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Although the genre of horror has gained an extraordinary popularity in contemporary
literature, it still raises controversy among specialists. The situation in Russia is especially
complicated. Until the beginning of the 20th century, Russian horror fiction used to develop
concurrently with the evolution of horror genre in the U.S., but after the revolution of 1917 and
until the late 1980s this tradition was interrupted in Russia. Therefore, nowadays the question
“What is horror fiction?” is unclear for Russian philologists, the question “How to write horror
fiction?” is unclear for Russian writers, and including the horror genre in literature syllabus is
regarded by Russian professors and teachers as a forbidden topic. The situation is different in the
United States where a long-standing tradition of interpreting the category of the horrible has been
created. Modern American scientists, philosophers, writers and educators agree that horror fiction in
its best manifestations touches upon essential problems of a human soul. It allows to exert
a powerful positive influence on the formation and development of a personality. Throughout the
20th century, the genre of horror was systematically evolving in the U.S., and as of today, it is
American horror fiction that sets the standards of the genre all over the world.

The aim of this research is to describe horror fiction as a dynamically developing genre from
three points of view: 1) through comparative and genre analyzis of horror fiction in the U.S. and
Russia; 2) by studying narrative strategies which are used by horror writers in the U.S.; 3) by
surveying principles of teaching the horror genre in an American multicultural educational
environment.

After experiencing decades of oblivion, the genre of horror can revive in Russia thanks to the
critical mastering of the U.S. experience, where the genre tradition has never been interrupted.

A list of bibliography is attached to help beginner researchers with their study of the subject.
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Introduction

In the proposed article, horror fiction is theoretically described as a three-dimensional
phenomenon, and each level of comprehension corresponds to three fields of study: 1) Literary
Criticism (studying history of the genre and genre’s characteristics; comparative analyzis of horror
fiction in Russia and in the U.S.), 2) Creative Writing (studying narrative strategies and special
techniques which are used by horror writers), 3) Educational Psychology (analyzing the possibility
and appropriateness of introduction of some horror fiction examples in school and university
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teaching, especially in a multicultural educational environment). It is worth mentioning here that the
literary analyzis approach is decisive and is used as a scientific dominant in relation to the other
levels. Being observed from these three points of view, horror fiction appears as a many-sided
phenomenon significant in the broad sphere of philosophical anthropology.

Generally speaking, the material of this article is an introduction to a more substantial
research project. The necessity of this research is determined by the fact that the genre of horror in
literature has a long history and is very much in demand today. This is reflected in both huge print
run and an infinite number of screen versions of horror novels. It is no coincidence that Stephen
King, who is the brightest representative of this genre, is considered to be one of the most widely
read authors in the world.

Nevertheless, the definition of horror as a literary genre is still controversial, and there is no
tradition of classification of works related to this genre in Russian philology. M. Parfyonoff, the
creator of the “Horror Web,” admits that it is wrong to consider the horror genre as a variety of
fantasy or confuse it with mysticism in the wide sense. Horror is an independent and dynamically
developing genre which occupies a special place in world literature and is in need of being studied.

The category of the horrible has attracted attention of philosophers all around the world in all
times. Ancient Greek philosophy considered the category of the horrible in cosmogonic terms and
associated it with the concept of chaos. In the Middle Ages, the category of the horrible was placed
in the system of theological conception [Huizinga, 2016: 679]. M. Heidegger and N. Berdyaev
analyzed the category of the horrible in the field of existentialism [Heidegger, 2015: 201; Berdyaev,
2015: 314]. Ts. Todorov tried to create a general categorization of the genre of horror [Todorov,
1973: 59; Voller, 1994: 198]. American philosopher N. Carroll constructed his own “philosophy of
horror” based on the trends of contemporary art [Carroll, 2004: 25].

Unfortunately, Russian scholars, with rare exceptions, ignore this genre. The situation is much
better in the U.S., where has always been a long-standing tradition of interpreting the horror genre
in literature as well as horror movies; in its best it manifestations touches upon essential problems
of a human soul. This allows to exert a powerful influence on the formation and development of a
personality. In particular, L. Badley considers the category of the horrible in art to be the sphere of
repressed passions of a modern society [Badley, 1996: 29]. The moral content of the genre of horror
and the questions of the genre’s influence on American and world culture were analyzed in
“Horror” edited by S. Hantke [Hantke, 2002], as well as in a number of other books published under
the editorship of this scholar in the publishing house “University Press of Mississippi” [Hantke,
2004; 2010; 2018].

In conducting this research we contacted with almost 30 American professors from 14
universities and came to the point that usually the gothic and the horror genres are studied in the
field of science fiction or speculative fiction studies. There are five universities which have special
research programs and courses in speculative and gothic horror fiction and also creative writing
schools: Florida Atlantic University; University of California, Riverside; The University of Kansas;
Washington University in St. Louis; University of Michigan.

However, even in the U.S., as our investigation showed, there are no works in which horror
fiction is studied through the integrated approach offered in the proposed article both, as a separate
genre, creative writing and educational unity.

The proposed article includes three fields of scientific perception of horror fiction:
Comparative Literature, Creative Writing and Educational Psychology, which correspond to the
three levels of investigation of horror fiction.

1. Horror Fiction in a Comparative Aspect

The understanding of horror genre suggested in this research is dictated by current literary
processes, which are deeply eclectic. In our opinion, this genre includes those works in which the
poetics of the terrible is the main communicative strategy, the key technique by which an author
influences the reader. In our view, “A Song of Ice and Fire” by G. R. R. Martin is an interesting
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example of the horror genre as well as the works by S. King and N. Gaiman, since these authors use
the category of the horrible as a leading device (although not the only one).

The origins of horror fiction in Russia and in the United States date from the same historical
period, which is the first half of the 20th century. During this period, Russian horror fiction used to
develop concurrently with the evolution of the horror genre in the U.S. despite the independence of
literary processes in either country. It is not difficult to discover their common ground: the
orientation of Russian and American authors toward the creative work of E. A. Poe and Ch.
Baudelaire, and also a vast field of “occult” and “theosophical” mystical literature which was very
popular at the beginning of the 20th century.

It is possible to assume that at the beginning of the 20th century the genre of horror was
finally shaped in the form which continues to exist to the present day. Creative works of science
fiction and horror writers who wrote at the close of the 20th and at the beginning of the 21st century
(Sprague de Camp, Michael Moorcock, Dean Koontz, William Blattie, Ray Bradbury, Robert
MacCammon, Stephen King, G. R. R. Martin and others) inherit the tradition of “terrible stories” of
the beginning of the century. S. King, for instance, repeatedly stressed the importance of the
creative universe of G. Ph. Lovecraft. Contemporary Russian authors call L. Andreev, V. Bryusov,
A. Remizov, N. Gumilev their idols, and these writers lived in Russia at the beginning of the 20th
century and worked in the genres close to horror fiction.

It is widely accepted that the difference between American and Russian horror fiction is
caused by external historical processes. Whereas throughout the entire 20th century the genre of
horror was successfully developing in the U.S., the tradition of horror fiction in Russia was
interrupted after the revolution of 1917, and that genre was not welcomed by official Soviet
criticism. Nevertheless, in the works of such authors as M. Bulgakov, A. Platonov, and the
Strugatsky brothers the category of the terrible continued to exist, but the creative work of those
writers was rendered “outside” the main literary process until the late 1980s. In the late 20th and
early 21st centuries, horror fiction was “rehabilitated” in Russia, but the time was lost and it is
necessary to admit that the genre slipped into a decline in Russia. Most recently published works
are just imitations of American novels. Even in the creative work of Russian post-modernists and
neo-realists, elements of the category of the horrible are often borrowed from American literature in
a ready-made form, but cannot adapt to the Russian cultural background.

This problem results in the fact that horror fiction is one of the most commercially
unpredictable genres in Russia. Publishers have no confidence in another attempt to create a
“Russian horror novel,” and the rare published works can not satisfy mass readers’ demands. At the
same time, Russian readership really enjoys reading translated American horror fiction, and there
are dozens of sites for horror fans on the Russian Internet.

The rebirth of horror genre in Russia is a matter of time. This process cannot be reduced to the
literal borrowing of American examples. It is necessary for Russian scholars and writers to analyze
and understand the mechanisms of success for horror fiction in the U.S. and adapt these
mechanisms to the Russian horror fiction. Only in this way will it be possible to create a new,
mature and original product based on the Russian background.

2. Horror Fiction in the Aspect of Creative Writing

In addition to revealing the genre and comparative literary characteristics of horror fiction, it
is important to understand narrative strategies used by the authors who work in the genre under
study. This goal is closely connected with the field of Creative Writing, since the object of research
is being analyzed from the inside — as a creative process, for which it is necessary to understand the
internal principles of the genre and study the fundamentals of the craft.

It is important to stress here that there is a lot of room for the reflections of other writers in the
field of horror fiction. Ann Radcliffe in her essay of 1826 distinguished two elements of horror
fiction: “terror” and “horror” [Radcliffe, 1826: 145-152]; G. Ph. Lovecraft wrote an essay
“Supernatural horror in literature,” in which he outlined the prehistory of the genre and his
understanding of “supernatural horror” [Lovecraft, 1973: 11-106]. Among current publications, the
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most significant are two S. King’s books: “Danse Macabre” (in which, above all, four main
archetypes of the category of the horrible were described), and “On Writing: A Memoir of the
Craft,” addressed to beginning writers [King, 1981: 2002].

It is known that, there are a lot of modern writing courses in the U.S. connected with the genre of
horror. The “Horror Writers Association” contributes to promotion of the genre and inspires beginning
writers. Thanks to the activities of this Association, a wonderful book “On Writing Horror” was
published [Oates and others, 2006]. Publications by David Taylor (currently he is a Senior Advisor in
The Effective Writing Center at the University College of Maryland) under the general title “How to
Write Today’s Horror” are very popular on the Internet, and some of the publications are translated into
Russian and published on the Russian Internet platform “DARKER.”

Publications devoted to the principles of writing prose fiction in general are also very
interesting. One of the most striking examples is “Teaching and Writing Popular Fiction: Horror,
Adventure, Mystery and Romance in the American Classroom” [Hubert, 2000]. There are also
specialized prizes in the field of horror fiction conducted in the United States: Bram Stoker Award,
Silver Hammer Award and others (mainly with the support of the “Horror Writers Association”™).

The situation is different in Russia. Currently, every self-respecting writing school in Russia,
in addition to a classical program, promises to familiarize students with how to write horror.
However, in essence, Russian instructors of such courses admit that they do not know how to teach
students to write relatively long work of horror fiction, so they just try to point out that horror is a
short story genre. No one has yet been able to unlock the secret of success of American writers who
are famous for their novels, some of which are quite long (for example, “The Terror” by Dan
Simmons). All writing courses, textbooks, programs give an idea of what “thriller” and “suspense”
is, but no one in Russia has enough experience to provide beginning writers with realistic, detailed
and effective recommendations on how to write a horror novel which would become an organic part
of the modern Russian literary process. Furthermore, works of modern well-known Russian writers
who try to create a “Russian thriller” such as A. Ivanov’s “Psoglavtsy” (2011) are to be considered
unsuccessful, at least as horror stories.

3. Horror Fiction in the Field of Educational Psychology

Traditionally, in Russian school and university education horror fiction used to be marked as
marginal, but increasingly there are suggestions in modern teaching practice to diversify the literary
syllabus by introducing creative works related to the horror genre. Such ideas are dictated, on the
one hand, by a commercial success of this genre, and, on the other hand, by the interest students
show to this genre at both high school and university. In this connection, it is urgent to understand
the possibility and appropriateness of introducing certain examples of horror fiction in the field of
school and university teaching, especially in a multinational educational environment.

In the article “Teaching Horror Fiction in a Multicultural Classroom,” L. Matek analyzes this
problem and offers some practical solutions to it based on the ideas of American psychologists and
sociologists. The author of the article rightly considers that horror fiction is a significant resource
which allows not only to increase students’ interest in reading, but also to develop their capacities
of empathy with and tolerance for others, which is a valuable learning outcome in a multicultural
educational environment [Matek, 2015: 61-73].

A well-thought-out introduction of horror texts into the school and university literary syllabus,
especially in a multicultural classroom, can neutralize many problematic moments. Our own
teaching experience suggests that introduction of horror texts into the literary syllabus and the
practice of teaching literature in Russia, helps to reduce aggression and promote tolerance in a
multinational audience. The Udmurt Republic is a multiethnic region, and students from Udmurt,
Tatar, Armenian, Ukrainian, Russian families study together. In this respect, horror fiction has a
considerable emotional effect on students and reveals the commonality of people regardless of their
nationality: all people are afraid of similar things, all people are united in the fight against evil,
injustice, death and dread. When teaching the Russian language and literature at Izhevsk College of
Law to multiethnic groups of students, we had some students who acknowledged that in addition to
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the standard educational program they read G. Ph. Lovecraft, R. Bloch, N. Geiman or, more rarely,
contemporary Russian horror writers. We found it necessary to encourage such reading preferences,
and little by little these students made progress in the main literary syllabus. We are convinced that
horror fiction in its best manifestations can develop a reader’s taste, and most students inevitably
turn from the horror genre to “boring” classical literature, because they begin to enjoy the art of the
written word and the process of reading itself, which is a desirable effect initiated by horror fiction.

In addition, it is convenient to familiarize university students with the mythology and folklore
of a particular nation by means of horror fiction. It is no coincidence that some researchers interpret
“The Odyssey” by Homer, which is an invaluable source for studying ancient Greek mythology, as
a predecessor of the horror genre. N. Gaiman’s “American Gods” is based on various forms of
folklore. But not only that. Among modern Russian writers there are also acknowledged creators of
novels in which the category of the horrible has an ethnic flavour. For example, Tatar mythology
inspired N. Izmailov’s novel “Ubyr”, and the Ural and Siberian folklore tales come to life in
creative work of A. lvanov.

Nevertheless, although the concept of the “horrible” is a frequent phenomenon even in
Russian classical literature (Karamzin, Pushkin, Gogol, Dostoevsky and others), the genre of horror
is introduced in Russian literary syllabus in an inconsistent and ill-conceived way. School
curriculum simply does not provide opportunities for explaining the horror genre, and most
university lecturers just point out, at best, the presence of “fantasy elements” in some texts even as
far back as the Soviet period. However, there are some positive changes as the list for extra-
curricular reading has been replenished not only by “The Lord of the Rings,” but also by S. King’s
“The Dead Zone,” and this fact alone could be considered as a positive tendency.

In the U.S., the question of teaching the horror genre attracts much more attention than in
Russia. A short but quite informative manual by M. J. Weiss “A teacher’s guide to selected horror
short stories of Stephen King” was published as far back as in 1995, and its amateur translation into
Russian was posted on the website stephenking.ru in 2004. An analyzis of the popular American
portal for teachers lessonplanet.com according to the request of “horror+genre” shows that learning
aids devoted to the teaching of horror fiction in American schools are among the most demanded
and plentiful. An interesting collection of learning aids and recommendations for American teachers
is available on the website jlbenet.com and on many other theme sites.

The current situation in Russia is characterized by the reformation of the education system,
and this is a favourable opportunity for adapting foreign experience to Russian education, especially
in such an important field as teaching literature in a multiethnic classroom.

Conclusion

Thus, the integrated approach in the proposed article contributes to the perception of the
horror genre as a many-sided phenomenon. The study concerns the definition of the horror genre in
Russian and American Comparative Literature. It also deals with teaching beginning writers the
techniques of writing horror stories. And thirdly, it is connected with teaching students the horror
genre. Assimilation of the U.S. experience will allow development of the genre of horror in Russia,
as well as help to find a worthy and reasonable place for it in school and university literary syllabi.
After experiencing decades of oblivion, the horror genre can revive in Russia thanks to the critical
mastering of the U.S. experience, where the genre tradition has never been interrupted. In this
respect, it is necessary for Russian scholars not only to systematize and classify modern trends in
the field of horror fiction, but also to reveal deep creative mechanisms involved in this genre.
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PYCCKAA N AMEPUKAHCKASI IMTEPATYPA YIKACOB KAK ’KAHPOBBIM,
XYAOXKECTBEHHBIN U OBPA30OBATEJIbHBIM ®EHOMEH:
INOCTAHOBKA ITPOBJIEMbI

Kanp yxacoB (Xoppop), MOJTYYMBIIUK HEOOBIMAWHYIO TOMYISIPHOCTH B COBPEMEHHOM
JUTepaType, A0 CHX IOP BBI3BIBACT CIOPHI Cpeau creruannucToB. OCOOEHHO CIIOXKHOW SIBISETCS
cutyanus B Poccun. Jlo Hawana XX B. poccuiickas IuTepaTypa YKacoB pa3BHUBAJIaCh MapalIeIbHO
nureparype yxacoB B CIIIA, onnako mocie pepomoruu 1917 r. u Briots 10 koHna 1980-x rr.
JTaHHas TpaauIus Obuia mpepBaHa. [lo3ToMy Ha HAaCTOSAIUNA MOMEHT JUIsl POCCUUCKHUX (PHIIOTIOTOB
HESCEH BOMPOC «UTO TaKOE€ XOppop?», ISl POCCHUHUCKHMX IHCATelIed — «Kak IMHcaTh XOppop?»,
a MperoiaBaHue JIUTEPaTyphbl Y)KacOB PACICHUBACTCS YUUTEISIMH KaKk MapruHaibHas Tema. MHaue
obcroutr neno B CIIA, rae yxe co3gaHa ompelesieHHas TPAAMIIMS HHTEPIIPETallud Xoppopa.
CoBpeMeHHbIE aMEpUKaHCKUE y4yeHble, Quiocodbl, MUcaTeT U MEAarord CXOIITCS B TOM, YTO
JTUTepaTypa yXKacoB, paBHO KaK U KMHO, B JIYUIIUX CBOUX MPOSBICHHIX 3aTparuBaeT IIyOMHHBIE,
CYIIHOCTHBIE TPOOJIEMbl YENOBEYECKOW YU, MO3BOJISISI OKa3blBaTh MOIIHOE BO3JEHCTBHE Ha
cTtaHoBieHUEe W pa3utHe JnuyHOCTH. B CHIA Ha npoTsikeHMHM Bcero XX B. JKaHp YXKacoB
IJJAHOMEPHO Pa3BUBAJICSA, U HA CErOJHAIIHUN JI€Hb UMEHHO aMEpUKAHCKas JIUTepaTypa Y»KacoB
3a/1aeT CTaHJapThl XKaHpa BO BCEM MUDE.

Ilenp cTaTbu COCTOMT B TOM, YTOOBI OMUCATh JHTEPATYpPy VYKAcOB KaKk TUHAMHYHO
Pa3BUBAIONIMICS JKaHpP, pAacCMaTpPUBAEMbId C TpeX TOYEK 3peHHs: 1) uepe3 CpaBHUTEIbHBIN
Y KaHpOBBIM aHanmu3 JnutTepatypel yxkacoB B CIIA wu Poccum, 2) myrem wu3ydeHUs
MMOBECTBOBATENIbHBIX CTPATErvii, KOTOPBIE MCIOIB3YIOT aBTOPHI JAHHOTO KaHpa, 3) MOCPEICTBOM
OCMBICIICHUSI MPUHIUIIOB MPENOJaBaHUsl  JMTEPAaTypbl YXacoB B  MHOTOHAIMOHAIbHOM
00pa3oBaTeIbHOM MPOCTPAHCTBE.

[lepexxuB necsaTuiieTHs 3a0BEHUS, JKaHP Y)KacoOB MOXKET BO3poAHuThcs B Poccum Omaromaps
OCMBICIICHUIO U KpuTHYeckoMy ocBauBaHuio omnbita CIIIA, rae >xanpoBas Tpaauivsi HUKOTJa HE

IIpEpPHIBAIIACE.
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Kniouesvie cnoea: ¥ aHp yxKacoB (XOppop), aMEpPUKAHHCTHKA, COBPEMEHHas pycCKas
JUTEepaTypa, CPaBHUTENbHBIM U JKaHPOBBIM aHAINU3 JINTEPATYphl, IOBECTBOBATEIIbHBIE CTpPATETUH,
IIPENOAABAHUE JINTEPATYPhI YKACOB.
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LA FONTAINE AND KRYLOV: THE ART OF NEGLIGENCE

In the French vers libres of the seventeenth century, we expect to find, most commonly,
varied sequences of long lines (alexandrines and decasyllables) and short lines (eight or fewer
syllables), linked by unsystematic rhyme groups in neighboring rhyme (AABBCC...), in four-line
groups (alternating rhyme, ABAB, or enclosed rhyme ABBA) or in varied groups of five or more
lines on two or more rhymes. An isolated line with no answering rhyme was unknown.

Two of the great fabulists have produced one fable with a missing rhyme: La Fontaine (“La
Cour du Lion”) and Ivan Krylov («Kymeny). Critics who have noticed the missing rhyme in “La
Cour du Lion” have assumed that La Fontaine was negligent or careless. No commentator of
Krylov’s «bacuny, so far as I can determine, has noted the missing rhyme in «Kymnemy. Each fable
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