Folia archaeologica Balkanica |1, 2011 313

Valentina NeTpocka PetmSevska

Theatrical and Grotesque Figurines
amongst the Terracottas from Stobi

UDK: 904:[730.041.8:792(497.713)"652"
792(497.713)"652”
730.041.8:792(497.713)652”

Amongst the rich collection of terracottas that have been found at the
site of Stobi is a small group of figurines inspired by the theatre and the world of
entertainment—figurines that belong to the category of artworks whose subject was
everyday life. These creations have not been discussed in detail in domestic literature
to date.

When | first addressed this topic in 2006, there were a total of six figurines,
including two grotesques. During excavations in 2009, another 115 terracotta figurines
were discovered in Tomb No. 2226 near the Heraclea Gate, of which five represent
actors and two represent grotesques. These more recent finds shall not be discussed in
this article.1

The figurines date from the time before the construction of the theatre at
Stobi at a time when the theatre repertoire consisted mainly of Atellan fables, mime,
pantomime, tragedy, and comedy. These shows would soon be replaced with grandiose
spectacles more fitting to the taste and mind-set of the Romans, of which the main
attractions were chariot races and other shows with horses, gladiator fights and fights
with wild animals. The earlier theatrical shows would then be used to fill in the gaps
between the major events. The belligerent Romans preferred rough shows over the
finer works which had stimulated the intellect of the ancient Greeks with their wise
and philosophical elements.

All ofthe figurines, except for the grotesque, were found as grave goods in the
cremation pits that formed part ofthe necropolis in the south-west of Stobi. Depending
on the identification of the characters, three types can be distinguished.

There is only one specimen of a sitting comedian in our collection—a figurine
with a short himation over the left shoulder and a face-mask. This character has been
identified as that of a slave and originated from the New Comedy that treated subjects
from the everyday life.

Figurines directly inspired by comedy—and sometimes, though more rarely, by

1 These figurines have not previously been discussed in publications and the papers in which they are mentioned
describe them as five representations of comedians and two of grotesques. Of the three figurines to which | have
had access, | can say these are of a type that depict an actor wearing a mask and a short chiton, standing with his
armrs crossed at his chest. This is atype of actor figurine not discovered during previous excavations in Stobi.
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satirical drama—were extremely popular
in Attica during the second and third
quarters of the fourth century BC and are
amongst the most attractive group of Attic
terracottas found to date. They must have
been highly prized in Antiquity as they
were widely copied and exported. Such
figurines were provocative depictions
of actors wearing grotesque face masks
and short himations, typically with
exaggeratedly large bellies and backsides
and with phalluses attached. (Feminine
clothes were worn over grotesque
costumes for female roles.) Several types
are known to us and several characters
have been identified.
Ancient Greek comedy went
though several stages of development.
Old Comedy, of which the comedies of
Fig. 1 Type One-An actor who represents a  Aristophanes defined the genre, flourished
slave in the period of Athenian democracy and
consisted of satires of Athenian political
life, morality and philosophy. Middle and New Comedy forms emerged with the
demise of democracy in Greece and the domination of Macedonia. These forms
abandoned political themes in favour of comical situations from everyday life. Two
later works of Aristophanes, The Assemblywomen and Plutus, are also considered
works of Middle Comedy.

An abundance of figurines and masks depicting actors from the Middle
Comedy, Satiric Drama and Tragedy of the second half of the 4th century BC have
been found in Sicily.2Menander (343-292), the greatest playwright of New Comedy,
introduced slaves, crones, burly old men, and mute persons as favourite characters
in his plays.3New Comedy treated the customs and habits of everyday life through
uncomplicated intrigues and played an important role in the expression of emotions.
A popular character in Boeotia during the fourth century BC, for example, was that of
the Old Nanny’appropriated from New Comedy.4

In the Roman era the tendency to standardize characters would reduce these
comical characters to only a few types, the main one being the wily ‘Leading Slave’
(servus callidus)—an ancient, long-surviving character.5 Representations of this
comical actor-slave can'be found standing or, as with our figurine, sitting on an altar

2 Higgins, R.A., 1967, 87.

3 JaHakmesckm T, 1998, 26-27.

4 Higgins, R.A., 1967, 103, pi. 44 B.
5 Grandjouan, C., 1961, 21.
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that represents a sanctuary from his master’s punishments and a place to pray or rest
after the show.6

The figure ofthe Hellenistic actor sitting on an altar had an extremely long life.
Its origins were from Old Comedy and it became standardized during the early third
century BC, most probably during the time of Menander. This applies to all the masks
and costumes of New Comedy, as corroborated by the Hellenistic figurines, masks and
pottery discovered in the Agora. Among the earliest specimens to have been found are
four fragments from the Athenian Agora dated to c¢. 330 BC. The costumes and masks
on these figurines were an interesting mixture of Old and New Comedy, indicating
a period of transition.7 From that time to the late second century AD, however, only
minor changes can be seen developing in these figurines.8 Even a century later the
changes were not yet drastic, as can be observed if we compare the actor-slave seated
on an altar from Myrina dated to the end of the 3rdcentury BC9with the sitting actor-
slave from the Athenian Agora from the end of the 3rdor beginning of the 4thcentury
AD.1

The typical iconographie model is a slave either sitting on an altar with his
legs crossed at the ankles or—more rarely—a slave sitting on a stool as in
the specimen found in the Eastern Necropolis in Thessalonica dated to the late second
century BC. Most commonly, they are clad in a short himation and a chiton, the latter
sometimes slung over the left shoulder and sometimes wrapped around the stomach.
The figurines are sometimes clad only in a short himation, leaving the rest ofthe upper
body uncovered, as is the case with the figurine from Thessalonica. Sometimes they
wore cothurni (buskins) on their feet, to look taller.

The wearing of face masks by actors was a tradition reflecting the original
association of the theatre with the cult of Dionysus. These masks were made ofwood
or linen cloth, covered with plaster and then painted. Different masks were worn by
the actors in tragedies and comedies, but mime actors performed without masks.

Masks had a wide slit on the front for the mouth and two smaller slits for eyes.
The features of the face-mask were adjusted to the nature ofthe actor’s role, enabling
them to capture the heroes in tragedies or the comical characters in comedies. In the
theatre at Stobi, one tragic mask was found on a pilaster capital, thereby introducing the
possibility that theatrical plays were once performed in this theatre, at least in its early
years.lLlHowever, terracotta figurines oftragic actors never achieved the popularity of
comical statuettes, though the findings of tragic masks attest to the continuity of the

6 KOPTHKONTH, %, 1994, 58.

7 Burr Thormpson, D., 1952, 142-143, pi. 38, catalogue Ne45 a-d. Sitting on a family altar that serves as arefuge,
two or three of these slave-actor figurines are depicted nursing their ears after having been struck by their mester.
The legs of the actors are not shown crossed in this first stage of their appearance.

8 Molard-Besques, S., 1l, 1963, 142, pi. 173 a The left leg is crossed over the right ankle, while the figurine from
Stobi has his legs crossed in the opposite manner. Both figurines are of equal height. The armnrs are crossed on the
chest and the face is hidden behind a comedy mask. The figurine is dressed in a short chiton, with ahimation over
the left shoulder. Figurines of actors of New Comedy were common in Myrina during the second and first century
BC, while grotesques were popular during the first century AD.

9 Grandjouan, C., 1961, 498, pi. 11. The figure is represented wearing a short tunic belted over a stitched, padded
undergarment. It is possible that the figurine held a flute in one hand.

10 Thessalonika 1986, 122, Hg. 116; KOPTH-KONTH, >, 1994, 58 catalogueNe 33. The height is 0.185 m

11 JaHakviesckn, T, 1998, 33, fig. 29.
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Type Two-Mime Actors (Figs. 2-4)

tradition up to the 4thcentury AD.22

The emergence of New Comedy from around 330 BC introduced new masks
and types. Changes in the masks might be connected with the growth of the audience
for theatre during the time of Lycurgus of Athens. For an audience of 14,000 or more,
a mask that served the function of an amplifier must have developed rapidly. The
‘Leading Slave’was the prototype for comic masks; first established in Athens, this
type spread throughout the world of Antiquity.13 Most of the comic masks that have
been found are of this type. Specimens include life-size masks as well as miniatures.
In the theatre at Lychnidos, an oval-shaped ivory amulet was found adorned with a
comic mask on both sides. 4

Alongside these typical character masks, there were individual masks
representing old men, boys, females, servants, and masks of satyrs or Silenus, all with
matching attire. The masks of pantomime actors had closed mouths as these actors
expressed themselves with their bodies while the chorus delivered the words.

The figurine from Stobi of the actor playing a slave bears the typical comic
mask of the ‘Leading Slave’. It is unknown from which tomb the figurine came,
though it is surely connected with the Augustan period as well as with other figurines
from Stobi.

The figurines of mime actors also belong to the theatrical group and share
some ofthe comic actors’comical features, though they do not wear masks. And while
they resemble to some extent the grotesque group, they are not greatly caricatured.
12 Grandjouan, C., 1961,21

13 Burr Thompson, D., 1952, 144,
14 JaHakueBckmn T., 1998, 34, figs. 32 and 32a.
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Negroid heads from Smyrna, Museum of Louvre

A small group of three identical figurines of mime actors was found in the same
tomb. Their subject is an adult man wearing a short chiton supported around his
waist, with his head resting on his right hand. With his left arm over his chest, he
supports the elbow of his right arm. In addition to this unusual posture, an interesting
aspect is the strongly emphasized physiognomy of his face. This phenomenon can be
interpreted as a genre theme with the representation of a common everyday person
with individual facial features captured in a pensive moment. In comical contrast with
his pensive posture, the figurine’s large bald head, high forehead, protruding ears and
thick eyebrows introduce a comic persona that originated in the theatre. It is known
that mime actors performed without masks and it is almost certain that our ‘pensive’
character represents a mime actor. Mime was a short stage show that treated themes
and types taken from everyday life in the spirit of parody and satire.

Even gods and heroes were represented as mortals with vices and flaws. Mime
became popular in Greek theatre during the Late Hellenistic period. The Romans took
mime from the Greeks and it became so popular in Roman theatres over time that
during the Late Roman Period it almost completely surpassed tragedy and comedy.5
The earliest mimic shows were given in private houses and they became exceptionally
popular in the rural areas of the empire.

Mime shows consisted of monologues, dialogues, scenes and choruses.16
The characters and costumes were inspired by everyday life and could be funny or
serious. Interest in mime was great due to the visible facial expression of the actors
who performed without masks.

Besides regular actors in mimes, these shows featured performances by

15 Ibid., 23, 24.
16 KOPTH-KONTH, ., 1994, 81-82.
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naturally unattractive and deformed persons. Mime

actors, unlike tragedy and comedy actors, did not

wear masks and cothurni and were sometimes called
j planipedes.

That the figurine represents a comic persona
from the world of mime is strongly supported by the
fact that the actor wears a short chiton and has the
disproportionally large head {hydrocephalous), thick
lips, big nose and protruding ears of the ‘thinker’—an
appearance consistent with the typical features of a
mime stage character. These very features were almost
obligatory for all mime actors and for some grotesques
in coroplastic works.I7

The nose ofthe figurine found in Stobi is more
bulbous than crooked, as is the case with the majority
of such representations. Thus the head and the nose of
the figurines from Stobi of mime actors is more similar
to the 2rd century AD representation of a mime actor
found in the Eastern Necropolis in Thessalonica that
is dressed in a chiton and a long himation over his left
shoulder.B8

The head is similar to the head of the

A grotesque, Museum of Pella  walking slave-actor from Smyrna, most probably a
representation of a mime character dressed in a short
chiton with one of his arms raised.9The high forehead

and the elongated sunken face follow the standards of similar appearances in mimes.
In its overall appearance, however, including the short chiton and the gesture of the
hand raised to the chin, it bears the closest resemblance to the figurine of an elderly
actor wearing a leather face-mask which has been found in Thessalonica and dated to
the beginning ofthe 2rdcentury BC.2D

17 Almost all the grotesque and comic figurines from Myrina, most of them representing mime actors, are of bald
men. See Molard-Besques, S., Il, 1963, pi. 174-176. Even the most famous grotesque among entertainers (the one
of the Punchinello type) has similar features, albeit more caricatured. See Grandjouan, C., 1961, 24, pi. 16, 643,
644; as well as the relief lamps on pi. 25, 933 and pi. 29, 1043. These are dated to the second and third century
respectively.

18 KOPTH-KONTH, Z., 1994, catalogue Ne 95. Height: 0, 19 m. The base on which this figurine stands is the
same as the one found on the Stobi figurines: rectangular at the front and circular at the rear. The right arm is
bent on the chest, while the left is lowered holding the himation. It bears the following inscription: AAe&av/dpou ,
meaning ‘Alexander’s’.

19 Higgins, R. A. 1967, 112, pi. 52 D, E. Figurines of mime actors were quite popular in Smyrna during the first
century BC and the first century AD.

20 Thessalonika, 1986, 113, fig. 102.
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Fig. 1 Fig. 2 Fig. 3

Let us also give some credit to an alternative hypothesis, though in my
opinion it is less plausible than the first. Thus it is possible that these figurines are
representations of the Atellan fables ( Attelanae) from v
types ofcharacters with comic appearance and unattractiveness. Our character could be
that of Dossennus, a caricature of the conceited philosopher, as shown by his pensive
posture. Yet this is arather bold statement because ofthe lack of material analogies for
such an identification, since the other two artefacts discovered on the site ofthe theatre
in Heraclea in the Republic of Macedonia, depict only the head of this actor-jester.
The first was applied to a clay pot; while the other was made of bone with its backside
serving as a vessel for salve or perfume.2l Moreover, there are no sufficient analogies
that could help us determine what this character of Dossennus might have looked like
in his entire physiognomy.

As for the interpretation of the theatrical figurines in general and their
connection with the deceased and the sites where they were found, the first and most
natural guess would be that the tombs in which such figurines were found belonged to
actors.2 The association of the theatre with Dionysius is direct, and it is known that
Dionysius was quite respected in Stobi. There is a possibility that the deceased was a
priest of Dionysius or some other person of significance in the city whose intent was
to gain enhanced protection from Dionysius. Yet there is always a possibility that this

21 JaHakueBckwu, T., 1988, 24, 25, figs 21 and 22.
22 KOPTH-KONTH, Z., 1994, 82
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Fig. 4 Fig. 5 Fig. 6

representation simply belonged to somebody of either sex and of any age and that the
figurine was placed in the grave for no particular reason except for the fact that it was
a possession of the deceased.

Theatrical plays are proofofthe culture oftheatre in a city. It is certain that such
plays predated the building of the theatre in Stobi, as earlier mime plays were given
at private residences. Corti-Codi concurs with Berber that the figurines from Stobi are
contemporary with the epoch when mime was dominant at the Greek theatres. It must
also be allowed that these figurines might have been imported.

The three figurines from Grave No. 1913, as well as the lagynos, unguentaria
and the ritual vessel, have all been dated to the first century BC. The same dating
applies to the other lagynos found in Grave No. 278.

The umbrella term ‘grotesques’ usually includes figurines related to phallic
cults and representations of professional entertainers (such as dwarfs) and ordinary
caricatures. The difference between the two genres of figurines—the theatrical
representations and the grotesques—diminished greatly in the Imperial age, most
probably because persons with deformities were involved in mime and other
entertainment shows.23

The first of our grotesque figurines represents a dwarfwith an enormous head
(hydrocephalous) and remarkable facial features on top of a clumsy body (Fig. 5).
The figure is dressed in a loose himation that falls from his left shoulder to the right
underarm. A common feature of this type of figurine is that they have large noses
and lips. The eyes of the figurine are particularly striking and protruding. We may
conclude that the coroplast successfully captured a truly deformed face (Fig. 5).

23 Grandjouan, C., 1961, 23.
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Many identical representations have been found during excavations undertaken
at the Eastern Necropolis of Thessalonica. Unlike the figurine from Stobi, these were
found intact. It is still evident that the figure stood on a low rectangular base. Its left leg
is slightly inclined to the right, its feet protrude from underneath the himation which is
held by its left hand and thrown over its left shoulder. The base is hollow underneath,
with no air vent at the back. Their average height is 0.105 m. Two of the Thessalonica
figurines, unlike the figurine from Stobi, do not have easily distinguishable facial
features. They are dated to the 1t and 2rdcenturies AD. 24 The Museum of Pella has a
very similar figurine of a short male with an enormous head and identical positioning
of the arms; yet the base is round and high. The figurine from Stobi was found in
Grave No. 1304 and dates to the beginning of the first century AD.

Ofthe second grotesque figurine, only the head was found intact. It is a unique
find in Stobi and it is one of the oddest depictions in terracotta ever found on the site
(Fig. 6). This head with protruding ears, a large, bulbous and fleshy nose, a wide
incised mouth and a protruding brow bears a striking resemblance to a prehistoric
man. The intent of the artist to exaggerate certain facial features to achieve comical
appearance is evident.

We are aware of the popularity of Negroid types, as well as faces with Semitic
features or satyr-like features; all of these have marginal appearances as grotesques.
Our figure seems to belong to this group. Yet the most striking and oddest feature
of this specimen, under closer inspection, is that the body (what is left of it) has a
cylindrical shape. There are no hints of any representation of limbs or clothes and it
was not given a stylistic rendering. In the course of my research into plastic lamps
from the Agora in Athens, | have seen similar terracotta figurine-lamps depicting genre
scenes, mime actors and grotesques with similar cylindrical bodies which served to
connect the modelled head to the oval lamp base with an opening.5However, most of
these 3rdcentury plastic lamps have handles and an opening on the head for refilling.
Though the specimen from Stobi does not have these elements, it introduces a possible
identification of the usage of this interesting terracotta finding. On the other hand,
this head might have served as a protome. This figurine was found in the Southwest
Necropolis of Stobi, though it does not originate from a tomb.

A multitude of male and female figurines with fat faces and deformed bodies
were created in Smyrna and other Eastern Greek cities, as well as Alexandria, in the
first century BC and the first century AD. Though it is commonly believed that many
of these figurines represent mime actors or were adapted to represent them by the
addition of a Bsome of them might just have served as pathological studies of a
disease.®

Alongside the grotesques like the ones from Smyrna and Alexandria, which
were common in Eastern Greece, a local creation emerged in Priene. These figurines
of peculiar-looking and indecent women probably represent Baubo and were offered

24 KOPTH-KONTH, Z., 1994, catalogue Ne 38, 39. Traces of paint can be noted.
25 Grandjouan, C., 1961, 39, pi. 29, 1036. It has been identified as the head of mime actor figurine.
26 Higgins, R. A. 1967, 112.
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in the temples of Demeter and Persephone in the third century BC.2Z7

However, it would be prudent to view a great number of these grotesques as
having an apotropaic character, regardless of their origin. Many of them survived
intact up to modem times and are still used as lucky charms, preserving their ancient
forms.2B
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Pe3nWme:

TEPAKOTHU oUT'YPUHW O CTOBU O, TUMOT HA TEATAPCKN
MPETCTABN U ®PECKW

TepakoTHUTE (UTYPUHW OfF XKAHPOT Ha TeaTapCKu MNpeTcTaBuM U FPOTECKU
COYMHYBaaT Masi CermMeHT of 60ratnoT TepakoTeH (PoHA Ha nokanutetoT CTo6U. 3a
OBMe BMeyaT/IMBM Kpeauuu MHCMNMPUPaHWU 0f TeaTapCckaTta nporpaMma, focera He e
NUWYBaHO Kaj Hac. Tue patuvpaart npeg usrpagbara Ha CTOOCKMOT TeaTap, NOTOYHO
0f, KpajoT Ha 1 BeK N.H.e. 1 NOYeTOK Ha 1 BeK H.e., BpeMe Kora MMMOT, MaHTOMUMOT,
aTeNaHCKUTe Nakpauu, Tpareiujara v Komeanjata 6une rnaBHUTE WOya Ha Teatapckara
nporpamMa, Koja Hackopo Ke 6uze 3aMeHeTa CO HOBW MOro/IeMU CMEKTAK/N 1 LLoYa, KOW
noBeKke 6une 6/MCKN 40 BKYCOT 1 UHTENEKTOT Ha 11luMmjaHuTe.

Bo 3aBMCHOCT 0of nAeHTU(MKaLmMjaTa Ha KapakTepoT Ha NKOT, U3ABOEHN
ce Tpu Tuna.

MpBuKoT e “ AKTep Koj npeTcTaByBa pob6  0f TUNOT CeAHAT KOMUYEH,
06/7e4eH BO KpaTOK XUMATWOH npedpneH Mpeky NeBOTO pamMO M CO Macka Ha
nmueto.0BOj KapakTep moTekHyBa of Hosata Komegumja, Koja 06paboTyBa Temu 0f
CEKOjAHEBHUNOT XMBOT. ®Urypute Kom 6une MHCNMpUpaHW 0f KoMeamjaTta, cTaHane
eKCTPEMHO nonynapHy BO 4 BeK M.H.e. BO ATWKa U Ouie HaWMPOKO M3BE3YyBaHU
N UMUTUPaHN. XEeNeHUCTUYKMOT TUM Ha akTep CefHaT Ha onTap eKCTPEMHO LOJro
XKMBEeN, a BO PUMCKO BpeEMe Kora KOMUYHUTE akTepu 6une pefyumpaHn BO HEKOJIKY
Tnna, “Po6oT MpeABOAHUK” 6UN OMUNIEHNOT KOMUYEH KapakTep. 3a CeTo Toa Bpeme,
MOYHYBajKN 0f 4 BEeK M.H.e. Na ce 40 KPajoT Ha 3 UK paH 4 BeK H.e. NPOMEHUTE BO
MKOHOrpadujata ce MHory manu. LLITo ce oaHecyBa 0 HOCEHETO MAacKM Ha HUBHUTE
nuua, Toa e Tpagmumja Koja WTO oCTaHana ywTe Of npBaTa Bpcka Mefy TeaTapoT v
[JVNOHNCOBUOT KyNT.

MuMnuapuTe ce Apyra Kateropuja Ha Teatapcku urypu, ucto taka
0f, )XaHPOT Ha KOMWUYHUTE IMYHOCTW, HO TWe urpane 6e3 mMacka Ha nuueto. Tue ce
6n1CKy [0 KaTeropujata rpoTecku, HO He Ce TOJIKY KapukumpaHu. TpuTe UAEHTUYHK
(hMrypmHN noTeKHyBaaT 0f WCT rpob, a npeTcTaBata € BO3paceH 4YO0BeK 06/eyeH
BO KpaToOK XWTOH, KOj ja noTnupa cBojaTta rnaBa Ha fnaHkKata Of [ecHaTa paka.
NHxepecHa e U CUHO HarfiaceHata PU3MOHOMMKja Ha HEroBOTO fiMue. MUMOT Kako
mMana CueHcKa npetcTtaBa 06paboTyBan TeMU UM TUMOBU Of CEKOjAHEBHUOT XUBOT W
MMan NapofuyHo-caTMpuyeH Kapaktep. Toj cTaHan nonyniapeH BO FPYKMOT TeaTap BO
AOLHOXEeNEeHNCTUYKMOT NEPUOA, a CO TEK Ha BpPeMe Ke CTaHe ce MononynapeH v BO
pumckuTe Teatpu. OCBEH perynapHuTe TUMOBWU, BO MUMOT y4ecTBYBasie U MPUPOLHO
rpAN 1 AeopMUpaHn NMYHOCTH.

LLiTo ce ogHecyBa A0 MHTepnpeTayujaTa Ha TeaTapCKUTe Urypu HUBHaTa
NMOBP3aHOCT CO NOKOjHUKOT MU MECTOTO Ha Haofake, NPBMYHOTO 06jacHyBake 61 6K
[eKa rpoboBmnTe BO KOW Ce MNCKOMaHW BaKBUTE MpeTcTasu npunarane Ha aktepu. Victo
Taka 1 BpckaTa Ha [JMOHNC CO TeaTapoT e AMPeKTHa, a 3Haeme feka JuoHuc 6un gocta
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nounTyBaH Bo CTo6M, 3a WITO Mefy APYroTo roBOpaT U MHOTyTe TEPaKOTHU PUTYPUHM
MOBP3aHW CO Hero WAM HeroBumoT KyNT, npoHajaeHn Bo CTobu. Tyka e U MOXHOCTa
MOKOJHUKOT fa 6mn CBeLWTEHNK Ha MOHUC UK fa UMan HeKakBa BpCKa CO Hero, uiam
eHOCTaBHO MpeTcTaBaTa fa npunara Ha Koja v ga 6uno nepcoHa, CMecTeHa CO Hea
BO rpo6oT.

TeaTapcKkuTe NPeTCcTaBy Ce [0KAa3 M 3a TeaTapCKUOT XXUBOT BO eleH rpag.

TpeTaTta Kateropuja “IpoTteckn” rn BkaydyBa Qurypmute of hannyHuTe
KynToBW, npotecuoHanHuTe 3abaByBaun (BKNyUyBajKu rm v Keneumte) m 06UYHUTE
KapukaTypu. Pasnukarta nomery >XaHpoT TeaTapCKu (uUrypu n urypm rpoteckn ce
cManyBa 3a Bpeme Ha LapCcTBOTO, nopafu ynotpebarta Ha LeopMuUpaHn MMYHOCTU 3a
MUMOT U APYruTe Knacu Ha 3abaByBauyul.

Mpeata rpoTecka oa CTo6u e Kenew, CO ronema rnaea (Xxuapokeganoc),
a cocemMa MAEHTUYHM MpPeTCcTaBW, Kako M MHOrynatu gocera, ce mckonaHu Bo W.
Hekponofa Ha rpagot ConyH. BTopaTa rpoTecka of Koja e coyyBaHa caMo rnaeata co
Knemnaeu ywn u ronem 6abypect HOC, MHOTY Ha/lMKyBa Ha NPanucToOpU-CKU YOBEK.
MpeTcTaBata He e rPO6eH HaO4 ¥ Ha Hea Hema Tparu o4 paue uam obneka, na Moxeowu
HameHaTa Ha OBaa rMMHeHa n3paboTKa e HeKoja Apyra, a He urypuHa.

Purypn Ha Maxu 1 XeHu co febenn nvua v geopmumpaHn Tena Ha
ronemo ce npaesesie BO CMUpHa W SpyruTe UCTOYHO FPYKU rpajoBu, Kako U BO Anek-
caHapuja Bo 1BeK M.H.e. U 1BeK H.e. lako 3a MHOry o1 0OBMe (PUTrypu ce BepyBa fleka
npeTcTaByBaaT akTepy BO MUMOT, APYruTe MoXxebu ce camMO NATONOWKK CTyAMM Ha
6onecta. AneKcaHAPUCKOTO BAMjaHME W HAK/IOHOCTa KOH XXaHp TEMMW, KapuKMpaHu
(hopmu, napoaum n catmpa, Bo CTobu He ce ornegysa caMo BO (DUIYpUTe Ha TPOTECKU.
Tyka BneryBaaT M HEKONKYTe LPHEYKM [NaBu, a MOXe-6M M OHaa CO CeMUTCKU
KapakTepuctuku. OBMe MOTMBM He He yypnaT 3atoa wTo BoO CTO6M MPETXO4HO ce
OTKPUEHN HaoA4M KOW ynaTyBaaT Ha BPCKUTe CO AJieKCaHApuja, Kako CTaknoTo M
CaTMpoT TaH4yap of 6poH3a. I mounTyBaweTo Ha M3nga e NOTBPAEHO MpPeEKy efeH
HaTMUC U MOHETWTE, a MOCTOeN M XpaM NOCBeTeH Ha oBaa 6oxuuya. M og Cepanuc
e MNpoHajieHa MepmepHa rnasa, a Heroparta NpeTcTaBa UCTO Taka ja cpeKaBame Ha
CTOOCKMTE MOHETW. 3a roNem fen Of 0BME FPOTECKM € NPea/IoKeHO Aa ce pasriefysaar
KaKo arnoTponejcKy BO KapakTepor.

BaneHTnHa lNMeTpocka lMeTpyweBcka
(English Translation by Jelena Jari¢)



