PELIEH3USA
Ha TpyJa Ha
npod. a1-p Kocragun Padaxxuen

»BOI'OBETE B YHOBEILIKOTO ITPOCTPAHCTBO: APXEOJIOI'S HA
EJIMHCKUTE NPEACTABU*

MPEACTABEH 32 3allUTA HAa JUCEPTALMS 32 [T0JIy4aBaHe HAa HAy4yHATa CTEIEH
»1OKTOP HA HCTOPHUYECKUTE HAYKH

ot npo¢. MiBan Mapasos, Aa.H.

N300pbT Ha Temara 3a AOKTOpCKaTa aucepTanus € amOunuo3eH. B Hamara apxeosnorudecka u
M3KYCTBOBEJCKA UCTOpHOrpadus JUICBAT U3CIIECABAHUS, 3acsArally TakuBa 00EMHHU BBIPOCH Ha
eJIMHCKaTa Ky/lTypa. B To3u Tpya 3a NpbB BT C€ CpeliaMe C OIUT Jia ce HaBlie3e B AbJI0O0YNHA B
npobiemMaTukara He caMO Ha TPBLKOTO H3KYCTBO, HO M Ha OOYyCHaBSIIUTE IO PEIUTHO3HU
npencraBu. IMEHHO B TO3M CMUCHJI TPYIbT € MHOBALIMOHEH HE CaMO KaTo TeMaTHKa, HO U KaTo

npejaraHu pereHusl.

3a Ja C¢ pa3pa60TH Ta3W TOJIKOBA IIWPOKa TEMa, € HCO6XO,Z[I/IMO aBTOPBT ,u06pe Ja IIO3HaBa U
MaMCTHUIUTE HA I'PBUKOTO U3KYCTBO, U PCIIMTUATA, U UCTOPHATA HA CIIMHUTEC. BenHara TpSI6Ba Ja
Kaxa, 4c HpO(i). Pa6aJI)KI/IeB € HaII'bJIHO INOATIOTBCH 3a U3IIBJIHCHHUCTO HA TaKaBa CJIOXKHA 3aJiayda.

Ho camo Oorarara cpyaunus HEC CTUl'a — HYy’KHa € IMoAXO0A41a METOA0JIOT U, YPE3 KOATO OoroBeTe



HAaUCTUHA Ja OBJAT MOCTaBEHH B YOBEIIKOTO MPOCTPAHCTBO. Paba/kueB M3moii3Ba METOJa Ha
UCTOpUYECKAaTa PEKOHCTPYKIIHS, KOETO MY I103BOJISIBA J1a aHAJIM3HUPA IIPOLIECUTE B U3MEHSAIOTO CE
PEJIUTHO3HO U €CTETUYECKO Ch3HAHUE HA JPEBHUTE €JIMHU U, ChOTBETHO, HA MPOMEHSAIIOTO CE

OTHOIIIEHHE MEX]Ty MpeicTaBa u o0pas.

[IpennoxxeHuaT Tpya € U3rpaieH M3KIIOUUTEIHO JOTUYHO. TOM BKJIKOYBA NET YaCTH, BCSIKA OT
KOUTO MOCTENEHHO M3rpaxkjaa TemaTa. KaTo 3amouBa ¢ XxapakTepuUCTHUKa Ha €TUHCKUTE OOrose,
aBTOPBT aHATU3Upa crieur(uKaTa Ha CaKpaJIHOTO MIPOCTPAHCTBO JAOKATO HAMEPHU MSICTOTO B HETO
Ha OoroBere. BbB Bceku euH OT naparpadure pasriiex/ia OTISITHATE aClIEKTH, KOETO OCUTYpPsIBa
HarJeIHOCT Ha M3JI0XKEeHneTo. YacTTa 3a mepudepHUTe MPOCTPAHCTBA € OT 0COOEH MHTEpeC, Thil

KaTO MOXKE 1a IOCIY>KHU U KaTO METOAOJIOTMYICCKa 0a3a 3a aHaJIM3 Ha TpaKHﬁCKH peainu.

Bropara uact ,,boxkecTBeHara mosiBa cpei CMBPTHHTE ONKCBAa CIOCOOMTE Ha OOIIyBaHE Ha
xopaTta ¢ 6ora. B mcropruecka peTpocneKTHBa € pa3KpHuTa ChITHOCTTA HA 00)KECTBEHOTO U KaK TO
ce MposiBsiBa B cBeTa Ha cMbpTHHUTE. EcTecTBeHO € omie y OMup Oorosere, KOUTO UMAT 0010 B3E€TO
YOBEIIKU OOJIMK, a Ce MOSBSABAT B Apyra opMa: KaTo KpaCMBO MOMYE WJIM MOMHYE WM KaTo
ntuna. Kpacorara (kakto u pa3mepute) Ha O0kecTBeHaTa (purypa € oT roJisiMo 3HaueHHE — TOBA
€ OTJIMYUTEIHUAT Oeler. OTTyK W IMOBHIIABAHCTO 3HAYMMOCTTA Ha €CTCTHYCCKUA KpI/ITepI/Iﬁ B
U3KYCTBOTO. ,,IIpekpacHOTO He € €IMHCTBEHO eCTeTHYEeCKa KaTeropus, a € Ipeau BCHYKO

npU3HaK Ha 6oxxkecTBeHOCT. OT ®uanii HaTaThK OOroBeTe ca ,,KPacuBU ™.

Twit kaTo nenra Ha Pabamkues e ga paskpue 00’KecTBEHUs 00pa3, HAMIBIHO €CTECTBEHO TOil ce
o0pblia 1 KbM TphIIKaTa JApaMa. Jlokato B TpareausTa OoxecTBeHaTa Hameca e deus ex maching,
B KOoMeausTa 00KecTBaTa M repouTe UMaT IT'POTECKEH W3IJeN U mnoseaeHue. Te morar na Obaar

CpaBHCHH C ITbJIHATa ACTCpOoU3alrd Ha 00’KEeCTBEHOTO B T.Hap. Ka61/1p1/1qec1<1/1 Ba3H.

TpeTaTa 4qacCT € O03arjiaBCHa ,,PI/ITVB.J'IHOTO OPUCHCTBUC (B HOJIMCHUA KVJ'IT)“. Toga e KIIro4oB pasaci

B paborarta, Thil Karo 3acAra oOpeaHaTa cucTeMa, B KOSTO OOIIyBaT XopaTa U OOroBeTe.
AHHMKOHM3MBT KaTo O0KECTBEHA IMposiBa 0COOCHO 3aHMMaBa aBTopa. KaMbKBT KaTo 00pa3 win
BMECTHJIMILE Ha Oora mocraBs cskaml awieMa. Ho 3a JUTOMHTONIOTHSITA € XapaKTepHO Ja
aHTporiomopduszrpa wid 300MoppHU3Upa MPUPOAHU (heHOMEHH, 0coOeHo KamMbHU. VI B MuTa
cpeliaMe 4ecTo BKaMEHSBaHE Ha 4YOBEKa, T.€. JUTOMHUTOJIOTHATA Ipearoyiara MpeBpbhIlaHe B

CTaTys, a, KaKTO IMO-KbCHO 1€ BUAUM, U CTaTydTa MOXKE da OKHNBCC. HpI/IMep B Ta3H HaCOKa MOXE



na ObJie mpeBbpHaTaTa B cKaia cTpajaaia Huoba — 141 € karo ckbpoOsiiara Jlemerpa, KosTo He sije,

HC MUEC, HC T'OBOPH, HC C€ CMEC, CCAU Ha 3CMsATA.

CTaTYI/ITe YECTO MPUTE)KAaBAT coOCTBEeHa MOOMJIHOCT. 3aTOBa B MHOI'O MUCTCPpHAIIHA JPOMCHA 1€
OTKpUCM O6pCI[HOT0 THPCCHC 0CO0EHO Ha HEBECTH — NpuMEp B Ta3dl HACOKa € TbPCCHCTO Ha

CTaTysTa Ha Xepa, ApPXCTUIIMYHATAa HCBCCTA B I'PbUKUA ITAHTCOH.

OnTapbT IpaBWIHO € pas3IiIefaH KaTo Tpames3a, Ha KOSTO HEe3pHMO NpHChCTBAT U Oorosere. B
IPBLKOTO )KEPTBOIPUHOLIEHHE, OLIE OT BpeMeTo Ha [IpoMereii, ca CTpUKTHO pa3rpaHUyeHH AsIIbT
Ha Xopara u JenbT Ha Oorosere. JlenbT Ha GoroseTe € AMMBT / apOMaThT HA J)KEPTBaATa, a Ha XopaTa
— Mecoto. ETo 3amo u pasmpeneneHHMET0 Ha MeEcOTO Mo (WiId O3HayaBa CHMBOJIMYHO
PEKOHCTpyHpaHEe Ha COIlMyMa II0 BpEeME€ Ha BCEKM IPa3HHUK C KepTBolpuHouieHue. Y B ToBa
JIeWCTBUE aKTUBHO y4acTBa 00KECTBOTO, KOETO CHIIO I10JIy4aBa CBOS J5UI OT JKEpTBaTa. 3aT0Ba Ha

IIpa3HUKa UMa U aeoK: HEroBarta e € ﬁepapxmnpaHeTo Ha conuyma.

CrnenBa yOeaMTETHO pa3KpHBaHE HA MACTOTO M POJISATA HA XpaMa B TPBIKATa KyJITOBA TPAIUIIUS
KaTto , Kuiunie’ Ha Oora. B Kpak CbC ChbBPEMEHHUTE apXEOJOTHUYECKU H3CIeABaHUS TMPOd.
PabamxueB pasriexna xpama B pa3inyHa cpefa: B MOJUCA, B U3BBHIPAJACKUTE CBETUJIMINA U B

AuBaTa 1pupoza.

Jlorm4Ho ciesBa UCTOPUUYECKU aHAJIU3 Ha MSCTOTO U pOJIATA Ha cTaTysTa B Xpama. ToBa € eluH
OT Hal-IMCKYCUOHHUTE BBIIPOCH B apX€OJIOrUATa U N3KYCTBO3HAHUETO HA aHTUYHOCTTA. Jlanu Ts
€ BMECTWINIIEe Ha Oora WM caMO My JaBa 3puM o0Opa3 3a BspBamuTe? PaHHUTE cTaTym C eaBa
Ha0ess13aHN aHTPOIIOMOP(HU YEpTU ce OKa3BaT CKBIIOLICHHU PEJIMKBH, OT €1HA CTPAHA, 3all0TO
uMaT OO0KECTBEH NMpOoM3X0J (IajHaIu OT HEOEeTo, JOHECEHU OT MOPCKHUTE BBJIHU U T.H.), a OT
Jpyra, 3all0TO ca CBHJIETEICTBA 32 UCTOPHUYECKA IbJIOOUYMHA Ha MOSBaTa HA ChOTBETHUS IMOJIHC.
OTTYK M CTpeMeXbT 3a IPUCBOSIBAHE HAa 3HAMEHHUTHU B €110ca KCOAHOHU (Harp. nanajaus Ha Tpost)
WM 32 OIpEBHSABAaHE Ha puTexaBaHarta ctatys (139). TeHKOTO HabMI0IeHUE, Y€ OT MECTHO IBPBO
ce MpaBsT CTaTyHTE B XpaMOBETe, a OT ,,BHOCHO* — BoTuBHUTE (142) moacuinBa posdra Ha ,,CBOETO™

B TOBa CBIICPHUYCCTBO MCKY MOJHUCUTC.

OT 0coOeH NHTEpeC ca aHATM3UTE Ha aBTOpa 3a ,,)KUBHUTE cTaTyn . OT eIHa CTpaHa, OCHOBHHST UM
HpI/ISHaK € TdAXHaTa MO6I/IJ’IHOCT, oT J:(pyra — CaMOCTOATCIHOCTTAa UM, OT TpeTa — BKJIOYBAHCTO UM

B pUTYaJIHO 06J'II/I‘-IaHe, YKpacsaBaHC, XpaHCHC. Camara CTaTysd MOKC Oa HOFYGI/I C morjaca Karo



Menysa. KeMm npumepa ¢ Aqmer Moxe Ja ce MpUCheIuHU U ctatysata Ha [Iporecunait — u nBere
ca B posisita Ha cyocTuTyT. KBbM Te3u puTyaaHH MpOIeIypy MOXKE Ja ce MPUOABU M BPH3BAHETO
/ OKOBaBaHETO Ha CTaTyH, 3a Jla He HallycKaT XpaMa U noiuca. Ennynure o6pasu Ha ,,00)KUBEIH

cTatyu (kato Ha Ta3u Ha [Iporecuaii) BAM3aT B ChUIUS KOMICHIUYM.

AHanu3 Ha pa3noJIOKEHUETO HA CTATyUTE B XpaMa U Pa3ChkKACHUS OTHOCHO TEXHHUTE Pa3MEpH.
HMar 1u Te OTHOILIEHHE KbM ,,BUcCOYMHATa™ Ha Oora? I'memar Ha M3TOK, MOXKEe OM HE 3a Ja ce

OrpsiBaT OT CIBHIIETO, & 3al[0TO TaM € U3IPEBBT, HadanoTo (145).

OT Te3u aHaIM3Hu CJI€ABa JIOTHYHUAT U3BOJ, Y€ APEBHUTE CTAaTyU (baKTI/I‘IeCKI/I ca PCIIMKBH. Hamn
" CpCl PUMCKUTE HeHaTI/I, kouto EHel n3Hecha ot ropsmara TpOfI, N KOUTO CTaHaJIM KbJIHOBC Ha

puMckHst poJ, 6m u [lanaguyMbT, IpUTEKAHUETO Ha KOMTO OCUTYPSIBAIIO 3aIlIMTa Ha TPaja.

PaznensT 3.5 pasraexaa obpeaHata poiisi Ha 3HaMeHUTaTa craTys Ha Ouauit Atuna [TapteHoc B
NoJIMCHUSA npa3HUK. TpsOBa aa nmocoya, ye auTeparypaTa o BbIPOca € OrpOMHA M IOCTOMHCTBO
Ha JUCepTalMsiTa €, Y€ aBTOPBT HE IT0THhBA B HEsA, @ KPUTUYHO 5 U3II0JI3BA, KOETO CBUIETEIICTBA 3a
ONMTEH M 3aBBbPILIECH u3cienosares. Hama na ce cnupam Ha Te€3 BIABXHOBEHHU CTPAHMIIM, CaMO I1IE
nojx4epTas ymMeHuero Ha PabajkueB a anann3upa n3obpasuTenHara nporpaMa Ha IriIaBHUS Xpam
Ha Akponosa. CTOHHOCTHO € HabroAeHueTo, ye HoHuickuAT ppus Ha [lapTeHoHa e pa3nooxkeH
Ha HUBOTO Ha IOTJIE/Ia Ha CTaTysTa B XpaMa: MpeJ ounuTe Ha OOTMHSATA Ce pa3BHUBa pUTyaJHaTa
npouecusi Ha [laHaTuHenTe. A BB3MOXKHO — B HEro € BBIUTbTEHA IsIaTa aTMHCKA Mpa3HUYHA
cUCTeMa, KakTo mnpennosara Bunnenn bpunkman. Ot gpyra crpaHa, [JOINYyCTUMO €
camocpaBHeHHeTo Ha Puanii ¢ 1en10To Ha MUTHYHUTE cKyanTopu Xedect unu [Ipomereit. Hanu
n3BaiiBanero Ha [lannopa e usBbpiieHo ot Xedect. Jamun Ouauil, KOWTO BKIIOYBA TO3U CIOKET B

n300pasuTeNHaTa IporpaMa Ha CTaTysITa CH, TyK He Ce € CHIIOCTABIII C HETO?

PazgensT ,,rHaC'LT Ha Oora“ BCBIIHOCT BbBCIK/IA POJIATA HA dKYCTUYCCKUS KO (HpOpI/IHaHI/IeTO) B

rpplKara peiaurus. Pazoupa ce, 1 B Ta3u 001acT MaTepualIbT U ThIIKyBaHUsATa ca HeoOxBaTHU. Ho
3a Tpy/Ja TO3H aCHeKT Ha 00KECTBEHOTO MIPUCHCTBHE U OOLIYBAHE C XOpaTa € He 0-MaJIKO BaXKEH,
OTKOJIKOTO BU3YaJTHHUAT 00pa3. 3HAMEHUATA U MOJIMYOUTE Ca CEMHOTHYHA CUCTEMA, KOSITO MOXKeE

Aa pa3ucTe CaMo CIICHUAJIUCT B TOBA MOJIC: MPOPULATCII-IIOCT, MAI'bOCHUK U T.H.

[TocnennusT pazaen ,, MUCTEpUATHUAT MPA3HUK: OOTOBE U XOpa 3aeHO € TTIOCBETEH Ha cpeliara

C TaliHOTO IMMO3HAaHHUE, TaBAHO B MMPOLCCa HA JICTOMCHA U JPOMCHA HAa MUCTCPUUTC (B ciydas case



study ca EneB3uHCKuTE MHCTEpHH). AKIICHTHPAHO € BbPXY BU3YaJIHUTE ACHCKTH HAa HOIIHHUTE

TailHCTBA — OJMKBAHETO HA spKa CBCTJIMHA, aHAJIOT Ha IMOJIYUYCHOTO 3HAHUC.

PaGamxueB BsipHo otOenszBa, ue B Enersuna Ilepcedona peanno He e mporaronuct. Tosa ce
IBIKU Ha OOCTOSITENICTBOTO, Y€ KAaTO BCSKAa HEBECTa, TS € MMACHUBEH, MHEPTEH ,,00€KT™: Hes s
o0MyaT, yKpacsiBaT, OTBIMYAT, BOASAT s 3a pbKa U T.H. Thbi Ye TA € JONBJIHUTETHA (urypa
o0o3HavaBaia MaldYMHCTBOTO Ha JlemMeTpa M CBIPYKECTBOTO CH ¢ Xajnec. HeitHata poss e B
MapKUpPaHETO Ha MPEXO/, 3aTOBA CJIM3a U CE KauBa OT MOJ3eMHOTO IIapcTBO. ToBa € U ChIIHOCTTA
Ha MUCTepUsTa: OJIaXKEH €, KOWTO € BUISUT TO3H ,,ITBT* — TOW BeUe 3HAe CMUCHIA Ha mipexonaa. Tyk
MOXKe J1a OBbJe MPUBICYCH M TPOHBT OT TpoOHUIaTa Ha [lepcedona ¢ HapucyBaHara BBPXY
o0JjerankaTa ClieHa Ha 3aBpPbBIAHETO Ha OOTMHATA BbpPXY KoyiecHUIa ¢ Xazaec. B Ta3u macuBHa
MO3UIIUS HA eJIeB3MHCKaTa OOTHHS € pa3NuKara ¢ opruyeckaTa mpeicTaBa, KbJIETo TS € [apulia Ha

MMOA3CEMHHUA CBAT U T4 IIPUCMa MUCTUTEC B HETO.

beneowcku. EcTecTBEHO B M3CIEABAHETO HA €4HA TOJKOBA CIOXKHA HUCTOPUYCCKH, HACOJIOTHYCCKH
" CCTCTUYUCCKHU MAaTCpusd a CbIICCTBYBAT U Pa3JINYHU HHTCPIIPCTALINH. Hpez[naraHI/ITe OeJIe)KKHU B
HUKaKbB cnyqaﬁ HC LOCJAT U HC MOraT Ja OMaJIOBaKaT IMPHUHOCHUTC HA aBTOpa, a HAIIPOTHUB, Ja

pa3IUPAT UHTEPIPETATUBHOTO TOJIE C JPYTa ONTHKA.

1. He cbM curypel, ye obuyaute mo OOJMYaHE, YKpacsBaHe M XpaHEHE Ha CTAaTyUTe ca
BB3HUKHAIIM CaMoO T0J] BIMSHUE HAa XeTH Win eruntsHu. [lo-ckopo ToBa € eqHa KynToBa
YHHUBEPCAIHs, Ype3 KOSATO ce OTOENsA3Ba aKkThT ,,00H0856ane’ . Hali-uecTo o0nruaHeTo e
CBBP3aHO C MPOIIECYAITHO ,,M3HACSHE U ,,00MKONIKa Ha cTaTysATa. Te3u oduyan ru umMa Ha
MHOT'0 MECTa, KOUTO HE MOTaT Jia ce CBbpxkar ¢ M3Toka. YKpaleHusTa ca Hal-BaXHUSAT
CTaTyCEH 3HaK: KOraTo clin3ajia B MOJ3EMHOTO IapcTBo, Mimap Ha Bcsika BpaTa ocTaBsia
HEUI0 OT ToajeTa CH, Ha IOCIeJHATa BpaTa CBAIWIA M YyKpalleHWsTa W yMpsa.
[TokazareaHO e U3MOI3BaHETO Ha KexXJnbapa 3a yKpalleHus 0COOEHO Mpe3 apXxaukara: 1Mo
OperoBere Ha pekara Epujan, BhIUThINABAINA TPAHUIIATA HA KPAlHUS CEBEp, ChOMpPAIU
KexJimoap, MOsIBHII C€ OT CHJI3UTE Ha AbIIEPUTE Ha XEINOC, KOUTO OIJIAaKBAIA CMBPTTA Ha
®daeton. T.e. kexMOapbT € MaTeprana OT OTBBIAHOTO, OT YTOIMMYHATA OJIayKeHa CTpaHa U

TOBa 06ycnaBs{ MMPpECAIIOYUTAHUATA KATO MaTCpUAJl 3@ HAKHUTH.



A B 00penu ot Tuna Ha [lenepyna uinu mbK B MackapaJHUTE UTPU CHIO UMA OOJIMYaHE —
TpaBecTus. TOYHO Te€3UM PUTYyaIHU ACUCTBUSA JOKA3BaT OTHOILICHHME KbM CTATysATa KaTo

,,)KI/IBa“, KaTo ,I[BOI>'IHI/IK Ha Oora TYK, B HOBCIIKOTO ITPOCTPAHCTBO.

BoxxecTtBOoTO enBa i Moke na Obae ,,IACMBEH PEMHMIMEHT Ha JapoBeTe: Meroca,

HAaKHUTUTC U Op. BCT:I_I_[HOCT, TO 'l U3UCKBA, KAKTO I' [IpUC€Ma, TaKa MOKEC U Ja ' OTKAXKE.

bux 3acunmmn ponsita Ha OTHHUILETO B O(GOPMSIHETO M JIEHCTBEHOCTTa HA CAKPATHOTO
IIPOCTPAHCTBO. X€CTUSl € HEMOJBMKHAT LIEHTHP, IPE3 KOWTO MHUHABa OCTa, CBbp3Ballla
TPUTE CBATA, OTKBICTO CE PaKIaT 3aKOHHUTE Aena (Ts € KypoTpodoc) 1 3aKOHHATa BIACT:
3aTOBa U MPE3 paHHATa ernoxa Kpail Hero ce chboupa enuThT — XeCTHsI OCUTypsiBa 3aKOHHATa
HACJIEJICTBEHOCT, KOETO € Ba)XXHO 3a reHeanorusta. Ha GoruHsTa ce mpUHACAT MBPBUAT

3aJIBK Y II'bpBaTa Kallka BUHO, T.C. T NOAPECIKAA ITPAa3HUKA.

He Mmora na ce cbriiacsi cbC CpaBHEHHETO HAa KCOAHOHA ChC ChbBPEMEHHUS €KCIIOHAT U e
TOBa TPsOBa Ja ObJE €/Ba JIM HE OCHOBHATAa OTIIPaBHA TOYKa MpH u3cienBaneto (157).
IlenHocTTa € HE B ecTeTHYecKaTa WM MaTepuaiHaTa CTOMHOCT Ha CTaTysATa, a B HEHHUS
qyZieceH Mpou3xo] — Oener Ha OcoOCHO BHUMaHHME Ha Ooroeere, Ha M30paHOCT, Ha

KOHCCKpaluia (Cp MaJHAIUTE CpEa OI'bH NPCIAMCTH B CKUTCKHUA CTHOI'OHUYCH MI/IT).

NHuTtepecen BbIPOC ca ChKPOBUIIHUIIATE B rosieMHUTe cBeTwiunia (Hamp. B [endu). Tam ca
Ma3eHu JapoBeTe 3a OoroBeTe Ha Te3u cBeTwiMia. Kak cienBa Te qa ce pasmosioxkar B

CCMAHTUYHOTO II0JIC Ha CaKpPAJIHOTO BPEMEC U HpOCTpaHCTBO?

EnBa nmu cnen orinyaneto Ha Kopa Jlemerpa BbhcTaBa cperny Mbxkus cBat (219). Io-
CKOPO B HEHHOTO MOBEACHHE CE CHEMA MTo3HaTaTa (POIKIOpHA MapaJurMa Ha cBardaTa KaTo
CMBPT, a U camaTa JIeBOMKa OIUIAKBA pa3fsiiaTa ¢ MailkaTa KaTo OTUBAHE B JIPYTUs CBAT.
CBatOeHMAT IBT OT JIOMa Ha Oamara Jo JoMa Ha MJIaJo)KeHella BUHArd ce U3MUHAaBa Ha
KOJIa, ThU KaTo € ,,AIBI", KATO I'bTA 0 APYTHS CBAT. JleMeTpa He ce OnMUTBa Ja IPOMEHHU
ChIIIECTBYBAIIIMS COLMAJIEH MOPSAIBK — TS IOCTHIIBA CIIOPE]T JIOTUKATa HA MUTOPUTYaJIHATa
MIpaKTUKa MPHU pa3fsiara Ha Maikara ¢ AbIIEpsTa, KOSTO Clie] cBaTOaTa cH MmpecTaBa Jia
ObJ1e ,,HeitHA®, e/]Ba Ha OTIpe/IesIeH JIeH Clie/] cBaTOaTa IbIIEepsITa e TOCETH OTHOBO Maika

CH.



6. Koraro Hapex ¢ BU3yaliHaTa ce pa3riekaa U akycTU4ecKaTa KOMyHUKalWs, He OuBa J1a ce
IPOITYCKAaT U COHOPHHUTE 3HAIM, KOUTO 0jaBaT OoroseTe (Hamp. IO Jias Ha KydeTara ce
ycellla IPUCHCTBUETO Ha Xekara, IpU BHE3allHAa THIIMHA INpeMHHaBa XepMec,

rpbMOTEBHIIATA HA 3€BC U T.H.).

Ipunocu na mpyoa. Hakpas 1ie ce onuTam Jja CyMHpaM OCHOBHHUTE IPUHOCH Ha JMCEPTALIUATA.

1. TIlocTosiHHO pasriacxkiga peiauruo3Hara nmpeacraBa B UCTOPHUICCKA JHUHaAMHWKa M TOBa €

€IHO OT Hal-Ba)KHUTE JOCTOMHCTBA HA TpyHda € OIJIeJ Ha 3aJavara.

2. OCHOBHUSAT MaTepuall, BbPXy KOWTO C€ TpaJy HM3CIEABAHETO, ca MHCMEHHUTE H3BOPH,

aApXCOJIOTNYCCKUTE HAXOAKH, TAMCTHUIUTC HAa U3KYCTBOTO.

3. IlpouechT Ha PETUTHO3HOTO / KYJITOBOTO M3IIOJI3BAHE HA CTATyUTE BBPBH OT JIBOPELA C
OTHMILE — XpaM (OLIe B MUKEHCKO BpEM€e) KbM XpaM CbhC CTaTys B HETO M OJITAp, OKOJIO
KOITO ce M3BBPLIBAT BCUUKH KYJITOBU JeHCTBMs. ToBa OTroBaps Ha IOCTENEHHMS

[MpouccC Ha ACMOKpaTU3alysd Ha I10JIMCa.

4. OnpeBHSBAHETO Ha CTATYHTE € W3pa3 Ha CHIIEPHUYECTBO MEXAY rpajoBere (cp. C
IPETCHIMUTE 3a TpHUTeKaBaHe Ha ,ucTHHCKHA® [lamaguon). J[peBHocTTa € 3HaK 3a
HayasHOTO Bpeme, illo tempore, T.e. 3a mpsika OokecTBeHa Hameca, 3a OOXKECTBEHA

OIICHKa Ha aJ€H €THOC / IIOJINC.
5. OT MecTHO IBPBO Ce MPABAT CTATYUTE B XPaMOBETE, a OT ,,BHOCHO* — BOTHBHTE.

6. CrartysaTa u oNTapbT NPUHAICKAT HA PA3IMIHA OOPETHH MPAKTHKH — Pa3KpuBa IO B

HCTOPHUYCCKAa JTUHAMUKA.

7. MobunHocTTa Ha cTarysTa € Ba)KeH MOMEHT B puUTyajHaTa posisi Ha oOpasa Ha Oora.
W3HacsHeTO U BPBINIAHETO HA CTATysATa (32 M3MUBAHE WM B IPYT XpaM) ChOTBETCTBA Ha

00peTHOTO 1 OTKPUBAHE — MOKPUBAHE.

8. OOimuyaHeTo M HAKWYBAHETO HA CTATYHTE € 3HAK Ha MPSKO 00NIyBaHE ¢ OOra, KOeTo ce

JOKa3Ba OT CBBINAACHHUCTO Ha TO3U 06peL[ C 06penHaTa Tpalie3a Ha 00KECTBOTO.
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11.

12.

13.

14.

15.

CMUCBHIBT € ,,JapsiBaHe’, KOETO cTaBa OOMKHOBEHO Ha mup. ToBa € u3pa3 Ha Bspara B

(13
,»KABU CTaTyu".

boxkecTBeHMST MPOW3XO/A HA CTAaTyUTE € MPHU3HAK 33 TAXHATA W3BBH3EMHA CHIIHOCT.
Csiio Taka — Bpb3BaHeTo / 3arBapsiHeTo Ha cratyn (Enena, Xepa, Anonos, Jlnonuc u
T.H.). MHOTO cTaTyu caMu ce TMPUABIDKBAT WM Kpuar. Camara cTatyst MOXe Ja Ioryou
¢ noruieq kato Meny3a. ToBa o3HauaBa Bsipa B COOCTBEHHUS KUBOT HA CTATYUTE — UJIOJIH.

KbM nmpumepa ¢ Aamet Moske 1a ce nmpubaBu u crarysta Ha [Iporecunaii — cyoCcTUTYTH.

XedecT npaBu KUBHU, UM TIOHE, MOOUITHY, cTaTyu, [IpomeTeil nenu xopaTa OT INIMHA.
XynoKHHUIIUTE caMO TMoJipakaBaT Ha 00)KeCTBEHHUTE MaicTopu. B To3u cMHCHI Te ca
KaTo NOETUTE, KOUTO MOIy4aBar aapa cu oT My3uTe Win KaTo NpopoLUTe, JapEHU C Ta3u

criocoOHOCT oT 6oroBere. OTHENCH U BaYKEH pUMeEp e, pasoupa ce, lenan.

CHCI_[I/I&J'IHO BHHUMAHHUEC € O6’praTO Ha anI/I6YTI/ITe Ha 60)KCCTBaTa, KOUTO pa3KpuBatT

JOITBJIHUTCIIHO TAXHAaTa Q)YHKHHOHaJIHa CHCIII/I(l)I/IKa.

Pa3rnexxaaHero Ha CTaTyuTe KaToO PEJIMKBH, KaTo CBelleHHW Hema — ta hierd, e
U3KJIIOYUTETHO Ba)KEH M LIEHEH aKLEHT B MpeiioxkeHaTa padoTa. 3a1oTo Toi onpenes
U (pYHKIIMOHUPAHETO Ha OOXKECTBEHHsSI 00pa3 B YOBELIKOTO MpocTpaHcTBO. HamomHusMm,
ye u B Meconotamusi, U y XeTuTe (0COOCHO) ciea MpeB3eMaHETO Ha Tpaja ce
YHUIIOXKABaT CTaTyUTe B HETOBUTE XPaMOBE, a YECTO MPUTEkKATEIUTE UM I'M 3apaBsiiu

IIpU OIMMAaCHOCT.

[IpaBuiIHO MHTEpPHIPETHPA TOBTAPSHETO HA CIOKETUTE OT APXUTEKTYypHATA CKYJINITYpa Ha
[TapTeHOHa BBpXY JIeKOpa Ha CTaTysTa Ha ATHHA B 1I€J1aTa KaTo MPU3HAK 3a POJIsATa Ha

IMOKPOBUTCJIKATA Ha I'pa/ia BbB BOMHUTE.

MHoro TouHO (PyHKIIMOHAJIHO CpaBHEHHE HA HoHuiickus Gppu3 ¢ BOTUBHUTE penedu: U B

JABaTa THUIIa CC IPCABUKIA O6H_IyBaHC Ha CMBPTHH C 00KecTBa B PUTYAJICH KOHTCKCT.

Bunumoctra Ha ¢pusa e BaKHO YCIOBHE 3a HErOBHs MpouuT. Tol obaye e moctaBeH Ha
BUCOYMHATA Ha TIOTJIe[la Ha CTaTysATa BBTpe. ToBa, KOeTo OOTHHSATA ,BIXKIA“, € B
MHUTHYHOTO BpeMe, T.€. B npernenaeHrta (c. 179). Ot apyra ctpana, npolecusita HoBTaps

W3BECTHUS 0OpeZieH MOJIeN ,,onmacBaHe / o0XxoxaaHne Ha xpama‘“. U copen meH, ToBa €



16.

17.

Hal-BEpOSTHOTO OOSICHEHNE Ha HEMHOTO MSCTO M HeMHATa (PYHKIIHS — ITPH BCEKH TIOTJIC]]

CC IMOBTaps TOBA NPCUCACHTHO PUTYyaJIHO I[ef/'ICTBI/IC.

EcrecTBeHO € B TOBa M3CICIBaHE Ja C€ aHATM3UpPAT HE CaMO HJICOJOTHMUYCCKHUTE U
PCIIUTUO3HUTEC ACIICKTH Ha OTHOMICHUCTO U3KYCTBO — PCIIUTHA, HO U COIITMOJIOrNYCCKaTa
CTpaHa, T.€. COIMATHOTO (YHKIIMOHUPaHe Ha O0kecTBEHUs 00pa3. To3u aHaImu3 € CUIICH
MOMEHT B paborata. Bceku rpam cu uMa CBOH OOXKECTBEH IOKPOBHTEIL.
ChIIEpHUYECTBOTO MEX/Y MOJMCUTE CE MPEHACS U B CHIIEPHUUECTBO MEXIY OOroBere,
T.€. B POMEHSIO C€ MACTO B HepapxusaTa Ha NMaHTeoHa Ha oTAenHus Oor. [Ipumep e
IIOJIUCHT ATI/IHa, KbACTO C IMOJIUTHUYCCKHN LCJINU ITOCTCIICHHO CC BB3BHUCsBA CIIOHMMHATa

6OFI/IH${, KaTO ABIICPA Ha 3eBC, B IAHCIINHCKHS ITIAHTCOH.

CTpouTeNCTBOTO M yKpacara Ha XpaMoBe Ha OOXKECTBOTO € Ha4yWH Ja Ce MapKupa
HEroBOTO BENMYHWE, & OTTYK — JIa CE IMOBHIIM IOJUTUYECKHUAT MPECTHX Ha MOJIHCA.
ChIOTO € C TepoHTe: TyK MHTEPECEH MOMEHT € NPEHACSIHETO Ha KOCTHUTE (Hamp. Ha

TGSGﬁ) B I'paJia KaTO 3HAK Ha HCTOBATA 3aKpujia U IIpHUAaBaHC HAa aBTOPUTCT YPE3 CI10Ca.

Tbit kaTo 00pensbT € PoKycupaH BHPXY JIpeBHATA CTATys, TO € HAI'bJIHO €CTECTBEHO TOH
Jla € 3amas3uin ,,apucToKpaTudecka ChIIHOCT, T.€. KYJITHT € OCTaHall KOHCepBAaTUBEH (C.

194-5).

3a cpema ¢ 6oroBeTe M3BLHTPAJCKATa, MPUPOJHATA CpeAa € HaW-MOAXOJAIIa — KaTo
MPOCTPAHCTBO Ha JAMBOTO TSI CE€ pasMiekIa KaTo MpUHAANIEKama Ha OO0XKECTBEHOTO.
3aToBa M CKAJIHUTE CBETHJIMINA Ca MAJIKO JOKOCHATH OT YOBEIIKAaTa pbKa, Taka € M C
KaMbKa, Ha KOWTO cemsia Jlemerpa. ChriaceH CbM, Y€ M3JMTAHETO HA CBETHJIMINATA B
M3BBHIPAJICKA, IPUPOHA Cpella OTrOBaps Ha MpejcTaBaTa 3a MPUCHCTBUETO HA Oora B
,»JdeBCTBeHa Teputopus. CaMuTe CTaTyd HE ydyacTBAaT B PUTyalHU MaHUIYyJAIlHH,

3a110To OOIIYBaHETO ¢ Oora He € BU3YallHO, a aKyCTUYHO.

HpaBI/IJ'IHO BMXXJa B ,,paL[I/IOHaHHOCTTa“ Ha KJIaCMKaTa BCC OLIC CIHO TBBPAC
MOBBPXHOCTHO SBJICHUC — 3d TbHBK MHTCJICKTYAJICH CIIOM. I[OpI/I MNpUMEPHT CBC COKpaT,
OOBUHEH B 60FOXy.]'ICTBO, IIOKa3Ba JO KaKBa CTCICH JAEMOCBHT own Jajicdy OT Ta3Hu

PALMOHATIHOCT, 32 Aa ObJC JIECHO MAaHUIIYJIMPAaH Ype3 PEeIUTusTa.
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18. N3non3BaHa e (KpUTUYHO) OTPOMHA JTUTEpaTypa Ha HIKOJIKO €3UKa.

19. [Ipuemam aBTOpedepaTa KaToO HAIIBIHO OTpa3sBall, JaXe B pe3loMe, CTPYKTypara u

CHABPKAHUECTO HA AUCCpTaAlUATA.

20. CnpaBKaTa 3a IPUHOCHUTE € HallpaB€Ha IIO-CKPOMHO, OTKOJIKOTO a3 OLICHABAM PCaIHUA

IIPUHOC Ha TO3U TPY/I.

B 3akmroueHue siICHO u3passiBaM CBOETO CMAaHO8uUuje: IPEACTABEHUAT TUCEPTALOHEH TPY
€ 3a1b1004eHa caMOCTOsSTeNTHA pa3paboTKa Ha elHa BakKHA TeMa, OKOJIO KOSITO Ce pa3BUBa
JIpeBHOTpBLUKATa KyATypa. Toll € mpuHOC HE camMO B HallaTa, HO M B CBETOBHATa HayKa 3a
JIPEBHOCTTA, MO-CIIELHUAIHO apXEOJIOTUATA, UCTOPUATA HA PEIIUTUITA U U3KYCTBO3HAHHUETO.
[To3BomsiBaM cu J1a mpernopbhbyaM Ha YBa)KaBaHOTO >KYPH J1a IPUCHAH €IUHOIYIIIHO Ha Pod.

n-p Kocranun PabamxueB HaydHaTa CTENEH ,,JIOKTOP HA HICTOPUYECKUTE HAYKH .

7 ;
14 smyapu 2020 C yBaKeHHE: [// ( / 4 Z 4

Codus (mpod. UBan Mapa3os, 11.H.)
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OPPONENT’S REVIEW

By: Prof. lvan Marazov, D.Sc.

For the dissertation thesis: “The Gods in Human Space: Archaeology of the Greek Concepts” by
Prof. Kostadin Rabadjiev, PhD, for acquiring the scientific degree of Doctor of Science in
History and Archaeology (2.2).

The choice of topic for the doctoral thesis is ambitious. Our archaeological and art historiography
lacks studies concerning such voluminous issues of Hellenic culture. In this work, for the first
time, we encounter an attempt to research deep into the problematic, not only of Greek art, but
also of the underlying religious beliefs. It is in this sense that the work is innovative, not only as a

topic, but also as proposed solutions.

In order to elaborate on such a broad theme, it is necessary for the author to be well acquainted
with the monuments of Greek art, religion and history of the Greeks. | must say right away that
Prof. Rabadjiev is fully prepared for the accomplishment of such a complex task. But the rich
erudition alone is not enough — a proper methodology is needed to truly ‘place’ the gods in human
space. Rabadjiev uses the method of historical reconstruction, which allows him to analyse the
processes in the changing religious and aesthetic consciousness of the ancient Greeks and,

accordingly, the changing relationship between a conception and an image.

The proposed work is much logically arranged. It includes five parts, each gradually building up
the theme. Starting with the characteristic of the Greek gods, the author analyses the specificity of
the sacral space until he finds in it the place for the gods. In each of the paragraphs he looks at the
different aspects, which provides clarity of the presentation. The part on the peripheral spaces is
of particular interest as it can also serve as a methodological basis for analysing Thracian realities.

The second part, “The Divine Appearance among the Mortals,” describes the ways in which people

communicate with God. A historical retrospective reveals the essence of the divine and how it
manifests in the world of mortals. It is only natural in Homer, the gods, which are generally human
in appearance, to appear in another form: as a beautiful boy or girl, or as a bird. The beauty (as

well as size) of the divine figure is of great importance — this is the hallmark. Hence the increasing
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importance of the aesthetic criterion in art. The “beautiful” is not only an aesthetic category, but

above all a sign of divinity. From Phidias on the gods are “beautiful.”

As Rabadjiev's goal is to reveal the divine image, he naturally turns to Greek drama. While the
divine intervention in tragedy was deus ex machina, deities and heroes in comedy have a grotesque
appearance and behaviour. They can be compared to the complete degeneration of the divine in

the so-called Cabirian Vases.

The third part is entitled “Ritual Presence (in the Urban cult)”. This is a key section in the work

because it affects the ritual system in which humans and gods communicate. Aniconism, as a
divine manifestation, is especially concerned with the author. The stone, as an image or repository
of God, seems to raise a dilemma. But litho mythology is characterized by anthropomorphizing or
zoomorphizing natural phenomena, especially stones. And in the myths we find frequent petrifying
of man, that is, litho mythology implies the conversion in a statue, and as we will see later, the
statue can come to life. An example in this direction can be the suffering Nioba who was turned
into a rock — she is like the grieving Demeter who does not eat, drink, talk, laugh, sits on the

ground.

Statues often have their own mobility. Therefore, in many mystery dromena we find the ritual
search especially for brides — an example in this direction is the search for the statue of Hera, the
archetypal bride in the Greek pantheon.

The altar properly is regarded as a table, where the gods are invisibly present. In the Greek
sacrifice, since the time of Prometheus, the share of humans and the share of gods has been strictly
distinguished. The share of the gods is the smoke/ the aroma of sacrifice, and the meat for men.
Therefore, the distribution of the meat among tribes means a symbolic reconstruction of society at
sacrifice done in every feast. And in this action the deity is actively involved, who also receives
his share from the sacrifice. Therefore, the purpose of agon on festivals is to hierarchize the

society.

The following is a convincing revelation of the place and role of the temple in the Greek cult
tradition as the “abode” of God. In keeping with contemporary archaeological research, Prof.
Rabadjiev examines the temple in a different environment: in the polis, in the suburban shrines

and in the wild.
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The historical analysis of the place and role of the statue in temple follows logically. This is one
of the most debated issues in archaeology and in the art of antiquity. Is it the repository of God or
does it merely give a visible image of him for the believers? Early statues with barely identified
anthropomorphic features turn out to be precious relics, on the one hand, because they are of divine
origin (fallen from heaven, brought by the waves of the sea, etc.), and by the other — because they
testify to the historical depth of appearance of the corresponding polis. Hence the pursuit in epic
of appropriating the famous xoana (Trojan Palladion, for example) or making the one in
possession more ancient (139). The subtle observation that statues in temples are made from local
wood, and from “imported” — the votives (142), reinforces the role of ‘own’ in this rivalry between

the poleis.

Of particular interest are the author’s analysis of the “living statues.” On the one hand, their main
feature is their mobility, on the other — their independence, and on the third — their involvement in
ritual dressing, decorating, nutrition. The statue itself can ruin with a look like Medusa. The
example of Admetus can be joined with the example of Protesilaus — both statues are in the role
of substitutes. These ritual procedures may also be accompanied by the tying / enchaining of
statues so that they could not leave the temple and the polis. The epic images of “animated” statues
(such as this of Protesilaus) fit into the same compendium.

Analysis of the location of the statues in temple and the reflections on their size. Are they relevant
to the “height” of God? They look to the east, perhaps not to be ‘warmed’ by the sun, but because
in this direction is the sunrise, the beginning (145).

From all these analyses, the logical conclusion is that ancient statues are in fact relics. In such way
among the Roman Penates, which Aeneas had taken out of the burning Troy, and which became

the sprouts of the Roman lineage, was the Palladium, the possession of which secured the city.

Section 3.5 discusses the ceremonial role of the famous Athena Parthenos statue of Phidias in the
urban festival. I must point out that the literature on the subject is enormous and the merit of the
thesis is that the author does not ‘sank’ into it but uses it critically, which testifies to an experienced
and accomplished researcher. I will not dwell on these inspired pages, | will only emphasize
Rabadjiev's ability to analyse the pictorial program of the main temple on the Acropolis. It is

noteworthy to observe that the lonic frieze of Parthenon is located at the level of the statue’s gaze
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in the temple: the ritual procession of the Panathenaea unfolds before the goddess’ eyes. And
possibly — it embodies the entire Athenian festivity system, as Vinzenz Brinkmann suggests. On
the other hand, it is permissible for Phidias to compare himself with the creations of the mythical
sculptors like Hephaestus or Prometheus. Since the ‘making’ of Pandora was done by Hephaestus.

Did Phidias, who included this storyline within his statue’s art program, compared here to him?

The Voice of God section actually introduces the role of the acoustic code (divination) in the Greek

religion. Of course the material and the interpretations are immense in this area. But this aspect of
the divine presence and communication with people is no less important for the study, than the
visual image. Signs and omens are a semiotic system that can only be read by a specialist in this

field: a prophet-poet, a sorcerer, etc.

The last section — “The Mystery Festival: Gods and Men Together” is dedicated to the encounter

with the secret knowledge, the one given in the process of legomena and dromena in the mysteries
(the Eleusinian mystery as a case study). Emphasis is placed on the visual aspects of the nocturnal

mystery — the flashing of bright light, an analogue of the acquired knowledge.

Rabadjiev rightly points out that Persephone is not really a protagonist in Eleusis. This is due to
the fact that like any bride, she is a passive, inert “object”: she is dressed, adorned, abducted, taken
by hand, etc. Because she is an additional figure denoting Demeter’s motherhood and her marriage
to Hades. Her role is in marking the transition, so she descends and ascends from the underworld.
This is also the essence of the mystery: blessed is the one who has seen this “path” — he already
knows the meaning of the passage. The throne from the tomb of Persephone with the scene of the
goddess’ return on the chariot with Hades may also be enlisted here. The Eleusinian goddess in
this passive position is different from the Orphic idea, where she is the queen of the underworld

and she accepts the mysts in it.

Notes. Of course, there is a rich variety of interpretations in the study of such complex historical,
ideological and aesthetic matter. The proposed notes are by no means intended and cannot diminish

the author's contribution, but on the contrary, extend the interpretive field with other possibilities.

1. 1 am not sure that the customs of dressing, decorating and feeding the statues arose only
under the influence of Hittites or Egyptians. It is rather a universal cult practice that

celebrates the act of renewal. Dressing most often is associated with the processional
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“removal” and the “tour” of the statue. These customs are found in many places that cannot
be connected with the East. Adornments are the most important status sign: when Ishtar
went down to the underworld, she left something out of her dressing gown at every door,
and at the end she removed the last of ornaments and died. Remarkable is the use of amber
for ornaments, especially during the archaic: along the banks of the Eridanus River,
embodying the border of the far north, they collected amber, which emerged from the tears
of Helios” daughters, who mourned the death of Phaeton. l.e. amber is a material from the
beyond, from the utopian blissful side, and this determines the preferences as a material for

jewellery.

And in Butterfly-type rituals, or in masquerade games, there are also dress-ups — travesties.
It is these ritual actions that prove the attitude of the statue as “alive”, as a double to the

god here in human space.

. The deity can hardly be a “passive recipient” of gifts: the peplos, ornaments, etc. In fact, it

requires them, as he/she accepts them, so he/she may refuse them.

I would strengthen the role of the hearth in the formation and functioning of the sacral
space. Hestia is a fixed centre through which the axis connecting the three worlds leads,
where the legitimate children are born (she is kourothrophos) and the legal power as well;
that is why during the early times the elite gathers there — Hestia provides the legal
inheritance, which is important for genealogy. To the goddess the first bite of food and the

first drops of wine are offered, i.e. it is she who arranges the festival.

I cannot agree with the comparison of xoanon with the modern exhibit and that this should
be perhaps the main starting point in the study (157). The value is not in the aesthetic or
material value of the statue, but in its marvellous origin — a sign of special attention to the

gods, of choice, of consecration (cf. objects dropped by fire in the Scythian genealogical
myth).
An interesting issue are the treasuries in the great sanctuaries (e.g. Delphi). There the gifts

are kept for the gods of these shrines. How should they be positioned in the semantic field

of sacred time and space?
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Hardly after the abduction of Kore Demeter rebelled against the male world (219). Rather,
her behaviour reveals the familiar folklore paradigm of marriage as death, and the girl
herself complains of separation from her mother as a journey to the other world. The
wedding journey from the father’s home to the bridegroom’s home is always on a car, as it
is a “long” one, like the way to the other world. Demeter does not try to change the existing
social order — she acts according to the logic of the mythical practice of separating the
mother from her daughter, who after her marriage ceases to be “her”, only on a certain day

after the wedding the daughter will visit her mother again.

When acoustic communication is considered along with visual one, sonar signs that convey
the gods should not be missed (e.g. the presence of Hecate is felt in the barking of dogs,

Hermes passes in a sudden silence, the thunder of Zeus, etc.).

Contributions of the text. Finally, I will try to summarize the main contributions of the thesis.

1.

It constantly considers the religious notion in historical dynamics and this is one of the

most important merits of this work in view of its task.

The main material on which the study is based are the written sources, the archaeological

findings, and the monuments of art.

The process of religious/ cultic use of statues goes from the palace with a hearth —a temple
(since Mycenaean times) to a temple with a statue in it, and an altar, around which all
religious activities are performed. This is in line with the gradual process of

democratization of the polis.

The remotest past of statues is an expression of rivalry between the cities (cf. the claims of
possessing the “true” Palladion). Antiquity is a sign of the beginning time, illo tempore,

i.e. for direct divine intervention, for divine evaluation of an ethnos/ polis.
From a local wood are made the statues in temples, and from the “imported” — the votives.

The statue and the altar belong to different ritual practices — it is revealed in historical

dynamics.
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The mobility of the statue is an important point in the ritual role of the God’s image. The
removal and return of the statue (for washing or to another temple) corresponds to its

ceremonial opening — covering.

The dressing and decoration of statues is a sign of direct communion with the god, as
evidenced by the coincidence of this rite with the ritual meal of the deity. The meaning is
“donation”, which usually happens at a feast. This is an expression of faith in “living

statues”.

The divine origin of statues is a sign of their unearthly nature. Also — the tying/ confined
statues (Helen, Hera, Apollo, Dionysus, etc.). Many statues move or hide themselves. The
statue itself can ruin with a look like Medusa. It means faith in the statues’ own life — idols.

To the example of Admetus can be added the statue of Protesilaus — substitutes.

Hephaestus makes alive, or at least, mobile, statues, Prometheus works beautiful people
out of clay. Artists only imitate the divine masters. In this sense, they are like poets who
receive their gift from the Muses, or as prophets given this ability by the gods. A separate

and important example is, of course, Daedalus.

Particular attention is paid to the attributes of deities which reveal further their functional
specificity.
Considering statues as relics, as sacred things — ta hierd, is an extremely important and

valuable emphasis in the work proposed. Because it also determines the functioning of the
divine image in the human space. | recall that in Mesopotamia and in the Hittites
(especially), after the conquest of the city, the statues in its temples were destroyed, and

often their owners buried them in danger.

Correctly interprets the repetition of the themes of the Parthenon architectural sculpture on
the decoration of Athena statue inside the cella, as an indication of her role as a protector

of the city in wars.

A very accurate functional comparison of the lonian frieze with the votive reliefs: both

types provide the communication of mortals with deities in a ritual context.
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The visibility of the frieze is an important condition for its reading. However, it is placed
at the height of the statue’s gaze inside. What the goddess “sees” is in mythical time, i.e.
in precedent (p. 179). On the other hand, the procession repeats the famous ritual pattern
of “girdling/ going round the temple”. And in my opinion, this is the most likely
explanation for her place and her function — at every glance, this precedent ritual action is
repeated.

It is natural for this study to analyse not only the ideological and religious aspects of the
relationship between art and religion, but also the sociological side, i.e. the social
functioning of the divine image. This analysis is a powerful moment in the work. Each city
has its own divine patron. The rivalry between the poleis is also transposed into rivalry
between gods, i.e. in a changing place of the individual god in the hierarchy of the
Pantheon. An example is the Athenian polis, where the eponymous goddess as a daughter
of Zeus, was gradually elevated to the Panhellenic Pantheon for political purposes.

The construction and decoration of temples for the deity is a way of marking his majesty
and so to enhance the political prestige of the polis. The same is true about the heroes: an
interesting moment here is in the transfer of the bones (e.g. Theseus) to the city as a sign

of his protection and creating authority through the epos.

Since the ritual is focused on the ancient statue, it is only natural that it retains an

“aristocratic” entity, i.e. the cult remained conservative (p. 194-5).

For the encounter with the gods the extramural, natural environment is most appropriate —
as a space of the wild it is regarded as belonging to the divine. Therefore, the rock
sanctuaries are a little touched by the human hand, and so is the stone on which Demeter
sat. | agree that the erection of sanctuaries in a suburban, natural environment is consistent
with the idea of the presence of God in this “virgin” territory. The statues themselves do
not participate in ritual manipulation because the communication with the god is not visual

but acoustic.

He correctly sees in the “rationality” of the Classics another too superficial phenomenon —

a thin intellectual layer. Even the example of Socrates accused of blasphemy shows the



19

extent to which the demos were far from rationality in order to be easily manipulated

through religion.
18. A huge amount of literature was used (critically) in several languages.

19. | consider the abstract to be fully reflective, even in summary, the structure and content of

the dissertation.

20. The information about contributions is done more modestly than | estimate the real

contribution of this work.

In conclusion, | make my statement clear: the presented dissertation is an in-depth, individual
elaboration of an important topic for the development of ancient Greek culture. He is a contributor
not only to ours, but also to the world science of antiquity, especially archaeology, the history of
religion and art studies. | dare to recommend to the Honourable Jury unanimously to award Prof.

Dr. Kostadin Rabadjiev the degree of “Doctor of Science” in History and Archaeology (2.2).

Sofia, 14th of January 2020 Reviewer: ’// /[ / %4‘ 4 /\J

(Prof. lvan Marazoy/D.Sc.)



