classical monsters. Myth often travels with
them, but they wear its tatters around their shoulders rather than allowing it to tie their
hands. When we encounter a classical monster, even though it may be dwelling outside the
borders of horror, we still think we are meeting a monster, not just a glorified prop
supporting a hero’s amour propre. The flexibility of myth is precisely what allows the monster
to flex away from its companion hero, to find new stories to tell. That these stories do not take

place within horror does not, I would argue, make them less monstrous.

True, it may make what Mittman calls their impact less immediately obvious, especially

if we follow Carroll’s framework of monstrous force. He argues for a specific form of art-
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horror, in which the genre of horror organises its narrative elements to create a certain set of
responses to the monstrous. He distinguishes art-horror from natural horror, that is, the sort
of horror we might feel while seeing footage from Aleppo or Mosul, the uncovering of mass
graves of genocide victims, or the election of an American president endorsed by the Ku Klux
Klan. He also marks out a difference between the monsters that create art- horror and
monsters that live outside the horror genre. His main example comes from fairy tales, under
which rubric he also bundles ‘myths and odysseys’. The amalgamation is significant, because
Carroll’s primary distinction is that while in generic horror, humans view monsters as
‘abnormal, as disturbances of the natural order’, in fairy tales ‘monsters are part of the
everyday furniture of the universe’ - they can be ‘accommodated by the metaphysics of the

cosmology that produced them’ within the borders of the fairy tale world.

This explanation for why the monsters of fairy tale are not art-horror monsters will
simply not do for classical myth, for the world of classical myth is the human world. While the
monsters may have existed during a previous era of gods and demigods, the stories of the
nympholepts reveal a conviction that the porous boundary between the earthly and the divine
has not been sealed up. Just because something may be an ordinary part of the world’s
furniture does not mean that it cannot inspire fear and horror. Again, the emphasis on ‘horror’
as part of the response necessary to monsters is, | think, a red herring. Certainly, horror can
sometimes be a useful identifying feature, but the fundamental property of a monster is to
make us think. Cohen’s seventh Monster Thesis, that the monster stands at the threshold,
observes that ‘monsters ask us how we perceive the world, and how we have misrepresented
what we have attempted to place’.24 We know monsters by their interrogation of us - and
sometimes they can ask us frightening questions. The fear that being asked to examine our

comfortable preconception can inspire is not restricted to the genre of horror.
Monsters in the basement

A space where many people may encounter classical monsters for the first time, often at
a young age, is their own table tops, in the context of role-playing games. While the prevalence
of classical content in these games is generally accepted in a vague sort of way, there has been
little focused study on how they treat the ancient world. Indeed, I hesitate here, as someone
whose knowledge of an exceptionally wide and diverse field comes second and third hand.
That said, since the first edition of Dungeons and Dragons, created by Gary Gygax, was

released in 1974, a survey of D&D bestiaries shows a consistent presence of classical
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monsters in its game world.25 While some monsters like the hydra and the Chimera appear in
every iteration, others fade in and out, perhaps due to their incompatibility with central game
mechanics. Other individual monsters are turned into races - hence a race of medusas and
their male counterparts, the maedar, as well as packs of minotaurs. The background provided
in the bestiaries, too, changes from handbook to handbook, resulting in a game environment
where players are actively encouraged to use their own imaginations in repurposing classical

monsters for their adventure narrative.

The use of this aspect of classical heritage alongside myths from other cultures and
entirely made-up creatures and deities ‘served as a great leveler’, in that it created
equivalence between historical mythic traditions and imagined ones.26 This levelling is
compounded by the fact that the D&D world locates all its inhabitants in an entirely fictional
universe, of which the most significant element for our purposes is its elimination of an
equivalent to the ancient Mediterranean.27 In a game-space in which the Dungeon Master’s
imagination is essential if the game is to be any fun at all for the other players, classical
monsters make versatile gaming pieces, deployed for their function as adversaries rather than

their narratives.

That the classical monster inhabits the D&D universe, and the world of ‘the game’
created wherever a Dungeon Master and Players gather together, may appear an insignificant
cultural factoid, yet its inclusion had wide-reaching consequences. The children who grew up
playing D&D obsessively, absorbing both the details of classical monsters and the way they
responded to the demands that the D&D universe placed on them, grew up to become the
creators of mainstream culture in the 1980s and beyond, bringing that understanding of the
classical tradition with them. What we can take away from the space of D&D, and tabletop
gaming more generally, flags up two important characteristics of the places classical monsters
lurk. First, they persevere in the territory they find themselves in; despite the reshaping of
their narrative description in every edition of the D&D bestiaries, they continue to be
perceived as important inhabitants of the gaming world. Second, classical monsters occupy all
forms of popular culture; there are no spaces off limits to them. Equally, no space is less
important than any other space.While I concentrate on certain types of reception because that
is where my expertise lies, that does not preclude or devalue the other locations in which

classical monsters appear.
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The message is the medium

There is one further trend about the place and space that monsters occupy that I think is
worth commenting on, and that is what happens when a monster gets put on screen.
Something about vision changes how we conceptualise a classical monster. Words allow space
- Homer never tells us what the sirens look like, only what they sound like. Their monstrosity
is rooted somewhere other than their appearance, at least for Odysseus. Yet, when it comes to
visual representation, putting the monster into a physical shape is a move towards tying
down a tendril. I am reminded of the Ravenous Bugblatter Beast of Traal in Douglas Adams’
The Hitchhiker’s Guide to the Galaxy: ‘a mind-bogglingly stupid animal, it assumes that if you
can't see it, it can’t see you’, and so is easily escaped through judicious deployment of the

hitchhiker’s trusty towel. The sight of a monster becomes a way of fixing it into being.

When this is done on a black or red figure vase, or on a sculpture, the impact of the
pinning down is minimal. While a particular image may circulate around a group of viewers,
its impact is comparatively limited beyond that circle, particularly in an age before mass
media. But something happens as the technology that allows images to be reproduced evolves.
Benjamin analysed this change in his essay ‘The Work of Art in the Age of Its Technological
Reproducibility’, which I think helps articulate a further element of how classical monsters
are now represented. He argues that as it became possible to reproduce a piece of art, first
through printing, then through photography, and finally on film, an important part of the
object’s aura was lost. The act of reproduction removes the reproduced object from the place
that it is inextricably linked to, and from the tradition to which it belongs.29 That is, the act of
reproducing an art work or an item, making it multiple, kills the authenticity which belonged
to it when it was unique. Ironically, it is the urge to get close to an object that drives its
reproduction in the first place - hundreds, thousands of people can own copies of the Mona
Lisa, and access a watered-down version of its brilliance, regardless of how far they might be

from the Louvre.

Second, Benjamin argues that the main purpose of film is to teach humans how to handle
the new realm of technology which governs their lives in unprecedented ways.30 Film gives
office and factory workers a way back to their humanity, after they have spent the day
relinquishing it as part of the capitalist machine.31 Yet Benjamin sees film as something
particular, different from painting or photography - the painter or photographer creates a

total image, while a film is pieced together through montage to represent the deep reality of
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something.32 Its nature allows it to bring out otherwise hidden elements, and, in turn,
represent all the other cogs in the machinery of capitalism which might otherwise lie outside

an individual’s sphere of knowledge.

[ would argue that Benjamin's observation that a replicated object loses its connection to
its unique tradition and meaning also holds true of the classical monster, who has come onto
the silver screen in a big way in recent years, in light of the advent of computer-generated
imagery (CGI). Initially, screen attempts to do classical monsters had, perhaps, been
somewhat optimistic. One thinks of the Nemean Lion in the Steve Reeves Hercules (1958),
which is no match for the iconic Metro Goldwyn Mayer lion which opens the credits. Things
became easier with the rise of stop-motion technology, which enabled Ray Harryhausen to
create his iconic creatures, and the increasingly sophisticated development of CGI. These
developments have allowed classical monsters to appear on screen with increasing levels of

detail and verisimilitude.

But, I think, this desire to be authentic is precisely the problem. At the same time as
Benjamin would say technological reproduction takes the classical monster away from the
uniqueness that gave it its aura, the increasing power of CGI allows film makers to reproduce
monsters in ever more loving detail - every scale on Medusa, every hair of the Chimera’s fur
can be electronically painted into life. The paradox, I think, is that as the classical monster
comes ever more clearly into view, it loses the shadows which let it be monstrous because the

cinematic floodlights engulf it.

Haraway has a helpful way of thinking about this effect of light on the monstrous in
relation to the patriarchy. She outlines a Western patriarchal narrative which talks about the
emergence of the physical body from the first birth (following the first Fall), followed by a
second heliotropic birth.33 This version of history, told from a perspective in which we are
always advancing, has a fixed beginning and a definite sense that where we are, right now, is
the best place mankind has ever been. The moment at which man really becomes man is the
European Enlightenment, the bringing of light through the application of rational thought, the
use of the (supposedly infallible and impartial) scientific method, the ever-closer scrutiny and
examination of the world around us. Haraway sees this as the moment that creates the
heliotropic gaze, a way of looking which turns towards the light of the Enlightenment, and

prioritises the Enlightenment’s rationalist ideology and the idea that everything can somehow
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be measured, observed, described, understood through supposedly neutral scientific

practices.34

The heliotropic gaze matches up with the positive model of power through intense
scrutiny outlined by Foucault. Similarly to the system of quadrillage, the heliotropic gaze
believes that by sufficiently close examination, the world can be thoroughly understood - then
made subject to man’s authority and put to his use. The light of reason dispels any uncertainty
when focused upon an object of study. The ability to look closely at things not only controls
them, but also makes us fully rational humans - or, more accurately, fully rational men, for
that scrutiny takes as its objects the other, the women, the racialised, and, yes, the monstrous.
The glare of that patriarchal heliotropic gaze, the idea that we always look towards the light
and that the light is where we ought to look, takes away the darkness in which the monster

lurks, and thus takes away a crucial part of the monster itself.

Let me express the same idea using a fitting mythological reference. Whenever classical
monsters appear in movies, we, the viewers, become Medusa. Our vision freezes them in
place, into living statues on the plinth of the silver screen. By looking at them directly, we pin
them down. One rapidly emerging fact about cinema’s approach to the classical world in
general is that (studios believe) audiences take a very conservative approach to antiquity -
they know what the ancient world looks like, and get unsettled if they are presented with
something else. This expectation accounts for the easy slip-and-slide of factual accuracy that
often happens with films set in the Greek world, where soldiers wear Roman army gear; the
anachronism doesn’t matter, because the army now looks like an ancient army.35 This is the
gaze in action - even if the reasons behind these assumptions are inaccurate, the fundamental
belief about what we should be looking at persists. In the same way, when a classical monster
is put on screen, we know what they are supposed to look like.We fix them down with our
expectations - and we draw visual and narrative pleasure from taking on the gaze of the

camera, controlling the events in front of us.

[ will talk more about the consequences of this for classical monsters in the coming
chapters, but for now I think it is enough to say that the result of reproducing the monster
again and again, on screen after screen in city after city, and in ever increasing detail, is that
the spaces it finds in movies and on television are fundamentally different to those spaces it

finds in books, even comic books. When we can see the monster, our imaginations are let off
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the hook. Heliotropic vision chases away the darkness so we view the monster in all its

squamosity.

Unfortunately, this creates the illusion that we know the monster: we are well steeped in
the patriarchal narrative that to see is to control. By adopting the position of the camera, by
falling for what Haraway calls the ‘god trick’ of assuming that technology gives us infinite and
infallible vision, we think that we are in charge of the story.37 But, as my alternative
rhizomatic model suggests, while one tendril may be pinned down in hostile territory, other

roots are stretching out to other, more fertile, soils.

My point, at the end of this theoretical trail, is that in terms of the place where monsters
live, not only physical location matters. Thinking about the ‘monster zone’ on maps and the
marginal spaces among human habitation is only one part of the story — monsters are affected
by the genre and the medium that they inhabit as much as where they happen to hang their
hat(s). The sort of cultural artefact they occupy makes a significant difference to how the
monster manifests and the audience’s freedom to interpret it. Films, television, books, comics
- each domain has its own characteristic soil. With that in mind, [ want to spend the next two
chapters thinking a bit more closely about the silver screen, to draw out some particularly

interesting effects of technological reproduction.
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3

Monsters on Film in the Harryhausen Era

Film is powerful, particularly in the way it tells stories. Yet there is something
fascinating and oddly uncomfortable about the way that the classical monster comes to life on
the silver screen. They have had plenty of screen time, but often as ancillary props for the
hero whose success is the focus of the plot. From the epic films of the mid-twentieth century,
in particular those involving the work of Ray Harryhausen, a clear pattern emerges of
monsters being shackled to heroes (even if not their own) as set pieces within heroic
narratives. They are held fast through the stories they are required to tell, even if they
sometimes manage to engage with the cultural fears of their own eras. However, just before
the turn of the century, there were some signs that the suffocating cinematic bond between

the monster and the hero was beginning to fray.

Film is, in some ways, the perfect location to examine a monster, because it reveals the
truth of Cohen’s sixth Monster Thesis - ‘fear of the monster is really a kind of desire’.1 Film
allows us to look, look and look some more at what is forbidden and what is loathed. The
cinema is a peculiarly safe place to encounter the monster - we can come ever closer, seeing
its slavering jaws and shuddering at its hybrid transgression, always safe in the knowledge
that the film will finish soon, the lights will go up, and we will return to ordinary life. A cinema
spectator enjoys the process of identifying with a hero who kills the monster, but also,
perhaps, with the monster itself; while not every viewer will experience the same kinds of
pleasure in recognition, the enjoyment of being scared by something alien which is then
conquered is central to many movie plots. If you wanted to build a cage for a monster, the

movie theatre would be a good place to seek inspiration for your design.

Not all classically inspired films house monsters. In historical epic, characterised by
movies like Cleopatra (1963) and The Fall of the Roman Empire (1964), while the characters
may possess heroic qualities, their monsters are usually human. We are more likely to find
monsters in what we might label mythical epics, in that they retell the Odyssey, Hercules’
labours, Perseus’ rescue of Andromeda and so on. The divide between ‘historical’ and
‘mythical’ is somewhat artificial, since these films share a visual style that makes the
distinction between the two rather superfluous. The best example is Pompeii (2014), which is

notionally about a historical episode, but resembles Clash of the Titans (2010), and has as its
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protagonist Kit ‘you know nothing, Jon Snow’ Harrington, bringing the aura of Game of
Thrones (2011-19) to the whole production.2 But, despite overlapping styles, films ostensibly

based on history tend to leave classical monsters alone.

There are three waves of films focusing on classical myth. In the first two decades of the
twentieth century, alongside historical films cinema-goers could enjoy the legitimised nudity
of Le jugement de Paris (The Judgement of Paris, 1902), followed by Island of Calypso: Ulysses
and the Giant Polyphemus (L'ile de Calypso: Ulysse et le géant Polyphéme, 1905), Le retour
d’Ulysse (The Return of Ulysses, 1909), The Fall of Troy (La caduta di Troia, 1911) and the
Odyssey (Odissea, 1911). The second wave spans the fifties, sixties and seventies, ending with
Clash of the Titans (1981), and is dominated by the work of Ray Harryhausen. We are
currently surfing the third, initiated by the surge of Gladiator’s success (2000). You could
argue that Troy (2004) was the first film to return to myth, although the initial Percy Jackson
film in 2010 is the first to take myth on its own terms. Many of these films work with the
Trojan war cycle, handling the material as if it were historical fiction, and are thus monster-
lite. In the words of Solomon, some of ‘these films set good standards, yet a truly superb film
of ancient Greek myth still waits to be made’. This was true when Solomon was writing in
2000, and remains true now, in that we are still awaiting a great Odyssey or Iliad. Instead,
since 2000, an abundance of films have retold the tales of Hercules, Perseus and a few other
Greek heroes. It would be a struggle to call any of these films ‘truly superb’, more often
because of the dialogue and acting than because of their frequent departure from any

recognisable version of myth.

Sometimes, it doesn’t matter that a movie won’t win awards at Cannes. Solomon hits this
on the head in his discussion of the sword and sandal or peplum genre, a group of films which
usually feature a strongman vaguely identified to a USA audience as Hercules who is sent off
on an improbable mission with an increasingly tenuous link to the classical world. The most
extreme is probably Hercules Against the Moon Men (1964). While these films may lack
narrative subtlety and realism, ‘they do have colourful costumes and imaginative sets and
seductive mistresses and burly humor and Mediterranean scenery and bizarre tortures and
nineteen-inch biceps and furious battles and likeable heroes and the triumph of good over
evil’.6 Sometimes, this is what you go to the cinema for; if you wanted a nuanced take on the
notion of the classical hero, you probably wouldn’t have paid to see either version of Clash of
the Titans. The muscleman inheritance is clearly on show in these new heroic epics, which

feature rippling muscles and bulging torsos in glorious enhanced Technicolour. While the
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actors may no longer be professional bodybuilders, one (Dwayne Johnson) made his name in
professional wrestling, and the expectations of personal fitness now placed on male actors are

much higher than they used to be.

Films of this type follow narratives of heroes who have particular monsters to fight, and
with whom the ancient character is closely aligned. The dominance of the hero epic,
particularly the Hercules-style peplum or sword-and-sandal number, makes the films of the
1950s and 1960s more interested in the heroic quest against evil than necessarily in monsters
themselves. These movies were originally made in Italy, but American producers purchased
the rights to distribute them at home, and domestic audiences steeped in the tensions of the
Cold War flocked to see them. The narrative of a valiant figure in a ‘perpetual, heroic struggle
against tyranny’ had been well established by Hollywood’s earlier Biblical and Roman
historiographical films.8 Equally, the ‘Red Scare’ created a fear of creeping communism,
where your respectable next door neighbour could be a deadly threat to your way of life.9 The
focus on individual struggle and the human bad guy arises as much from the contemporary

political climate as from the problems of putting a monster on screen.

Where you do get to see a monster, they tend to be of the less mystical sort. I think
particularly of the 1958 Hercules, featuring Steve Reeves in his breakout role as the muscle-
bound hero - this production was the first of a wave of similar films based (very) loosely on
classical myth, and stands in for the whole peplum genre.10 The plot is fairly straightforward:
Hercules visits the court of lolco at the invitation of King Pelias to tutor Prince Iphitus in the
ways of war. He is drawn into a dispute over who should rightfully rule the kingdom, and sails
to Colchis with the crew of Argo (here, the ship owner) and Prince Jason, son of the murdered
king Aeson, to find the golden fleece stolen from lolco and prove Jason’s right to the throne.
On the way, Hercules battles various beasts, the crew narrowly escape sudden death on the
island of the Amazons, and Pelias’ daughter lole is captivated by the hero’s omnipresent chest

muscles.

The movie creates a strong division between the threats that Hercules and his
companions face, establishing a clear narrative monster zone. The majority of the film focuses
on dramatic interpersonal conflict: Pelias is blackmailed by the murderer he hired to kill his
brother while Anteia, Queen of the Amazons, is torn between her duty to murder Jason and
her passionate love for him. Since one must see Hercules perform deeds of amazing strength

in a Hercules film, while in Greece he duly wrestles a lion and the Cretan Bull. Both of these
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animals are presented as fearsome - the lion actually kills Prince Iphitus, and Pelias demands
Hercules fight the Cretan Bull in order to atone for his son’s death. However, they are played
by ‘real’ animals, and the scenes are careful confections of shots involving the animal, the
animal and a trainer, and Steve Reeves and a more-or-less convincing model. Within the plot,
the lion is still sufficiently dangerous to slay Iphitus, and the Bull causes Hercules some
problems (not least because he has given up his demigod status in order to win lole’s heart).
Indeed, the Bull was played by an American bison which gives it a ‘larger than life’ look.11
Nonetheless, despite these monsters’ roots in Hercules’ twelve labours, the challenges of the
Greek mainland remain within the boundaries of the ordinary. By contrast, two different sorts

of monster await the Argonauts in Colchis.

When the crew land, they are attacked by a tribe of ghastly monkey men, identified as
such in the trailer and whom I can only describe as casually racist in their use of blackface.
Asclepius comments they are ‘something out of a nightmare’, but their unexplained
appearance relies on an audience assumption about the barbaric and monstrous nature of
inhabitants of distant lands. The second monster is the mythically inevitable dragon who
guards the fleece - or, to be more strictly accurate, the pseudo-dinosaur which is napping
under the tree and woken when Jason uses it as a stepping stool. Despite Hercules’ dominance
throughout the rest of the movie, in this scene Jason must tackle the dragon alone. Fabrizio
Mioni pluckily dodges and weaves around the set as the beast rears, waves its arms, wiggles
its tail and tries to pick him out from behind some rocks. A single spear pierces the dragon’s
head, allowing Jason to claim the fleece over its prostrate body. The monster is never actually
named, but that doesn’t matter (although the trailer calls it a ‘dragon monster’). Hercules
proclaims that ‘yours was the deed of the king’ - Jason has proved both his maturity and his
royal credentials through valiant single combat (eerily conducted only to a background hum,
which enhances the atmospheric tension). Hercules’ most important role in fighting this

monster is, ironically, his manly validation of the would-be king who actually conquers it.

By establishing a geographical distinction between monsters found in Greece and those
in Colchis, the movie argues that truly terrifying monsters exist only in the monster zone. The
‘normal’ beasts inhabit territory in Greece which can be easily reached, and is occupied by
men who belong to the same social world as Hercules. By contrast, once the expedition lands
on Colchis, Hercules and his crew are immediately assailed by monsters who are framed as
fantastic, beyond expectation and unknown to the domesticated Greek mainland. The journey

into the far reaches of the map, where we expect to find dragons, has given us a dragon. Yet
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the overall plot is far more concerned with King Pelias’ machinations to usurp the throne - the
fantastical monsters serve instead to reinforce Hercules’ position as hero, defined by his

mastery over them.
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[Ipunoxxenue Ne2

1

Kak ce cp3paBa yyaoBuiie?

Bsan aBTOMOOW mbTyBa Ipe3 ropa. Mexay JAbpBeTaTa OKOJIO I'bTS Trajonupa
KeHTaBbp. [lokaTo KoslaTa NpeMUHaBa lpe3 3anpallleHy MJIaHUHCKU I'bTUILA, Mey3a Baura
OYM OT 3MHUUTE B pPbLiETE CH U 5 IPOCJIesABa C orJie/l. B CUIHUA ABXKJ TYMUTe ce BbPTAT BCe
1n0-6bp30 a MUHOTaBbpa U3I'bBa IJ1aBa Ha3a/ U ce 6ue B rbpjuTe. CupeHa nojasa rjiasa OT
e3epo U misAcka c omamka. C Maxau kpuse Ilerac usnusa ot Mbriarta. PapoBeTe Ha

aBTOMOGMJIA 03aPSABAT CI'bCTSIBAIIHUS Ce MpaK.
- B cBAT Ha XMOPUAU - OTEKBA I'JIacC, — €AHU CJIeBAT, APYTH BOJST.

ToBa e npepas3ka3 Ha TeJieBU3UOHHATA peKyiaMa Ha JKUI 4x4 ¢ XMOPUJHO 3apexJaHe
y,Munnyoumun Aytaenabp” or 2017 r.l Pek/1aMHOTO NOC/JaHUe € SICHO — BCUYKH POPMHU Ha
XUOPHUAHOCT ca MOJAYMHEeHHU Ha HoBaTa mabr-uH (PHEV) TexHo/10rMs U HUCKHTE eMUCHU Ha
BBrJIepoJieH Auokcuz. W Bce mak Bb3JeUCTBMETO Ha Ta3W pekjJaMa ce JAb/DKU Ha
Y3I10J13BaHeTO HAa aHTUYHHU 4yygoBulia. OT ayguTopusATa ce 0O4aKBa Ja I'M pa3llo3Hae, Ja ce
JloceTH, 4e ca XMOPU/U U [ja TH Bb3NpUeMe KaTo cucteMa, B KoaTo PHEV uMa npess3xozcTBoO.
3alo ApeBHUTE Yy0BUIIA BCe Ollle MMAaT TAKOBA BJIUSAHUE B CbBpeMeHHaTa KyJITypa U TO /10

TdKaBad CTEIIEH, Y€ [I0OKAa3BAHETO UM B T€JIEBU3HMOHHA peKJ/IaMa He N3WCKBa Pa3dCHEHHA.

3a fga 3amoyHa Jla OTroBapsM Ha TO3M BbBIPOC, MCKaM Ja MNpoydya HIKOU Beye
ChILlECTBYBAllMd HAaUMHM 32 pa3bupaHe Ha YyJOBUIATA U Ja ouyepTas COOCTBEH MOJes Kak
MOXXEM Jla MUCJIUM 3a 3BEPOBETE, KOUTO 0O6UTaBaT MUTOJiorusiTa. [loHacTosieM U3T/IeX/aa,
Yye HayKaTa 3a HM3y4yaBaHe Ha YyJOBHUIA He MpPOy4Ba JAPEBHOTO 4yJOBHIIEe, NMPEeHEeCeHO B
MoJlepHus cBAT. CamMaTa Hayka 3a M3y4YaBaHe Ha 4yJOBUIA € CpPaBHUTEJHO HOBa
H3cjaen0BaTesCKa 00J1acT, BepOsSITHO cb3azeHa npe3 1997 r., koraTo e vU3JaZeHa KHUraTa
,leopusi Ha 3BepoBeTe“ Ha aHTpomnoJsora /xedpu Koen.?2 [locienaBanute npoyyBaHHS
HaJrpaxzaatr TpyAa Ha KoeH U pasriexjaT MHUTOJOCMYHUTE YYJAOBUILA B TAXHA
XpPOHOJIOTUYHA JMHUSA. Heka BaMOUpBT HU MNOCAYXKHA 3a NpUMep. YUYeHUTe MoraT Ja
usciaeBat kora bpam CTokbp e Hanucan ,Jlpakysia“ v Ja OTKpUAT, ye Uryparta Ha BaMmnupa

O0Tpa3dBa CTpaXa HA BUKTOPHUAHCKHUA YOBEK OT MHUTIpPALHA, HEKOHTPOJIUPYEMHU CEKCyaJHH
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NOPUBH, IPOrpeca Ha TEXHOJIOTUUTeE U T.H. 06pa3bT Ha /[lpaky./ia Moxe /1a 6'b/ie IPOYy4YBaH U B
efiHoMMeHHUs UM oT 1958 r., KbAETO BaMIIUP'BT € NPeACTaBEH KAaTO UCTOpUYecka purypa
Y e IIOCTaBeH B UCTOPHUYECKH KOHTEKCT. M3cie0BaTeiMTe Ha YyZ0BUILA MOraT Jia pasrjesatr
Y nopeaunarta ,3apad” Ha CtepaHu Maiiep, B KOSITO BaMIIUP'bT KMBee B Ha4asioTo Ha XXI B. u
BBILIBIIABA TEMATA 3a CEeKCya/HaTa OMACHOCT MOJ, CUJIHOTO BJMsSHME Ha MOPMOHHM3Ma Ha
aBTOpKaTa. BaMnupbT ycTosiBa, HO Ce NpeBpbIla B XUTeJ HAa BpeMEBUSA NepUO[, KOWTO
obutaBa. [lo momob6eH HayMH OCHOBHOTO CXBalllaHe 3a TOBAa KakKBO € 30MOM oOcCTaBa

HEIIPOMEHEHO, HO Ce aJallITHPa KbM COOHUAJIHUTE U TEMIIOPAJIHUTE YCJIOBHSA, B KOUTO IIO0IIaja.

3a pasJiMKa OT Hero, npeacraBuTe 3a MuHoTaBbpa, Meaysa, XuMepa ¥ Apyrd aHTUYHU
4yJOBHMIA OCTaBaT 3abesieXKUTEJHO NOC/Ie/j0BaTeJIHA BbB BpeMeTo. /lokaTo UHAUBUYA/THU
NpOsIBJIEHUSl ca Ce NPOMEHW/IM, OCHOBHUTE MM (GOpPMH He ca NpeTbpliesd CblleCTBEHU
M3MeHeHUs. Te3u cTpalluJMILa He e TPsAOBaJo Ja MPOMEHAT BbHUIHOCTTA UM CHLUHOCTTA
CH 10 BpeMe Ha CBOeTO II'bTyBaHe Ipe3 BeKoBeTe. HayKaTa 3a 4yJoBuILaTa ce 3aHMMaBa CbC
3BepOBe, KOUTO Ca CMATAHU 3a Y»KacABalllM He CaMO B KyJITYypaTa, OT KOATO NIPOU3X0XKJAAT, a
KOUTO OCTaBaT TakMBa U AHec. Haii-6;M30 [0 TOBa y4eHUTe CTUraT IpU U3cC/aelBaHe Ha
4y0BHUIIA KaTo YeHauro. To nprvHa/Jiexxu KbM (QOJIKJIOpHATa TPaJULMa Ha aJITOHKUHCKATa

KyJITypa U BCe Olll€ NMad aKTHMBHA O6H_[HOCT, KOATO pa3Ka3Ba 34 HETO.

3a yy/JioBHUIllAa B aHTUYHATA JUTEpPATypa Moxe Jila ce roBopu MHoro.3 Ho ¢pakTbT, ye Te
ca U3MHHAJU PA3CTOSHUETO OT ObpJoruTe cu B ['bpuus U HUtanusa g0 CbBpeMeHHUTE
KHMHOCAJIOHU U BCEKU/IHEBHHU OCTaBa Henmpu3HaT. KoraTo ce roBopu 3a aHTUYHU YyZ0BUIIIA, €
BB3NPUETO NPEAIO0JIOKEHUETO, Ye He MPecTbIBaT CBOMTEe TeMIOpaJHU rpaHuuu. ToBa e
Taka, 3al]OTO CIOpeJ, HAayKaTa 3a 4Yy/0BUIIATAa JAPEBHUTE 3BEpPOBE ChIIECTBYBAT CaMO B
KJIaCH4YecKUsl mepuoj. AKO MMaT KbCMET, CTPAlIWJIUIATA MOrar Ja 0'bJaT CIOMEHATH B
pasroBOpH 3a CpeJJHOBEKOBHHU 3BEPOBE, HO B OOILMSA C/IyYal U3TJIEeX/1a, Ue KAaKBOTO Ce CIy4YBa

B /lpeBHa 'bpuus 1 Pum cu ocTaBa Tam.

[loTpe6buTeuTe Ha MHOMyJisspHA KyJATypa ca Ha pa3/IMuYHO MHeHUe. Hama nmpuyuHa
AaHTUYHUTE YyZ0BUIIA [ia He MOCJe/BaT MPHMepa Ha repouTe U Jja He IPEMUHAT IPAHULIUTE
Ha MUTa. Ta3u rjaBa oT KHUraTa 065ICHsSIBa KaKBO Ce CJy4YBa, KOraTo 4y/[0BHILaTa U3J53aT OT
pPaMKHUTe Ha MUTOBETE U 3alll0 TOBA € BaXKHO. [IpeBU Lie/iTa CcAKall UMaMe ycelllaHeTo, ye
3HaeM KaKBO TbPCHM - MOX€M Ja pasno3HaeM JpPeBHO 4YyAOBHIE, KOraTo o BH/AUM.
Bbpeku TOBa, llle e MOJIE3HO Jla Ce Cb3/iaJle pasrpaHUYeHHe MeXAY 4y 0BUIIATa, KOUTO
CBbp3BaMe C MPOYYTH repor U MUTHYHU HUCTOPUU, U YYJOBHUIIHOCTTA B IMO0-00I MJAH —

MeXxAay onpeaesieHu Cb3JaHuAd U a6CTpaKTHI/ITe BApPBAHHA, KOUTO UM BABXBAT XHUBOT. Tesu
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WJled MoraT Jia 0'bJlaT pa3/ieJieHH eJJHa OT JApyra ¥ € U3KJIYUTEJHO BaXXHO TOBa Jia O'bjle
HampaBeHO, 0COOEHO 10 Cce OTHacs /[0 TMpejcTaBaTa 3a aHTUYHUTE YY/JOBUILA B
CbBpeMeHHaTa Ky/aTypa. ToBa, KOeTO ce OTHacs /0 Ch3/JjlaBaHETO Ha YyJOBHIIATa, HE BaXKU
HelpeMeHHO U JI0 Kpas Ha »KMBOTa WM. B ciiefjBaliyuTe CTpaHULM MOXKE Ja MMa HU3BECTHO

C/IMBAHEe Ha IBE€TE cc])epH, C HaJexJaTa 3a HO-AO6pI/I pe3yaTaTu.

MMa MHOro HayMHHM 3a OCMMCJISIHE Ha 9YyAOBHIIHOTO M IMOBEAEHHWETO Ha OTAEJIHU
qyA0BHIIIA. Hckam Jda ce ClIpa Ha BCEKHU OT T€3W HAYMHHU KU Ja OTKPHUA AaJHU U AJOKOJIKO Ca

IMOJIE3HHU Ha U3CJeIBAHETO HA MUTOJIOTUIHHUTE 9YyAO0BHUII4, C KOUTO ChXXHUTEJICTBAME JHEC.

KaTaJsio3u u KPHIITO300JI0THUA

Haili-pasnpocTpaHeHUST Ha4MH 3a M3y4yaBaHe Ha YyZ0BUIATa € Ype3 KaTaJloru3upaHe.
Bceku, KOWTO MMa ONUT C POJIEBUTE WrPH, llle 3HAe KAKBO MMaM IMpeJBUJ - TOBa ca
NpeKpacHW HAapbYHHUIM, I'bJIHU C HaW-pa3/IMYHU YY/JIOBUINA, KOUTO BCEKHU 3aNajieH TeUMbp
MOXXe Jla OTHPHUILU Cpellly HUINO HEeNoJo3upallu urpadyd. HapbuHULUTE HU306UJICTBAT OT
JIAaHHU U ClelUaJHU CIO0COOHOCTH, MOJApefieHH MO0 KaTeropud WM Mo a3bydyeH pef.
CbabpxkanHueTo Ha ,Dungeons & Dragons Monster Manual® (2014) HanpuMep, 3amo4Ba c
pacata Ha ApakokpuTte, ciaejBat Kab6odoBeuute, [aproinute U [lukcuTaTa, a Hakpas ca
Orosorute 1 3omburara.* /la ce fomycka, 4ye YOBEK MOXe CaMO JAa HJAeHTUHULUpA U
npebposiBa YyZOBUILATA MPOU3JM3a OT CpeJHOBEKOBHATA TPAJMIUs, IPU KOSAATO B 6GOraTo
WJIIOCTPOBAHM M3/IaHUSA e OolKcaHa 6oraTa raMma oT GpaHTACTUYHU U YeCTO CpelllaHU 3BEPOBE.
Te3u KHUTH ocurypsiBaT MHbopMalys He caMo 32 (PU3UYECKUTE XapaKTEPUCTHKU Ha
Yy/[OBUIIATA, @ U ONMMCBAT HABHUIIMTE HA >XUBOTHUTE, YECTO MOCJE/BAHU OT MOYYUTEJSHHU
KoMeHTapu. CMATa, 4e 600bPbT Nperpmu3Ba TECTUCUTE CH, KOTAaTO € MPUTUCHAT KAaTO CUMBOJI
Ha HeOOXOAMMOCTTA YOBEKBT Jla ce OTKaxe mopouute cu. [lonysaspHoctta Ha ,[llokeMoH"
NoJIKpensl CxBalllaHeTO, 4Ye 4y/loBUIllATa TpsibBa JAa ce MpecaeABaT U KaTeropusupar,
HEe3aBHUCUMO JlaJI¥ Ca YJIOBEHH B POJIHATA UM fNMOHUSA WM CJIeJi KaTo ca ce MPUABMKUINA HA
3anaj.> 06eMbT OT 3HAHHUS 3a MOBEJIEHHETO HAa TOKEMOHUTE, HEOOX0AMM 3a Y4acTUETO B HA
npbB INOIJIEJ, JAEeTCKa Wrpa, ,e BCBIIHOCT KBa3WHAay4YHa KjaacupUKalus Mojob6Ha Ha
JIuHeoBaTa TaKCcOHOMMUs" O, KaTasoruaupaHeto e Ba)KHa JeHHOCT, HO JAOCerbT [0

4yy/I0BULIATA He TPs6Ba Ja cuypa c ToBa.’

C’I:)LI_[O TOJIKOBa H3KyllaBalll € OINWUTDBHT 3BAPDHT Aad CE€ palMOHAJJIM3HPaA. To3u MozeJ,

Hapu4aH MOHSKOTa ,KPUIITO300JIOTUA, € 0COOEHO Ba/IMJIEH 3a YyZOBUINA OT UCTOPUYECKH
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nepuoay NMpeau Bb3xX0/la HA HayKaTa. JIOTHYHOTO 0OSICHEHHE €, Ue IPEBHUTE X0pa OYEBU/IHO
ce CTpaxyBaT OT Hello, KOeTO ob6aye He e MOIJIO Ja 6bJje UCTUHCKO 4y[OBHUILE, 3aI[0TO
6JsiaroflapeHre Ha BUCOKOTO HUBO HAa HAy4YHO pa3bHpaHe 3HaeM, Ye BeJIMKAaHUTE, XapIuuTe U
rpudoHHTE Hampumep, He CbllecTBYBaT. PellleHHETO ce KpHUe BbB Bb3CTAHOBSIBAHETO Ha
apxeoJsiorM4ecku apTedakTH, 3a Jla BUAMM KaKBO Ce KpHe M0/ U3MUCTIEeHaTa JIIOCIecTa Koxa.
CbllecTBYBaT aHTUYHMU TMpejlIeCTBEHULU. B enuH TrpbuUKU JparMeHT OT MNanupyc
WJIIOCTPATOp € 06aBUJ PUCYHKU KbM MHaue NMpaBOJIMHEHHATa UCTOPUS, B KOATO XepKyJiec
ONKCBA CBOMUTE IMOJBU3U. 3a pa3jiMKa OT TepOUYHUTE Jesia, KOUTO MOJYy6Or'bT OIMCBA,
WJIIOCTPATOPbT 3aKAa4WIMBO pa3Ka3Ba Jipyra uctopus. BMecto B cxBaTka ¢ HeMelickus JbB,
XepkyJiec ce 60pH C IOCTaBeHa BbPXy NOCTaMeHT cTaTys. BMecTo na ne6He CTuMdasickure
NOTHUIH, TEPOMAT CSIKall e HW3HeHaJlaH OT IMosiBaTa MM J0KaTo JIOBU puba. Becesute
WJIFOCTPAIIMU OKOJIO TEKCTa pa3KJ/ialaT NpeCTaBUTe HU 32 BEJIUKUTE MOJ[BU3H, KOUTO Iepost
ce ONMUTBA Jla HU pa3Kalke, KOETO MOKa3Ba, ye J0pdU B JIpeBHOCTTAa He BCHUYKH NpHeMaT

JIETEeH/IUTe 3a 4y/[0BUIIAa HA CEPHUO3HO.8

Kpunrosoosio3uTe cTurat oile no-gajed B IpUJaraHeTO Ha palMOHAJIM3UpaAlLUsA
N0/JX0J, KaTO HUCKaT Ja pa3bepaT KaKBO TOYHO Ce KpHe 3aJ 00pasuTe Ha 4YyJOBHUIIA B
Cb3HAaHMETO Ha npeAuudTe HU. ['B/DKM JIM ce HA KyJTypHaTa KOJIEKTHBHA INaMeT 3a
cb6J1e3’bOUTEe TUTPH, KOUTO NMPHUL00MBAT HOBU GOPMHU CJieJi KaTO M3JM3aMe OT IeliepuTe?
Jany oTkprBaHeTO Ha GOCU/IM HA JUHO3aBPU U3WCKBA U3MUC/IAHETO HAa TPUPOHUTE, 3a Jla '
06sicHM mo pa36bupaeM HauuH?? CTpaxyBaMe Jik ce oT KpakeH, 3all0TO He CMe 3HaeJH 3a
CBhILECTBYBAaHETO HAa T'MTaHTCKU KaiMmap? To3u MeTono0/10TMYeH NOAXOJ € CBbp3aH C IOo-
IIMPOKOOOGXBAaTHUS METO/, €EBXeMEPU3bM, CIIOPeJ, KOUTO MUTOBETE U JIETEH/AUTE Ca OCHOBAHU
Ha peajlHu UCTOPUYECKU CbOUTHUS M MO HAKAKbB HAaYMH MOraT Ja 6bJaT Bb3CTaHOBEHHU.
Hsakou onuTu ca mo-y6eauTesHU OT Apyru. KakBOTO M Jla MHUCJAUM 3a TO3U METOJ, IO
NPUHLMII, Ha IPAaKTUKA BCEKU ONUT 3a MPUJIaraHeTO My CIPSAMO 4yZOBHUIIA OT APEBHOCTTA €
OesycnelleH 3apajM JMIcaTa Ha JokKasaTescTBa. bos ce, 4ye c¢bCc cTpeMexa Ja pasbepeM
KakBO e IpeJU3BUKaJO MosBaTa Ha MUHHOTaBbpa MWJM OT KbJAe Npousansa Menysa,
pUCKyBaMe Jla pa3yuMTaMe Ha Oe3yMHM IpeANoJoXKeHHMd. BMecTo ToBa McKaM fAa 3ajaM
BBIIPOCA KaK Te3W 4yJoBHUIA (YHKUHUOHUpAT cera, KOraTo ca ycneyJu Ja CTUTHAT [0

MOJIEpHOCTTA.

OcCHOBHY Ha TeopHATa HA YyAOBHUILATA
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EQVH OT HAauMHUTE Jia ce OTTOBOPU HA TO3U BBIPOC € He Jla Ce U3C/eJBaT OT/HeHU
CTpaUIWJIMILA, a Jla Ce pasrje/ia Yy[OBUIHOTO, Hall-Beue Mpe3 mpu3MaTa Ha TeopusTa Ha
yypoBuliata. B Tpysa Ha KoeH ca oyepTaHU cefileM OCHOBHHM MpUHIMIA 3a pa3bupaHe Ha

KYJITYPHOTO Ch3/jaBaHe Ha 4y 0Bu11a:10

1. TsioTo Ha 3BsIpa e TAJI0 HAa KyJITypaTa - 4Yy/A0BHIATA ca KYJITYPHO celiuGUYHU U ce

Cb3aBaT B ollpeJieJIeH Iepruoa.

2. YynoBuleTO BUHATH yCIsBa Aa U36sra - BCEKU I'bT, KOraTO CU MUCJIUM, Y€ 3BAPBT €
MBPTHB, TOH Ce BPbla, 3a Aa O0bJe MPOYeTEH B HOB KYJTYpeH KOHTEKCT U Jla BCsIBa HOBU

CTpaxoBe.

3. Yy0BUILETO € Npe/JBECTHUK Ha KpU3a B KaTeropusTa - CTPAIIM/IMUILETO HEe MOXe Ja
6bae KaTeropusupano. To oTKa3Ba Jja My Ce HaJjlaraT TPAaHUIM M HapyllaBa MO3HATHUTE

npegesn Mexay 40BEK U )KUBOTHO, M'bKKO U KEHCKO U T.H.

4. YynoBuleTo OOMTaBa JBEpUTe Ha pPa3JIMYHOTO - HMMa TeHJEeHIMs 3BepoBe /Jia
OTpa3siBaT CTpaxoBeTe OT ,Apyrusa“. ToBa MoXe Zia e pa3/iMyeH I0JI, CEKCyaJlHa OpUeHTalUs,
HAI[MUOHA/JIHOCT, €eTHHUYeCcKa TMPHUHA/UIEXKHOCT WJU BCUYKO, KOETO He e IpHeTo B

AOMHWHHPpAIIATA HAECHTHYHOCT HA Aal€Ha KYJITypa.

5. Uy0BUILETO OXpaHSBA I'PAaHUIIMTE HA BB3MOXKHOTO. TO cjeAu 3a crna3BaHETO Ha
NOBE/IEeHYECKUTE HOPMHU BBTPE B U MEXAY COLUMAJHUTE €JUHULM U TPYyNH, KOUTO HHUE He

MOJKEM Jla MPEMHUHEM, aKO UCKaMe 0611eCTBOTO /1a /Ia ChIeCTBYBa.

6. CTpaxbT OT YYAOBUILETO BCBUHOCT € BHJ, KeJaHHe. YKAachT OT CTPALIUIULIETO
Cbh3/laBa CBOE0OPA3HO NMPOCTPAHCTBO, B KOETO MOXEM /la M3pa3siBaMe 3a6paHeHH KOMTHEXHU U
KOETO MO03B0JISIBa CUMBOJIMYHOTO OCBHIIECTBSIBaHe Ha GJISTHOBE, KOUTO He MOraT Jila O'’bAaT
(npuemsinBOo) moMmeuTaHU. HeusbexxkHaTa rubes Ha 3Bspa HU OCBOOOXKJAaBa OT TOBaA Jia

HN3MUTaMe U3BKPHUBEHOTO YIOBOJICTBHUE, KOETO TOBA HHU AOCTABA.

7. YygoBUleTO CTOM Ha rpaHunara. Korato ce 3aBpblaT OT ONUTUTE HU Ja TH
NPOTOHUM, YyZIOBUILATA HU MOKA3BaT KaKBO € Jla Ch 4oBeK. Hue ce camoonpegensimMe KaTo
aHTUIIOJ, HAa TSXHaTa YyJOBHUIIHOCT W Ce NMUTaMe JajJyd OCTaBaT TOJIKOBA Y»KacsBally,

KOJIKOTO ca OUJIU HAKOTra.

AprymenTuTe Ha KoeH ca OCHOBaHM Ha TroJisM OpoW TpyAoOBe OT pPa3IUYHHU
JUCHUIIJIMHY, KOUTO M3y4dyaBaT 4yJOBUINATA B crelududeH KOHTeKCT. OT cpe/JHOBEKOBHUS
nepuoj, 10 MeIMMHUTE HAayKH - BUHAryM MMa 4y/0BHIIlE, KOETO MOXeM Jia pasriegame. Janu

HauCTUHA YYyJOBHUILETO CblLlecTByBa (MUCTHHCKA JU e Xujpa HU3061107) e 6e3 3HAYEHHUE.
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BaxkHOTO e Kak Ja/ieHa KyJTypa OTK/JIMKBA Ha ycellaHeTo 3a 4yJoBUILHOCT. [Ipodecop Aca
CaiimbH MuTMaH f06pe 060011aBa TO3M apryMeHT KaTO TBBbPAH, ye ,4yZOBUILETO CTaBa

pasno3HaBaeMo 3apajy N0oCAeULIUTeE, KOUTO NPeiM3BUKBA, 3apajy Bb3AelcTBUETO cr 11,

YyBcTBaTa Ha y»ac ¥ AUCKOMQOPT, KOUTO U3NKUTBAMe, KOraTo BUAUM 3BSIp, UJBAT OT
4YyJJOBUILHUTE KauecTBa, uaeHTuduuupanu ot /xxeppu Koen B ,Teopusi Ha 3BepoBeTe” -
IpecuyaHeTO HAa HOPMAJIHO YCTAaHOBEHHW TIPAHUIIM, HelllaTa, KOUTO MOCTABAT IMOJ BBIPOC
npe/CTaBUTE HU 32 YCTPOUCTBOTO HA CBETA, BCHYKO, KOETO Pa3CTPOMBA CaMO/I0BOJIHATA HU
YBEPEHOCT B YCTAaHOBEHHUs peJi Ha BcesieHaTa. BMecTo Jja u3y4yaBa BCSKO CTpaLIMJIKLIE 10

OT/IEJIHO, TEOPUSTA 3a Uy/|0BHUILlATa U3CJe/iBAa TEXHUTE aOCTPAaKTHU OCHOBU.12

Ha Te3u, KOMTO ce HMHTepecyBaT OT AHTHYHOCT, TEOPHUATA Ha 3BepOBETe IpejJara
noJieseH Habop OT MPHUHIUIIM 32 OCMHUCJIsIHE HAa TOBAa KaK J[peBHUTE UJeH 3a YYJOBUIIIHOTO
MoraT Jla BJHMSAT Ha oOmpejesieHa CUTyalydd. HanmpuMep 3amo eaAuH PHUMCKH JieJlaTop
CpaBHfIBa IJIeOeST, KOrOTO OOBHHSIBA C KeHTaBbp.l3 BbIpeku TOBa, KOraTo MPHJIOKUM
TeopusiTa HA KoeH B HSIKOW c/y4yau Ha KjachyeckKa peleniys, pe3yJTaThbT He e TOJIKOBa
cnony4yiuB. I[IpoGseMuTe, KOUTO H3HUKBAT, He ce 3abessi3BaT BeJHara. MoxkeTe na
TBBbP/JIUTE, Y€ BEYHOTO OATCTBO M MpepakJaHe Ha YyAOBUILETO, 03HAYABA, Y€ MOCTOSHHUTE
NosIBIBaHUSI Ha MHWHOTaBbpa OT HEroBHs JIAGUPUHT Ca BHHArd HOBO HU306peTeHHe Ha
06111eCTBOTO, KOETO I'M nopaxzja. ToBa ob6sicHeHUe pabOTU [0 ONpejesieHa CTeNeH, HO Cle],
TOBa ce COJ'bCKBaMe C Hello, KoeTo MUTMaH Hapuya ,BJUSHUETO Ha 4y/JO0BULIETO".
[loBeyeTo aHTUYHHU CTpANIWJIMILG, HAa KOUTO Ce HAaThbKBaMe B MOMyJiApHaTa KyJTypa He
NpeJu3BUKBAaT OHOBA MPEeOOpPbBINAINO CTOMaxa YyBCTBO Ha YyKaC, C KOETO CBbp3BaMe

YPOOAJIUBOTO U a6CTpaKTHOTO.

Ako mpersiefjaTe TEKCTOBeTe OT IMOMyJisipHAaTa KYyJTypa, BbpPXy KOUTO TeOopuUsATa Ha
yy/JOBUIlATA Ce MpWJara, lile BU ObJe MPOCTEHO aKo ce 3a4yyAuTe 3alll0 Ta3u KHUTra
ChILlECTBYBa KU300110. MoJiepHUTE CTpaALIWJIUILA, KOUTO IMOJy4YaBaT IsSJ0TO BHUMaHUE, ca
CepUHWHUTE YOWUUMIM, KPDbBOXKAJHUTE H3BBH3EMHU pacd, MHUCTEPUO3HHTe 3a00JsBaHUS,
KOUTO Cbhb3/IaBaT 30MOMTA, UJIU TPAJAULIMOHHUTE OJIECTSAIIM Ha CIbHIle BAMIIMPU U HallepeHU
BbpKoJsianu.1* CayyaeH HabJr0JaTe ] JIECHO MOXe /1a CM TOMMCJIY, Ye MUHOTaBbpa, Meay3a,
KEHTaBbP'bT, IbKJOMBT U BCUYKHA APYTH MO3HATU GUIYpPH OT MUTA THUXOM'BJIKOM ca
YM34e3Ha/d U KHMBESIT CaMO B HOBU NMPEBOJU HA AaHTHYHH TEKCTOBE M CHUMKHM Ha Basu U
cteHonucu. M Bce nak, HapeJ, ¢ roJisiM 6poit GUIMHU 3a UPEBHUSA CBAT, 0COOEHO TE3U, B KOUTO
repod ce W3MpaBs Cpelly MOHEe eJHO Yy/OBHIlE, MUTHT € MPOHUKHAJ U B CbBpeMeHHAaTa

JInTepaTypa. Hacxopo HIOT/IAHACKOTO HE3ABHUCHUMO U3aTEJICTBO »JKOHBHIe!T npec" Imopb4YBa
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Chb3/laBaHETO Ha MopeJUlla KpaTKM POMaHHM, NMpepasKa3Bald roJisiM Opod MUTOJOTUYHU
pa3kasy, HAKOM OT KOUTO JPEBHOTPBLKH MNPUKA3KU. 3a MO-MJaAWs 4YUTaTeJ KHUTUTE 3a
Xapu IloTbp ca obcumaHu C ApeBHH OTKbBCH, JloKaTo B mopeaunarta ,[Ibpcu /kakcbH U
ooroBeTe Ha OsiMMI" ce cMATa, Ye 06pa3uTe OT ApPeBHOrPbLKAaTa MUTOJIOTUSA NPOLb/KaBaT
Jla CbleCTBYBAaT B CbBpeMeHHUd CBAT. OTAe/HM aHTUYHU 4YYJOBMILA He Ca 3aKJeLleHU B
KalaHa Ha CBOS MHUT, BbIpPEKUM 4Ye MoraT Ja O0bJaT OTKPUTH U B TaKUBa TPAKTOBKH.
Cb3paHuATa 4eCTO ce MOoABABAT B IIOBECTBOBAHUSA, KOUTO He Ca CBbP3aHU C UCTOpPUATA Ha
npousxoZia UM. Bcsaka KoMIIOTbpHA Urpa, B KOATO UrpavybT TpAOBa Aa ce 6Me C posLU OT
XapIuu U XUJPH, KOUTO Ce ChKMBABAT OTHOBO U OTHOBO, KaTO HAallpUMeEpP MHOXECTBOTO
JIeTAM IJ1IaBU Ha MeJiy3a B mopeaunaTa Buzeourpu ,KacbiBaHus", HarJeHO NOKa3BaT, 4e

dAHTHUYHHTE 9yJOBHIIA Ca 3allJIaXd, JOPHU KOraTo €Ca U3BBbH TPAAULITMOHHHUTE CHU 061/1Tam/m1a.

Taka, 3BepoBeTe OT /l[peBHOCTTa ce MOABABAT B MOMNyJApPHATa KyJATypa Ha MecCTa, B

KOHUTO CIiope/ TeoOpUATa Ha 3BepOoBeTe, HAMAT IIPAaBO U YMEHHUA [d CbLIeCTBYBaAT.

Cnopes MeH TOBa OHarJie/isiBa HAKOW OTPaHUYEHHUsS Ha HZesTa 3a ,4yJOBHUIIHOCT" U
pe/IoJI0KeHUEeTO, Yye TpsiOBa /a BcsiBa y»kac. CBUHKC He ce e OT/jajla Ha Mbp3eJiyBaHe Ha

JIUBaHa ¥ 3’bOUTeE N BCE Ollje Ca OCTPH.

B'prEKI/I 4e Ca OTKbCHATH OT CBOUTE KYJITYPH HA NIPOMU3X0A U Ca IOCTABEHH B HAII'bJIHO
pa3JIMdHHU HUCTOPHUH, MPOABJEHUATA HAd aHTHIHHUTE YyJOBHUIA B IMONYJAPHATA KYJTypa Ce
3a0es113BaT BeJgHara. ,ZlO MOMEHTa IMPOYy4YBaAHHUATA 34 3BE€pOBETEC HE OTYHUTAT TOBA
IIpUCBCTBHE, KOETO IpealoJiara, 4€ HelldTa He Ca TaKHWBad, KaKBUTO H3IJIEXKAAT. 3a Aa
pa36epeM KaKBO Ce CJIy4Ba, I'bPBO TpH6Ba Ada 1nmpocjaeguM HAKON HCTOPHUYECKHU TEHAEHLIMHU Ha

o6pa3n’re, KOHWUTO 4YyAOBUIIATA TpUEMAT.

HCTOpI/I‘-leCKI/I TeHJECHIOHUHN

EnquH oT ¢dakTopuTe, KOWTO YCH0XHSIBA MpeJcTaBaTa 3a aHTUYHUTE 4yJOBUIIA B
CbBpEMEHHHUS CBAT € PaKTbhT, 4ye Te ca MpeXUBeJU 3HAaYUTeJHaTa MPOMsHA B HAYMHA, 1O
KOUTO NpHUpoJaTa Ha YyAOBUIIHOTO ce pa3bupa. I[I'bpBoHAYa/HO KOHIENIMATA 3a
,4yJ0BUIIEe” e CBbp3aHa C eTUMOJIOTHUSATA Ha JiyMaTa — KOMOWHALUsI OT monstrare, KOeTO
O3HayaBa ,Ja MOKaell, Jla JeMOHCTpUpall‘ U monere ,NpeAynpexaaBaM‘, oTpassBalla
HIUPOKOPA3NpPOCTPaHeHATa MPeACTABa, Ye YyAOBUILETO € YXKACSIBAL[0 3apaid BBHIIHUS My
BU/J. B Kiacuuyeckus mepuoj Ja BUAMIN 4YyZOBUILE € TpsA6Baso Ja PYHKIMOHUPA KATO
noJin4y6a, 3al[0TO YYAOBHUIIATA U Monstra ce Bb3NpueMaT KaTo NMPOsiBJeHUs Ha O0XKeCcTBeHa

BOJIA. Haan/IMep, cjel KaTo TypH N MEeCTHHUTEe KaTHHH I10JIIaJIBAT KOpa6I/ITe Ha EHel, a
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IOnuTep npeBpbia KopabuTe U MbXKeTe B MOPCKM HUMHU, Bupruiuit Hapyuya Tasu cay4yka

YyZIOBHUIIHO Npe/I3HaMeHYBaHHUeE.

B nauasora Ha lunepoH ,3a mnpejackasaHusATa“, HeroBuaT Opat, KBuHT luiepoH,
CIIOMeHaBa paXkJJaHETO Ha XepMappOAUT U I'o oNpeJiesisi KaTO CMbPTOHOCHO UyioBUle (JaT.
fatale monstrum), koeTo o3HayaBa, Ye PUMJIIHUTE € TPpsOBaJio ce JAonuTaT g0 CHOUIKUTE
KHUTH, 3a J1a OTKPHUSAT MPAaBUJHUS HAaYUH Ha peaknus.l> [loeTsT Xopalvil bK CTUra /10 TaM,

Yye Hapuya erumneTckara kpaauna Kieonatpa onacHOCT, KOSTO Tpsi6Ba /a 6'bjie MPeooIsiHa.

Pa3bupaHeTo, 4ye uyyjoBMIaTa IpejaBaT OoXkeCTBeHaTa BOJIA Ce MpeHacsd U B
CpeHOBEKOBHETO, KbJETO UyAOBHUIIATA Ce Cb3JaBaT OT 3JIM CUJIM U ca N0OeXJaBaHU OT
JlYyXOBHU Jobpojetenu. ['pengen ot noemara ,bBeoynd“ u BcuykM cTpamuwiaumia OT
CpPeJHOBEKOBHUTE POMaHU Ca YHUIIL0XKEHHU, IOHE OTYACTH, OT J,06PO/IeTEeTHOCTTA HAa TEXHUTE
npotuBHULM. [lo nmojo6eH HayuMH COUMPKUTE OT GAcHUM W aJlerOPUM, TPAJAULMOHHMU 3a
CpejHOBEKOBHETO, MOpaJM3MUpaT NoOsiBaTa M NOBeJEHHWETO Ha KUMBOTHHUTeE, 3a Jila JaBaT
HaI'bTCTBUS 3a IMOCTUTAHETO Ha A06poJieTesHUs XPUCTHUAHCKU XapakTep. [lofo6HO Ha
Ha4yMHa, 10 KoNTOo KBUHT L{M1iepoH onucBa HHTEpPCEKCYaJTHUTe 6e6eTa, B XPOHUKUTE OT TOBA
BpeMe HeeCcTEeCTBEHOTO WJIM YYJOBHUIIHOTO paXJaHe MOXe Jja Ce ThJKyBa KaTO 3HaK, 4e
npeJCcTOrM BOWHA. B cpeiHOBEKOBHUS Mepuo/]; 3BEPOBETE MOraT Jia Ce Bb3NPHEMaT U KaTo
qyy/Jeca Ha mpupojaTa. ictopuu 3a CTpaxoBUTH pacH, 0OMTABALM KpaHIlaTa Ha CBETA, KaTO
KHHOKeda/NTe, HApUYaHU Ollle MeCOIJIaBIM, HAapeJ C UCTOPUMTE 3a JPAKOHU U PEHUKCH,
WJIIOCTPUPAT GOTATUSAT CBAT OTB'BJ, MO3HATOTO. TOBAa ThJIKyBaHEe HA JAPYrocTTa JOMPHUHACT
3a popMHUpaHeTO Ha MMOJIMTHKATA HAa pa3pacTBallaTa ce UMIIepHs U Ha HesATa 3a pacaTa KaTo
JMCKpMMHUHALlMOHHA KaTeropus. EBponeiickusaT 3ana/, 3anoysa Jja ce uAeHTUUIMpPa KaTo
,HOpMaJleH"“ U ompeJiesisl KUTeJUTe Ha JAPYrd CTPAHU C pasjMyeH LBAT Ha KoOXKaTa KaTo

KOPEHHO pa3JIM4HHU OT obUTaTeJIUTE Ha CaMOIIPOBB3IJIACUJINA Ce€ HEHTbP.

C TeyeHHe HAa BpEMETO Npe/iCTaBaTa 3a YyJOBULIHO BbB BCAKA KyJITypa ce MIPOMeHs, HO
3BepOBETE OCTAaBAaT OYE€BU/JHO pasno3HaBaeMU. OCTAaTbK OT HEM3MEHHHS BBbHIIEH BUJ, Ha
CTpalIMJIMIATA OCTaBa B UKOHUTE Ha MpaBocaaBHUA cBeTel, CB. Xpuctodop-Ilecorsagern,
KOUTO cpemla BoXxusi CHH, MOKPBbCTEH € W NpPHUA0O6MBA YOBELIKU OOJIMK. BbIpeku Tasu
npoMsiHa HSIKOW 3orpady MpoAb/rKaBaT Aa To HM300pa3siBaT C Kydellka rJiaBa. Makap
005ICHEHHUSTA 32 YyZJOBUIIHOCTTA /la Ce OCHOBABAaT Ha HAyKaTa, a He Ha peJiurusTa, 1o XIX B.
MOCTAaBIHETO HA BBHIIHUS OO6GJMK Ha IMI'bPBO MsSCTO NpoAb/KaBa 06010 B3eTo 6e3

npeKbCcBaHe. BbIpochT He e Jajy Hello C YpPOAJUB BBHIIEH BHUJ € YyJOBHUILE, a KaK €
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CTaHa/l0 TadKOBa - [JUCKYyCHUA, KOATO C(CTaBa Ole IMOo-IIonyJdpHAa B KOHTEKCTAa Ha

€BOJIIOLIMOHHUTE TeopuH Ha Yapa3 [lapBUH.

KHurarta ,®paHkeHmaH“ Ha Mepu Illenu, ny6sukyBaHa mnpe3 1818 r. OGesexu
HayaJI0OTO HAa paJjMKasiHa IPOMsiHA B HAYMHA, 10 KOUTO Bp'b3KaTa MeX/y 4yJOBHUILIHOCTTA U
BBHIIHUA BHJ, ce Bb3opueMa. H3jgaHueTo mpejJara, 4e JABeTe MoraT Ja ObAaT
pasrpaHuueHd. PpaHKeHLAH € TOJKOBAa OTBpaTeH OT y)KacsBalhsl OOJIMK Ha CBOETO
CBIIUTO OT TPYNOBE Ch3/laHUE, Ye O65ira OT Hero. Bbnpeku BbHIIHUSA CH BU/J] I'bPBOHAYaAJIHO
ChLIECTBOTO € NPUATEJICKA HacTpoeHo. KakTo no-KbCHO pa3bupaMe OT pa3kasa, B Ha4aJI0To
TO € HaI'bJIHO HEBUHHO. HanpuMep, cTpallU/IMLIETO Ce ONapBa Ha OTHMUIIE, 3alll0TO He 3Hae,
Yye OI'bHAT € ropel] U Tpsi6Ba uype3 eKClepUMEeHTH Ja OTKpUe, 4Ye MOKpaTa AbpBecUHa He
ropu Jobpe. Bbnpeku ue e 6e3061/JHO, BpaXK/IeOHUTE peaKIUu COPSIMO YPOAJIUBUS My BU/, B
KpalHa CMeTKa o npeBpbILaT B 3BsApa, 3a KOWTO XopaTa ro cMartat. Oka3Ba ce, 4e cpefiaTa, a
He CBILHOCTTA TpaHchopMuUpaT cb3gaHueTo Ha llenu B uyyzoBulle. 3a CpaBHEHHE,
JleficTBUsiTa Ha camMus QPpaHKeHLAWH ocCTaBaT [ABYCMHUCJeHU. Makap CbYyeTaHUETO OT
ONMCaHUs Ha AYLIEeBHU NPEXUBSBAHUSA U pa3Kas OT I'bPBO JIMIle /]a TOATUKBA YUTATENUTE Jia
ce CBIJACAT C rJjefHaTa Touyka Ha PpaHKeHUIAlH, HErOBUAT CJSAI CTPeMEX 3a HayyeH
nporpec, HeXalHOTO My OTHOLIEHHWE KbM €TUYHUTE IMOC/JeJUIM OT TOBAa HAUYUMHAHUE HU
pelIeHreTo Jla U30CTaBU TBOPEHUETO CH, ca Jjajied OT MoXBaJHU. fIBHUTe HaMenu Ha llleny,
Yye YBaXKaBAHUSAT y4eH e KpaJiel| Ha TPYINOBe, KAKTO U OCTaHAJIMTe My CbMHHUTEJIHU KayeCTBa,
coyaT, 4ye camoornpejienssHeTo Ha @PpaHKeHIaH HUKOra He Moxe JAa ObJie HAM'bJHO

yb6euTeNHO.

,PpaHKeHIIaWH" TNpeKbCcBa Bpb3KaTa MEXAY ypOAJMBATA BBHIIHOCT W Tpo3HATa
JlyIIEBHOCT M MOCTaBsI HAYaJIOTO Ha YBJIEUEHHUE 110 BbTPELIHUTE NMPOSIBU HA YPOJJIMBOCT, A HE
[0 Oolpe/ieJieHH 4YyJIOBULIA OT NpPEeAUIIHU enoxu. MjesdATa e mpuiaraHa U B IO-KbCHHU
BUKTOPUAHCKU POMaHU CbC ChUIMTE BIeyaT/JsBauy pesyataTu. [loBectta ,CTpaHHUAT
ciaydar ¢ pokrtop [xeknn v muctbp Xaua' Ha Po6wpt Jlync CtuBbHCBH (1886) omnucBa
rJlaBeH repoi, KOWTO O6yKBaJIHO MMa JBe Jyula. KoraTo 4yyjoBUILeTO, KpUelLo ce B A-p Xaig,
W3JiM3a HasiBe, Ce MOSIBIBA M BBIPOCHT KAKBO Ce € CINOTAaWBasio MOJ KakaTa Ha J00pus
JIOKTOp Npeiy a cb3aaje cBos cepyM. B IlopTpeTsT Ha Jopuan 'peit” (1890) Ockap Yaiag,
JlaBa Ha KpacHBO, HO MOKBApeHO TS0 OTObCKBAl, MOPTPET, KOUTO OTpa3siBa BCUUYKH
MOPOLIM, OCTAaHA/IM He3abe isI3aHU 3apa/iu MpUBJeKaTeJHAaTa BbHIIHOCT Ha [lopuaH 'pet. be3

InopTpeTa 4yAOBUIIHOCTTA Ha L[OpI/IaH O0CTaBa CKpHUTAa.
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W pBaTta npuMepa oTpa3dBaT MNPUCHILUA 3a Tas3ud eNoxa HHTEpec KbM HHa4de
He3abesiexxrMa 4yoBellka ypoaauBocT. llokupamoTo u npu Jlopuan ['peit, u npu g-p Xaiifg e
TAXHOTO HeMOpasiHO TnoBeJeHue. W paBamMaTa o006e34ecTsiBaT KeHU. Bbopeku ue
XOMOCEKCYya/JJHOCTTa HHUKOra He ce clnoMeHaBa, (GakTbT, 4ye JlopuaH HaeMa MpbCHA M
HeyrJieZiHa CTasd [0 NIPUCTAHUILETO, KOATO IOCellaBa, cCaMO C U3MUCJIEHO UMe U NoANIpaBeHa
BBHUIHOCT, IMOJCKa3Ba, 4Ye 4YyJOBUIIHMUTEe My IMpOSIBA ca MHoOrobpomHu. B Tekcra
ceKkcyaJHOCTTa Ha /lopuaH e ny6JM4YHa TalWHa — BUHAru e npaBJoNoJ00HO OTpUYaHa, HO €
SICHO [,0JI0OBMMa, KOTaTO 3HaeTe KOMW 3HALY Aa ThpcuTe.l® YpoainBocTTa Bedye e mpeB3eJsa

BbTPEUIHHUA HH CBAT.

EnvH HOB HayyeH CBAT MNpaBu BspaTa B CbliecTByBaHeTO Ha CduHKCa NOYTH
HeBb3MOXKHA, HO BCe MO-TOJIEMUAT UHTEpPeC KbM CKPUTOTO QYHKLIMOHUPAHE HAa yMa CKOpPO

11e n1o03BoJsiM Ha PpoiiA 1la My BA'bXHE HOB XKHUBOT Ype3 MICMX0aHa/IM3aTa.

CnenBauysaT MalabeH MpexoJ; B pa3bUpaHeTO 3a YYJOBUIHOCTTA Ce CJAy4YBa IMOYTH
HmeKlceT roJIMHU MO-K'bCHO, Hape/, C pa3paboTBaHETO Ha aToOMHaTa 6om6a U CTyaeHaTa BoMHa.
AToMHUTe 60MOapAMPOBKU Ha XupouinMa U Haracaku cBUIeTE/ICTBAT, Ye )KUBEEM B CBST, B
KOWUTO HaW-TrOJIIMOTO 3BEPCTBO, KOETO MOXEM Jla CU NpeACTaBUM, Beye ce € CJAYYHJIO.
3amsaxaTa OT SiApeH XOJIOKOCT JilaBa Ha MOMNyJspHaTa KyJTypa M Hall Beye HAa Hay4yHaTa
daHTacTUKa HOB HabOp OT CTpaxoBe U TPEBOTH, C KOUTO Jla CH CcJayxat, KaKTo U
Bb3MOXKHOCTTA /]a M3CJe/|BAT II'bJIHA COIlMAa/IHA aHTUYyToNnus. CTpallMauIaTa, Chb3/JafleHu OT
pajvanys ¥ NPUCHILM HAa aMepUKaHCKUTe PUIMHU c uyyjoBuina ot 50-Te roauHu Ha XX B.,
3aeMaT MSCTOTO Ha peJiviia y»KacH, CpeJ; KOUTO TpeBoraTa 0koJio komyHusMma.l? JlokaTo Tasu
CBoeoOpa3Ha sJipeHa 3MMa HaJlara BpPeMeHHO 3aBpblllaHe KbM BbBHIIHOCTTA, KBbM
OYEBHU/IHOTO CTpAIIWJIMIIE, YOBEIIKHTEe 3BEpPOBE, KOUTO I03BOJISIBAT Cb3JaBaHETO U
M3CTPEeJIBAHETO HA SAPEHU YYJOBHUILA OCUTYpSIBAT IMapajejHO Tpace Ha CKpUTaTa
4YyIOBUILHOCT. [lapaHosTa 10 MOBO/| ,TAWHUTE areHTH Ha KOMYHU3Ma"" 4yZIeCHO UJIIOCTPUpa
Bpb3KaTa MeXJy HEeCUTYpHHUs TIJio6ajleH TMOJUTHYEeCKHM KJIMMAT M HapacTBallloTO
0e3MOKOMCTBO 3a YyAOBUILA, KpHely ce (TOKy) noj Hoca HU. CbBpeMeHHUTE KOHLEeNIUHU 3a
YyIOBUIHOCTTA Ce MPOSBSBAT B YETUPH B3aUMOCBBbP3aHU BHUJA 3BEPOBE: NMCUXONATHT UJIU
TEPOPUCTHT, KOUTO He MOXe Jla O'bJie Pa3KPUT Mpeu [a e TBbp/e KbCHO; KOpyMIHMpaHaTa
J'bp>XKaBHA CTPYKTYpPa, KOSATO HABJIM3a BbB BCEKH ACIEKT Ha KUBOTA M Cpelly KOSTO HIMa

NOYTH HUKAKBU CpeJCTBa 3a 3alllMTa; HeBUAMMAaTa 3apas3a, KOSATO He MOXe Ja Obje

* “ v
OpuruHanHara ¢pasa e ,reds under the bed” n nnioctpmupa wupewms ce no speme Ha CTygeHaTa BoiHa cTpax, ye
KOMYHUCTUYECKUTE areHTN ca MHOUATPUPAM 3anagHuUs CBAT U Ce KPUAT e4B8a /N He Nog, Nernata Hu.



KpemeHna XpucToBa. [lunnomHa paboTta

3abeJisi3aHa J0KAaTO ce NMPOCMYKBa IMOJ KoXaTa, U NPUPOAATa, KOATO OTM'bCTUTENHO CHU IO
BpbLa HAa 4YOBEYECTBOTO 3a U3BbPLIEHUTE Cpelly Hesd MNpecTbilieHUA.18 Bcuuku Te3u
4yJOBUILA M3pa3sABaT CTpaxa OT pa3NaJlaHeTO Ha O0OILecTBOTO, HO U OT BCUYKO, KOETO He
MOXEM Ja BHUJAUM, Ja NOpebOpHUM, BCHUYKO, Cpelly KOeTO He MOXe aKTHBHO Ja ce
IIpOTUBOZENCTBA. MoraT a ca TBapH, IPbKHAJ/IM Ce OT YOBelIKa IJIYIIOCT UJIM Jia ca 3HaLY, Je
e/lHa LMBWJM3aLMA Ce CaMOyHHMILOKaBa. M Bce MaK, BCUYKM Te3U y»Kacu Ce CJIUBAT B
o61uecTBo. CepUMHHUAT yOUel, He e N10-pa3/IM4eH OT BCEKH APYT YOBeK, J0KaTO He HaZJHUKHEM
B MaseTo My. KopymnupaHaTa NnpaBuUTe/ICTBEHAa OpraHM3alyds He ce pasjdyaBa OT
octaHasuTe. [loBbpXHOCTTa, 3apa3eHa OT BUpYca, U3rJjex/a 6esoouana. [lpuposara, Hamara
MaMKa, HU Ce CTPyBa IIaCUBHA, J0KATO He O'bJie NOATUKHATA KbM OTMblIeHHe. 3a pa3/IMKa OT
aHTUYHUTE 3BepOBe, Yy/JOBULIATA, Cb3/JaJleHU B MOJEPHUS CBAT, He MoraT JAa ObjaaT

pa3no3HaTH CaMo C ITorJjaen.

O61ecTBEHOTO 06€3MOKOMCTBO OTHOCHO Te3W He3abeseXMMU MpOsIBJIeHUs Ha
YPOJJIMBOCT BOZM /10 ONUTHU Jia ce pa3bepe Kak 3BepoBeTe Ja 6bAaT paskpuBaHU. 06pa3bT
Ha TepopHCcTa HalpUMep, YECTO Ce CBBbP3Ba C YEPHOKOXU WJIM XOpa C MO-ThbMEeH LBAT Ha
kokaTa. TepopucTuUTe c 65J1a UM CBeTJ/Ia KOXKa He ca oNpe/ie/iiHU KaTo TaKMBa B HOBUHU 3a
MacoBa cTpesiba WM MOJO0O6HM aTakd. Taka LBETHT Ha KoXKaTa MOe Jla ce NpeBbpHE BbB
HayMH 3a OTKpOsIBaHE Ha YYJOBMUIIHM 4YepTH, MaKap M H3KJIWYUTEJSHO HeepeKTHUBEH.
CouuajHUAT ONUT Jja 6'b/le Bb3CTAaHOBEHA Bp'b3KaTa MeX/Y YyJOBULUIHOTO U BBHIIHUSA BUJ
ce NpoBaJis, HO NOACUJIBA CUCTEMUTE Ha HaCUJMe, KOUTO NO3BOJIABAT Ha OesM MOJULAU OT
CeBepHa AMepuKa fAa u3berHaT CbJebeH IpolLec cJeJ KaTo 3acTpesBaT YEPHOKOX MbX,
KOWTO He npe/cTaB/sABa 3amsaxa.!? [lapasesnHo ¢ TOBa, XopaTa ¢ TeXHOJIOTMYHU N0J00peHNs
ce CMATAT 3a HAKaK YYyJAOBHUILIHMU. YKacABalUAT NOTEHLMAJl Ha eHJoCKeJeTa Ha
TepMuHaTOopa paskpuBa paspyllaBaHETO Ha TpaHUIATa MeXJy 4YOBEK M MallhHa M Ha
HallleTO Heu30eXXHO INpeBpbllaHe B Ku60pru.2® W B JBaTta cjayyass BBHIIHOCTHUTE
XapaKTEPUCTUKU Ce TpeTUpaT Taka, CAKall Bce Ollle CUTCHaJAM3UpaT 3a Bpb3Ka C
4yOBUILHOTO. Pa3na/jaHeTo Ha Bpb3KaTa MeX/AY BbTPELIHO U BBHIIHO 06aye, 03HA4YaBa, ye
OTKPUBAHETO HA KOSITO U /la € OT MHOTOGPOMHHUTE NPOSIBU HA YY/JOBUILHOCT € BCe MO-TPY/JHO,

AOKAaTO He CTaHe TBbpPAE KbCHO.

[Io chuusa HauuH B Kpasd Ha XX W HavajsoTo Ha XXI B. M300pakeHUs 32 3BEpOBe
pasKpUBaT He caMO CMMIATHUHM KbM /[[IBOJIa, HO U ’KeJlaHWe 3a npeBpbliaHe B CataHarta.?l
BaMmnupuTe nokasBaT TO3U MOJEPEH KOMHEX B JeUCTBUE, MPeABUJ, OUEBUJHUTE Napasiean

Mex/ly BaMIMpcKaTa TpaHcpopmauus u cekca. B nopeauuarta Ha CtedpaHu Maibp riiaBHaTa
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repouHda besia Cyon, He caMo xesiae Bamnupa Enyaps KbibH, a 1 B Kpasg Ha poMaHHUTe ce
npeBpblla BbB BaMIup, 3a Aa ouesee. BbB ,Bamnupcku xpoHUkH“ Ha AH Paiic MHOro oT
repouTe MOJIAT Aa 6bJaT NpeBbpHAaTH BbB BAaMIUPH, 4eCTO 6e3 /a 3HAAT KaKBO I'M O4YaKBa.
[lonsakora TpaHchopManuMuTe MM ca YCHeLIHW, HO HMMa M CJAydad, B KOWUTO JOpH
0e3cMbpPTUETO He MOXe Ja TM Clacd OT JIMYHUTe UM Tpareiud. HUTO rbpuurte, HUTO
PUMJISHUTE NpOSIBABAT CKJIOHHOCT Jia Cce npespaswam B 4yAoBulla.2? KaTo ce uMa npejBuj,
4ye 'bpLUTe NPeANOYUTAT PALMOHAIHOTO U NOJpPeeHOTO, HUILO He OU OUJIO MO-NIPOTHUBHO
OT TOBa Jia Ce NIpeBbpPHelll B JIMIIEH OT pa3yM, XaoOTU4YeH He-4oBeK. Makap puMJ/IAHUTE Ja ca
OuIM 04apoBaHU OT 4YyJOBHILIATA, KAaKTO 3a pa3BjedyeHHe, TaKa U 3a IOKA3HOCT, Te ce
UJeHTUGULMPAT C 06pa3a Ha IJ1auaTopa, KOWTO ,BbILIblIABAa KPAUHOCTUTE HA KpacoTaTa U

HAaCUJIMETO, CKUJIaTa U 6€3CUINETO, KOHTPOJIA U YBJIeYeHHUeTo 23,

3a JITBT+ o6uiecTBOTO sICHOTO GOpMyJiMpaHe Ha YyJOBHUIIHOTO Ce NMpPEBPbHIIA BbHB
BaXEH aKT Ha B'b3CTaHOBsBaHe. XOJHUBYJCKOTO KHHO HMMa [JbJTOrOJHUIIHA TpajuLus [Ja
npeAcTaBs 3JI0JEUTe W YyJOBHUIATA KAaTO XOMOCEKCyasJHH. Taka eJUH XOMOCeKCyaseH
3puTeJ, KOWTO U3NUTBA YOBOJICTBUE Jia IJieJla TepoH, C KOroTo ce uAeHTUULMPA, TPsIOBa
Jla CTaHe CBUJIeTe]I U Ha CTpaZlaHueTo U rubesta My.24 B nociegHute roanHu Ha XX B. o6ade,
XOMOCEKCYa/ITHUSAT 3BsIp 3all0YHA /la pa3KpHBa CBOSITA ChILHOCT npej Apyrute. CBoeo6paseH
IaMnuoH e neBuuara Jleitau 'ara, KosTo ce caMmonpoBb3raacsBa 3a ,Malika 4yJoBule” Ha
cBouTe GeHOBE W I'M Hapuya ,Majku uyypoBuia“. I[locranuero Ha lara e HacoueHO KbM
BCUYKHM MJIQIU XOpa B ChbBpeMeHHAa AMEPHKA, KOUTO Ce YyBCTBAT MapriHAIUM3UpaHU U
M30JIMPAaHU 3apajd CBOSTA CEKCYaJHOCT.2> W3riexzaa, 4e Kywbp MpOsBJEHUATA Ha
YyJOBUILHOTO MPOIYCKAT aHTUYHUTE YyJOBHINA. BbIpeKH TOBa KyJATYpHUTE TEHEHIINU

IIOKa3BaT, Y€ KUMa IIOTEHIIKAJI 3d TAKOBA Bb3BPbIlldHE.

MuTo/IOTUYHKTE Uy/JOBHILlA Cca I[peHeOperHalyd €BOJIIOLMOHHUA TJAachbK Ha
YyJOBULIHOTO. XMOPUHOCTTA UM, BU3ya/IHATa UM OUYEBU/IHOCT, CIOCOOHOCTTA UM Jia 6'bAaT
He3a0aBHO pasno3HaTH, T'M OTJMYaBa KaTO TBOPEHWUsS HA IMO-paHHU IMBUJIW3ALMH.
HeobukHOBeHaTa npHpoja Ha SIBHOTO 4yAOBUIlEe MO3BOJISIBA MpUJIaraHeTo Ha MOJAX0Ja 3a
OTKpMBaHe Ha YYyJOBUIIHU 4YepTH, KOUTO cHOMeHaxXx. Bbhopeku ToBa enBa Ju e
W3HEHA/IBAlll0OTO, 4Ye CbhBPEMEHHUTE TeopeTUId ce (GOKycHUpaT BbPXy CTPAILIUJIMUIIATA,
Cb3/laJlEeHU Ype3 MOJEPHU KOHILEMIMU 33 YYAOBUILIHOCT U U3KJYBAT JPEBHOTO Yy/A0BUIIE,
KOeTO Bce olile 6PoJY U3 KYJTYPHUS HU Nel3axk. 3a JJa OCMUCIMM 3all[0 € JIOMyCHAT TO3U

NpomycK, TpsibBa Ja ce pa3poBUM MO-AbJIOOKO B HSIKOM TEOPETUYHU OOSICHEHUs 3a
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KyJTYPHUTE U ICHUXOJIOTUIHUTE NPOLNECH, KOUTO MOMAraT 4yJOBHUIIHOTO HA TE€OpHA Oda Ce

NpeBbpPHE B PeaIHOCT.

AHTpOmnoJiorusa

PeBostonimonHaTa KHMra ,YMCTOTa M ONACHOCT: AHAJ/IU3 Ha NMOHATHUATA 3a OM'bPCSBaHe
Y Taby" (1966) Ha 6puTaHCcKus aHTponosior Mepu /I'brjiac e 0CHOBOIOJIAaraliUAT TEKCT 1[0 Ce
OTHAacs 10 aHTPOIOJIOTMYEH NPOYUT Ha YyAOBUILIHOTO. KaTo ce ocHOBaBa Ha npe/cTaBaTa Ha
pas/JIMYHUTE KYJATYpH 3a YACTOTATa U MPbCOTUATA, Jlbrac JoNprUHACA KbM U3CJe[BaHETO
Ha 4y/Zl0BMLIA C UJeATa, Ye HellaTa NPUA0OMUBAT YyJOBHUILEH BH/J, 3aL]0TO Ca HaACKOYUJIU
0e30mMacHUTEe KaTeropud M ca CTaHaJd HeeCcTeCTBeHW.2® HelHUAT aHaiu3 onpeness
YyJOBHUIATA KAaTO HEYMCTH, 3all0TO Ca HApPYLIMWJIM COLMaJIHUTE NpaBusia U HopMU. Uma
MHOTO HaYMHHY, [10 KOUTO Aa/ieH peJMeT MUJIU ChIECTBO MOXe /ja Ce IPeBbpPHE B HAPYILIUTE
- Jla pasMMBa TpaHULUTe MeX]y yCTAaHOBEHUTe KaTeropuu (KakTO 4OBEIIKH, Taka MU
»KUBOTHHCKH), /ia e MapaZoKC B KaTeropusTa (Jja e eJHOBPEMEHHO XKUBO U MBbPTBO). Moxe J1a
He ce MpOsIBSIBA B KOHKpeTeH 06pa3 W/ Jla HMa TaKbB U3061110, KOETO Ch3/jaBa HesICHOTa

KaKBO TOBa CbIIECTBO UJIM IIpeJMeT e U TpsioBa Ja 6'bae.2”

[IpencTaBa 3a He/YUCTOTO Cbhb3/aBa KOHLENLUMATA 3a Taby, HAQUMHU Jia ce CTUMYJHMpa
YyMECTHOTO COLIMaJHO MOBeJleHHe U Ja ce MNpefoTBpaTU 3aMbpcsBaHe. Ta3u ujes e B
ocHoBaTa Ha mnetaTta Te3a Ha /[)keppu KoeH, ye 4yJoBUIETO OOUTaBa TI'paHUIMTE Ha
Bb3MOXXHOTO. OT aHTPOMOJIOTUYHA TJIe[jHa TOYKA IPAaHULUTE Ca CBbP3aHU C €K30raMusTa U
€H/IOTaMHUsATa, UM CKJIIYBAaHETO Ha Opak B WJIM U3BbH OompejiesieHa Kjaaca. TakvBa ca U
rpaHUIUTe, KOUTO Cb3/laBaT XeTepOHOPMAaTHUBHU  oO4dakBaHudA. CTparteruss 3a
npejoTBpaTsiBaHe Ha TabyToO Ha KPbBOCMEUIEHHWETO € NpPeBPbIIAaHETO Ha JXeHHUTe B
HMMYIIEeCTBO, KOETO POAHUHCKU T'PYNHU MoOrat Jila pa3MeHsT. [lo ToO3W HAayMWH ce YKpenBaT U
XOMOCOI[MAJIHUTE OTHOLIEHUs. 3a Jla ce TapaHTUPa, Ye COLIMATIHOTO eJUHCTBO HMA HAM'bJIHO
Jla ce pa3najiHe, 6paK’bT B TBbP/l€ PA3JIUYHU COLMAJHU U eTHUYECKH TPYNH U KYJTYpH, ce
npeBpblla B Taby, KOeTO NoJAbpka 6asaHca. Te3u 3abpaHu ce peryaupar OT 4y[0BHULIATA,
Cb3/laBaHU NPH KeHUTOA TBBP/Je 6JIM30 UM TBBP/ie Aajied OT AajJleHa POJHUHCKA rpyna UiH
KOraTO UMHAUBU/BT Ce 0TKa3Ba OT C'h03 3a PO/ b/KaBaHe Ha Po/ia U U30Mpa XOMOCeKCyalHa
WJIM TpaHCCeKcyasHa Bpb3ka. PuaMoBuaT KpUTUK CTUBBH [IpMHC U3M0/I3Ba TeopusTa 3a
TabyTo, 3a /jJa NOCTaBU HA4YaJI0TO Ha COLiMAaJ/IHA TeopUs 3a pa3bupaHe Ha CTpAlIHUS PUIM.28
Cnopepn llpuHc yypoBHIAaTa MoMaraT NpPU pa3rpaHUYaBaHETO Ha pa3MUTHUTe Mpesead Ha

coonaJIHUd CBAT U YKpelBaAT CUCTEMHUTE Ha pel, KOUTO OollpeAe/JIAT KaKBO € Ja CH YOBEK.
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3BepoBeTe ce MPEeBPBILAT B MO/ CU/IBAL] MEXaHU3bM Ha NOJKpPENsIIMTe U NMpeJna3BaliuTe
YOBEUIKHUTE OOLIHOCTH KYJTYpPHHU Pa3/iM4ydsl MEXAY YUCTO/HEYHUCTO U NPHUET/OTXBbPJIEH.
UYynoBuliaTa ce peajJu3upaT U KaTo ,[IPOsIBJIEHHE HAa BbTPELIHUTE IPOTUBOPEYHS, KOUTO Ce
NOpaXKJAaT BbB BCEKU COLMaJieH peJi, OCHOBaH Ha kJacadpuuupaHe. ToecT Te paskpuBaT
NpoOOWHUTE B M3KYCTBEHO CBb3J3aJleHUTe KaTeropuy, KOWUTO XoOpaTa HajaraT Ha
3a00HMKaJALaTa cpesa, 3a J1a 1 KOHTposiupaT.2? [IpuHc ce $poKycupa BbpXy CTpalIHUS PUIIM,
a He OCMMCJIF KaK YyOBUIIHOTO MO3Ke /1a O'bJie U3pa3eHo OTBb/, XOp'bpa, HUTO I'bK OTpas3siBa

CTpallnJnlaTa, KOUTO cjie[ Cb34aBAHETO CH, Ca IPEMHWHAJIK TPAHUIIUTE HA CBOATA KYJITypa.

[IcuxoaHasn3aTa CbllO C€ OCHOBaBa Ha MHAEHUTE 3a 3aMbpCABAHE€ KW PHUTYaAJIHO
I[Mpe4YrCTBaAHE, 3a Aa AadJ€ U3Pa3 HAa PA3BUTHUETO Ha CAMOCb3HAHUETO HAa UHAWBHU/A. HWmMmeHHO
Ta3W MCHUXO0AHAJIUTUYIHA TpagUuLIUA JIEXKH B OCHOBATA Ha HU3CJ/J€IBAHUATA Ha YyJOBHIIATa U

HUeE § cJIe/[Ba 1a OTPa3UM.

[IcuxoaHasin3a

Bpb3kaTa Mexy yKacsBallloTO U MCUX0aHa/M3aTa JaTHpPa OT KpaTKOTo ece Ha Dpoiif
3a Henno3HaToTo’4 uau ,the unheimlich“3% ot 1919 r. ®poiig npaBU JUHTBUCTHYEH aHAJIU3 Ha
npousxoja Ha ,unheimlich”, kosiTo Ha aHr/IMliCKU e TpeBeseHa ,unhomely“. KaTo HabstoaaBa
ceMaHTHU4YHaTa yrnoTpeba Ha JyMaTa B pa3HoobOpa3eH KOHTeKCT, PpoilJ; e HA MHeHHe, 4e
HENMO3HATOTO BCBIHOCT € /JbJ60KO mo3HaTo. Cropes, Hero AUCKOMPOPTBHT, KOWUTO
HeNo3HAaTHTe Hellla Ch3/laBaT, UMa JiBa U3TOYHHKA. Ha MbpBO MSCTO, HENIO3HATOTO MOXeE Jia
cbOyIM y MeH CIloOMeHa 3a NOTHCHAaTa JeTCKa TpaBMa, HAlpUMep CTpaxa Jla He Objaa
KacTpupaH OT cOOGCTBeHHsI cu 6Oaia. BTopo, HiKoe CbOWTHE MU MPUIOMHSI NPUMHUTHUBEH
HAYMH Ha MUCJIeHe, KOWTO OT/laBHA ChbM HaJ[pacHaJ KaTo I[MBUJIM30BaHO YOBEILIKO ChIECTBO,
HO OT3BYK'bT Ha TO3W HAYMH HAa MUCJEHe Me Kapa Jila ce 3aMucJ/is. Hanpumep, ako Mucs, ye
CKOpPO He CbM ce yyBaja ¢ JKy/us U cjej, MaJIKo ToJiyya UMEeWJ OT Hes, 1lie ce U3Kylla Ja
CMeTHa TOBa 3a HEOOUYAWHO, IOPU CBP'bXECTECTBEHO, 0COOEHO aK0 TaKWBa CbBMAJIEHUS Ce
cy4daT e[HO CJieJ, APyro 3a KpaTKo BpeMe. PeaknusaTa MU ce J'bJDKM Ha BpoJieHaTa Bsipa B
MUCBHJITA, Ye YOBEUYECTBOTO MOXe /ia NMpeJU3BUKBA CJIYYBAHETO Ha CbOUTHS CaMO KAaTO CU
MIOMHUCJIM KaKBO UCKa /] ce cayuyd. He momasiaM B KamaHa Ha TaKMBa NPUMHUTHUBHU MOBEPUS,
3al[0TO CbM MOJIEPHO M I[MBUJIM30BAHO YOBELIKO ChINECTBO, HO €KOTHT HA IMbPBOOUTHOTO

MUCJIeHe Cb3/1aBa ycelllaHe 32 6€3M0KOKCTBO.

74 Das unheimliche HAMa yHUdUUMPaH npesoa Ha 6barapckm (Bx https://bit.ly/3Ri19Bp), HO B KOHKPETHWUA KOHTEKCT
ce YeTe He-MO3HATO, KOETO OTpasfBa [ABOWCTBEHMA XapaKTep Ha MNOHATMETO - ycellaHe 3a 6e3noKOKCTBO,
npean3BUKaHO OT HELLLO NO3HATO, KOETO U3BEAHDBIK 3aM04Ba A3 HU TPEBOXKMW.
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OyeBuzieH npob6JsieM mpu nogxoaa Ha Ppoily e ybexJeHUETO My, Ye ChbLeCTBYBaT
,APUMHUTHUBHU" KyJITYpU U 4e MoJiepHocTTa (B inLeTo Ha EBpona ot XX B. ¥ no-ToyHO BueHa)
e HeHaJI[MMHaTa B KyJTypHO oTHouleHUe. ToBa pa3bupaHe e MOACUIEHO OT PAaCUCTKUTE U
KOJIOHU3aTOPCKU Bb3rjaeau Ha Ppoig. Tol mnpusara NO3UTUBUCTKHM MOAXOJ KbM
BbPXOBEHCTBOTO Ha MOJEPHOCTTA M CMATa, 4Ye 3amnajJHaTa LMUBUJIM3ALMS € Ha BbpxXa Ha
KpuBaTa Ha pacTrexa. CriopeJ; Hero BCeKH, KOWTO He »kuBee B 3anajHa EBpoma, He Moxe /a
6bAe ,MBUJIN30BaH" U HAMEKBA, Ye HeeBpOIleMIMTe BCe Ollle ca M0/|BJACTHU Ha N0BEPUSATA,
cnoMeHaTu mno-rope. Usrzexzja, ye gopu ®Ppoils ocb3HaBa Mpob6sieMUTe, KOUTO CTOAT B
OCHOBaTa Ha Ta3U KOHLeNIMsl 32 HEIO3HATOTO, KaTo NIPU3HaBa, Ye TS pyXBa MHOTO M0-JIECHO

OT HEIIO3HATOTO, CBbP3daHO C IIOTUCHATH TPABMHU OT AETCTBOTO.

[IcuxosorbT ONKCBA yCELIAHETO 38 HEMO3HATOTO, Chb3/1aZleHO OT pelnpecusTa, KaTo ,I0-
YCTOMYMBO“, U Cb3/JaBalll0 M0-3aBJIaZSABAI0 YCelllaHE KAaKTO B peasiHUS >KUBOT, Taka U B
autepartyparta.’l TOYHO ¢ TO3W THI HEMO3HATO Ce 3aHMMAaBaT U3CJ/Ie/IBAHUSATA HA 4y/[0BULIA.
BebiHoCT cTraHoBUIEeTO HAa Ppoiif], Ue rHETTA Ch3/laBa HEMO3HATOTO € €IUH OT OCHOBHUTE
nosoad Ha [bxedppu Koen B ,Teopuss Ha 3BepoBetTe”. @Ppoiag TBBPAU, 4Ye  TOBa
06€e3M0KOUTEIHO YYBCTBO Ce MPOsIBSABA, KOraTo ,I0THCKAHU KOMILJIEKCH OT JIeTCTBOTO O'bAAT

NPUIIOMHEHU Ype3 HAKOe BreyaTaeHue 32,

B nocsie/icTBUE, aKO HCKaMe /la U3M0JI3BaMe HEMO3HATOTO B CMUCHJIA, KOUTO Opoiia My
npujaBa, TpsiO6Ba Jla MpHeMeM, Ye BCUYKO, KOeTO CMsITaMe 32 Hel03HATO MPOU3J13a OT Helo,
KOETO € J'bJIGOKO CKPUTO OT MCUXHMKATA HU U BUHATH € MPENJIETEHO ChC CTpaxa OT 6alaTa u
KOMHe)a nmo Maikkata. OcBeH ToBa TpsibBa Ja ce cbrjacuM C ujesdata Ha @poilg, ye
,HOpMaJIHaTa" TpaeKTOPHs Ha >KeJJAHUETO € U3IISJI0 XeTepOoCeKCyalHa U TS OT CBOSI CTPaHa

HHW HaJiara 3aA’'b/2KUTEJ/JIHA XeTEPOCEKCYA/JTHOCT, KOraTO MpeXUBABaMe€ HEIIO3HATOTO.

BTopusaT ocHoBomoJiaraly 3a M3cjeJBaHUATA Ha YyJoBuLiaTa Tpyz e ,Cuau Ha yxxaca“
(1980) ot KOnusa KpbcTeBa, B KOWTO e mpeJ/icTaBeHa KOHLENLUsATa 3a oTnajaHe. KpbcTeBa
TBBPAY, Y€ CAMOTO Pa3BUTHE HA Ch3HAHHUE O3HA4YaABa, Yye NpU GOPMHUPAHETO HA YOBEIIKUS
MO3'bK € HaJ/IMIle MbPBUYHO MOTHUCKAHE HA BCUYKH }KUBOTHUHCKU UHCTUHKTHU U BCUUKU KPU3U
Ha CaMOJIMYHOCTTAa TPsOBa /la 6'bJaT NPeo0JIEHH, 3a Jla MOXKe ChLECTBOTO /ja Ce TPeBbpPHE B
yoBeK. PempecupaHaTa No TO3M HAUYMH CyOCTaHIMS Ce Hapuya abeKT M MOCTaBs MOJ
CbMHEHME HalleTO YYBCTBO 3a HUJEHTUYHOCT KATO CAaMOCTOSITeJIHM HUHAMBUAU. Crnopef,
KpbcTeBa yHUBepcasieH npruMep 3a abeKT € MbPTBOTO T$J0, IPU KOETO IPaHULIATA MEXAY
YOBEUIKOTO U HEYOBEUIKOTO OYKBaJIHO Ce pa3Jiara npej ouuTe HU. TpUbI'bJHUKBT MailKa-

AeTe-4yXJ OT TPpaAUILIMOHHATA ICUXO0AdHAJIM3d HaArpaxKJa Ta3W OCHOBOIIOJIAralla pernpecud.
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AGeKTBT ce Bpblla B HalleTO Ch3HaHWEe MoJ ¢opmaTa Ha CIHOMEHU 3a NMPUMHUTHUBHO
IIOTHCKaHe, 32 KOUTO 06auye HUKOra He MOXe /la Ce TOBOPH, 3all0TO ChIIMHATA HA abeKTa e
NOTHCHATa MNpeJu Ja pa3BHEM CIOCOOHOCTTAa Ja roBopuM (M e TpsAbBaio Ja Obje
MOATHCHATA, 3a [ia Ce HAy4YuM Jia roBOopuM). B pesysaTaT, aGeKThT U HErOBUTE CHUMBOJIHU
HaNOMHSIHUSA TPSA6BaA a 6'bAAT YIpPaBJIsIBaHU Ype3 LlepeMOHHUAHU U3K/IIOYBAHUSA (AU TUIHU
orpaHuyeHus1 HanpuMep). Te ca HEYMCTU U TPsA6GBA Aa O6bJAT NMpeMaxHATU. BbIpeku dye He
MoraT Jia 6'b4aT eJJMMUHUPAHU HAIT'bJIHO, 3al0TO Ca HEOOXOJUMH 3a ChIIECTBYBAHETO HHU,
OTKa3uTe MoraT Jja 6'blaT NPU3HATH Oe3 J1a ce U3BAXKAAT Ha NMOKa3. PUTyanbT nmo3BoJisiBa Aa
HaMepUM MsICTO Ha abeKTa B HOBUS ,pallMOHaJIeH” MOPSA'bK HA yMa U /ia TO O3UI[MOHUpaMe
B II0JIETO HAa €3UKa U IPAaBOTO, BBIIPEKH Y€ CTOU U3B'bH TOUHO Te€3U 00J/1acTH. EKCKpaMeHTHUTe
¥ MeHCTpyasiHaTa KpPbB ca abeKT, 3all0TOo, OT €/lHa CTPaHa, U3Pa3siBaT OMACHOCTTA, KOSTO
rpo3u JIMYHOCTTA BbB BBHIIHUA CBAT, U OT Jpyra - CepyHo3HaTa 3aljaxa oOT
B3aHMOOTHOIIEHUSTA MEX1Y 6JIM3KOPOICTBEHU IPYIH, CTPAXbT OT KP'bBOCMENIEHHE, POJISTA
Ha IOJIOBUTE Pa3/JIMYMsd M HEOOXOJAMMOCTTA BCHUYKO TOBa JAa ObJe KOHTPOJUPAHO 4Ype3

omnpejiesisiHe 32 Taby U KYJTYpeH HATUCK K'bM HEOTIETHEHOCT.

Kakto ®poiis, Taka u KpbcTeBa, pa3uuTaT Ha CUCTEMH 3a penpecusi, 6UJI0 TO Ha
I'bPBUYHO WJIM BTOPOCTENIEHHO HWBO M BHYIIABAaT, Ye B OCHOBATa Ha TOBa NOTHUCKaHe ca
CeKkcyajHaTa aKTUBHOCT, CeKCyaJHaTa MWAEHTUYHOCT U cTpax. M3cienoBaTenn Ha
YyJJOBUILHOTO OT MO-K'bCHU MEPUOJU NMOCTABAT MOJ BBIPOC TO3U MOAXOJ U CMSATAT, ye €
Bb3MOXXHO MHIUBUABT J]a U3MUTBA CTPaAX OT HEIL0, KOETO He € CBbP3aHO ChC ceKC. [KyauT
XanbepcraMm HanmpuMep, OOCTOMHO H3Cje/Ba NMpeACTaBaTa 3a YyJOBHUIIHO B TrOTHYecKaTa
JINTepaTypa, KaTo MpoyYBa HAKOJIKO PAaBHUILA HA CTpaxa 0 OTHOIIEHHe Ha KJaca, paca u
HALlMOHAJIHOCT, MoJ U cekc.33 KaTo oTyeTeM, 4Ye 3BepOBeTe peardpaT Ha MHOXECTBO
daKTOpH, KOUTO Ce MPOSIBABAT B HECH3HABAHOTO, MOXKEM []a CE OTBPCUM OT PpoiAUCTKATA
MaHHS 10 XeTepOHOPMAaTHUBHATA CeKCyasHO 0o6ycoBeHAa MHGAHTU/IHA TpaBMa. OCBeH TOBa
M03BOJIIBAME Ha MOHSATHETO 33 YY/JOBHUINHOCT Ja OOXBaHE MHOIO pPa3/IMYHU, MOHSKOTa
M'BIJISIBM BH/IOBE y>Kac U Jja ce NPOTHUBOIIOCTBU HA TOBA, KOETO XajbepcTaM onpeiesisi KaTo

T'bpCeHe Ha HEMOPOYHOCT U SICHOTA. Taka KMaMe MHOTO M0-sICHA KApTHHA Ha cTpaxa. 34

[IcuxoaHasn3aTa NpeAocTaBsl HaJleXJeH MeXaHU3bM, ype3 KOUTO Ja OBGSICHUM Kak
aGCTPaKTHUTE U MOJACbh3HATEJHUTE NpPeJICTaBU 3a YyJOBUILHOTO Ch3/aBaT CTPAIIMIXLIA U
N0-KOHKPETHO, KOPUTUPAHUAT MoJieJl, NpeJsioxeH oT XanbepcrtaM. Jlebu PenTbH npusara
Mo/Jiesla KbM aHTUYHUTE Yy OBULIA U 3alllUTaBa Te3aTa, ye 3a/, | PEBHOIPbLIKUTE 3BEPOBE Ce

Kpue ,,CTpaxXbT OT Bb3MOXHOCTTA Xa0ChT A4 IOI'bJIHE ped, IPUMHUTHUBHOTO Aa HaAAeJiee Ha/|
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pa3yma, BEpOSITHOCTTAa HpHUpoJaTa Ja HaJBHe HaxJyBal[UTe YOBEUIKH IUBUJIMU3AIUU, U
c1aboTo pa3bupaHe HA MPUPOJA HA JKEHCKOTO/>KeHaTa B CpaBHEHHE C M'BXKXKOTO/MBbKa“3.
[Ipennosio’)keHHETO 3BYYH JOCTAaThYHO Pa3yMHO, KaTO Ce MMa MNpeJBH/[, Ye eJHUHUTE Ce
CpaBHSBAT C BapBapHUTe, 32 KOETO He e OuJIa HeoO6X0AuMa ceKCyasiHa TpaBMa OT JIETCTBOTO, a
caMo KyJITYpHa CKJIOHHOCT 32 pUAbpKaHe KbM ,HOpMaIHOTO. CTpaxbT Jja Cce MpeBbpHEI B
OTYYXKJEH JUBAaK U Ja OBbJell OTXBbpJEeH OT yBaKaBaHUTE COIMAJHHM TPYIH, paxkzaa

CTpallnJikliEe, KOeTO YePIHU CUJIK OT TPpeBOIraTa, CB'bp3aHad C TO3HU CMYT.

Jlopu na nmpueMeM, 4ye Beye UMaMe MPAB/IONO06GHO 00SICHEHHE KAK MICUX0JIOTHYECKUTE
NpeACTAaBy 3a y)KacsABAIOTO Ch3/]aBAT YYJOBHUIIA B ONpeJleJIEHO BpeMe M MSCTO U Ja Ce
CbrJIaCUM 4Ye TO3U MOJieJ paboTH B KOHTEKCTa Ha MUTOBETE, €JMH MNpoO6JieM OCTaBa.
AHTHUYHHUTE 3BepOBe OIpezieJieHO Ca W3BBH CBOETO BpeMe W MSCTO. MoAT KaTajor Ha
TEHIeHIIMKTe NPU YYJIOBUIIHOTO Bede MOKa3Ba, ye ce HaOJI0/jaBa MOCTENEeHHO, HO CUTYPHO
NpeKbCBaHe Ha Bp'b3KaTa MeXAy BBHIIHUAT BUJ Ha YyJOBHUIIATA U TSAXHOTO NOBeJEHUE.
OcobeHo B 3amajiHaTa CbBpeMeHHa KyJITypa HMMa MapaHOWYEH CTpax HeUlo JAa He ce
NpPOMBbKHE U /1a 3aBapy UH/AUBH/IA HenoATroTBeH. CTpaxoBeTe Ha JAPEBHUTE I'bpLM 06aye He
ca GUJIM ChUIUMTE, HUTO I'bK HUE, ChBPEMEHHUTE X0pa, U3NHUTBaMe CTpaxX KbM HelaTa, OT

KOUTO Te ce 6OAT.

[naBoG/'bCKaHUIIATA € cjaeAHaTa. KoraTo pa3uydTaMe Ha peleniuysaTra, Hue
npeMUHaBaMe OT aOCTPAKTHU MOHSTHS 32 yXKACABAILIOTO KbM KOHKPETHH MPOsSIBJEHUS Ha
AaHTUYHOTO 4yAOBUIle. AKO eJJUH 3BSIp € poxkba Ha CTpaxoBeTe U penpecusTa, KOUTO ca
CKpPHUTU B HECHh3HABAHOTO HA OIpe/ieJIeHO 001ecTBO, KAKBO TOraBa Mpojb/KaBa Ja Bpbllia

CbBpE€MEHHAaTa IMoIyJidpHa KyJTypa 06paTHO KbM YyZAOBHUIIATA OT KJIACUYECKUA nepno,a?

Mumen ®dyko

B To3u MOMeHT uckaM Ja norbpcs ybexuuie (Moxxe 6U HeodakBaHO) npu Pyko.
JlOKOJIKOTO MU € U3BECTHO, HEroBOTO BJIUSIHWE BbPXY HU3CJ€BAHUSATA HA YyJOBUIATA €
CHUJIHO orpaHuyeHo. Moxke OM e Taka, 3al[OTO HaW-3HAYUMHUAT My TPYJA B 00JlacTTa e
npeBeJieH e/iBa npe3 2003 r. B kHuraTta c 0606111aBallo 3arJiaBue ,AHOpMaJTHUTE" ca CbOpaHU
Jekuuu, kouto ®yko usHaca B ,Kosex apbo ®panc” npes akagemuyHata 1974-1975 r.
Bbhnpeku 4e HSIKOM Hellla ce MPHUIOKPUBAT C MyOJUKYBAaHUTE MpousBejeHUss Ha Dyko,
JIOKOJIKOTO 3HaM Te3W JIEKIIMM He ca OWJM JIOCTBIIHU NOpeAd JAa ObJaT CbOpaHU U
ny6JIMKYBaHH, CbOTBETHO He ca OWJIM PAa3NpOoCTPaHsIBaHH, KOTAaTO HayKaTa 3a 4y/I0BHUIIATA Ce

e (1)0pMI/IpaJ'Ia. CamusaT CDYKO MOKe a Ceé M3HeHad/Ja, 4Yeé HaCO4YBaM BHHMMAaHHETO CM TOYHO K'bM
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Tasu TBOp6a, 3al0TO HEroBUTEe HHTEPECH ca CbCPEJOTOYEHH BBPXY BBIpPOCA 3all0
ICUX0AHAJIUTUYHUTE TBBPAEHUS 32 KPbBOCMEIIEHHE Ce MpUeMaT TOJIKOBAa CHOKOWHO OT
Oyp>koa3HuTe ceMeicTBa. [lopaju Ta3u nmpuyMHaA TOH ce PoKycHpa BbPXY ThJIKYBAaHETO Ha
BJIACTTA 4Ype3 B3aMMOJIeMICTBUETO MeX/y NpaBHaTa, MeJUIMHCKATa U MCUXOAaHAJMTUYHATa
chpepy M Kak HJeuTe 3a HOPMaJHO M HEHOPMaJHO Ce H3I0JI3BaT 3a ylpaBJeHHe Ha

OTHOIEHUATA MEeXAy TE3U o6J1acTH.

Wckam pa mpersieiaM mo-o6CTOMHO I'bpBaTa 4acT Ha Te3U JIEKIUH, B KoSTO Pyko
OTKpOSIBA /IBE TEOPHUHU 3a BJIACT U KOHTPOJI. [I'bpBaTa e TeopusTa 3a KOHTPOJI Ype3 penpecus,
a BTOpaTa - KOHTPOJI Ype3 MOCTaBsHE MO/ KapaHTHHA.3® @®yKo WJIICTpUpPA Te3U MO
KaTo Npoy4yBa KaK JiBe pa3JIMYHU OOIIHOCTH Ce CIPaBAT C MOTEHIHAJHO CMbPTOHOCHHU
3apa3su. [Ipumep 3a Mojies1a KOHTPOJI Ype3 penpecHs e ONUTHT 3a CpaBsiHe C eNUJeMUsaTa OT
npokasa, mab3Hasa npe3 XVII B. 3apaau rpo3orata U JAedopMUpaHHUTEe UM TeJa
NpOKaXKEHUTe OUJIM ONpeieITHU KaTo YyZ0BUILa, IPOTOHBAHU OT rpaZloBeTe U U3NpaljaHU B
HeoOUTaeMU NpocTpaHcTBa. He UM e mo3BoJIeHO [ja BAM3aT B IPaJCKUTE PAallOHU U aKO BCe
NaK IpeMUHAT MOPTH, TPsAOBaA Jla ce AbpKaT MO0 ONpezesieH HauuH, 3a [ja MOraT rpaKJaHUTe

Aa Ca HAACHO U [Ja ' H30srBarT.

(DyKO CpaBHABA TO3W MNMOTHUCHHUYECKH KOHTPOJI C MNPAKTHKA, HApe€dY€Ha KBaApHJdX,

npusarasa npe3 XVIII B. BbB ¢ppeHCKHTe IpaZjoBe, IOKOCEHHU OT YyMa.

BMecTo Aa MMPOKYXKJAAT 3apa3€eHUTe U3BBbH IpeAeJIMTE Ha I'paZia U a Ce NMpeCcTpyBaT, 4e
He CbIIEeCTBYBA4, CEJIMIIETO Ce pa3eid Ha pa17101-m, KBapTaJik U YJIUILH. [Tazauwy, cbrijieJBa4du U
CTPpAaHHWYHHU Ha6JI}0L[aTeJH/I Ca Ha3Ha4YaBaHW /J4d HAA3HWUPABAT I[oJApa3ae/ieHUuATa MU [Ja
noaAbP¥KAT CIIMCHK HA 3dPA3€HUTE U 3APABUTE XKUTEJIH. Ha,qsopa Ha/J TOBa Kou KbJe X0/H, C
KOoro O6I_I_I,YBa H KOra, € C IieJ1 pa3BUTHUETO Ha 9YyMaTa Jla ce CJie A OT6JII/130, HO U Ja OCUTYPH
Ha TI'paACKAaTa HHCTUTYLUHA II'bJIEH KOHTPOJI HA/J oburarenure. Hukoir He e IIPpOrOHBAH.
BmMecTo TOBa U 6OJIHI/ITE, " 3IpaBrUTE UMAT OIllpeJieJieHO MACTO B O6I.L[€CTBOTO " CTAaTyCbT UM

€ IIOCTOAHHO Ce Ipepa3rjaex/jia.

@dyko ob6obO1aBa pa3/IMKUTE MeX/Jy Te3u JBe cuctemu: ,llpeMrHaBa ce OT BJIaCTOBa
TEXHOJIOTHS, KOSITO MPOrOHBa, U3KJ/IIOYBA, 3aTOYaBa, MapruHaaW3upa, MOTUCKA, KbM BJIACT,
KOSITO BCBIIHOCT € MO3UTHBHA, BJACT, KOSITO Ch3JaBa, BJIACT, KOSATO HabJIl0JaBa, BJIACT,
KOSITO 3Hae W BJIACT, KOSATO Ce MYJTUILIUIMPA Bb3 OCHOBA Ha COOCTBEHUTE CH CJIe[CTBUSA 37,
CMsaTaM, 4e TOYHO Ta3W MPOMsiHA OT HeraTUBEH KbM IO3WTHBEH MOJieJl Ha KOHTPOJI
CTMOJIETSIBA MUTOJIOTUYHOTO 4YJIOBHIe B ChbBpeMeHHATa KyJTypa. Miu nmoHe o6ujecmeomo

CMATA TakKa. H’prOHa‘{aJ'IHI/IHT ME€XaHHW3bM 3d Cb3[jldBaHE€ Ha CTpaAllWJIHWILA, IIPOLECHT HaA
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OTJ'bYBaHe U NMPOrOHBAaHE B OTTOBOP HA y»KaCSABAL[OTO HA IMO/[Ch3HATEJHO HUBO, ChXHBSIBA
omnpeJieJleHU YyJOBMILA B MUTOBeTe Ha KyJTYpUTe, OT KOHUTO MpousxoxzaTr. Tesu
CTpallMJIMIA Cbh3JaBaT 4YacT OT JIMTepaTypHaTa W MaTepuaJHaTa KyJITypa, KOSATO CMe

HacJeJnJin.

Heuns6exxHo MUTOBETE Iy6GSAT YacT OT CBOSITA »KMU3HEHOCT WM KaKTo BpailbH ATGBpH
Ka3Ba ,l103HaBaMe Te3U Hellja caMO OT MMCMeHHU U3TOYHUIIM, KOUTO 3a OlieseJIMTe MUTOBE ca
TOBA, KOETO BKaMeHEeJIOCTUTeE ca 3a AuHo3aBpuTe 38, Copes ATO'bpU MUTOBETE Ca U3TYOUIU
I'bPBOHAYAJIHUTE CU 3HAUYEHHS W MOraT Ja Ce UHTEePHpeTUpaAT CBOGOAHO. 3a CpaBHEHUE,
WCTOPHHU, 3aUMCTBAHU OT a6OPUTeHCKUTE WU UHAMAHCKUTE YCTHU NpeJJaHusl, Ce CBbP3BaT C
peJIMTMO3HHU MPAKTUKH, KOUTO BCE OlLe Ce U3II'bJHABAT U K'bM KOUTO TPsIOBA Jla ce OTHACsIMe

C yBaxkeHue.3?

YynoBuIaTa ca poXXOW Ha eJJMH OTPUIlAaTe/IeH U MOTUCHUYECKH MO/ies 32 KOHTpoJI. Te
ca OTrOBOP Ha CTpaxa Ha YOBEUECTBOTO OT y»KacsiBauoTo. CieJl KaTo ce oT/jajedyaT OT TO3H
MeXaHHU3'bM, peaKIMsaTa Ha 00IeCTBOTO € JIa Ce OMUTA Jla T'M KOHTPOJIMpa Ype3 MO3UTHBHHUS
MeTOJT 3a KOHTpoJ. [lpech3jjaBaHeTO Ha 4y/JOBUIATA B pPa3HOOOpPa3HU JIUTEPATYPHU
npepaskasy, MpPeHacssHEeTO UM B CpPeJHOBEKOBHHM 06acCHH, JOPU B 6OraTo WJKCTPUPAHUTE
JIETCKU KHUTHU C U300pa’KeHUsI OT MUTOBETE — BCUUKO TOBA € C I|eJ1 3BEepoBeTe JAa 6bJaT
orpaHvyaBaHM, 0QOpMsIHM, HaOJIIOJABAaHU, a TsIxXHATa MNpupoAa - obscHeHa. TakoBa
pa3HooOpa3ve HHU I03BOJIIBA BHUMATEJNHO Jla OOMHCASME MPEeJULIHUTE KYJTYPHUTE
peakuud KbM yKacsgBaU[OTO U Jla Ce YBEPUM KOJIKO OCTapesid ca Te3W CXBalllaHUS.
CBoeoOpa3sHO mperJiex/jaHe AbpPKU YYAOBUIIETO MOJ HAOJIOJEeHHE JIOKATO pPa3MYHUTE
BH/IOBE peleNIyMs MOCTOSIHHO I'o Bb3Npou3BexaaT. C BCEKM HOB MPOYUT HA MHUTA, Ce CMSATA,
4ye MOJIeTbT HA NMO3UTHBEH KOHTPOJI € eflHAa KpauKa Mo-6J1M30 JI0 ybpKaHe Ha 3alJjaxaTa.

[losaBAT JiK ce BE€AHBXK, 4yAOBUIIATA MOTaT Ja 6'b,ZLaT OIMMTOMEHH.

B u3BecTeH cMUCHJ NONyJasipHaTa KyJTypa € YKpOTU/a aHTUYHUSA 3BSP, 0COOEHO upe3
CpeAcTBaTa, KOUTO pa3yUTaT Ha 3peHueTo. MSCTOTO, Ha KOEeTO ce COJ'bCKBAaTe CbC
CTpaIlMWJIMIIETO, UTpae pellaBalia poJs 3a epeKTa, KOUTO Ch3/JaHHETO 0OKa3Ba Bbpxy Bac. Ho
JlOKaTO MO3UTUBHUAT MOJleJl Ha KOHTPOJ pa3Ka3Ba YCIOKOsIBallla MCTOPHUS, B KOSATO
NepuoA’bT Ha IPbKO-pUMCKATa aHTUYHOCT e 6e30maceH XpaM Ha CHoJieJsieHaTa KyJTypHa
HUCTOPUS U MUTOJIOTUYHOTO 4Yy/OBUIE € KOJIEHUYMJIO B KpakaTa HM, HeKa He 3abpaBsiMe
BTOpaTa Te3a Ha /xebpu Koen. UynoBuileTo BUHAru ycnssa Ja usbsra. C npoMsiHaTa Ha

MO/Ji€Jia Ha KOHTPOJI, EBOJIIOUPAT U YyAOBUIIATA.
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®eMHUHHUCTKHU Yy 0BUILA

Bbnpeku npeAnosioKeHUsaTa Ha CbBPEMEHHOTO OOIECTBO M KJIacMYecKaTa peleniius,
Yye aHTUYHUTE YyZ0BUL]A MOTaT /A O'bJjaT OTPAaHUYEHHU, TE HAMUPAT HAYUHHU J]a Ce U3M'bKHAT
OT CBOMTE KJIETKU U Jla Ce BbPHAT B CEHKUTE. 3a /la 06sICHA Te3U MOCTOSIHHU BSIrcTBa, TpsiOBa
Jla nIpeHebOperHa MNCUX0aHaJIMTUYHUS NOTJe]| BbPXYy Uy/l0BUILATA U /la T0eMa 10 HOB I'bT. Jla
ce OoTJaJieya OT YYJOBUIIHOTO KAaTO MOHSITUE U Jla U3CJeJBaM YyJ0BUIATa OT peajHOCTTa.
Ille BieTa TpynoBeTe Ha JloHa Xapayeu v Po3u BbpailjoTn B MoZiepHa 4yOBUIIIHA MasKUHA,
KOSITO MOUTE MUTHUYHMU 3BepOBe Jla 0O0MTaBaT. Xapayel ce MHTepecyBa OT Bb3MOKHOCTTA
YyZIOBUILATA [la HU OCUTYPSAT AOCTBII 10 JHEIIHUTE U O'bJeldTe CBeTOBE. JJo HOBM HAaUHMHU
Ha MUCJIEHE, B KOUTO YyJJOBUIIIHOTO HU MO/ CKa3Ba KaK MOXKeM Jla ChbXKUTEJICTBAaMe ChC CBETA,
BMECTO Jla I'0 KOJIOHM3UpaMe. 3a 1ieJiTa 3aeMa ujesita Ha TpuH MuH-Xa 3a HeNMpPUCBOEHHUS
yyx/J. CnopeJ; Hesl 1a CM HENMPUCBOEH O3HayaBa ,Jia He CM MOJiepeH WJIM NIOCTMOJZEePeEH, a Ja
6baemr amonepeH“40.Taka 4ye Ja CM HeNpUCBOEH O3HAyaBa Ja OTpUYall pa3KasuTe 3a
HCTOPUYECKHW HampeabK, HayajaTa, 3aBbpUIel]UTe W IMPOMEHMTe B NocokaTa. Moxe Ja
MUCJIMM, Ye CMe HAsICHO KaKBO Ce e CAYYUJIO C aHTUYHOTO Yy/J0OBHILE U KaK € U3TUKAHO U3BbH

paska3a. MUTHYHOTO Cbh3/iaHKe 0Oaye BAPBa, Ye BUHATH € OUJI0 BaXKHO.

MogenspT Ha Xapayel 3a 4yJOBHUIIHOTO Ce ChbyeTaBa A06pe C HAKOU OT KJIDUOBHUTE
NPUHIUIK Ha KJacMyecKaTa pelleNTHBHA TeOopHus, Hal-Beuye C HJIeSATA, Ye CMUCHJIBT Ce
Cbh3/laBa [0 BpeMe Ha peleniusTa. KazaHo nmo Jpyr HauuH - KaKBO JaJileH eJIeMeHT OT
KyJITypaTa O3HauyaBa He MoOxe Jia O'b/ie oNpe/ieJieHO J0KATO HSKOM He ce BrJiea B HErO.
UynoBHIaTa OT KJacMYecKaTa pelleNiius He peardpar Aobpe Ha onuTuTe HAa Pyko ga ru
KOHTPOJIMPA, 3al0TO KAaTO 4YacT OT peleNniusTa U KaTO 3BEpPOBe Ce MPOTHBONOCTABAT U

OTXBBPJIAT XKEJAHUETO Ad KATEroOpru3npaT U 3aTBbP¥K/IABAT 3HAHHUE.

Jpyr HauuH Jla pa3bepeM peaKLUsATa Ha YYAOBHUILIETO KbM ONUTHUTE 3a KOHTPOJI € Yype3
MeTadopaTa 3a pu3oMaTa WM Helepapxu3rMpaHaTa CBbP3aHOCT MEX/y pa3JIMYHU 3BeHa Ha
Po3su Bpaigotu. Cnpes Heda oT PeMHHUCTUYHA TIJe[JHA TOYKA CyOEKT Ha 3HAHUETO e
,AHTEH3MBHO UHTEPJUCIUIJINHAPHO 00yYeHUe N0 HAKOJIKO IpeaMeTa, KoeTo GYHKIMOHHPaA
B Mpeka OT B3aMMOBP'b3KU. PU30MaTU4YHO O0OydyeHUe HeelHAKBO, HeJIMHENHO, MOJ00HO Ha
Mpeka, KOeTO e BrpaZleHo U abCoJI0THO U3KycTBeHO“4l. 3a deMuHU3Ma MHAWBUAYAJTHUAT
Ccy0eKT e Hail-1o06pe Ja O0'bJe NpeACTaBEH He KaTO eJUHUYEH, PUKCUPAH eJleMEeHT, a KaTo
MOCTOSIHHO MPOMEHSIIIO Ce ChllecTBO. To He TpsibBa Aa 6'bJie pa3bHUpaHO KaTo ,,00€3BJIACTEHO
OTpakeHHWe" Ha JOMHHHUpAL] U PasmnoJsokKeH B IeHThbpa Ha CBeTa MBbXKKH CyOeKT, a KaTo

INIOCTOAHHO [ABHXeEIla Ceé CbIIHOCT, KOATO BUHAru MnpeaoroBap€d cebe cH I0 CBOU COOCTBEHU
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npaBua.#2 ToBa onucaHve nepdPeKTHO MacBa Ha AaHTUUYHUTE 4YyAoBUlA. Te aganTupart
cBosATa $opMa M HayMH Ha JEeWCTBUE CIOpeJ CpesAaTa, B KOAATO ce HaMupaT. Te oTpassaBar
CbBpeMEHHHUS Cy0eKT, KOUTO ce 3aBpblia cJjeJ, BCAKO HOBO BbIIblLieHUe. O6pasuTe UM
HamnoJo06sBaT pU3oMa W J0KaTO eJHO NpOsiBJIeHHe MoXe Jia 6bJe 06eKT Ha KOHTPOJ OT
CTpaHa Ha TMO3WTHMBHATa CHUCTEMa Ha KOHTPOJ, TO OCTaHaJWTe NpoAbKaBaT /Ja
CblLIeCTBYBaT He3abesisi3aHO M HaMupaT JApYyrd MecTa, B KOUTO Ja u36AraT u Ja ce
IpoMbKHAT B obuiectBoTo. [IpaBUiHaTa peakuuss KbM TaKvMBa Yy/JOBHUIA € Jla He ce
onUTBaMe /Jja IocoYBaMe BCsika HOBa GOpMa, 3al0TO TO3U METO/, € IPUCHL Ha XKeJJAaHUeTO 3a
KOHTpPOJI. AKO u3MoJ/3BaMe GpopMyJIMpoBKaTa Ha Xapayel — ,He06X0/AUM HH e MOJX0/[, KOUTO
II0OKa3Ba He Kbje ca pa3/IMYMATa, a KakBU ca edeKTHTe OT Te3W pas3jUyus U KbJe ce
nposiBaBaT“43. ToBa MoXke Ja 3By4Yd KaTO JpeOHa MNOAPOOHOCT, HO MMa 3HAYUTEJHHU
nocneguny. He e HeobxoguM olle eAudH HAbOp OT KjaacMPUKaLUMKA U CIOUCHLM, a MO-
BHMMAaTEJIHO OOMUCI/ISIHE HA HAYMHA, 10 KOUTO KOHKPETHU IPUMePH Ha aHTUYHHU 4y 0BUIIA
B CbBpeMeHHHUs CBAT ce 00eAMHABAT, 3a Jla Cb3JaBaT eJAUHeH o6pa3. BkirwuBaT ce
pPa3HOO0Opa3HU OTJUYUTESHU U IPOMEHJIMBU €JIEMEHTH U L|eJIUTE, 32 KOUTO CTPALIUJIUILETO
ce u3mnoJi3Ba. /Jla ce onMTBaMe Jla OrpaHMYMM pas3Kas3a [0 e/lHa NMPUYMHA, €UH MOTUCHAT
CTpax, eJUH HAabop OT MUHCTPYMEHTH 3a COljdaJieH KOHTpPOJI, e Jla nNpob6BaMe Ja 00SCHUM

H806HCHI/IMOTO, d MMEHHO IICUXOJIOTUYHOTO YyAOBHIIIHO.

KoJsikoTO ¥ Jja e M3KyIlIaBalllo, 1eJiTa Ha Ta3W KHUTa He e Jla HAJIOXKU MOJiepHa CUCTeMa
3a peryJjyMpaHe Ha MHUTOJIOTUYHOTO 4yJoBuIle. He ce cTpeMsa KbM M34epnaTeJHOCT HJIU
YHUBEPCAJHOCT, 3alll0OTO U JIBETe Ca HEMOCTHKHMH. BMecTo TOBa e oyepTass OCHOBHHUTE
XapaKTEPUCTUKU U OPHUEHTHPU Ha MOsITa KapTa, Hal-Beye 3all0TO Bpb3KaTa MEXAY
YyJIOBUIIATA U TEXHHS JIOM e CbKpoBeHa. MckaM ma oTbGesiexxa, ye ¢ U3M0JI3BaHETO HAa TO3HU
KapTorpadCcKy MOJX0Jl, CbM HasICHO, Ye HSIKOU cepHu Ije OCTaHAT HempoydyeHH. B mouTe
00061IIeHHs] BUHATHU Ille UMa MSCTO 3a MoBeve MOoAPO6GHOCTH. 3aTOBA, aKO Ce BbPHEM KbM
Xapayel, MOUTe aHTUYHH 4YYJIOBHUIA Ca WU3KJKYUTEJHO aMOJEPHH M HHUKOTa He 3aruBar.
MHTepnpeTauuuTe MU Ha MOBEJ[EHUETO Ha CTPAUIMJIMINATA Ca YCJIOBHHU U T'M NpeJJjiaraM ChbC
Cb3HAHUETO, Ye HOBH MPOSIBJIEHUs HA YyZOBUIIHOTO Ile HAaMepsAT HAYMWH Jla ChlLIeCTBYBaT.
Jlopy MOSIT aHA/IM3 MOXKe /1a He € B ChbCTOsSIHUE Jla 06xBaHe GOPMUTE, KOUTO MPEJCTOU Jia ce

IMOABAT.

[IpenBuA BaXKHOCTTA Ha Bpb3KaTa MeX/y 4YyJOBHUILATA U TAXHOTO MSCTO, CJe/Balla
CTbIIKAa B TO3U IHpolec Ha KapTorpapupaHe e Ja pasrjieZlaMe TepeHa, KOUTO Iie

nokpueM.KakTo Bedye cnomeHax, MsICTOTO, Ha KOeTO ce CO/'bCKBaMe C YyZOBUIETO, BJHsIE B
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rojisiMa CTeleH Ha HauMHa, 10 KOMTO 4y OBULIETO HU ce pa3kpusa. llle nobaBg, ye oT ToBa
3aBUCH M KOJIKO YCIELIHO HSKOe BBIUIblLIEHHEe MOXe Ja O0blAe omnpefeseHo. CMATaM, ye
MHUTOJIOTUYHOTO YYy/OBHUILEe T'yOU 4acT OT CBOSAITA YYJOBHUILHOCT, aKO MOXETe Jia o BUAUTE

TOJIKOBa ,ao6pe, KOJIKOTO TO Bac.
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AHTUYHH YYJOBHUIIA U Kb/€e 1A 'H HAMEPUM

Kbae MoxxeM fa HaMepyUM 4yZ0BUILA 3aBUCH KAaKTO OT HalIMTe NpPeJCTaBU 3a 30HU Ha
OMACHOCT, Taka M OT MeCTaTa, KbJAEeTO UYyAoBHLIATa NpeANOoYUTaT Ja ce CloTaWBaT. 3a
pas/jMKa OT Hac JpeBHUTE I'bPUM U PUMJSHM UMAT KOPEHHO pa3JIMYHO pa3bupaHe 3a
GYyHKLIMOHMpPaHeTO Ha NPOCTPAHCTBOTO. [lo Tasu npuyMHa ca o4akBa/M [ja ce HaTbKHAT Ha
3BepoBe Ha pa3HooOpa3HM Mecta. Kato ce abcTpaxupaMe OT HPOCTPAHCTBOTO KaToO
du3nyecko MACTO, 4yJ0OBULIATA 0OMTABAT pa3/IMYHU MeJUHHU $OpMaTH Mo crenuPpUIHU
HauuHU. [loBejeHMeTO Ha aHTUYHOTO Yy 0BULIEe Ce IPOMEHS B 3aBUCHMOCT OT TOBA JaJIv Ce
nosiBsIBa BbB QUJIM, 10 TeJEBU3UATA, B KOMUKC, BUIEOUTPa, POJIeBa UTpa UJIU B KHUTra. Te3u
CBOEOOpa3HU KyJTYpHH Ilelllepd ca C pa3HOOOpa3HM pasMepu M JaBaT Ha 3BepoBeTe
pa3HOpO/HU IoJieTa 3a u3sBa. BbOpochT ,Kkbje“ ob6xBalla [OBeye OT JOMAIIHUA aZpec Ha

CTPAlINJIMIIETO.

Heka 3amo4yHeM C HIKOW OYE€BUJHU U Bb3NPHUETU MeCTa, KOUTO YyZ0BUIlATa 0OUTABAT,
3al]0TO B TSAX MMa 3pbHIE UCTUHA. [IBPBOTO MpesnosioKeHUE e, 4Ye 3BepOBeTe XUBEAT B
JlaJleyHU 3eMU, Ha pbba Ha KapTaTa. OTTYK NMpoU3/IM3a U TOJSIMOTO yZ0BOJICTBUE, KOETO
KapTorpaduTe OT paHHUS MOJiepeH Mepro/, U3NUTBAT, KOTAaTO M'bJIHAT OKeaHUTe C MOPCKHU
4YyJOBHUIA U JPYTU HEBEpPOSATHHU cbliecTBa. CMATa ce, ye Te o6UTaBaT ONpeJiesieH paloH,
KOUTO AcMa Hapuya ,u4yZoBuUIlHA 30Ha“l. Ta3u 30Ha OOMKHOBEHO € M3KJIHYUTETHO
oTAasiedeHa. B cBoeTo uscienBane Ha duamu ot 50-Te roauHu Ha XX B. Bykbp 0T6ess13Ba, ue
HeoOy3/ZlaHUTe 4yJl0BULIA ,IPeJIOYUTAT /A KUBEAT B OTJAaJleYeHU MecTa OT TpeTus CBAT,
KOUTO T'M J'bpKaT Jajed OT [UBUIU3ANUATA, JOKATO He 6'bJJaT 0CBOOO/IEHO U MOCPECTBOM
YyoBelllKa HaMeca, Hanpumep si/ipeHy onuTu” 2. Kapos npeocTaBs Moj06eH CIUChK HA MecTa
3a JIOB Ha 3BEpOBe, KOUTO Ca WHAye HENMO3HATH - HU3ry0eHH KOHTHUHEHTH, KOCMOCA, MO/
BoJlaTa WJIM moJ 3eMATa.3 BCUUKM Te3u NPOCTPAHCTBA ca reorpadCKu OT/ieJIEHH OT
YyoBelllKaTa UUBU/IX3AIMs. He3aBUCHUMO OT mMoc/jeBalUTe UM JeHUCTBUSA, L[OM HAMyCHAT

cobcTBeHara cv chepa v BJS3aT B Ta3W Ha YOBEKA, YyZ0BUIATa CTABaT BpaxKJeOHU.

PaszieseHneTo Ha cBeTa Ha ,IIMBUJM30BAaHU“ U ,3aTbHTEHU” TEPUTOPUU He e
NOJIUTUYECKU HeyTpasiHO. B MHHa/soTO KapTorpadusTa ce H3IMOJ3Ba KaTO UHCTPYMEHT 3a

pacoBu3alus, Ype3 KOUTO eBponerckuTe HapoAgu oT XVI B. HacaM ce U3THKBAT KaTo 3a MO-
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BUCIIM OT MECTHHUTe IlJieMeHa. [IpUcBOsSIBaHETO Ha ,0MycCTsijia 3eMs“ OT aBCTPATUUCKUTE
MeCTHHU IJIEMeHa U Cbh3/laBaHeTO Ha pe3epBaTH 3a UHJWAHCKUTe OOIHOCTU B CbeJJUHEHUTE
mwaTtu 1 Kanaza ca gBa ocobeHo nogxofsamu npuMepa.* C Bb3xo/ia Ha KOJIOHUAJHUTE CUJIY,
pasKasuTe 3a eKCleJULUU Ce NMPeBPbLAT B HAYUH OKYNHUpPAHETO OTAAJIeYeHH 3eMH Ja ce
omnpaBjae MoJ, MPEeTEeKCT, 4e ca JUBU U 6e3KOHTPOJHU. JKUTesuTe Ha Te3u TEPUTOPUM ca
NpeACTaBeHM KaToO UyJOBMIIA, KOUTO TpsbBa Ja ObAaT NpebOpeHH, a He KaTo
Npe/ACTaBUTEJN Ha aBTOHOMHHU O0IECTBa, C KOUTO Ja ce nperopaps. Te3u pacuajnsvpaliu
yHoTpebu U 3JI0ynoTpe6u C NPOCTPAHCTBOTO Ce M3IMOJI3BAT JbJIr0 CJeJ MosiBaTa Ha
aHTUYHUTE yyAoBUIlA. T'bi KaTo JOMBT Ha Te3U 3BepoBe e /lpeBHa ["bp1ius, T.Hap. JItoJika Ha
3alajiHaTa LIMBUJIM3aLMs, Te Ca B OCHOBATa Ha MO-K'bCHO MOSIBUJIUS Ce KOJIOHUAIU3bM. ToBa

Ca MECTHHU Cb3AaHHA, IPEHECEHHU B YyXXH 3€MH, CKPUTH 3a/J[MACKaTa Ha Iporpeca.

WpaedaTta 3a oTjAajedeHa 4YyAOBUIIHA TEPUTOPHUS Cbh3JlaBa MOJeJ Ha Cpella CbC
CTallUJIUIIE, KOWTO HaM-0bpe MoKe Ja ObJle HapeyeH ,IIOBECTBOBaTeJiHA aTaka“ u
BEPOSITHO BOAY HAYaJIOTO CHU OT HamaZeHHeTo Ha ['peHes Ha/l 3a/1aTa 3a MeJOBUHA Ha KpaJl
XpoTtrap. KapoJs odepTaBa HabGop OT BBb3MOXXHH CTPYKTYPH Ha CTpAIIHUSA GHJIM, KOUTO Ce

OCHOBABAT HA YETHUPH €JIEMEHTA - Ha4aJ10, OTKPpHUTHE, IOTBBbPXKAEHHUE U KOHCl)JH/IKT.5

ToBa e Hal-CJIOXKHUAT THUN CIOKET, OTKpoeH oT Kaposm wuau mno-ckopo ToOBa e
MaKCUMAaJIHUSAT OPOH ,,CIOKETHU JIMHUU, KOUTO HETOBUSAT MO/ieJ AOMNYCKa ia ChIleCTBYBaT B
ctpauied ¢uaM. EnHa npoaykiysa Moxe Ja ce GOKycHMpa BbPXY MO-MaJKO UJIU BBPXY CaMo
eJlHa JIMHUS Ha CIOKeTa. 3a HalllaTa AUCKYCHUs ca BaXKHU ,,HA4YaJI0TO" U ,,0TKPUTUETO" - KOraTo
e/lHO 4YyJIOBUIllE HAMyCKa MbPBOHAYAJHOTO CH MECTOIOJIO)KEHHE W HaBJH3a B YOBeIlKa
TEPUTOPHS, 32 Jla 6'bJle OTKPUTO U Jja MpeUu3BUKa xaoc. [1o To3u HauuH Kapos BHy1IaBa, ye
YyIOBUIATA BUHATW Ca HAlleCTBEHUIH, HE3ABUCUMO JaJId UJBAT OT AHTApPKTHUKA WUJIU OT

KocMmoca. Te xkuBedart /Ipyrate u HAMAT MACTO TyK.

[lapanesieH npuMep 3a cpellla CbC CTPALIMJIMILE € MbTELIeCTBEHUKBT, KOUTO aKTUBHO
TbPCU Yy/JOBULIHATA 30HAa. B Te3u McTOpuH, 3BAPBT NpUMaMBa CTPAaHHHUKA KbM ONACHUTE
Kpauilla Ha KapTaTa. TaM CKUTHUKBT Ce Cpellla 04M B OYM ChC YXKACSBaALIOTO Ch3/laHHE B
ecTecTBeHaTa My cpezia. Moxe Jja youe 4yyJOBUILETO TYK U cera (KakTo BbB ¢puamMuTe ot 50-
Te) WIM Jla M3BBPLIM HeL0 HU3KJIYHUTEJHO apOTaHTHO M CJ1abOyMHO, C KOeTO JaBa Ha
4yJOBHUIIETO LIAHC Jla HAallyCHe Ta3! 3JI0KOOHA TepUTOPUS U Jla OTH/le IIpU XopaTa. U B BaTa
c/lydasi M'bTELIeCTBEHUKBT TpsbBa Jila Bb3CTAHOBM TIpaHULlATa U Jja M3TFOHU 3BApa OT
MSICTOTO, B KOETO He NpUHaJJiexxu. To3u HeraTUBEH MeTOJi Ha KOHTPOJ MMa 3a Lesa Ja

IMPpOroHHU WJIK [a MpecjeiBa U 3aJI0BU 4YyAJOBHUIIETO, 3a Ad C€ rapaHTHUPA, Y€ TO HUKOI'a HAMaA
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Jla UMa Bb3MOXKHOCT /Ia Ce NO06JIMXKH /0 YOBEUeCTBOTO. BbIpeku 4e MoHsKOra ce afjlanTUpaT
KbM Ia6J/ioHH, [loBecTBOBaTe/JIHATA aTaka M CHOXKeTHaTa JIMHUS Ha II'bTElIeCTBEHHKA Ce
CO'bCKBAT C MPO6JIEM, KOTATO Ce ChIIOCTABAT C YYIOBUIATA OT MUTOBeTellpUKIIOUeHUsATA B
,0auces” HamoJo6sBaT BbJHYBallla M'bTelleCTBEHHWYECKA ClOKeTHa JWHHUA. Opuceit ce
W3MpaBsl Cpelly pa3/IidYHU OACHOCJOBHHU ChIECTBA - KAKTO OT >XMBOTUHCKH, TaKa U OT
00KeCTBeH MPou3xo/. Myu Taka nmoHe pa3kasBa Ha JOMAKUHHUTE CU IOKATO Beyeps Ha TOIJIO
U B 6e3omacHOCT Ha ocTpoB Peakusd. [lepceit Tpsi6Ba Ja MpeKOCH OKeaHa, 3a Jla HaMepH
Meny3a, KaTo 3a Jla CTUTHe JI0 MeljepaTa M MoJid XepMec Aa My JaJie CBOMTe KpUJaTH

caHzanu. He BCUUKM 4yj0BHII[a 00aye, 0OMTABAT KpaulllaTa Ha 3eMsTa.

B moemara ,TeoroHus“, KosiTo OmMcBa Cbhb3JaBaHETO Ha cBeTa, Xe3WOJ, BKJIIOYBaA
CTUXOBe, ONMCBALY MPOU3X0/Ja Ha pa3judyHU yyAoBulia. Ctpoc Knel oTbesss3Ba, 4ye B TO3U
CBoeobOpaseH KaTaJsior ce 3abeJsisi3Ba MpexoJ, Mex/Jy BHUJOBeTe ONHCaHU uyjoBuina. Karto
3ano4Ba ¢ 'pau, [oproHuTe U ApPyru 4y/0BUINA, 0OUTABAIY pb6a HA MO3HATHUSA CBAT, X€3UO/,
NpoMeHs MocoKaTa U npeacTtass JlepHelickaTa xuapa, XuMepa U Hemelickusa B, Upes Tax
XaoChbT ,Ce MpeHacss OT CTPAHUI[UTE HA KaTaJiora B 00MTaeMHsl CBST U Ch3/laBa 3alljiaxa 3a
YOBENIKHUTe ChbllecTBa“. Oka3Ba ce, 4ye 4y/JIOBUINATA OT KJACUYECKHUS MUT BUHArW ca OWUJIMU

TO4YHO B Cpe/jlaTa Ha KapTaTa 3a€/JHO C Hac.

Bb3rsienbT Ha Xe3U0/, 4Ye 3BEPOBETE MOTAT /Jla JKUBESAT KAKTO 33/ 'bI'bJIa, TAKA U OTB'bJ
MOpeTo, HoAYepTaBa e/lHa Ba¥KHAa XapaKTepPUCTHKA Ha APEBHUTE YyAOBUILA - B AHTUYHOCTTA
€ Bb3MOXKHO JIa Ce Pa3x0XK/JaTe U3 Mo3HaTa OKOJIHOCT, /Ia 3aBHeTe U HEHAIeWHO /la CPellHeTe
3Bdp. CTpallM/IMIIETO He Cce € MNPbKHAJ0 OT HSIKOoe OTjAajledyeHo MscTo. [lo3HATOTO
reorpadcKo MsICTO, KOETO XOpaTa OO6UTABAT €XeJHEBHO € HEeroB JOM. 3BIPBT € HaXJyJ B
TOBA MMPOCTPAHCTBO, HO T'O CIIO/IeJIsI C XOpaTa, KOUTO ro OTKPHUAT. Tol MpHUHAAJIEKH TaM ChII0
TOJIKOB3, KOJIKOTO /'bpBeTaTa, e3epaTa U HeyyAoBUIHATa ¢ayHa. JIMHUATA MeXxay
YyJIOBUIIATA U OCTAaHAJIMTE KMBOTHHU Ce pa3MHUBA Olie NOBeYe, KOraTo ce B3eMaT NpeaBUJ,
Cb3/IaHUSI KaTO MyMHUTE, KOUTO 3acTpallaBaT YOBEIIKHUS >KHUBOT 6e3 Ja ca CTporo

MHUTOJIOTUYHH.

O6HMKHOBEHO pa3Ka3bT U3UCKBA Yy/IOBUILETO Ja O'bJe mobeaeHo. Tt KaTo o6U4aiiHO
3BEpOBeTe Ce IMOSBABAT B HCTOPUM 3a TepoM, TOBa € TAXHOTO raison d'étre waum
npejHa3HavyeHHe. [Io-TOYHO TOBa e TAXHATA raison de mourir, T.e. IpU4rMHA Aa ymupar. C
noMolta Ha ATrHa, XepKyJjec 1 Hounai youBaT Xuzpa. Benpeku ye Equn no6exxgasa CouHkc
KaTo pa3ra/laBa 3araJika, a He B OMTKa, YyZI0OBUILETO Ce XBbPJisl B MIPOIACT, 3aI0TO HEe MOXKe

Be4de [ia 3aJlaBa I'aTAHKUTE CH. PoJjisiTa Ha 3BApa KAaTO aHTArOHHUCT O3HA4YadBa4, Y€ paHO HJIH
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KbCHO CIOJIeJIEHOTO MPOCTPAHCTBO Tpsi6Ba JAa 6bJe MNPEYUCTEHO U MPUTOJEHO 3a
npe6rBaBaHe caMo OT xopa. /l[peBHaTa BepcHs Ha €KOJIOTHUYHA KaTacTpoda ca Mmosy6orose,

KOUTO yOUBAT APYTH XUOPHUAU C 60KECTBEH MPOU3XO/I.”

Hskoli Mo)ke Ja Bb3pa3u, 4Ye ycellaHETO 3a OpoJielllM BBHB BCEKUJHEBHATa IIHP
Yy/0BUIIIA € 3aMa3eHo B MUTOBeTe. Criope/; APeBHUTE I'bPLIM 06aye, Ta3u Ues NPUHALJIEKH
Ha epaTa Ha TepoUTe, a PUMJSHUTE 1 CMATAT 3a 4acT OT MHHa/JOTO. Bbopeku ToBa
pEeIMTU03HUTE NMPAKTHUKU B JiBETe KYJTYpPU pa3KpUBaAT €JHO MHOIO MO-CJA0XHO pa3bupaHe
KaK 00MTaeMuTe NMPOCTPAHCTBA Ce CNoAedaT. [pbIKUTE MUTOBE YECTO ChAbPXKAT €NHU301
Ha HUMoJencust U HUMHU, KOUTO OTBJIMYAT X0Pa, KOUTO Ca UM XBaHaJIU OKOTO. BeposiTHO
Hal-U3BECTHUAT HUMPosienTUK e Xuiac, JI0O0BHUKBT Ha XepKyJiec, OTBJedeH npu U3Bopa
Ha [lera, koraTo aproHaBTUTE CIMpAT TaM 3a No4yMBKa. HuMdosiencusta kaTo nNpexuBsiBaHe
obaye, He ce orpaHMYaBa caMo [0 JuTepaTypaTa U MuTa. BbB Bapu B Atuka, @apcana B
Tecanusa u Kapusun B Kunbp MMa CBeTUJ/IMILA, YUHUTO CTEHOIMCH 3araTBaT, Ye ca U3MUCAaHU
oT HUMosienTu .8 ToBa 03Ha4yaBa, ye XopaTa, ybeJleHH, 4ye ca OUJIM MMOXUTEHU OT HUMPH,
NpeBPBbIIAT MSCTOTO HAa OTBJHWYAHETO B PEJMIHO3HO CBETHJIMINE, 3a Ja O3HaMeHyBaT
CAYYUJIOTO Ce U Ja modyetaT HUMHUTe. U TpuTe osiTapa ca B NeliepH, KOeTo Mpenpamna KbM
JIUTEpaATypHATa TPAAULMS cpelUuTe ¢ HUMH Jla ce CIy4YBaT caMO B JMBUTe pakoHU. Jlopu
MecTaTa Jla ca 3aT'bHTEHH, BCe MaK ca 6JIM30 JI0 Ipajia, JIECHO MOTaT Jila 6'b/JaT OTKPUTH WU

4YOBe€K /a MoIIa/JHE TaM I10 IpeliKa.

PuMsiiHUTE CBHUO Bb3NpUEMAT NPUPOJHHUS CBAT KAaTO MSCTO, KbJETO IpaHHUIATa
MeX/Jly 0OOMKHOBEHOTO U HEOOMKHOBEHOTO € KoJiebsinBa. M TyK, JoKasaTesicTBATa HWJBAT OT
peJUrusiTa, 0CO6EHO OT TOpHUTEe, Bb3NPUEMaHU KaTO OJITapu Ha OoroBeTe. [Ilpumep e
cBeTusnieTo Ha /luaHa B rpaj Hemw, rorousaTouyHo oT PuM. TaM CBeleHOC/HYKUTEJAT,
HapuyaH ,I[apsAT Ha ropaTa“ Wi rex nemorensis BAHaru HOCH OP'bXKHE U CliedesiBa MoCTa CH,
KaTo yOuBa NMpeAuIIHUsA xpell. Tol chIio Moxe Aa 6'bJie TpeU3BUKaH Ha AyeJi 0 CMbPT BbB
BCEKU eJJUH MOMeHT.? /[uaHa e CBbp3aHa C JIPyrd MUTOBE, B KOUTO CMbPTEH € HaKa3aH 3a
TOBAa, 4e e MoMajiHaJ BbB BJajieHUsTa K. KoraTo JioBel'bT AKTEOH ce HaT'bKHaJl Ha GOTMHSATA
Y HeWHUTe HUMH, KbIIEIIH Ce B peKa, /luaHa ro npeBbpHaJia B €JIeH U HaKapaJia JIOBHUTE My
KydeTa Jia ro pa3kbcat.l0 Tsa usnpaima v KauJoOHCKUAT IJIMraH, CTPaXOBUT U OTPOMEH 3BSIp,
KOWUTO Jla onycToiaBa ETo/ius kaTo oTMbleHHE 32 TOBA, e nap OiiHell 3a6paBs /ja HaMpaBH
»KepTBONPHUHOIIIEHHe B HeWHa 4ecT. MeCTHOCTTA CTaBa MSCTO Ha HeINpejCcKa3yeM Tepop
JIOKaTo 3BAPBT Hal-Hakpasd e yo6uT.!l YcemaHeTo 3a cBeTa KaTo 3a MNPONYCKJIUBO

IIPpOCTPAHCTBO € IIPpEeHeCeHO U B PUMCKHTE I'paAWHH. Hpe,/:[nonara ce, 4e Ca KYyJITUBHUPAHU
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NPOCTPAHCTBA, KOUTO adUIIMPAT KOHTPOJIA HA 4YOBeKa BBbpPXy HpupojaTa. B Tax obaue,
BUHAaru MMa W ejieMeHT Ha omnacHocT.l? BabxHoBeHu oT ,0auces” CKyJINnTypu B rpajyeTo
CrepJioHra, cpeji KOUTO MOPCKOTO uyoBuile Cuuia v nukiaona [lonudem, kKaHAT pUMIASTHUTE
OT BUCIIMTE KJacHd Jla HaBJsg3aT B TOBAa OMNACHO MPOCTPAHCTBO M Jla ce COJIbCKAT C

yypoBuIara.l3

B cb3HAaHHETO Ha APEBHUTE I'bPLUU U PUMJISHU € BHEJIPEHO YCElaHEeTo, Ye CHOAEJST
NPOCTPAHCTBOTO ChC CBP'bXECTECTBEHOTO U MaKap JAyXOBeTe 0OMYalHO Ja He ce MOKa3BarT,
HenpeJnas/JMBUTE MOraT Jila ce cO'bCKAT C TAX 6e3 mpeaynpexjeHue. CxBalllaHETO, 4ye
MecTaTa ca O6IL[M U B TSIX KaTO PaBHOCTOWHH, HO PA3/IMYHU OOUTATENH XKUBEAT KAKTO XOPa,
TaKa U HeYOBeI[HY, I0IXPaHBA YCeIllaHETO, Ye 3BEPOBETE NMPEeOHBABAT HE CaMO B Yy/JOBUIIIHATA
30Ha, a Ca ¥ BalllM OJIU3KHU Chceau. [lel3aKbT Ha BCEKUIHEBUETO e uaMaMeH. Kakto ®entbH
0T6eJIsI3Ba, YYAOBUILETO OT KJIAaCHYECKUTEe MUTOBE MOXKe U Jla U30SrBa IpaJICKUTe paloHHY,

HO Ha KapTaTa 0CTaBaT Olle MHOI'O MeCTa, OT KOUTO Aad 1/1361/1pa.14

MHTOJIOTUYHHUTE 3BEPOBE HE Ca U3XBBPJIEHU B JlaJIeUHU U HEJOCTHKUMHU TEPUTOPHUH,
BBIIPEKU Ye HAKOU YyZ0BULIA T'M NpeAnoYruTaT. TsxHaTa CIOCOOHOCT Jla ce aJlallTUPAT, WU
MOXKe O pellleHUeTOo UM Jla Ce HACTAHAT B MPOCTPAHCTBA 6JIM30 [0 X0paTa, I'M pa3JjinyaBa OT
OHEe3H, KOUTO 0OMKHOBEHO Ce pa3rJiexxJaT B U3C/IeIBaHUSATA 3a UYA0BUIIA. Te ChKUTeJCTBAT
B MIPOCTPAHCTBATA, a He KUBEAT OTAeJHO. KapoJs npejJjiara KOMOIPOMUCEH BapHUaHT, CIIOPE]
KOWUTO 4yJAoBUIATA MoOTraT Ja ObAAT OTKPUTH ,B MaprUHAJU3UPAHM, CKPUTH WJIU
M30CTaBeHU MecCTa: 'poOHuIla, 3ayCHATH KyJIM UM 3aM'bLIM, KaHaJ/IH, WK cTapu Kbiuu”. ToBa
omnpejiesieHre ob6ade, ChllO0 He macBa.!> Makap MuHoTaBbpa ce A06JIMKaBa HaW-MHOTO [0
onvcaHueTo, MUHOC My HaJsara fja 6poay u3 JlabupuHTa. 3aTBaps ro TaMm OT CpaM M 3a Ja
CKpHe I0Ka3aTeJJICTBOTO 3a 300duiusATa Ha cbrpyraTa cu [lacudes. HoBeK'bT € TO3U, KOUTO
U3II'BXK/JA YYJOBHUILETO B OT/AA/IeYeHO MPOCTPAHCTBO U OTHOBO YOBEK'BT MPHUHYK/ABa CBOUTE
Jla OTUBAT TaM MW Jla 6'bJaT U3sDKAAHU. HeroBuTe AelCTBUS Cb3/AaBaT YCJIOBUATA, B KOUTO
3BAPBT Jja MPOSIBU YYJOBUIUIHOCTTA CU. ["bpLUTe 3HAAT, 4e MUHOTaBbpa € U3XKUBSJ II'bJIeH
»KU3HEH IUKbJ. U3KI0UnTesHa YepBeHOQUTYpHA Ba3onuc oT ETpypus, uspucyBaHa 0KoJio
340 r. np.H.e. noka3Ba [lacudes, a B ckyTa ¥ € HEBp'bCTHUAT MHUHOTaBbP, KOWTO lije 3all04YBa
Jla cyde. KaTo ce umMa npe/iBu/i, Ue APEBHUTE Ca B CbCTOSIHUE J]a CU MPEACTABAT U U300pasdaT
MuUHOTaBBbP, KOUTO BCe Ollle He € KaHUOaJ/, MUHOTaBbp, KOUTO ce HY»/lae OT JIDOOB U IprKa
ChIIO TOJIKOBA, KOJIKOTO €JHO YOBENIKO 0ebe, HAMa KakK Jla He ce 3alMTaMe KaKBO Ouxa

Ka3aJiy 110 I10BO/J, B€YHHUA ,qe6aT 3a ,JIpyupojgaTa ujin Bb3MUTAHUETO" U BJIUSAHHUETO Ha MUHOC



KpemeHna XpucToBa. [lunnomHa paboTta

3a pasKpuBaHeTO Ha 3BdApa. MHUTOJIOTUYHHUTE 4YyJOBUILA HeXadAT 3a KapTUTe, KOHUTO

CbBpPpEMEHHHUTE U3CJIeABAHHUA HA 3BEPOBETE CTAPATEJIHO Cb31aBAT.

JleGHAT B 'bIJIUTE

YeTBBbpTa U MeTa To4yka OT ,Teopuss HA 3BepoBeTe”, KOUTO OTPa3UX B II'bpBa IJIABa,
npejJjiaraT APYr HayvH 3a OCMUCJSIHE HAa Cb3/JaHUETO W MPOCTPAHCTBOTO. YyZ0BUIIETO
0o6UTaBa /IBepUTE HA Pa3/IMUHOTO U OXpPaHSBA FPAHUIUTE HA Bb3MOXXHOTO. KazaHo mo gpyr
HauMH, 3BEpOBETEe XapecBaT IPaHULM W Kpawulla, IJIaBHO 3a Jia pecKayaT MeX/y eJHaTa U
JipyraTta ctpaHa. MHOro MUTOJIOTUYHU ChIIECTBA OJIMIETBOPSBAT T€3W IPaHULU QU3HUUYECKH,
3all[0TO TeJiaTa UM 3alo4BaT KaTo €HO Ch3/laHHWe U NMPOAbJrKaBaT B Apyro. JlokaTo KpbBTa
UPKYJMpa BbB BEHUTE UM, T€ MOCTOSHHO NMpPEeKpauyBaT IPaHUIIMTE MEXAY *XUBOTUHCKUTE
BUJIOBE MJIM MeEXJY >XHBOTHO U 4YoBeK. CKJIOHHOCTTA Ha 3BEpOBeTe JAa MNpeAnovyuTaT
rpaHUIlaTa ¥ Mpejesia, MOMEHTUTE Ha MpecMYaHe W NMpeMHHaBaHe, 03Ha4YaBa, 4ye MOrar Ja
ObJAaT OTKPUTH HABCAKDBJAE, KbAETO Ce HaOJII0JaBaT NMPOMeHU U H3MeHeHHs. Bpb3kaTa
MeXy 4YyJ0BUIIA U TPAaHULIM IPUIIOMHS MOHATHETO Ha KpbcTeBa 3a oTnasaHe, a UMEHHO, ye
TO Ce CJy4YBa B MPOCTPAHCTBOTO MEXY ,MeH" U ,He MeH", KbJIeTO I'PaHHIlaTa Ha KoXaTa ce
OTBaps U 3aTBaps, 3a Ja MOXKe HelllaTa, KOUTO HsKOra ca OW/v ,MeH" Ja cTaHaT ,He MeH".
Crnopen, KpbcTeBa MPHMHUTHUBHOTO IOTHCKaHe, KOETO JaBa OCHOBAaTa Ha pallMOHa/IHATa
YyoBelllKa MHUCBJI, U3UCKBA OTApPbIIBaHEe OT PeaJHOCTTA HA FPAHULIUTE MEXAY ,MeH" U ,He
MeH", 3a Jla MOXKeM MCHUXOJIOTHYECKH Jla Bb3MpPeM HEBEPUEeTO B HallaTa eK3UCTeHIMaHa
HENpaBAONOJ00HOCT M Jia 3all04YHEM Jla pa3BHBaMe Cbh3HAaHUETO cU. Jlopu Jla He cMe
CbIJIACHU C HEMHUTE MpPeJNOoCTaBKU, HE € He0OX0AMMO Jja IprUeMaMe MCUX0AHATUTHYHUTE U

IIPpUHLOMWIIY, 34 Jd BUAUM, Y€ TPAHUIWUTE Ca IPUBJIEKATE/JIHH 3d YyJOBUIIATA.

B reorpa(l)cm/l TEpMHUHHU O4YE€BHJHATa TI'pPaHULA € Mexay »OpupoaaTa H YOBEKa,
IIPpOBHUHIHATA U rpaja. LIy,Z[OBI/II_I_laTa OT MUTOBETE MOXKE U [a 6p0,£[HT W3 ,IIJITaHWUHH, YYKapPH,
nemepy, CKajinu U Apyru npupoaHu MecCTd, HEOIIUTOMEHU OT KynTypaTa", HO rpaHHLATa
HEMU30EXKHO e HapyluieHa OHJIO TO OT I'bTelleCTBEHUK, KOMTO TbPCHU 9yJOBHUIIHATA 30HA, UJIN
3all0TO I'paHHUIATA Ha CIHOAEJIEHOTO IIPOCTPAHCTBO Ce IIpeCH4Ya I10-JIeCHO, OTKOJIKOTO CH
MucauM.16 ToBa e Apyra ¢YHKHHH Ha 3BE€poBeTe, OXpaHABAIllKM 'PAHHUIUTE HAd Bb3MOXHOTO.
YcnokosiBame ce, 4e 3HaeM Kak MNpaBUJIHO Oa pa3rpaHrudvuM AWBUTE OT KYJTHUBHPAHHUTE
IIPpOCTPAHCTBA, HO JIEKOTATa, C KOATO repouTe IomnagaT B JIETOBHIIETO HA YYyAOBUIIATA,
pa3Ka3Ba pa3Jin4Ha UCTOPHUA. Hsama scHo O4Y€pTaHU I'PAHUIU U UHTYUIUATA HE MOXE [a HU

NoJICKaXke K'bJle € 6e30MacHO U Kb/le He. CTpallM/IUIIETO OOUKaJIs TPaHUIATa, TOHSAKOra OT
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e/lHaTa, MOHSIKOra OT ApyraTa cTpaHa. MacToTo, KoeTo e 610 6e30MacHO BUepa, MOXe Jia €

OIacCHO JHeC.

[IpenensT Mexay rpafCKOTO M NPOBUHIMAJHOTO CbLIECTBYBAa M B MeCTa OTBB[
BMCOKaTa rpajicka cTeHa. ToBa e mopefHaTa cb0/1a3HATe/IHA paHTa3UsA, KOSITO HU YBEPSBa,
Yye 3HaeM pasJiMKaTa MeX/Jy rpaZia 4 nycrourta. B cploTo BpemMe npupo/ara ce OnuTBa Aa CU
B3eMe O00OpaTHO KaJiJJapbMeHUTe YyJaulU. PuMckaTa JuTepaTypa JaBa SICEH NpUMep 3a
pasjeseHueTo B npousBeneHueTo ,Catupu“ Ha Xopauui. B kHHMra ocMa roBopu JbpBeHa
ctaTys Ha [lpuamn, noctaBeHa B 00IECTBEHU IPaZJMHU, U3MOJI3BAHU NPEU KAaTO MAacOB I'pob
3a 6egHuTe. Hollem TaM XoASAT /ABe BeUlMIM U OJlarofjlapeHue Ha U3M'bJHEHOTO ChbC CMBPT
MHUHAJI0 Ha MSICTOTO, U3M'bJHSABAT BCKAKBH CTPAXOBUTH Maruu. [liamat ce camo KoraTo
CTaTysTa ce paslenBa U U3nycka ra3. [loemara nokasna Kak CJIoeBETe Ha MPOCTPAHCTBOTO U
CMUCHJA B3aUMOJENCTBAT €AUH C JAPYr W Cb3JaBaT BB3AYLUIHU J[KOOOBE, B KOUTO
Yy OBULIATA MOTaT Jja ce NPOMbKBaT. ['pajuHrTe BAPBAT, Ye ca NOTHUCHAJIU NpeJUIlIHATa CU
CM'BbPTOHOCHA NIPUPO/IA, HO IPEMAaxXBaHETO HAa HallpPeXXeHUeTO MexXy 3eMsATa 3a OTIJIeX/AaHe
Y 3eMdATa 3a ceMTOa He e TOJIKOBA JieCHO. UyjoBUIlaTa OTKPUBAT MYKHATUHH B CMUCHJA U

HN3CKaA4aT TaM, KbJE€TO HOB CMHUCDHJI HAAAE/AdBaA HAa/Jl CTapHUA.

Hanucax mbpBaTa 4epHOBa Ha Ta3HW IJlaBa, KOraTO CBETHT pearupaiile Ha “3b6opa Ha
Jonana TpbMmn 3a 45-ua npesuaeHT Ha CheAuMHeHWTe wWATU. EAMH momy/isipeH aHaiu3
ONKCBAa U30HMpPAHETO My KAaTO OTTOBOP Ha Mpe3uAeHTCTBOTO Ha O6ama, Ha CTpeMexa 3a
paBHOINpaBHe Ha >KEHUTE, HAa HApaCTBAIllOTO OOIECTBEHO BHHUMaHHWE KbM NMpPOO6JeMHTe Ha
TPaHCCEKCyaJIHUTe, Ha UMUTPAHTUTE U JIaTUHOaMepuKaHuuTe. C Jpyryu AyMH, TOBA € eHO
Bp'blilaHe Ha3a/J, K'bM HauMHAa, 10 KOWTO HellaTa ca 6UJIK peu, IOpoJieH OT HOCTaITUsATa 1o
BpeMeTO, B KOeTO MbXeTe 0sixa MbKe U KeHUTe O0sxa KeHU, MU BCUYKU Osxa OesH.
AMeprKaHCKaTa CTPaxOBUTA peaJHOCT Ha pacu3bM, KceHOodOoOHS, U KEeHOMPa3CTBOTO
yCTOsIBAa Ha ONMUTUTE Aa O'bJe 3aJU4eHa U JIOpPU CU NMPHUCBOSIBA HOBUSA 1IA0JIOH, B KOWTO €
nocraBeHa. Hasaraneto Ha HOB Mo/ieJ1, 10 KOWTO HelllaTa Jja ce CJy4BaT, HUKOra He yClsBa

Jla ce OT'bPBE OT Yy 0BHI[aTa, 0OMTaBa/IM TPAaHULIUTE U bapuepuTe Npeau TOBA.

BTopaTa Te3a Ha KOCH, 4ye€ 3BAPBT BHUHAI'U yClIABa [Aad I/I36HI‘a, npeaynpexaaBa, 4e
CTpallMJIMIIETO 1LIe Ce BbpHE B MMPOCTPAHCTBOTO, KOETO IIPUBHUAHO € oUJI0 Mpe4YrnucTeHo OT
‘-Iy,[[OBI/II_L[HOCT.17 HanuuwueTto Ha rpaHvuiM U Iipeaejin rapaHTupa, 4e HabJM30 BUHAru MMa
BXO4 U U3XOA. YMeHueTO Ha MUTHUYHUTE qyaoBuIIA a C€ BMBKBAT U U3BMBKBAT OT PA3JIMYHHU

HCTOPHUHN KU XKAHPOBE, MM II03BOJIABA [Jd XHUBEAT, KbAETO IIOXKeEJIAAT. ToBa BCeMOI'b1eCTBO
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W/iBa OT CIOCOOHOCTTA Ja XOASAT HaBCSKb/le, 3all0TO BUHArkd MoraT Ja HaMepsT CEHKH,

KOPHU/I0PH, UJIH IJIOA0PO/IHA TIOYBA, /Ia IyCHAT KOPEHYe U JIa Ce MPEPOST.

}KaHp’bT KaTO MACTO

AHTHYHOTO 4YyJOBHIe IpeHebOperBa mpeJCcTaBUTE 3a MACTO, TpaHULU U
MeCTOII0JIO}KEHHE, KOETO Ce OTpa3siBa He caMo Ha reorpadcKoTo My pasIoJioKeHHe, a U Ha
»KaHpa, B KOWTO ce nosiBsiBa. lllo ce oTHacs [0 u3c/eBaHUATa Ha 3BepoBeTe, ce 3adpopms
B'bIIPOCA — UCTUHCKUTE U34a/|Usl CAMO B CTpallHUTe GUJIMHU JIM ce nosiBsBaT? ['osisiMa yacT ot
Hay4YHUTE [AUCKYCUM 3a 4YyJAOBHULIETO ce (GOKycupaT NpeJAUMHO BbPXYy TEKCTOBE CbC
CTPaxXOBUTHU esieMeHTH. B iuTepaTtypHo oTHoueHue ,PpankeHaH” (1818) na Mepu llleaun
v Jlpakyna“ (1897) na bpam CTOKbp ca rOTUYECKUTE Npe/lIeCTBEHUIM HAa eIMH O00raT CBAT
Ha y)KacuTe, BKJIOYUTEJHO Ha TBopuyecTBOoTO Ha CTUBBH KuHr. B KMHOTO BaxkHU 3a
AucKycuaTa ¢uiamu ca: ,M3BbH3eMHOTO" (1982) u HeroBuTe mnpoabxKeHHus, ,Texkcacko
kiaaHe“ (1974), Yemwoctu“ (1975), ,Kepu“ (1976), ,MbiadaHuero Ha arHerata“ (1991),
JLnaget” (1983) u ,AMepukaHckd Bbpkosak B JloHzoH“ (1981). YcraHoBsiBaMe, Yye BBB
BCUYKMU Te3W NPOU3BEJEeHUs CTpalluuila HaAMa. O3HavyaBa JIM TOBA, Ye He Ca UCTHUHCKU

yyz0BHUILa?

B cBosi aHa/M3 Ha GUIMUTE HaA yXKacuTe Y[ OTKpOsiBa NeT KJIHYOBU TPOIa, KOUTO ce
¥31n0J13BaT OT 60-Te roAMHYM Ha MUHa/JIUA BeK. ToBa ca: YyZJOBUILETO KaTO ICUXOTUYEH WJIU
M30ppeHUYEeH YOBEK; OTMbLIEHUETO Ha NPUPO/JaTa; peJIMTMO3HO HapylleHue noj ¢gopmara
Ha CaTaHU3BbM, JSBOJICKO 00/1alaBaHe UJIU AHTUXPUCT; YKACHOTO JI€Te, YECTO CBBP3aHO C
npeAyIlHAA TPOI, U KaHM6ann3bM.18 U3rsex/ia, ye TO3U CIUCHK, JOMUHUPAH OT CEPUNHUS
yOuel, He OCTaBsl MSCTO 3a MUTOJIOTUYHUTE 3BepoBe. MHOro Mmo-4ecTo 4yJoOBHIATa Ce
BUXPAT B HElll0, KOETO Hal-TOYHO MOXe /la ce Hapeye ,repouyeH enoc”. TakuBa ca HanpuMmep
¢unmuTe U KHurute 3a [I'bpcu JIXKakChbH, UK HAKOU OT 6e36poiiHuTe GUIMU 32 XepKy.Jiec.
Crnopen, HAKOM TOBa Ce CJAy4Ba, 3alllOTO aHTUYHUTE 3BEpOBe Ce IpeJaBaT Ipe3 BEKOBETe,
OIJIETEHU B MpexaTa Ha MUTa. Moke OM TOBa MpeNJIMTaHE C MO3HATUTE MUTOJOTUYHH
pa3kasy¥ I'M Kapa Ja HU3IJIeXJAT HeAOCTBIIHU 3a CTPAllHUTEe HWCTOpUU. YyJoBuiLaTa
ChILECTBYBAT HE 3alll0TO Ca CTPaXOBUTH CaMHU IO cebe cH, a 3all0TO TPsi6Ba Ja ce u3npeyar
Ha II'bTS Ha repoi, KOUTO Aa ru nobejy, 3a Aa U3M'bHU nozsura cu. [lonsskora TpuymM¢dbT Ha
reposi 03HauaBa CMbpPTTa Ha 4y 0BUleTO, HanpuMep korato [lepceit o6e3ryiaBsiBa Mezysa. B
JpYyT4 cjly4ad CTPaAllWJIUILETO MOXe Jla ObJe nobefeHO M MO JAPYr HauuH, KakTo Exun

no6e>1<;[aBa CBUHKC KaTo pa3ragaBa 3arajgkarta. [longkora €INHCTBEHOTO, KOETO repodAT
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MOXKe Jla HallpaBH e Jia Clacu KoxaTa ¢y, Kakto Ofucel ycnsiBa Aa usberte Cuusia u Xapuoja,
BBIIPEKU 4Ye ILIECT OT HEroBUTe Oe3MMEHHU MOPSAIHM XEPTBAT KUBOTA CH, 3a A MOXKE
I'bTEIIECTBUETO MY a NPOAB/KA. TO3U MOAXO/ Bb3NpUeMa Yy OBHUILETO KaTO 3aMpP’b3HAJI0
B pasKasa CbUIeCTBO, 3aKJIel[eHO B IMOBECTBOBATeJIHATA poOJis, OTpeJeHa My OT MHTa W
JIMILIEHO OT >XU3HEHOCTTA, KOSITO >XUBUSAT MUT WJM CBellleHaTa HUCTOpUS NPUAO0OUBAT B

npoljeca Ha npejaBaHe.1?

TakaBa uWHTepmnpeTalys NpeHeOperBa Ba)KHA XapaKTEPUCTUKA Ha JIPEBHUSI MUT -
HeroBaTa MOCTOSIHHA NMPUEMCTBEHOCT KbM MHTeprnpeTauus. Ta3u MHOTOCTPAaHHOCT JaTHpa
oute oT AHTHYHOCTTA. [loeTuTe OT AJleKcaHApUICKATA LIKOJIA HAallpuMep, Ce TOPJesT, e ce
N030BaBaT Ha HaW-HEUM3BECTHUSAT BapUaHT Ha [Jla/leH MUT B MOEMHUTe CH. Taka MOKa3BaT
CBOUTE €30TePUYHMU 3HAHUS U CIMOCOOHOCTHUTE CU KAaTO YUTATEJNU AA OTKPUBAT HESCHUTE
anro3nu. C mpefjlaBaHeTo CHU NIpe3 NOKOJeHUATa, MUTHT NIPOAbJKABaA [ja ce afAalTHUPa, 3a Ja ce
BIMILE B eNoxaTa, B KOATO MoNaja. 3aToBa TakKa Ce JApa3Hs, KOraTo MoJepeH MpPO4YUT Ha
HAKOW MUT Ce OlLleHsIBa CIope/ TOBa [JOKOJIKO € aBTEHTHYEH, CAKall MMa CaMo e/jHa UCTOpUS
OT AHTHYHOCTTa, Ha KOSITO HeNpeMeHHO TpsibBa JAa ce pobOyBa. Taka HapeueHaTa
,ABTEHTUYHA BepcUusl” 4eCTOo e B3eTa He oT /[peBHOCTTa, @ OT NOMyJisipeH COOPHUK C MUTOBE
3a feua, Moxke 6u oT bysidpuHy, XoTOpH MM niceB0Hay4YHUs pa3kas Ha PoobpT ['peiiBc, caep,
KaTo BCUYKU MHMKAHTHU YaCTH ce IpeMaxHaT. Ta3u Bsdpa B Oolpe/esieHU UCTOPUU € B PA3BK
KOHTpAcT CcbC cOopHUKaA ,MeTtamopdo3u“ Ha OBUUM, B KOUTO € MOKa3aHO HaCJAaXIeHUEeTO

OT aJalITUBHOCTTA HAa MHUTA.

CbBpeMeHHaTa MpeJACTaBa, 4Ye MHUTHUYHATa MWCTOpPUS TpsbBa Jla ce BMECTH B
omnpeJieJIeHUTe OT UHTepIpeTalUUTe Ha 6e/lM MbXKe IPAHULM, HIMa BJIACT HAJ, aHTUYHUTE
3BepoBe. YecTo MUTBT O6POJAM 3a€JHO C TAX, HO BMECTO Jla My MO3BOJIAT Jla UM 3aBbpiKe
pblieTe, YyIOBUIIATA HOCAT pa3NOKbCAaHUTE NMapyeTa pa3Kas Ha paMeHeTe cd. Jlopu Korato
cpeliaMe MUTOJIOTMYHO 4YY/OBHIE HW3BBH MpeJe/MTe Ha YKacsABalOTO, MHUCJIUM, 4ye ce
CO'/bCKBaMe C Kp'bBOXKaJleH 3Bsp, 4 He BeJIMYeCTBEH PEKBU3UT, KOWTO MOJAXpPaHBA €eroTo Ha
reposi. TOUHO MPUCITIOCOGMMOCTTA HAa MUTA M0O3BOJISIBA HA CTPALIMJIUILETO JIa C€ OTK'bCHE OT
npecJje/Baliys ro repod U Jla HaMepyu HOBU MCTOPHUH, KOUTO Jla pa3kaxke. Te3u HApaTUBH

MOXe€ [Ja HE Ca CTPAXOBUTH, HO ClIOpeJ MEH TOBA HE ' IIPpAaBH I10O-MaJIKO 9yJOBUILIIHH.

[Ilpr3HaBaM, 4ye TOBa, KoeTo MUTMaH Hapuya YyZ0BUINHO 8b3delicmaue MOXe Jia e TOo-
MaJIKO O4€BHU/IHO, 0COOEHO aKOo cJie/iBaMe CTPyKTyparta Ha Kapou 3a yygoBuiiHaTa cusa. Toi
roBopu 3a crnenuduyHa popma Ha HM3KYCTBOTO HA yKaca, MPH KOSATO B KaHpPA XOPbP

pa3Ka3BaTe/JIHUTe €JIeMEHTH Ca OPraHU3HWpPaAHH, TaKa 4Ye [da MNpeaAu3BHUKBAT OIpeaeJIeHU
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peakuuu. Kapos onucsa cnenrdryHa pa3HOBUAHOCT Ha y»Kaca KaTo U3KYCTBO, KOSITO MOXXeM
Jla M3NHUTaMe, KOraTo BUJUM BUJe0 OT Aseno uau Mocys, MacoBU rpob6oBe Ha >XepTBU Ha
FeHOUWJ, WM KaK aMepUuKaHCKU npesuzeHT, nojgkpensH oT Ky Kiykc Kian BcTbhnea B
JJI'bXKHOCT.21 M3cenoBaTesIIT OTKPOSIBA M PAa3/IMKUTE MeX/y 3BepoBeTe, KOUTO ca 4acT OT
M3KyCTBOTO Ha y»Kaca U >KMBeeIUTe HU3BbH XOPbp kKaHpa. OCHOBHUAT My INpuUMep € OT
IpUKa3KWTe, KaTo B Ta3u pybpHKa BKJIYBA U ,MUTOBe U oAucen 22, [pynupaHeTo e BaXKHO,
3amoro cnopes Kaposn jgokatro B o0wuaA ciay4ad XxopaTta cMATaT 4yJoOBHLIATa 3a
,HeeCcTeCTBEHHU U HapyLIMTeJIM Ha eCTeCTBEeHUS peJ| He Hellla“ , B IPUKa3KUTe ,3BepoBeTe ca
4aCcT OT HOPMaJIHOTO YCTPOWCTBO Ha BcesieHaTa“. MoraT Ja 6bJaT B IpaHULUTE Ha
IIpUKa3HUA CBAT Te MOrat Ja 6b4aT ,IpueTH OT MeTapU3uKaTa Ha KOCMOJIOTUATA, KOATO T

e cb3gasia“.?3

06sicHEHHeTO 3al0 YYI0BHIATA OT MPUKA3KHUTE He Ca 4aCT OT XOp’bpa KaTO U3KYCTBO
He MOXe Ja ce NPUJIOXKHU 3a aHTHUYHHTE CTPAUIWJIMING, 3al[0TO CBETHT OT MUTOBETE e
YOBEILKUAT CBAT. BbIpeKky ye 3BepoBe MOXKe M Jla Ca ChIIeCTBYBaIM B IPEAUIIHA eroxa Ha
O6oroBe M IOJIyOOTOBE, CIOpeJ pa3Ka3uTe Ha HUMQOJIENTUIM HPONYyCKJWBaTa IpaHHUIA
MeX/Jly 3eMHOTO U 0O0XKeCTBEHOTO He e 3amevyaTaHa. CamMo 3al0TO Helo o6uYakiHa 4acT OT
KOHCTPYKI[MSITA Ha BCeJieHaTa, He O3HayaBa, 4ye He MOXKe Ja BCsgBa CTpaX U yKac.
Y6exxaeHueTo, 4e eJMHCTBEHATa peakIiys CIpsMo 4y/JOoBHUIIaTa TPsIO6BA Ja € JUB yXKac, 3a
MeH O3HayaBa ye Me M3MpallaT 3a 3esieH XaiBep. [IoHAKOra y»kachT HaUCTHHA MOXE [l €
noJie3Ha OTJIMYMTE/IHA XapaKTePUCTUKA, HO OCHOBHAaTa (QYHKIMsS Ha 4YyJOBHUILATA € Jla HU
Hakapar Jia ce 3aMmucyauM. Cegmara Te3a Ha KoeH risiacy, 4ye 3BApBT CTOM Ha rpaHunarta. Ts
NoJiCKa3Ba, 4e ,4y/0BHIATAa HU NMHUTAT KaK Bb3NpHeMaMe CBeTa U KaK CMe H30Ma4yuJIH
HelllaTa, KOUTO CMe ONMUTAJIU Jla onpeennuM 24, Cbh3/jaBaMe MpeJCTaBUTE CH 3a Yy 0OBHILATa
OT HelaTa, 3a KOUTO HU Pa3NMUTBAT, KaTO MOHSAKOra HU 33ZlaBaT MHOTO IJIALIENA BBIIPOCH.
CTpaxbT, 4e 1Iie MOUCKAT OT HAaC Jla TPEOCMUCTUM NMPeyOeKAeHUATA, C KOUTO Ce YyBCTBaMe

KOMGOPTHO, He ce orpaH1YaBa caMo J10 Xop'bpa.

Yyaosuina B Ma3eTo

[loBeueTo xopa 3a MbPBU II'bT A Ce CO'bCKAT C JPEBHU 4Yy[OBUIIA B paHHA JleTCKa
B'b3pPACT, [JOKAaTO WrpasT HACTOJHU WUIPUM Ha KyXHEHCKaTa Maca. B TAX MUTOJIOTMYHOTO
CbJ'bp)KaHHe NpeobJiaZlaBa U € JOHSAKbJEe Bb3MNPUETO 3a Helll0 HOPMaJIHO, HO MMa MaJIKo
npoy4BaHUsl, QOKycHUpaHHW BBbpPXy H300pa3siBaHETO aHTHUYHHUSA CBAT B urpute. ToBa Moe

TBBpAEHHE € KOJ'Ie6J'II/IBO, 3all0TO CbM 4YO0B€K, YUMHUTO IO3HAHHUA 3ad TA3W HU3K/IKYHUTEJIHO
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0o61IMpHA U pa3HooOpa3Ha obJsiacT ca ¢opMUpaHU OT MHbOpMalLUs BTOpa U TpPeTa pPbKa.
OTkakKTO MbPBOTO U3JlaHUE Ha Chb3JaZeHaTa oT ['apu 'urakc urpa ,Dungeons and Dragons”
(D&D) usnusza npe3 1974 r., obuy nperse]; Ha UHOCKa3aHusATa 3a D&D nmokasBa moCTOSIHHO
NPUCHCTBUE HA MUTOJIOTUYHU 4y/IOBULIA B CBeTA HA UrpaTa.2> /IoKaTo HAKOU CTPAUIMJIUILA
kaTo Xuzapa U XuMepa ce MOSABABAT B'bB BCAKO C/e/Balllo U3JaHUe, IPYTU U34e3BaT MOxke OU
3al[0TO Ca HECbBMECTUMU C OCHOBHMTE MexXaHUM3MHU Ha urparta. OTJesHU Cb3JaHUA ce
npeBpbIIAT B OTAeJHU pacu. Taka ce mogBsABa paca Ha MeJy3W U TEeXHUTE MBbXKKHU
eKBHUBaJIEHTH — MeaJIpuTe KaKTO U CTaZla MUHOTaBpU. BbB Bceku HapbYHUK NPeJUCTOPUATA
e pasinuHa. Taka ce cb3faBa UrpoBa cpefja, B KOATO WMrpaydTe ca HacbpyaBaHU [a
V31M0J13BaT BbOOPaKeHUETO CU U Jja IOCTAaBAT YyZ0BULAaTa B HOBU POJIK CIOpeJ, IpaBuJaTa

Ha CBOHUTE NCTOPHUH.

M3mosi3BaHeTO HAa TO3U aCleKT OT AHTHUYHOTO HACJeACTBO, HA MHUTOBE OT JAPYTH
KYJTYPU U U3LSJI0 U3MHUCAEHHU ChlLIeCTBA U 60KeCTBa ,C/IY»KH KaTO U3PAaBHUTEJHA JieTBa" U
NpaBU MCTOPUYECKUTE W U3MUCJIEHUTE MUTUYHU TpPaJUIMU paBHONpaBHU.26 ToBa
M3paBHSIBaHe Ce YCI0XKHSABA OT paKTa, ye cBeThT Ha D&D cuTyupa BCUYKU CBOM 0OUTATENHU B
e/lHa M3LS1JI0 U3MHUC/IeHa BcesieHa. 3a HallKTe LeJIM Hal-BaKHATa 0COOEHOCT Ha TO3U CBAIT €,
4ye eKBUBAJIEHT Ha JipeBHOTO Cpe/ju3eMHOMOpHeE e peMaxHaT.2’ B UrpoOBO MPOCTPAHCTBO, B
KOEeTO OT BboOpakeHHeTo Ha OpraHusaTopa 3aBUCH Jajd Wrpara e e 3abaBHa 3a
OCTaHaJIUTe UTPAYM, aHTUYHUTE YYJAOBHUILA CTABAT MHOTOQYHKIIMOHAJIHU UTPATHU QUTYPH,
W3I0JI3BaHU 10-CKOPO 3apajii KayeCcTBaTa CH Ha NMPOTHUBHUIY, A He 3apajiu MPeJUCTOPHUITA

HUM.

ToBa, ye MUTOJIOTUYHHUTE 3BepOBe 0OUTABAT M BceseHaTa Ha D&D u cBeTa, cb3/laBaH
BbB BCSKa HOBa WUIpa, MOXe Jla U3rJeX/a KaTo He3HauuTeJieH KyJTypeH (akKT, HO uMa
J'bJITOTPAMHU nocaenauduu. /Jlemata, KOMTO BMaHHadyeHo wurpasAt D&D B pgeTcTBOTO CH,
yBJIeYEHHU OT JleTaWJIUTe Ha aHTUYHUTE Yy/J0BHILA U [I0OBEJEHUETO UM B JUTUTAJIHUSA CBAT,
N0-K'bCHO Ch3/iaBaT Ky/aTypaTa Ha 80-Te roauuu Ha XX B (a ¥ cje/i TOBa), KaTo NPeHaCAT U
pa36bUpaHeTo CH 3a MUTOJIOTMYHATA Tpaaulius. Bbobiie D&D ¥ HacTOJIHUTE UT'PU KaTO LSO
no/luepTaBaT ABe BaXKHU XapaKTEPUCTUKHK HA MecTaTa, B KOUTO AebHaT yygoBuinaTa. [Iepso,
Te ca MOCTOSIHHU OOUTATeJNU Ha TEPUTOPUSATA, B KOSATO MonajaT. Makap BCSAKO CKa3aHUeE B
Wrpara Ja npekposiBa pa3kasuTe MM [0 pa3/iMuyeH Ha4yWH, 3BEPOBETE Ce Bb3NpHUeMaAT KaTo
BakHa 4acT oT cBeTa Ha D&D. BTopo, MUTOJIOTMYHUTE 4yJOBULA NPUCHCTBAT BbB BCUYKHU
dopMu Ha momyJspHa KyJTypa, 3a TAX HAMa TCpaHULM. B CbUIOTO BpeMe BCUYKHU

IMPpOCTPAHCTBA Ca €JHAKBH IO 3HAYMUMOCT. B'bl'lpeKI/I qye ce Cl)OKYCI/IpaM BbpXYy olipegesieHr
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BU/IOBe pellenijys, 3allloTO eKcrnepTu3aTa MU obOxBalla Te3W 00JIaCTH, APYTUTe MecTa, B

KOHUTO aHTHYHUTE Cb3JaHHA C€ IPOABABAT, HE Ca IIO-MaJIKO IEHHU NJIKN 3HAYHNMHU.

CBbOGIIEHUETO € CPEACTBOTO

Oule eqHa TeHAEHIMS 32 MACTOTO U MPOCTPAHCTBOTO, KOUTO YyZ0BUI[aTa OOMTABAT CU
3acjyaBa Jila 0bJle U3c/ie/iBaHa — KaKBO Ce C/Iy4YBa, KOraTO MOCTaBUM CTPALIMJIMILETO Ha
eKkpaH. Heljo, cBbp3aHoO CbC 3peHUETO, IPOMeHS NMpeJCTaBUTe HU 328 MUTUYHOTO Cbh3/laHUE.
JyMuTe ca Bb3MOXKHOCTH 3a NPOCTPpaHCTBOTO. OMUp HUKOra He pa3Ka3Ba KaK M3IJex/a
CUpEeHaTa, a caMo Kak 3By4H. 3a Ofyvcel 4yJOBULHOCTTA Ha 3BePOBETE He Ce KpUe B TAXHATa
BBHUIHOCT, a HAKBbJe Apyraje. U Bce mak, koraTo craBa AyMa 3a BU3yaJIHO U300pa3siBaHe,
CBEX/JJaHETO Ha 4YyJOBUILETO [0 KOHKpeTHa ¢usuyecka dopma HeH30eXHO OorpaHuvyaBa
BbOOpakeHHWeTo. HamoMHs MU Ha KpbBOXKaAHUSA 3BAp bbrosatep ot Tpaan B ,II'bTeBoguTen
Ha rajaktuyeckusi cromnakusa’ ot [wbriac Agamc. ToBa e ,yMONOMpPAYUTENHO TIJIYNaBO
»KUBOTHO, KOETO CMSITa, Ye ,aK0 He ro BMXK/JATe, U TO He MOXKe Jia BU BUAU". Taka cb3jaHUETO
JIECHO MOXe Ja O6'bJle M36erHaTo KaTo ce M3I0J13Ba HaJieXKJHaTa Kbpla Ha CToNapKusTa.?8
[lorsiexxaaHeTo K'bM Uy/IOBHUILETO Ce MPEBPbIA B HAUYUH Ja My ce npugaae ¢opma. Korato
TOBA Ce U3BbPIIBA Upe3 UEPHOPUTYPEH WM YePBEHODUTYPEH BA30OIMMC, UJIU Ype3 CKYJINTYpa,
B'b3/IeCTBUETO HA ONIMTOMSIBAHETO € MUHUMAJIHO. BbIpeku ue onpe/iesieH o6pa3 Moxe Jia ce
pa3npocTpaHsaBa CpeJ, rpyna 3pUTeJH, Bb3[eCTBUETO MY U3BbH TO3U KP'bI' € CDABHUTEJIHO
OrpaHHYeHo0, 0COOEHO B enoxaTa npeay MacoBuTe Meauu. Heljo ce npoMeHs ob6aye, Korato
TEXHOJIOTUUTE Ce pa3BUBAT U M03BOJISIBAaT Bb3NPOU3BEXKAAHETO Ha H300pakeHUs. B eceTo
,[[pon3BeieHMEeTO Ha U3KYCTBOTO B ell0XaTa Ha HeroBaTa TeXHUYeCKa Bb3MPOU3BOJUMOCT”
Bantep beHssMuH aHanu3upa Ta3u npoMsaHa. CMATaM, 4e TOBa MNOJIOMOra Mo-HATAT'bIIHOTO
dbopMynvpaHe Ha pakKypca, upe3 KOWTO 4yJoBHIaTa Ce NpPeJACTaBAT B CbBPEMEHHOCTTA.
Crnopes, BeHSIMMH C BB3MOXKHOCTTA €JHO I[pOU3BeJeHMEe Ha M3KyCTBOTO Ja Obje
B'b3NPOU3BEXKJAHO, IbPBO Ype3 KapTHHA, ype3 ¢oTtorpadusa U Hakpas ype3 PUIIM, 4YaCT OT
aypaTa Ha oOeKTa ce ryou. AKTBHT Ha Bb3NPOU3BEXJaHe MpeMaxBa Bb3MPOU3BEXIAHUS
00eKT OT MSICTOTO, C KOETO € CBBbP3aHO U OT TPAAULMATA, KbM KOSATO MPUHAJJIEKHU.Z?
[Ipecb3gaBaHeTO Ha MpPOM3BeJeHHE HA H3KYCTBOTO W Cbh3/[aBaHETO Ha KOMUSA yOHBA
aBTEHTUYHOCTTA, KOSITO € MPHUTEeXaBaJio, KOorato e 6u/a0 yHUKasHo. [lo MpoHUs Ha cb/6aTa,
’KeJIJaHUeTO Ja ce JoOJMXKUM /[0 JajieH INpeJMeT € TOBa, KOeTO IMOJTHKBAa KbM

penpoayuupaHeTo My Ha I'bPBO MACTO. CTOTI/IL[I/I, XWJIAAW X0pa MOTraT Aad IPUTEXaBaT KOIIHUA



KpemeHna Xpuctoea. [lunnomHa pabota

Ha MoHa JIu3a 1 Aa uMaT AO0CThII |0 YMaJieHa Bepcus Ha HelHUs 6J1S1ChbK, HE3aBUCUMO KOJIKO

Jasied ot JlyBbpa ce HaMUpar.

Btopo, beHsIMUH cMsTa, Ye OCHOBHATa LieJ Ha ¢UIMa e Ja Hayuyd YOBeKa Kak Jja ce
omnpaBsi B HOBAaTa TEXHOJIOTUYHA epa, yIpaBJisiBallia »KUBOTA MY 110 HEMOJ03WPaHU HAaYUHU.30
®uaMUTe NPeAoCTaBAT Ha CAYKUTEJUTE B OPHUCU U PabOTHULUTE BbB GpabpPUKK HAUYMH Ja
Bb3BbPHAT YOBEYHOCTTA CH, CJIeJ], KaTO LisJl IeH ca Ce OTKa3BaJslM OT Hes U ca OUJIM 4acT OT
KanuTajucTuyeckata MaumivHa.3l U Bce mak, 3a BeHIMUH QUJIMBT € Hel0 KOHKPETHO,
pa3/IMYHO OT H300pa3UTESHOTO U3KYycTBO U ¢oTtorpadusaTa. JlokaTo XyAOKHUKBT U
doTorpadbT Chb3ZaBaT LANOCTEH 00pa3, GUIMBT ce Crja006sBa, 3a Aa NpeAcTaBU CKpUTaTa
CBILHOCT Ha Helo.32 [IpuposaTa My Mo3B0OJIsIBa /1a U3BaX/|a HasiBe NHAYe CKPUTHU eJleMeHTHU
Y Ha CBOM peJi a NpeACTaBy BCUYKH JIpyTd MEXaHU3MU B MalllMHATA HAa KallUTAJU3Ma, KOUTO

IpH APYTH 06CTOSATEJICTBA, MOTAT Jia ca U3BBbH chepaTa Ha MO3HAHHUE HA UHAUBU/A.

Cnopep, MeH Hab/toeHMeTO HAa beHAMUH, Ye Bb3NPOU3BEXKAAHUAT 00€KT r'yOou Bpb3Ka
CbC YHUKAJIHATa CU TPaJWIMs U 3HAaUY€HHe, BAXXU U 32 MUTOJIOTUYHOTO 4Uy/lOBHILE, KOETO,
6sarojlapeHde Ha HaBJM3aHETO Ha KOMMITBHPHO reHepupaHute o6pa3u(CGI) mnpes
noc/JeJHUTe TOJUHH, Ce MPeBPbLIA B MONyJspeH o6pa3 Ha rojseMus ekpal. ['bpBoHavyasmHO
ONUTHUTE MUTOJIOTUYEH 3BSAP Jla O'bJle NOCTAaBEH HAa eKpaH, BEpOSATHO ca OMJIN ONTUMHUCTUYHHU.
BegHara ce cenjame 3a ekpaHusanusaTa ,XepkyJec (1958) ¢ yyactueto Ha CTtuB PuiiBc u
HeMelickus J'bB, KOUTO He MOKe MO0 HULIO Jja Ce MEPHU C JI'bBa, C YUHUTO PEB 3all04Ba BCEKU
¢éunm Ha ,Metpo TlongyuH Medbp. C pa3sBUTHETO Ha CTOM-aHUMAIMUOHHUTE ePeKTH U
ycbBbplieHcTBaHeTO HAa CGI TexHoJsiorusaTa, HellaTa cTaBaT 110-JI€CHU, KOETO [03BOJIABa Ha
Pei1 Xapuxay3eH Aa cb3/ajie CBOMTe eM0OJIeMaTUYHU Cb3/JjaHus. T03M HalpeJbK clioMara Ha

€KpPaH Jia Cce ModAdBABaT BCe HO-AeTaﬁﬂHH H HpaBAOHOAO6HI/I APEBHU 3BE€pOBeE.

CMaTaM obaue, ye TOYHO TO3U CTPEMEXK KbM aBTEHTUYHOCT € npobsieMbT. [lo chuioTO
BpeMe, KoraTo bBeHsIMMH 64 KasaJ, 4e TEeXHOJIOTMYHOTO Bb3NPOU3BEXK/JaHEe OTHeMa
YHUKAJHOCTTA U aypaTa Ha 4YyJOBHUILETO, yCWUJeHUAT HanpeAbk Ha CGI no3BosifiBa Ha
cb3jaTesuTe Ha QUJIMU Jla Bb3NPOM3BEXKJAT 3BEpOBe C BCe MO-TOJIIMO BHHMaHHUE KbM
JeTailinTe. Besika sitocna Ha Me/iy3a M BCeKM KOChbM OT KO3MHAaTa Ha XUMepa MoraT ja 6bJaT
KOMIIIOTbPHO HAapUCYBaHU KaTO UCTHUHCKHU. Criopes; MeH NapaZoKChT € B TOBA, Y€ KOJIKOTO
[0-5ICeH CTaBa 00pa3bT HAa aHTUYHOTO 4y/lOBHIIE, TOJKOBA MOBeYe OTTEHBLUTE, KOUTO My
II03BOJIABAT Jla CTaHe 3BSp ce I'y6AT, NOI'bJIHATH OT GUJIMOBUTE CBETJIMHU. Xapayel cb3/iaBa
noJjie3eH Ha4MH 3a OCMHUCJAHe Ha edeKTa Ha CBeTJIMHATa BbpXy 4yAOBUILHOTO, KaTO IO

O6B'bp388[ C MaTpurapxarta. Ta odepTaBa 3alla/leH MapTHUapXa/JieH pa3Kas, KOHTO ONMCBa Kak
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bU3UYECKOTO TSAJIO € Ch3JaJleHO 4pe3 MbpPBOTO [pexomajieHHe, MOC/AeABAaHO OT BTOPO
XeJIMOTPONHO pakjaHe.33 B Ta3u Bepcus HAa UCTOPUSATA, CIOpPeJ KOSITO He CIMpaMe Ja ce
pa3BuBaMe, UMa KOHKPETHO HAvaso U Ch3/aBa fICHO yCelaHe, Ye TaM, KbJIeTO CMe Cera, €
HaK-106pOTO MACTO, HA KOETO YY/IOBHUILETO HAKOra € 610. MOMEHTHT, B KOUTO UHAUBUIABT
HAaWCTHHA Ce TMpeBpblIA B YoBeK, e EBponelickoto [IpocBelieHre, BHACAHETO HA CBETJIMHA
Ype3 U3MO0JI3BAHETO HA paljMOHAJHA MUCHJI, U3M0JI3BAaHETO Ha (CMATAaHMSA 3a Ge3norpenieH u
0e3NpUCTpPAcTEH) HaydYeH MeTOoJ, BCe IO-BHHMATEJHOTO BIJIEXKJAAaHe W HW3CjieJBaHe Ha
3a00uKaALMs HU cBAT. Ciope Xapayei ToraBa ce Ch3/iaBa XeJIJMOTPONHUSA MOTJIe] — HAYMH
Ha HabJilo/leHre, KOUTO ce 06pbllla KbM CBETJIMHATa Ha [IpocBeleHHeTo U YUHTO OCHOBEH
IPUOPHUTET € MPOCBelleHCKAaTa UIe0JIOTHsl Ha pa3yMa U HJesTa, Ye BCHYKO MOXKe HSKaK Ja
O'bJle IpeMepeHo, HAbJI0/1aBaHO, OMKUCAHO U pa3bpaHO C MOMOLITAa HA 0O0EKTUBHU HAy4YHU

NpaKTUKU.3*

XeJIMOTPONHUSAT MOrJe[ CbBNaAa C MOJOXUTEJHUS MOJeJ Ha KOHTPOJI, O4epTaH OT
®dyko. [logo6HO HA cHcTeMaTa Ha KBaJipuJjaka, XeJUOTPOINHUSAT IOrJes Ce OCHOBaBa Ha
HzesiTa, 4ye Ype3 MHOTO BHMMATEJIHO BIJIEX/AaHe, CBET'bT MOXe Jia 6'bJle pa3bpaH HaI'bJIHO ,
Ja 6'be MoJYMHEH Ha BOJIITA HAa YOBEKa Jla ce W3II0JI3Ba B Herosa o6Jiara. HacoueHa xbM
00€eKT Ha M3CJie[iBaHe, CBETJIMHATA Ha pa3yMa pa3ceiBa Bcsika HecurypHocT. Crioco6HocTTa
Jla ce BIJIeXK/JlaMe B HelllaTa He caMO ' KOHTPOJIMPA, @ U HU MPaBU HAI'bJIHO pa3yMHHU XOpa.
[lo-npaBU/IHO O6U 6UJIO Jla Ce KaXke HAI'bJIHO Pa3yMHU M'bKe, 3alll0TO 00EKT Ha TO3U KOHTPOJI
ca pa3/IMYHUTE - )KEHUTE, )KEPTBUTE HA PACU3bM, U pa3dbupa ce, 4yJ0BUILHOTO. OTOJISChIUTE
Ha TO3U NMaTpuapxajieH XeJHWOTPOIeH MOorJie[, WAesdTa, ye BUHArd CaeAdM CBETJIWHATa U
TOYHO KbM Hesl TpsiOBa Jla oOpblllaMe MOTJe[ BUHArW, pa3ceiiBa Mpaka, B KOWTO 3BSAPHT

AE6HE. [1o To3u HAaYWH OTHEMA U Ba)KHa 4acT OT CaMOTO 9y 0BHIIIE.

[lo3BoJsieTe MM Jla U3pass CbhllaTa HJies KaTO M3M0J3BaM MOJAXOJsIA MUTOJIOTMYHA
npenpartka. KoraTo aHTUYHUTE 4YyZ0BUIIA Ce MOABAT BbB (QUJIMHTE, HUE, 3PUTEJIUTE, Ce
npespbllaMe B Meaysa. HamuaT B3op I'm BKaMeHsBa, NpeBpbllla I'M B CTAaTyd BbPXY
NOCTaMeHTa Ha roJjieMus ekpaH. KaTo riesaMme JUpeKTHO B TIX, HUE TU YKpOTsiBaMe. bbp3o
oyepTaBallla ce TeHJIEHIUS B [10/1X0/la Ha KKUHOTO KbM JIpeBHUS CBAT KATO IIs1J10, € e Crope/
CTyJAMaTa ayJJUTOPUSATA € MHOTO KOHCEPBATUBHO HAaCTpOeHa KbM AHTUYHOCTTA. 3pUTEJIUTE
3HAAT KaK M3rJieXx/Ja TO3U CBAT U Ce CMyLaBaT, KOraTO BUJAAT Hello pa3yiMyHo. ToBa
OYaKBaHe 06siCHSIBA KaK (aKTOJIOTMYHATA TOYHOCT JIECHO HU Ce U3IJIb3Ba KAKTO YeCTO Ce
CJIy4Ba BbB QUIMHU, YUETO JeiCcTBUE ce pa3BUBA B ["bpiiys, a 60UIUTE HOCAT PUMCKO BOEHHO

CHapAXeHHue. To3u dHAXpPOHU3BM € oes 3Ha4YeHHue, 3al]0TO BOMHUTE U3rjaexaaT KaTto 4acT
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ZipeBHa apMus.3> ToBa e noryieA’bT B AelicTBUe. Jlopy NPUYMHUTE 3a Te3U Mpe/I0JI0KEeHUs Jja
ca rpellHH, OCHOBHATO CXBalllaHe 3a TOBAa KaKBO TpsA6Ba Zia BUAUM, ocTaBa. [lo chlus HAYuH,
KOraTO Ha eKpaHa ce IO0sSBUM MMUTOJIOTUYHO 4yJOBMIlE, CMe HasCHO KaK TO TpsAbBa Ja
usrjaexzaa. Hamurte o4dakBaHMA o¢opMAT 3BepoBeTe. M3nuTBamMe BU3YasHO U
II0BECTBOBATEJ/IHO Y/0BOJICTBHE OT TOBA, Y€ HALUMAT IOrJIe/ e peB3es TO3U Ha KaMepaTa U

KOHTpOJINpaMe CbOUTHSATA Npe cede cu.3°

B cienBamuTe Iy1aBU lije TOBOPS MOBeYe 32 MOCAEUIIMTE OT TOBA BbPXY aHTUYHUTE
4YyJOBHMIA, HO 3acera e [JOCTaTb4YHO Ja Kaxa, 4e B pe3yJTaT Ha MOCTOSAHHOTO
BB3MPOU3BEXKAAHEe HA 3Bspa OT €JWH eKpaH Ha JAPYr, OT rpaj Ha Tpaj, U C BCe MOBede
NOZPOOHOCTH, TEJEBU3UOHHUTE U PUIMOBUTE MPOCTPAHCTBATA, B KOUTO CTPAIIUJIHIIETO
10Ma/la, Ca KOPEHHO PAa3/IM4YHU OT TEPUTOPUHTE, KOUTO OOMTABAT B KHUTHTE W JIOPU B
koMuKcuTe. Korato MoxeM Ja BUJUM YyJOBHUILETO, BHOOPAKEHHETO HU Ce BUXPU HaA
cB060/Ia. XeJMOTPONMHOTO B3MpaHe MPOroHBA THMHHUHATA, 3a Ja BUJUM 4YYyJOBHUILETO B
[sJlaTa My BHYIIMTEJHOCT WM TIpo30Ta. 3a CbXKajJeHUEe TaKa Ce Cbhb3JjaBa HWJIIO3UATA, 4e
no3HaBaMe 4yJoBuleTo. TOJKOBA CMe MOrbJHATU OT MNaTpUapxa/HUS pas3Kas, ye CMe
B'b3NpHUeEJHU HAOJIIOIEHUETO KaTO HAauYUH ia KOHTpoJsiMpaMe. KaTo 3acTaBaMe Ha MSCTOTO Ha
KaMepaTa IoNajJlaMe B KallaHa Ha Hello, KoeTo Xapayed Hapuya ,60KeCTBEH TpPHUK".
[Ipremame, ye TEXHOJIOTUHTE HU JjaBaT 6€3KpaliHO U 6e3MOrpelHO 3peHHe U MUCJIUM, Ye HUe
ynpaBJisiBaMe uctopusTa.3’” Ho, KaKTo MOSIT aJITEpHATUBEH MO/ieJl Ha pU30oMaTa Co4H, JJ0KaTo
e/THO MPOSIBJIEHHWE MOXKe /la € 3aKJIellleHO Ha BpaXkJeOHA TEepUTOPHUS, APYTU Ce pa3BUBAT U

M3pacTBaT B APYTH, NO-IJIOJOPOHU IOYBH.

['niefHaTa MU TOYKa B Kpasi Ha TO3U TEOPETHUYEH MperJjes e, ye He caMo GU3UYECKOTO
MEeCTOIOJIOXKEHUEe MMa 3HayeHHue, 10 Ce OTHAcd A0 NPOCTPAHCTBOTO, KOETO 4y/JOBHIAaTa
obutaBaT. PasMmuuuieHusTa 3a ,4yZOBUIIHATa 30HA“ B TreorpapCcKkUTe KapTH U
MaprvHajJM3UpaHWTe NPOCTPAaHCTBA B TpaZloBeTe ca CaMO eJlHa 4YacT OT MCTOpPUATA.
3BepoBeTe ce BJIUSAAT B €/JHAKBA CTEIEH OT »KaHpa, CPeJICTBOTO U MSACTOTO, HA KOETO >KUBESAT.
BugbT KysaTypeH apTedakT, KOUTO 0O6MTaBaT, MMa CbIIECTBEHO 3HAaYeHHE 3a HAYMHA, 1O
KOUTO Ce MpOsABSIBAT U KakBa CcBOOOJA MMa ayJUTOpUSATA /la o uHTepnpetupa. PuimMurTe,
TeJIeBU3UATA, KHUTUTE, KOMUKCHUTE - BCEKU KaHaJl UMa CBosiTa cneliududHa noyna. [Ipeasuy
TOBQ, B CJe/IBAlllMTe JBe IJIAaBU Ille aHAJIM3UpaM TrojieMHusi eKpaH M0-0T6JIM30 U 1[e OTKPOsi

HSAAKOHU 0COOEHO HHTEpPECHHU e(l)e}(TI/I OT TEXHOJIOTUYHOTO BB3IIPOU3BEKIAAHE.
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duIMOBHUTE Yy J0BUILA B epaTa Ha Xapuxay3eH

@uiMBT MMa cujJaTa Ja Bb3/JeHCTBa, 0COOEHO 4Ype3 HAa4yMHa, [0 KOMTO pa3Ka3Ba
VMCTOpUM. Bblpekn ToBa MMa Hell0 eJHOBPEeMEHHO BIeYaTJiSBalllo U JIEKO HEeNpUSATHO B
Ha4yMHa, 10 KOUTO MUTOJIOTUYHHTE 4y/OBHUILA OKUBSIBAT Ha rojieMUs1 ekpaH. Pasnosarat c
MHOT0 eKpaHHO BpeMe, HO YeCTO CJy:KaT KaTo MOMOLIeH PeKBU3UT Ha reposi, BbpXy YMHUTO
ycnex e QoKycHupaH crokeTa. B ennuHuTte uimu ot cpefata Ha XX B., 0COOEHO Ch3JjaZieHUTE
oT Peli Xapuxay3eH, ce ouepTaBa siceH Mo/ieJl. 3BepOBeTe ca MPUKOBAHU K'bM repou (A0pH OT
JIPYTH CIO’KETH) U Cca YaCTHU OT JIeKOpa B TepOUYHHTe UCTOPUH. [lopu OHSKOra Jia ycnsBarT Aa
ce U3MpPaBAT Cpelly CTPaxoBeTe Ha CBOATA eI0xa, YyJ0BULIaTa Ce NPUABPKAT CTPUKTHO KbM
pasKasuTe, KOUTO TpsAOBa Ja npefasaTt. Majko npeJjyu Ha4aJoTO Ha BeKa 06aye, ce MOSABABAT

NpHU3HaIY, Ye KHHeMaTorpadpuyHaTa Bp'b3Ka MeX/1y 3Bsipa M repos 3arno4ysa Jja ce pa3mnaja.

B HSKOM acmekTH, KHHOTO € IMeppeKTHOTO IMPOCTPAHCTBO 3a H3C/JAeJBaHe Ha
YyIOBUIIETO, 3alI[0TO pa3KpHUBa UCTHHATA 33/ lecTaTa Te3a Ha /kedppu KoeH - ,cTpaxXbT OT
YyIOBHUIIETO BCBIIHOCT € BUJ KeslaHHe“l. KHHOTO HM m03BoJisiBa He06E3MOKOsIBaHO Ja ce
B3UpaMellB 3a0paHEHOTO W OMPa3HOTO. KMHOCAJIOHBT € ydyABauo 0e30MacHO MsICTO 3a
cpemia cbc 3Bspa. MoxkeM Jia ce TPUOIMKKUM U J1a BUAUMM 3UHAJIaTa My MacT, /la TPenepum
npea xubpuaHaTa My COBPKAHOCT U Jla CMe CUTYPHH, Yye GUIMBT CKOPO Ile CBBPIIH,
CBETJINHUTE Ille CBETHAT W Ile Ce BBbPHEM KbM OOWUKHOBEHHS >XKUBOT. 3PUTENIAT Ce
Hac/JaXkJiaBa Ha mpoleca Jla ce UJeHTUPUIUpPA C Teposi, KOUTO yOHBA CTPAIIUJIUIIETO, HO
MOXKe OM M CbC CaMOTO 4Yy/[OBHUIle. Makap 4Ye He BCEKH 3PHUTEJ Ille HM3MUTa ChIIOTO
YA0BOJICTBUE OT MPUIIO3HABAHETO, HAC/IaaTa OT TOBA /ia Ce CTPaxyBalll OT Helllo HeM03HATo,
KOeTOo B nocjie 6uBa nobeJleHO, € B OCHOBAaTa Ha MHOTO QUJIMOBHU CHKeTHU. AKO HUCKaTe Jia
HanpaBUTe KJEeTKAa 3a YyAOBHIIE, KHUHOCAJIOHBT 6U OUJI A06PO MACTO Ja MOTBPCUTE

BABbXHOBEHHE 3a CBOA IIPOEKT.

He BBB BcUYkM (UIMH, BIBXHOBEHHM OT JPEBHOCTTA, NPUCHCTBAT 4YyjAoBULA. B
HCTOpPUYECKHTE eNUYHU GUIMH, KakBUTO ca ,Kieonatpa“ (1936) u ,YnaabkbT Ha PuMckaTa
umnepusa” (1964) nepcoHaKUTe MOXe U Jja IpUTeXKaBaT repOMYHU KayecTBa, HO 0OMKHOBEHO
yyoBULIATa ca Xopa. [lo-BeposaTHO e Jja OTKpUEM 3BepoBe B T.HAp. EMUYHU QUIMH, KOUTO
npepaskasBat ,Oauces”, moABU3UTEe Ha XepKyJiec, CcnacsgiBaHeTO Ha AHJpoMesa U T.H.

PaszeneHneTo Mexay "HCTOpUYECKO" U "MUTHUYHO" € JIOHSAKDb/le U3KYCTBEHO, 3alll0TO TE3U
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buiMu uMaT o061l BH3yasJeH CTWJ W pas3rpaHMYaBaHETO MM e u3auliHo. Hail-nobpuar
npumep e ¢puamsbT ,[lomnein” (2014), KoMTO yCJI0BHO € 6a3upaH Ha UCTOPUYECKO CbOUTHE, HO
npuaunya Ha ,CobCcbKBT Ha TUTaHUTe (2010)“. B rsiaBHaTa poss e Kut ,Humo He 3Haeln,
/bxoH CHoy” XapHHI'TBHH, KOMTO BHacs eHeprusta Ha ,Mrpa Ha TpoHoBe“ (2011-2019) B
eKpaHM3aluaTa.? Bplipeky NpUNOKpUBaHETO Ha CTUJI0BeTe, GUIMHUTE, IPUBUAHO Ga3MpaHU

Ha UCTOpPHA, UMAT CKJIOHHOCT [id HE 3aKa4aT JPEBHUTE.

®unMuTe, NOCBETEHU HA aHTUYHUSI MUT MOTaT Jia ce pa3fessaT B Tpu TeueHus. OcBeH
HMCcTOpUYeCcKr UMY, B IbPBUTE [ABE AeceTuaeTrs Ha XX B. IOCETUTEMTe HA KMHA MOraT Jia
rjejaT omnpabjaHaTta rosorta B ,Le jugement de Paris“ (1902), nocneasan ot ,lIsland of
Calypso: Ulysses and the Giant Polyphemus” (L'lle de Calypso: Ulysse et le géant Polyphéme,
1905), ,Le retour d’Ulysse” (The Return of Ulysses , 1909), ,The Fall of Troy“ (La caduta di
Troia, 1911) u ,The Odyssey“ (Odissea ,1911).3 BTopaTa BbJHa € JOMUMHHMpaHa OT
TBOopYecTBOTO Ha Pei XapuxayseH. O6xBama 50-te, 60-Te u 70-Te roauHu Ha XX B. U
NpuKIOYBa ¢ puama ,,CoMbChbKBT Ha TUTaHUTe” oT 1981 r. B MoMeHTa ,cbpdupame” BbpXy
TpeTaTa B'bJIHA, HabpaJia CKOPOCT cJieJ rosemus ycnex Ha ,[staguatop” (2000). Moxke ga ce
Kaxe, ye , Tposi“ e mbpBaTa ekpaHU3alUsl, KOSITO Ce 3aBPbllla KbM MUTA, BbIIPEKU Ye II'bpBaTa
yacT Ha ,[I'bpcu [>kakcbH U 60oroBeTe Ha Onumin” e UAMBT, KOUTO NMOAYHMHSIBA MUTOBETE Ha
cobcTBeHH TMpaBuaa.* MHOro OT Te3M eKpaHU3alMM ca OCHOBAaHM Ha TpOsSHCKUA
MUTOJIOTUYEH IHUKDBJ, KAaTO HU3BOPUTE ca IMpeJCTaBeHW TaKa CSAKall ca Xy/JA0XKeCTBeHa
M3MHUCAMLA. 3aTOBa B TAX HAMA MHOro yyzoBuua. [lo fymMmu Ha COJIOMOH ,HSKOU OT Te3U
bunMu 3ajaBaT J00pU CTaHAAPTH, HO BCe Ollle YaKaMe Cb3/laBaHETO Ha H3KJIOYUTEHA
eKpaHMU3alMs Ha J[peBHOTPbLUKUTEe MUTOBe“>. ToBa TBBpAeHUE € 6uI0 BsapHO mpe3 2000 r.
Baku 1 B MOMEHTa, 3all[0TO BCe ollle YyaKkaMe BeJsinkarta ,Managa“ wiaum ,0aucesa”. BmecTo ToBa,
oT 200 rogvHM HacaM MHOXXECTBO eKpaHU3alUU Ipepa3Ka3BaT MUTOBETe 3a XepKyJiec,
[lepceit u apyru rpbluku repoud. TpyJlHO MoOXeM Jla HapeyeM HAKOW OT Te3u (PUIMHU
,A3KJI0UOTe/ieH”, I0-4eCTO 3apaJii IMaJiora U aKTbOPCKAaTa UTPa OTKOJIKOTO 3apajivu YECTUTE

OTKJ/JIOHEHHA OT KOATO U [d € [I03HAaTa BEPCHUA HAa MHUTA.

[loHsikora HaAMa 3HauyeHHe, ye AaZieH UM HAMa Ja credesd Harpaau B KaH. CosioMoH
yleJBa NPaBo B JleceTKaTa B CBOSATA JUCKYCHUSA 3a Meda U CaHZasla UM T,Hap. NelayM KaHp.
Te3n buaMU OOGHUKHOBEHO MpPEJCTaBAT MBbXKKAp, CMBbTHO UJeHTUPULUPAH OT
aMepHKaHCKaTa My6JiMKa KaTo XepKyJiec, KOUTO e U3NpaTeH Ha HeBb3MOXKHA MUCHUA 6e3
Bpb3Ka C aHTUYHUA CBAT. BepoATHO HaW-KpaWHUAT npumep e ,XepKyJsec cpelly JYHHUTE

xopa“ (1964). Makap B Te3u eKpaHH3alUHU JAa HAMA QUHEC U peasu3bM, Te ,MMaT MI'bCTPHU
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KOCTIOMHM U KpeaTUBHHU [JIeKOPH, HU3KYCUTEJHH JIIOOOBHHUIM U Oe3lepeMOHEH XyMop,
CpejU3eMHOMOPCKU MeH3aXU M 4YyJaTh MbYeHUs, OTPOMHMU OMILENCH, SAPOCTHU OUTKH,
CUMIIaTUYHU Tepou U TpuyMP Ha A06poTo Hazj 3/10T0“C. [loHsAKOra OTHMBATe Ha KMHO CaMo
3apasu ToBa. AKO HCKaxTe Jila BHU/JAUTE Pa3/IMYHUTE HIOAHCH Ha MOHSTHUETO 3a aHTUYHMUSA
repoi, BeposITHO He OUXTe MJATUJIM 332 HUTO eJiHa Bepcus Ha ,CObCHKBT HA TUTAHUTE".
3aBeT’bT HAa MAYOTO € SICHO U3pa3eH B Te3W HOBU I'€POHUYHM €eI0CH, B KOUTO NpeobJiafaBaT
pesiebHU MYCKyJM W 3JJpaBU TOPCOBe BBB BEJIMKOJIENHU >XHMBU LBeTOBe. Bblpeku ue
aKTbOpHUTE B TakMBa GUJIMU Beye He ca caMO NpodecUOHAJHHU KYJTYPUCTH, €UH OT TAX
(Ayein [[>koHCBHH) cTaBa M3BECTEH B podecuoHasiHaTa 60p6a. OyakBaHUSATA aKTbOPHUTeE Jia

Ca B OTJIMYHAa (l)I/IBI/I‘{eCKa cbopMa Ca MHOT'O ITIO-BHMCOKH JHEC OTKOJIKOTO B MHHaJI0TO.”

®duamMuTe OT TO3U TUN pa3Ka3BaT 3a repoM, KOUTO TpsAOBa Aa Mob6eJsaT KOHKPETHO
4yJI0BHIE, C KOETO JJPEBHUAT NEpPCOHAX € TSACHO CBbp3aH. ['bpBeHCTBOTO Ha repOUYHHUTE
ernocy, 0cC06eHO Ha MeIJIyM KaHpa Tul XepKyJiec, 03HavyaBa, 4ye ¢uamute ot 50-Te U 60-Te
roauHu Ha XX B. ca poKycupaHU MoBeye Bbpxy 60pbaTa MeXAY J0OPOTO U 3/7I0TO, @ HE BbPXY
caMmuTe 3BepoBe. [I'bpBOHAYANTHO MPOJYKIIMUTE Ca Ch3ZaBaHu B UTasus, HO aMepUKaHCKUTE
NpOAYLIEHTH KynyBaT MpaBaTa Aa rd usabyuBat B lllaTuTe U poaHaTa nmy6/MKa, MOBJAUSHA OT
HanpexxeHueTo Ha CTyAeHaTa BOWHA, ce ThJNMU Ja T'u riaeja. CokeTbT 3a efHa J06JieCTHA
durypa ,BbB BeYHa, repoMvyHa CXBaTKa C THpaHUATA” e A06pe NMpoKapaH B IO-paHHUTE
vcropuorpadpcku 6ubJeicKd U PUMCKH XOJUBYACKU Guamu.8 [lo cbuiyusa HauuH ,YepBeHaTa
3amiaxa“ cb3/lajie CTpax OT pa3NpOCTPaHABAIUAT ce KOMyHHU3'bM. BalluAT nopsAbyeH cbCes,
MOXe Ja € CMBbPTOHOCHAa ONAaCHOCT 3a HayMHAa BU Ha XUBOT.? QDOKYyChT BBPXY
WHAMBH/lyaJHaTa 60opba MU 4YOBEIIKUTe 3JI0JeH Ce Jb/DKM KOJKOTO Ha CbhbBPEMEHHMUS
NOJIMTUYECKU KJIUMAT TOJIKOBA U Ha MPOOJIeMUTE, CBbP3aHU C IOCTABAHETO Ha Yy/J0BUIIE Ha

eKpaH.

B ciydauTe, B KOUTO BCe MaK BUJUTE 4y OBHILE, OOMKHOBEHO TO € C He TOJIKOBa
MmuctudeH Bua. OcobeHo ,Xepkysec“ oT 1958 r., B kouto CTuB PuiiBc urpae mMyckyJjiectus
repol e WbpBUAT GUIM OT MHOrO, €J1ab0 6a3MpaHU Ha MUTOBE eKpaHu3aluu. PUIMBT C
y4acTueTo Ha PuiBCc ce mpeBpblla B CHMBOJ Ha Leads nemaym xkaHp.10 CioxeTsbT e AocTa
TNpaBoJIMHEEH — CJlefl KaTo e MokaHeH oT nap Ilesnuii, Xepkysec otuBa B Mok, 3a aa 06y4n
npuHy, UPuT kak ga ce 6ue. [leauit u XepKyJiec ciopsT Ha KOro 1o nNpaBo ce MaJja BJacTTa
Ha/| LIAPCTBOTO U reposdT oTiiaBa 3a Kosixuja ¢ npuHI f30H ekunaxa Ha kopaba ,Apro”, 3a
Jla OTKpHe 3JIAaTHOTO PYHO M Ja JOoKaxKe, 4ye fI30H e UCTUHCKUAT HacJeJHUK Ha TpoHa. [lo

BpeMeE Ha [I'bTYBAHETO XepKyJIec ce cOI'bCKBA C Haﬁ-paBJ’IH‘-IHH 3B€poBe, aproHaBTHUTE €iBa Ce
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criaceBaT OT BHesallHa CM'bPT Ha OCTPOBA Ha AMa30HKMTe, a JbliepaTa Ha Ilenuit, Hosa, e
3amJjieHeHa OT Be3/eChblldTe MYCKy/Jd Ha reposd. PUAMBbT pasrpaHuyaBa 3allJIaXUTE, Mpe,
KOUTO XepKyJiec U APyrapruTe My ce U3MPaBAT U Cb3/laBa siICHA IOBECTBOBATE/IHA YYJOBUIIIHA
30Ha. B mo-rosisiMaTa cu 4YacT ekpaHu3auusATa ce ¢GOKycHpa BbBpPXy JpaMaTH4YHU
MEX/YJMYHOCTHU KOHGQIUKTU -[lesiuil e U3Hy/ABaH OT HaeMHHKA, Ha KOTOTO € IJATHJ JAa
y6ue 6paT My, a jlapuliaTa Ha AMa30HKUTe AHTesl ce pa3K’bCBa MeX/y A'bJra jAa youe fI30H u
CTpacTHaTa Jilo60B, KOSTO U3NHUTBAa KbM Hero. T'bi KaTo BBbB BCeKH GUIM 3a XepKyJiec
3pUTeJAT TPsAOBA Ja BUAM KaK reposT M3M0JI3Ba HEYOBELIKaTa CH CUJIA, 32 Jla U3BbpLIBA
noJiBU3M, JokaTto e B ['bpuus XepkyJsiec ce 6opu c JbB U ¢ Kputckuss 6uk. U 3a aBere
>KUBOTHHU Ce CMSTa, Ye ce CTPaXxoBUTH. JIbBBT AopH y6uBa npuHy, UouT u Ilesnit 3anoss/Ba
Ha XepKyJiec fja ce 6ue cpely Kputckus 6UK, 3a ja U3KyNId CMBbPTTa Ha CUHA My. BBB duiima
o6aye y4yacTBaT ,MUCTUHCKHU" )XUBOTHHU U CLIEHUTE Ca Cb3/aJIEHU OT BHUMATEJHO CrJ06€HU
KaJipu Ha 6uK, Apecbop, CTUB PUMBC U IOHSAKbAE NPaBAONOJA00eH MO/Jes Ha KUBOTHOTO. B
PaMKHUTE Ha CIOKETa J'bBBT € A0CTAaThb4YHO onaceH, ye Ja noryou UouT, a 6UKBT cb3JaBa Ha
XepkyJiec focta npo6seMu (rJiaBHO 3all0TO FeposIT ce € 0TKasa OT MOJIyOOXKECTBEHUST CU
cTaTyc, 3a Ja Credesud cbpleTo Ha Mosa). JleficTBuTesnHo, B Buka ce mpeBBIUIBIABA
aMepHKaHCKU OM30H, KOWTO NpH/iaBa Ha ClieHaTa BHyLIMTeJeH 06/uK.11 Makap MUTOBeTe 3a
JIBeTe XMUBOTHU Jla Ca OCHOBAaHM Ha pasKasuTe 3a /|BaHajJeceTTe IMOJBUra Ha XepKy.Jec,

NpeaAn3BUKATE/JICTBATA HA PbLKA 3€Md OCTABAT B 'PAHUIIUTE HA 0OMKHOBEHOTO.

OT gpyra crpaHa, ABa BHUJa 4yZoBuIla odakBaT AproHaBTuTe B Kousxuza. Korato
JIOCTHra /10 Cyllla, eKUMNaXX'bT € HalaJHAT OT IJieMe CTPallHH, MOoJA0OHU Ha MaWMYyHU M'bXKe.
HapedeHnu ca Taka ¥ B TpelJ'bpa Ha eKpaHU3aUUATa, KOUTO MOra Jija Onuila KaTo HeXalHOo
PACUCTKHU 3apaJid U3M0JI3BaHEeTO Ha OJyiekdeic’. ACkienuil OnvcBa MJeMeTO KaTo ,U3JI53J10
OT HAKOW KoIIMap” W HeHaJlelHaTa My MOsiBa pa3yMTa, ye ayJUTOpHUsTa Ile Ce CEeTH 3a
BapBapcKaTa U YyZ0BUII[HA NPUPO/a HA 0OUTATEMTE Ha Jla/leYHH 3eMU. BTOpOTO 4y j0BHIIE
Hen3beXXHO € J[ApakoH, KOWTO masu pyHOTo. AKo TpsiGBa Ja cMe IMO-TOYHU, TOBA €
NICEeB/I0/IMHO3aBbP, KOUTO ApeMe MOoJ '/bPBOTO U Ce CbOYk/a, KoraTo 130H ro u3mnoJsi3Ba KaTo
cTbJ6a. Brrnpeku ye XepkyJiec JOMUHMpPA B OCTaHaJlaTa 4acT OT PpUMa, B Ta3u clieHa A30H
Tpsi6Ba JAa npebopu 3Bspa caM. Pabpuno MuoHM JIOBKO M36ArBa yJapUTe U ce NpoOBUpaA
Mex/Ay AekopuTe. /[pakOH'BT ce U3NpaBs Ha 3aJJHUTE CU KpaKa, 3aMaxBa C HOKTH, pa3MaxBa

OllalllKa M Ce OIIMTBaA Ja 1/13/1e6He repod 3aa roJigdMa CkKaJia. Konue IIPpOHH3BaA I'JlaBaTad Ha

" TeaTpaneH rpum, M3Non3saH NPEAUMHO OT aKTbOpU C BANa KOXa C Lien Aa OKapuKaTypAT YepHOKOX. MpaKTuKaTa e
nonyaspHa nNpeauvmHO B TeaTPasHOTO M3KycTBO Ha CbeauHeHuTe watv ot 1830 r. Hacam. MNop BAMAHME Ha
ABUXXEHMETO 33 paBHM NpaBa OT cpeaaTa Ha XX B. U3N0A3BaHETO Ha Baekdec ce cMATa 3a PacUCTKO.
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YyJJOBUILETO U SI30H TpUyMdHUpa C pyHO B pP'blie HaJl IPOCHATOTO MY TslJ10. /IpaKOH'BT HUKOTA
He € Ha30BaH 0 UMe (BbIIPEKU Ue B TPEUI'bPa € Hapeu€eHo ,JPaKOHOBO YyA0BUle"), HO TOBA
e 0e3 3HayeHHUe. XepKyJiec 3asBsiBa ,TBOSAAIT MOJBUT € moABUT Ha map”. Ypes mobsecTHa
€/JHOJIMYHOCTHa OHUTKa (CbCTOslJla Cce Ha MHUCTHYeH ¢(OHOB IIyM, 3a Ja HOACHUJH
HanpexxeHHeTo M aTMocpeparta) f30H e [oKazaJ KaKTO CBOsATA 3psJIOCT, Taka MU
JIOCTOMHCTBATa CU Ha BJIaJleTes. UpOHUYHO, Hal-BaKHATa poJisi HAa XepKyJiec Mpu nobeaaTa

Ha/] TOBA Yy/IOBUIIE € POBBb3rJIacIBaHETO Ha 6belus 1ap.12

Kato pasrpanuuyaBa reorpadcky CTpaulWauiaTa, KOUTo 6poasaT B ['bpuusi, U Te3u B
Konxupa, ¢uima mnoka3Ba, ye HaUCTUHA YyKacsBaUlMTe 3BEpOBe CbIECTBYBAaT CaMO B
yyAoBUIIHATa 30HA. ,HopMasiHuTe" cTpamuauma o6MTaBaT JIECHOAOCTbIIHUTE TEPUTOPUU
Ha ['bpuMsa U B TAX KUBEAT XO0pa, KOUTO MPUHAJJIENKAT KbM CbIIUs COLMAJIEH CBAT KAaTO
XepkyJsiec. O6paTHO, KoraTo ekcneaunuaTa ctura B Konxuzaa Xepkysiec M eKUnaxka BeJHara
ca HamaJIHATH OT HeMO3HATH B KyJTHUBUpPaHaTa QpblLKA 3eMs YyJAOBUILA, IPeCTABEHH KATO
danTacTuyHU. [I'bTelecTBUETO [0 JlaJieYHUTE TOYKU HA KapTaTa, KbJeTO O4YaKBaMe Ja
BUJMM JIPAaKOHH, HU JZilaBa TOYHO TOBa. M Bce mak IeHTpPaJIHO MSCTO B CIOKeTa 3aeMa Lap
[lenii ¥ HEroBUSAT OMUT Ja 3aB3eMe TPOHA uype3 MalIMHALMH, a poJsiTa GpaHTACTUYHUTE

4yAOBHIIA € 1a 3aTBbPAAT NIPEACTABATA 3a T€pOUYIHUA XepKleec.



