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Abstract The paper examines the transformation of heroic ethos through a
comparative analysis between traditional, canonical folklore heroes and their
contemporary digital counterparts or transformations. From the key figure of Balkan
and South Slavic epic songs, Marko Krale, through the local hero Turundzula
Karavlaski, the paper traces their structural and symbolic equivalents in the virtual
world of Warcraft I1I: Reign of Chaos.

By utilizing Richard Bartle’s theory of virtual worlds, the paper tries to show
how the static paradigms of oral tradition transition through contemporary children’s
folklore and adapt into the realm of digital folklore in videogames, and it argues that
the archetype of epic hero does not disappear but undergoes a complex transformation
in the interactive media of videogames. Even if the digital discourse provides more
narrative nuance, the basic function, ethical message, and heroic idiosyncrasy remain
consistent with the folk epic within the videogame itself.

The paper concludes that videogames serve as a contemporary basis for this
narrative flow, proving that the epic tradition remains dynamic but has been given a
different context and a different code of understanding.

Keywords: epic hero, digital hero/videogame hero, classical children’s
folklore/contemporary digital children’s folklore, Marko Krale, Turundzula
Karavlaski, Illidan Stormrage, Malfurion, Arthas Menethil, Richard Bartle, theory of
“virtual worlds” (2007), Warcraft 1II: Reign of Chaos (PC videogame; Blizzard
Entertainment, 2002)

Introduction

The epic hero of folk songs is the central driving force of the epic
narrative. At the center of every epic and epic song stands the epic hero — a
figure who is almost godlike, hyperbolic, grandiose, and nearly perfect
despite his imperfections, giving form to the enduring ideal of the
superhuman. Without him, the epic tradition would lose much of its power
and appeal. The epic heroes, such as Marko Krale and Turundzula Karavlaski
from Macedonian epic songs — of which the first is a common figure of
memory in both Balkan and South Slavic epic tradition — are not only the
agents or figures of the epics and folklore but also figures around which an
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entire epic tradition has been established. They have a special status in the
memory of Balkan and South-Slavic culture and, as a consequence of their
superiority which is to the level of them being treated as ideas, principles, or
even archetypes, they are paradigms and unexampled figures of heroism. Due
to epics and epic songs, the epic hero is a sign of a particular historical time
and space, of a particular “archaic” chronotope that is distant,
incomprehensible, alien, and unusual to the people of today.

Folkloric matrices can only survive the challenges of the passing time
if they are transformed into new, contemporary, and “more practical” models
of what was once considered the highest heroic ethos. Within this context,
contemporary children’s folklore serves as a vital bridge, showing how
traditional paradigms transition into new mediums. It appears that, despite the
fact that the “new” interpretations or new readings (“original”, creative,
audio-visual representations) of epic heroes seem to be something new and
never before seen, especially in the context of videogames — and especially in
videogames with their own “digital folklore”, such as the games of the
Warcraft series (specifically Warcraft I11: Reign of Chaos, which is the subject
of research here) — they are not as authentic as they seem but rather a kind of
implicit revision or “modernization” of already previously established
stereotypes. The heroic duel, the battle against a monster of immense strength
and incomprehensible size, and even the hero’s determination to remain true
to his beliefs in the face of countless temptations and challenges are not new
ideas, but rather transformations of traditional heroic patterns within the
virtual world. For the contemporary individual, the heroic ethos once
embodied by figures such as Marko Krale, Turundzula Karavlaski, and the
protagonists of great epics such as Beowulf, Hrothgar, and Siegfried — or even
Grettir and Njall from the Icelandic sagas — has been reimagined through their
modernized counterparts, including Illidan Stormrage, his brother Malfurion,
and Arthas Menethil. Such a transformation or adaptation into a new form of
media does not merely mean an aesthetic transformation but also a structural
transformation in that it moves the epic struggle from the oral tradition, and
subsequently the written tradition, into the interactive form of the videogame,
permitting the listener/reader of the epic poetry to not just be a passive
recipient but an active participant in the struggles and decisions made by the
hero of the videogame.

The need for such contemporary interpretations of the relationship
between epic songs and videogames is a consequence of the notion that epic
songs should not be viewed as static texts that are old-fashioned or even
outdated but that they are fluid, dynamic structures that are transformed or
have evolved in ways that are closer (more comprehensible, easier to
understand) to contemporary individuals. The analytical method in the
definition of key terms such as “epic hero”, or even “heroic ethos” or “valor”
is required to describe why Marko Krale and Turundzula Karavlaski, although
slightly archaic to most contemporary readers today, are still, at the same time,
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distinctly contemporary. The definition of these terms will be useful in order
to identify and recognize the possible projection of this “microworld” (the
epic hero) into the macroworld of the videogame as a text that is no less
complex than epic songs themselves. By contrasting the traditional and the
virtual/digital, it becomes possible to observe how traditional narratives
evolve through contemporary children’s folklore and shift into digital
folklore, illustrating the “flow” of the epic into the digital — that is, how the
epic in epic songs adjusts to the new medium in order to become less
unfamiliar, less estranged, or more “homely” within videogames.

The definition of the epic hero as a key term in this paper can be derived
from the definitions of epics and epic songs. The definition of the term epic
can be traced back to the Ancient Greek words émikog (epikos) and £mog
(epos), which mean “word”, “story”, or “poem”. According to Martin,
traditional definitions of the epic usually focus on grand themes and sublime
topics but contemporary critics argue that these features do not define what
epic as a genre truly is. The old classification of oral (primary) versus written
(secondary) epics is now outdated, and scholars believe that written epics
were created following examples of how oral epics were first formed (Martin
2005: 10). Citing Bakhtin, Turner believes that “while the novel was, like
clay, adaptable and suitable to a world of change and evolution, the epic was
marble — fixed, hierarchical, sacred, fit only for a static society, with a hero
who is perfect and exists only in his external actions” (Turner 2012: 2).
Therefore, in this case, the word epic signifies a complex story told in verse
form that revolves around a hero who possesses extraordinary powers and is
often depicted as a protector and the voice of his people. Although the
traditional epic form demands patience and prolonged engagement for
reading that may be difficult to sustain today, the contemporary individual
remains closely connected to the ideal of heroism. This transition from
traditional narratives is seamlessly mirrored in contemporary children’s
folklore, where classical archetypes are reshaped and integrated into the
broader realm of digital folklore. Rather than being detached from heroic
ideals, they continue to engage with them through more accessible
contemporary media, such as videogames, which offer dynamic forms of
characterization that are more relatable than the antiquated narrative systems
of the past.

In this respect, digital media, and videogames in particular, have
become increasingly appealing. The epic hero is redefined not as a figure
limited to medieval literature and epic poetry, but as a type of character which
is transformed to correspond to the evolving tastes of contemporary
audiences, including children as active participants in videogames. Marko
Krale and Turundzula Karavlaski face mythical or superhuman figures that
the contemporary mind can hardly even conceive of, while digital media and
virtual reality give them concrete, visual shapes. In this respect, “digital
folklore” can be defined as the complex lore that is intrinsic to a particular
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game, such as the vast universe of Warcraft, which is not only the basic
mythology that underlies the game itself but also a common cultural paradigm
that binds the players of the game. It is a body of knowledge that is inherent
to a community that is deeply entrenched in the stories that revolve around
the particular world in which the events take place. Heroic ethos can be
defined as a rigid, strict, and concise code of honor and valor that demands
strict adherence. Failure to respect and adhere to the code is fatal to the status
of the epic hero.

In the traditional epics, the tragic transformation of the hero is a very
rare occurrence but in the narrative structures of videogames, this kind of
transformation is much more apparent. A good example is the Lich King, a
chthonic character of death — or, better said, a zombified, “undead” king — and
the sword Frostmourne, whose name itself spells the disastrous fate of the one
that wields it. The epic hero, in the traditional, as well as in the contemporary
understanding, is always a fundamental character who has extraordinary
physical strength but, at the same time, when it is needed, or when this
strength fails him, he has to use his “trickster” type of cunningness in order
to gain the victory. On the other hand, the hero is not resistant to the lure of
temptation, and in many cases, his strategic wisdom is not enough to prevent
his tragic outcome.

In a way, the “diffuseness” of the epic poem makes it possible to
consider videogames like Warcraft 111 not only as technological
accomplishments but as contemporary reworkings, or “audio-visual updates”,
of familiar folkloric themes. In this new form, the hero is no longer the object
of oral narration, but the story itself is dynamic in the sense that the player
assumes an active role in shaping it. Nevertheless, there are certain structural
rules involved, and it is not the case that the player has the full freedom of
creating the hero ex nihilo. The story and the hero in the virtual world are
modifiable and alterable to the degree that the game permits, and some games
will permit more freedom than others. Just as Marko Krale and Turundzula
Karavlaski embody the somewhat static, canonical paradigms of folk
tradition, Illidan Stormrage, his brother Malfurion and Arthas Menethil
function as their contemporary equivalents and they translate those same
mythic-historical patterns but in a highly fictionalized form into the digital
time-space of videogames. This process highlights how traditional narratives
transition through contemporary children’s folklore and seamlessly integrates
into digital folklore. However, unlike the heroes of the Macedonian and
broader South Slavic tradition, characters such as Illidan, Malfurion, and
Arthas are closer to the heroes of Anglo-Saxon and medieval Western
European epics, such as Beowulf and Siegfried, as both traditions similarly
foreground figures who are at once epic and tragic. The epic song, compared
to the composite epics, in its structure is too limited in verses, too limited in
“space” to provide a deeper narration and to portray a multidimensional hero,

186



Kristina Dimovska — From Marko Krale to Arthas...

so it is difficult to make a strict and linear parallel between these heroes and
the heroes of videogames.

The heroic ethos, as an inherent part of the biography of the epic hero,
represents a specific category through which the cultural and moral values of
the community that produced the epic songs are shaped. This ethos becomes
evident not only through the actions of the protagonist and supporting
characters with similar attributes but also through the interventions of the
narrator. The narrator has an omnipresent position, oriented towards the
preservation of collective interests, meaning that in some heroic epics, such
as Beowulf, “the traditional narrator is recast to become something more like
the omniscient narrator” (Magennis 2011: 129). The core of epics is the so-
called heroic code or a strict system of values such as a sense and
responsibility towards honor, personal glory and loyalty to a superior figure
(usually a king, like in the chansons de geste). As it will be witnessed with
the figure of Arthas, who factually breaks the rules of honor and loyalty, this
code would not allow any moral “gray areas”. The struggle between staying
loyal to one’s people, or the king, vis-a-vis chasing selfish goals reflects a
natural human tendency towards double values and hypocrisy. This can be
perfectly seen in Arthas as a paladin, and later in his corrupted version after
he conquers the sword Froustmourne. His fall into disgrace is the result of the
pressure between trying to follow the code to perfection, and the inevitable
flaws of being human.

The new guise of the epic hero: Warcraft IIl as a contemporary
revision of the epic and its central characters

The shaping of Marko Krale as a sort of “messiah” or deliverer of
enslaved people during the historical periods of collective powerlessness is
closely linked to the mythological and archetypal representation of the “hero
on horse”. This figure which has roots in ancient Thracian and Illyrian beliefs
was modified through the contact between Slavic settlers and the local
autochthonic population (CrojanoBuk-JIagazanoscka 2009). These matrices
shaped the character of Marko Krale into a figure of memory that combined
ideas of various heroic victories over conquerors. He is not just a fictional,
epic character but a mixture of myth, history, tradition, stereotype and cliché,
and a result of centuries of shaping through epic singing. The South Slavic
epic poems that have him as a central figure show “a century-old experience
of the challenges for national survival” (Hajueckn 1993: 5). While Marko
Krale is a famous epic figure among many Balkan and South Slavic people,
the character of Turundzula Karavlaski is a lesser-known, less frequent, less
celebrated local epic hero that was present exclusively in the city of Strumica
and in the Strumica Region in Macedonia.

The lack of historical context regarding the existence of Turundzula
Karavlaski allows for an initial etymological interpretation of his name. At
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first, the hero’s name evokes associations with a potential Vlach origin;
however, he remains an unknown figure in Vlach folklore

(BuranoBa-Punrauesa 2024: 485).

According to Ivan Kotev who documented the songs featuring this character,
the presence of Vlachs in the Strumica region was once undeniable but
“starting from the mid-19" century, they migrated, mostly to neighboring
Greece. A number of toponyms still testify to this significant Vlach presence
in the Strumica region” (Kores 2018: 17). Both Vitanova-Ringaceva and
Kotev conclude that the character’s true origins are unknown and that his
name is highly linked to Vlach culture only by association.

Unlike the multilayered nature of Marko Krale as an epic hero,
Turundzula Karavlaski is thematically simpler; the epic poems that have him
as a driving force of the narrative are centered around two motifs — the
abduction of a bride and the duel with Arap Ali-beg. Just as medieval epics
which have historical figures as central spiritus movens of the text cannot be
viewed through strictly factual lens, the songs of Marko Krale also contain
anachronisms and variations of motifs, side characters and storylines. Thus,
the epic hero should be observed as a creative construct that reflects the
spiritual landscape of the collective thought of a certain time and place and it
represents an elevation of a once known historical figure that retained only
few traces of its original inspiration.

Warcraft 111: Reign of chaos is far more than a simple strategy game
about warring races. It functions as a complex “digital epic” that highlights
the hubris and hamartia of the characters of Illidan, Malfurion and Arthas.
The narrative is structured in four interconnected campaigns that trace the
escalation of a conflict through the perspectives of the Humans (represented
by Arthas), the Undead, the Orcs and the Night Elves, offering a mosaic vision
of a world that is on the brink of a collapse. Central to the shifting landscape
of Azeroth, the dominant chronotope of this installment, is the transformation
of Arthas Menethil. He evolves from a righteous paladin to its complete
opposite after his obsessive drive to save his kingdom which leads him to
claim the cursed Froustmourne, inevitably costing him his soul. Alongside
him, Illidan is introduced as an antithesis to traditionally understood and
accepted heroism, because he is a prisoner who is willing to resort to extreme
measures to defeat his enemies (“Illidan”, Wowpedia 2026). The game is
intertwined with topics of betrayal, sacrifice and the erosion of the heroic
code. Both Illidan and Arthas are defined by their personal trajectories of rise
and fall, a depth rarely explored in the inner worldview of canonical epic
heroes. In this sense, they bear a closer resemblance to previously mentioned
figures of broader epics rather than to heroes of epic song cycles, because the
broader format provides a more profound insight into the hero’s psychological
profile. Epic poems, by contrast, have largely retained a condensed and
restricted structure which prevents them from achieving the same narrative
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voluminosity, and this extended “expansiveness” enables a more nuances
characterization of the protagonist, providing a deeper perspective and idea
into their inherent qualities and the inevitable flaws that accompany them.
This also usually allows for a richer flow of character data, their background
and biography. Unlike the “static” nature of Marko Krale and especially
Turundzula Karavlaski (for which there are only twenty-two songs recorded
by Kotev), Illidan, Malfurion and Arthas are dynamic figures susceptible to
changes that are actually visible for the player. The reader of the epic, who,
now is the player of videogames, witnesses their development in real-time
and in a more direct, immersive manner. This immersive interaction
underscores how contemporary children’s folklore adapts to technological
shifts, continuously feeding into the survival of digital folklore. Though they
are as fictional as their folk counterparts, they appear as more authentic
because unlike oral epic poems that are now fading from field research, a
videogame can be played repeatedly, offering a sense of endless continuation.

*

Richard Bartle’s theory of virtual worlds (2007), understood as both
“place” and “experience”, is significant because it offers a framework for
understanding the relationship between these canonical figures and their
virtual counterparts. Bartle argues that the status of the virtual world is as
authentic as the “real world” is for the player. For the players that inhabit the
realms of Azeroth through their digital selves, these chronotopes are not mere
simulations but, rather, genuine places where identity is reimagined through
the immersion in the gameplay. To deny these virtual geographical points the
status of “place” is akin to the claim that metropolises are non-existent. For a
player, the virtual space is as real as the immediate, material world.

Bartle distinguishes between the terms world and place by defining the
first as an abstract space of interaction, a self-contained entity whose quality
of wholeness stems not from its physical coordinates but from its ability to be
a sublimation of all knowledge and meaning within it. In contrast, the second
term is a specific instance, manifestation or representation of that world. In
the case with Warcraft I1I, Warcraft is the world and Azeroth is the place.

Bartle also points out that

Virtual worlds can thus be described in terms of how they are implemented
(worlds) or how they are experienced by the players (places). The two go
hand-in-hand, of course, in that the one leads to the other: change the
implementation and you change the player experience. Sometimes, the word
environment is used to bridge place and world: formally, it is a set of related
implementation parameters which can be used as a generator (or recogniser)
of bounded player experiences

(Bartle 2007: 2).
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The concepts of presence and flow are perhaps even more vital. Simply put,
presence 1s a perceptual illusion or a “trap” where the player, due to the
game’s persuasiveness, the enjoyment it creates, or the sheer lapse of
consciousness for the physical world, forgets that his or her experience is
mediated by a screen, a keyboard, a mouse and whatever other tools are used
to navigate in the virtual world. Flow, a term introduced by Csikszentmihalyi,
is defined as

the state in which people are so involved in an activity that nothing else seems
to matter; the experience itself is so enjoyable that people will do it even at
great cost, for the sheer sake of doing it

(Csikszentmihalyi 1990: 4),

“Flow” is the way people describe their state of mind when consciousness is
harmoniously ordered, and they want to pursue whatever they are doing for its
own sake

(Csikszentmihalyi 1990: 6).

In the virtual world, flow is the optimal mental state of total immersion
in the game system. Within contemporary children’s folklore, where the child
is positioned as an active player of the game, the digital hero becomes more
relatable to him/her, as both the child as the player and the hero are able to
successfully immerse themselves in the game world as place and experience.
It becomes more natural to empathize with the “all too human” nature of
Arthas Menethil, particularly in the context of a child playing Warcraft 11,
where the character is visually and continuously experienced within the game
world, making him far more tangible and emotionally accessible to the child’s
worldview than epic heroes from oral poetry, who are mediated through
narration and therefore less immediate and less visually concrete. Even
despite his noble intentions at the beginning of his campaign, immortalized
by his vow: “I stand for the Light”, he succumbs to temptation and allows
Froustmourne to corrupt his soul, ultimately leading to him killing his father.
The tragic course of Arthas reaches its climax in the chilling dialogue with
his father, King Terenas Menethil I1. As the King asks in shock, “What is this?
What are you doing, my son?”, Arthas strikes the final blow with a reply that
marks the complete reversal of lineage: “Succeeding you, father”. Arthas, in
a desperate, if misguided, bid to save his kingdom, had finally fallen under
the corrupting power of Frostmourne. The sword did not only claim his soul
but also served as a trigger for his fall into madness, kindling a megalomaniac
desire for limitless power. The transformation is cemented in his chilling
declaration that the kingdom, his father s kingdom, will fall in order to give
way to “a new order which will shake the very foundations of the world”
(Warcraft 11l: Reign of Chaos, Wowpedia 2026). In abandoning his former
self with the bitter acknowledgment “I was a fool to trust in the Light”, Arthas
completes his transformation, and he, now, is no longer a Paladin of the Light
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but a powerful warrior of darkness, becoming the very evil he once sought to
destroy.

In a similar manner, Illidan Stormrage is a tragic character whose fate
is fueled by his unrelenting ambition and addiction to magic. Disregarding
the warnings of his brother about the spiritual decay that magic brings,
Illidan’s defiance undermines his noble character, leading to his downfall
within the realms of chaos. It is easier for the child as a gamer to feel
immersion and flow when he or she is interacting with a tragic character. The
“fall from grace” is a very human story that listeners and readers seldom get
to see in its entirety in folk epic poems. Epic poems are necessarily
fragmentary; the interest is still in the victory of the duel (megdan) over the
enemy, and the tale ends there. The heroes of the epic are, in a way, one-
dimensional and linear. But the transition of heroic figures into the world of
virtual reality enables a complexity that cannot be fully achieved within the
rigid formal and narrative constraints of the epic poem. However, the
continuities between the two remain striking. Game designers often draw,
consciously or unconsciously, on inherited heroic qualities, narrative
structures, and mythic frameworks shaped by centuries of cultural and
historical transmission. Figures such as the “tragic outsider”, the “brotherly
conflict”, “condemnation to darkness”, and “corruption over virtue” are
thematic constellations that have long been explored within traditional epic
forms. This thematic continuity shows how contemporary children’s folklore,
seen through theoretical videogame analysis, acts as a bridge that carries and
transforms these archetypes into digital folklore. In videogames, these motifs
are expanded and reshaped, becoming more psychologically complex, more
vivid in narrative, and more immediate in experience.

At the same time, an important difference remains. The traditional epic
hero seeks the “good” and is helped by supernatural forces, while the
videogame hero is often more complex and ambiguous, and in a constant state
of change, searching for identity. However, he is not strictly defined as either
good or evil, since videogames often do not celebrate only the triumph of
good, but allow moral ambiguity, where even “evil” can function as a catalyst
for achieving a greater good or for triggering transformation and narrative
development. In this respect, when children engage with such videogames,
they do not merely consume narrative content but actively participate in the
construction of meaning (Stojanovi¢, Dimovska 2026). Through gameplay,
they significantly deepen their understanding of contemporary ethical
categories and value systems, as the multidimensional nature of the digital
epic hero allows for the exploration of moral ambiguity, conflict, and
transformation. Unlike the epic song, which offers a relatively fixed and pre-
structured model of heroic behavior, the videogame environment tests and
expands the imagination and interpretative capabilities of the child as a player
of videogames. It encourages negotiation with shifting notions of “good” and
“evil”, “acceptable” and “transgressive”, thereby contributing to the
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formation of identity through contrast and reflection. In this process, the child
positions themselves in relation to what is desirable and what is not, actively
constructing a sense of self within a dynamic ethical and narrative space.
Ultimately, while the epic poem presents a finished heroic model to be
mimicked, the videogame transforms heroism into an open-ended process of
exploration, interpretation, and identity formation.

Literature
Cyrillic

BuranoBa-Punrauera, A. 2024. ,, ApXxuMOTHBOT ‘TpaOHyBambe HEBECTA
Bo emckara mnecHa 3a TypyHuyna Kapasnawku“. Caspemena Cpiicka
@onxnopuciuuxa XIII — wwiemaiucku 360pnux pagosa, Ilonopuh Huxonuh, [1.,
H. Panynosuh (yp.). Beorpan: Yopyxeme donkinopucra Cpouje, 483-495.
[Vitanova-Ringaceva, A. 2024. ,, Arhimotivot ‘grabnuvanje nevesta’ vo
epskata pesna za Turundzula Karavlaski“. Savremena Srpska folkloristika
XIII — tematski zbornik radova, Popovi¢ Nikoli¢, D. i N. Radulovi¢ (ur.).
Beograd: Udruzenje folklorista Srbije, 483—495].

Kores, U. 2018. Typywmuyna Kapasrawxu — MakegoHcKu eiicKu
nHapognu tiechu 09 Ciupymuya u Cuipymuuxo. Ctpymuna: HYIK ,,AnTOH
[Manos“. [Kotev, 1. 2018. Turundzula Karavlaski — makedonski epski narodni
pesni od Strumica i Strumichko. Strumica: “Anton Panov™].

Hajuecku, . 1993. Ciuyguu 3a jynauxkuoiu eiioc 09 mMaxegQOHCKOWO
@onxnopro tiogpauje. Kymanoso: Ilpocsera. [Najceski, D. 1993. Studii za
Junackiot epos od makedonskoto folklorno podracje. Kumanovo: Prosveta].

CrojanoBuk-JlaazaHoscka, JI. 2009. »»XEPOH-aHTUXEPOU ",
Interpretations: ERPH, Black Arab as a Figure of Memory, Vol. 3.
Kulavkova, K. (ed.). Skopje: MASA. [Stojanovi¢-Lafazanovska, L. 2009.
,,Heroi-antiheroi®].

Latin

Bartle, R. A. 2007. “Presence and flow: ill-fitting clothes for virtual
Worlds”. Techneé: Research in Philosophy and Technology, vol. 10(3), 39-54.

Csikszentmihalyi, M. 1990. Flow — the psychology of optimal
experience. Harper Collins.

Martin, R. P. 2005. “Epic as genre”. A Companion to Ancient Epic.
Foley, J. M. (ed.). Blackwell Publishing Ltd., 9—19.

Magennis, H. 2011. Translating Beowulf. Modern Versions in English
Verse. D. S. Brewer.

Stojanovi¢, L., K. Dimovska. 2026. “Warning Narratives in Digital and
Children’s Folklore: Female Antagonists and Posthuman Otherness in Final
Fantasy VII and Parasite Eve 1. Northern Lights: Film & Media Studies
Yearbook (Journal), vol. 24, Issue 1. Intellect Books. [in print].

192



Kristina Dimovska — From Marko Krale to Arthas...

Turner, F. 2012. Epic: form, content, and history. New York:
Routledge.

Siteography
[All sources have been accessed on 20/7/2026]

Illidan (Warcratft III).
Warcraft III: Reign of Chaos.
Warcraft III: IMDb.

Ludography

Warcraft 111: Reign of Chaos. 2002. Blizzard Entertainment (dev.), R.
Pardo (desig.).

O MAPKO KPAJIE 1O APTAC: TPAHC®OPMAIINJATA HA EIICKHOT
JYHAK O KTACUYHHUOT JAETCKH ®OJKJIOP BO JUT'UTAJTHHUOT
®OJIKJIOP HA BUJEOUTPUTE

Kpucrtuna IlumoBcka

JHY UnctutyT 32 dhonkiop ,,Mapko llenenkos — Ckorje
Yuusep3aurert ,,CB. Kupun u Meronuj“ Bo Cronje
amato.maya@gmail.com

Pe3nme

CoBpeMEHOTO MCTpPaKyBame Ha jyHaYKHOT €TOC MJIM WAMOCHHKpasujara Ha
eTCKNOT jYHaK BO TPAAMIMOHAIHUOT, (OIKIOPEH, HApoOAEH el MoXe jaa Oune
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Lenrpannara ¢urypa Ha enckuor jyHak Mapko Kpane u MapruHanusupasara,
NoBeKke JIOKajiHa, a MoMalIKy npudareHa 3a cropeneHa (Gurypa Ha MeMmopHja M
3aeIHMYKH (OaJIKaHCKH, JY’)KHOCJIIOBEHCKH) erncku jyHak — TypyHiyysia Kapasnamiky,
ce omnMyeH TeMmen 3a cropenba co TpaHcdopmamujata Ha oBaa (HUIypa BO
JUTHTATHUOT MenuyM. JlukoBure Ha WMimpman Cropmpeju, Heroswor Opar
Mandypuon u Aprac Menerun ox ¢paHmmszara Warcraft Tpeky TpeToTO
npopomkenue Reign of Chaos (Blizzard Entertainment, 2002) ce 3emMeHH Kako
JUTUTAIIHU TpaHC(HOpMaUK Ha €NCKUOT jyHaK BO cdepara Ha BUICOUTPHTE.

Bo Tpymor ce wmckopucth u Teopujata Ha Puuapm baptn (2007) 3a
,,BUPTYEJIHUTE CBETOBU'® KAaKO HAa4YMH Ja ce oOjacHH TpaHcopmamnmjata Ha
KJIACUYHHOT ETICKH jYHAaK BO JyHaK Ha BHJICOMTpaTa Kako Mapaanrma Koja Jenara ja
crezar kako uaeain. [IpBuoOT e craTiueH, a BTOPUOT € AMHAMUYEH, a TOJIEM YIIell BO
JUHAMUYHOTO TpeoOJIMKyBamkbe Ha jyHAaKoT, HWrpa W TpaHcopmanujata Ha
KJIACHYHHUOT JETCKH (OJIKIOpP, KOj cera ce MPEoOIMKyBa BO COBPEMEH NETCKH
(donkop u ce mpomupysa Bo cdepara Ha IUTHUTATHUOT (GOIKIIOP, KOj TH omdaka u
Buzeourpure. Bo TpynoT ce ykaxxyBa Ha Toa A€Ka MHOTY (OJIKIOpHH oOpaciy He
n3yMHpaaT " JIeKa THE ce TpaHc(opMHUpaaT BO HOBO PyBO U BO TOMHAKOB KOHTEKCT.
Hunara ¢yHknuja, cMuCiIa W HOpaka IITO ja NPEHeCyBaaT € PeYnucH MACHTHYHA,
MaKo JIMCKYPCOT, MAHUPOT U MEAUYMOT BO KOj C€ NIPETCTABEHHU € Pa3IHdeH.
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