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Coma 3npaBkoBa-llenapocka

Daxkynmem 3a My3uuKa ymemHocm,
Yuueepzumem ,,Ce. Kupun u Memoouj“, Ckonje

KYC BOBE/l KOH HOBUOT bPOJ HA APC AKAJIEMHUKA

KoHn conmpxuHUTE Ha HAJHOBHOT, METTH MO pea Opoj Ha CIHCAaHUETO
Apc Axademuka, KOPUCTEJKU ja yMETHHYKATa TEPMUHOJIOTH]a JJaBaM MaJia
yBeptupa. Crimcannero Apc Axademuxa TeHIWpa KOH apTHKYyJaluja Ha
HayyHaTa MHCJIa BO OJHOC Ha H3BEAYBAUKUTE YMETHOCTH, MpPH IITO
MOjAOBHUOT (opMaT Ha CIHUCAHMETO € TEOPHCKO NPOMHUCITYBamkEe Ha
(¢eHOMEHHTEe TOBpP3aHM CO CIleHaTa, Tearapor, wu3Beabara. Ho,
COBpEMEHUTE TEHACHIIMM HAMETHYBaaT W  MPOIIUPYBake  Ha
UCTPAKYBAUKHUTE TMOJIMIbA, IITO PE3YIATHpPAa CO MYJITHIUCIUILUIMHAPECH
npuoj. [IpBuuHaTa wieja 3a Kpeupame MPOCTOP BO KO YMETHUYKHUOT
Kamap on asata ¢akynrera (DakynaTeToT 3a My3MYKa YMETHOCT H
@DakynTeTOT 3a JIPaMCKH YMETHOCTH) K€ MMa MOXHOCT Ja TH H3JI0XKHU
CBOMTE TE€3M, Pa3MHUCIIyBama, CTAaBOBU IIOCTENIEHO C€ MpOIIUpYyBa U
JIOTIOJIHYBAa CO TEKCTOBM Ha aBTOPH KOU C€ OJ] CPOJHHUTE KaTelApu H
(bakynTeTy o]l pETHOHOT, HO M OJ] CBETOT.

TenneHiyja Ha TUMOT IITO 3aCTaHa 3a]] CIUCAHUETO, HO U TeHEepaTHa
nonutuka Ha Pakynrer 3a My3udka yMeTHOCT U DakynTeToT 3a JPaMCKH
YMETHOCTH, € Pa3[BUKYBambe, aKTyallu3upamke U MPOAYKTUBHA Qy3Hja Ha
u3BeayBaukaTa MpaKkTHKa U Teopuja. Bo oBaa Hacoka caMo BO MUHaTaTa
roguHa Oea peanu3upaHu JABe HaydyHH KoHpepeHiuu. Bo pamkute Ha
dbectuBasior Crxompaxu ce oapka MeryHapoaHaTa KOH(EpeHIHja TOoJ
HacyoB ,,COBpeMeHH MpeAn3BHIM Ha nepdopmaTuBHOCTa™. TpymoBuTe of
oBaa KoH(epeHIrja 6ea myOIMKyBaHN BO YETBPTHOT OpOj HA CIIUCAHUETO
Apc Akademuxa. @akyaTETOT 3a My3WUKa YMETHOCT OJpKa Hay4eH COOUp



KYC BOBEJ[ KOH HOBHUOT bPOJ HA APC AKAEMHUKA

KOj Oellie 1en o] aKTHBHOCTUTE T10 TIOBOJ MpociiaBaTa Ha jyounejotr — 50
TOJIMHA OJI HErOBOTO OCHOBameTO. Temarckara pamka ,Enxykarmja,
TpaauIilja, COBPEMEHH TEHACHIMHU omdaTu chepu KOU ce el O]
MPOTPaMCKHUTE HAaCOKH Ha (aKylITeTOT, HO CE EIHOBPEMEHO KIIyYHH
TOIOCH BO OJIHOC Ha M3BeAyBaukuTe ymMmeTHOoCTH. OBOj IETTH Opoj ke oune
UCIIOJTHET CO COAPKUHUTE O] OBaa KOH(epeHIHja, TOMOITHET CO HEKOIKY
TEKCTa Ha UCTPAXyBaud IITO TEMATCKH CE€ BKIIOMMYBaaT BO KOHIIENTOT Ha
KOHKPETHHUOT Opoj.

Co UCKIyYyHTEeNIHO 3aJOBOJICTBO MOXE Jia C€ KOHCTaTupa
[IAPEHOJIMKOCTa HAa 00pabOTEeHUTE TEeMH, KOM CE€ JOHECEHH TPEKYy CeayM
aBTOpcku Tekcra. CompxuHHTe ce on cdepara Ha My3WKara, TaHIIOT,
Apamaryprijara, HO WCTUTE Cc€ JIONOJHETH CO TOJIKYBamke Ha
nepopMaTHBHOCTA KaKoO ajaTKa Ha rparaHCKUOT akTuBu3aM. Cekoj TeKCT
MOOJJICITHO, JUTAOMHCKA W MOIIHE CTYAHMO3HO ja TOJKYBa IOCTaBeHATa
npobiemMaTuka, Hajuecto (cO OApPEACHH HCKIYYOIlM) ce€ TpyIu Ja
aruIMIypa aJeKBaTHA TEOPUCKA Mojyiora. YuTarenor MOBTOPHO ce Haora
MpeJl majeTa TeKCTOBH BO KOM KOH M3BEA0EHOCTA ce MpUora 0/ MOWHAKOB
aroJl W aryelu3Wpa IOWHAKBO TOJIKYBAYKO TJIEAUINTE, HMEHO OBOj
KBAJIUTET TO TpaBH CIUCAHUETO Apc Axademuxa cexorall WHTEPECHO,
WHTPUTAHTHO U MPOBOKATHBHO.



Tuxomup JoBuk UDK 78.089.8:781.42 I'onaéoecku, C.
Daxkynmem 3a My3uuKa ymMemHocm
Yuueepzumem ,,Ce. Kupun u Memoouj“, Ckonje

INOJIM®OHUNIATA BO EJEH CEI'MEHT O/l TBOPEHLITBOTO
HA COTHUP I'OJTABOBCKH CO3JAAEHO
BO INIEPUOAOT O/ 1960 - 1980 'OANHA

This year marks 80 years since the birth of Sotir Golabovski (Struga,
October 30, 1937 - November 5, 2014, Skopje), musicologist, composer,
music publicist and pedagogue. Although musicology is his basic
vocation, the composing opus of Sotir Golabovski leaves a significant
mark in the Macedonian music culture. The work of this author consists of
genre varied works of solo, chamber, vocal and orchestral music, works in
which various stylistic compositional-technical determinations can be
noticed.

Contemporary Macedonian art with its scope, but even more with its
essential complexity, opens up possibilities for many researches in several
aspects, for which the Macedonian musicology is of great interest. The
aim of this paper is to give relevant answers about the type, manner and
scope of the use of polyphony in one segment of the work of Sotir
Golabovski created between 1960 - 1980. For this purpose a corpus of the
available works (scores and recordings) of this author was formed.

The limitation of the defined 20-year period is because it stands out as
one of the most significant in Macedonian music history, a period in
which a rather high number of genre varied works have been created, and
at the same time it is a basis on which the further development of the
Macedonian music art, i.e., the creation of the next generation of
Macedonian composers is based.

Keywords: creativity, works, scores, recordings, polyphony.



HOJINPOHUIATA BO EJEH CEI'MEHT O/1...

Cotup T'omabocku (Crpyra, 30.10.1937 - 5.11.2014, Ckomje),
MY3HKOJIOT, KOMITO3UTOP, MY3HUYKH MyOIHUIIUCT U Teaaror. TBOPEmTBOTO
Ha OBOj aBTOpP TO COYMHYBaaT >KaHPOBCKM pPA3HOBHIHH Jiela Of
COJIMCTUYKATa, KaMepHaTa, BOKAJIHATA M OpKecTapcKaTa My3HKa, Jejia BO
KOM MOXXKaT Ja ce 3alenexar pa3u4HU CTHUJICKH KOMIIO3UTOPCKO -
TEXHUUYKH ompenendu. HeroBuor omyc coznaneH Bo mepuoaoT on 1960 -
1980 romuua 6pou 52 nema, ox kou mo 6 gena ce co3ganeHu Bo 1960 u
1976 ronuna.

Ta6ena 6p. 1 @pexkBentHa aucTpuOylMja Ha AeaTa Clopes roJuHaTa Ha
co3naBame Bo nepuonot og 1960 - 1980 roguna

I'oguna
1960
1961
1962
1963
1964
1965
1966
1969
1970
1971
1972
1973
1974
1975
1976
1977
1979
1980

Bkynno
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Tuxomup JoBuk

[Ipenmer Ha ucTpaxyBameTo Oea 25 MocTamHM Jena Co3JaJeHH BO
pasriaenyBaHuoT Tiepuona. Bo 7 nena 3abenexaBMe TpUMEHa Ha
o oHuja.

Tabena op. 2 OpekBenTHa TUCTPUOYIMja HA AOCTAIHHUTE jaena (Opoj Ha
CTaBOBHU M CHUMKH) BO KOU C€ jaByBa Moyu(poHuja

Heaa Bbpoj | bpoj Ha craBoBn | CHUMKH
Andante 1 1 /
Excyenmpuunu cmpyxmypu 1 5 /
IIpocmop 2 1 1 /
IIpocmop 4 1 1 Ha
Ceodym nuecu 1 7 a
Ilpocmop 5 1 1 /
IIpocmop 6, on. 48 1 1 /
Bkynno 7 17 2

On gocramHWTE JAefa BO KOM Ce€ jaByBa moiudoHMja, IBE aena
MpeTCTaByBaaT MUKIWYHU (popmMu co 12 cTaBoBH Kako BKymeH Opoj, a 5
nena ce KommoHupaHu Bo 1 craB. CTaBOoBUTE BO KOU CE€ jaByBa
nonudoHuja, Kako U Aenara Bo 1 ctas, hopMupaaT UCTpaKyBauKu KOPITyC
on 12 egununu Bo Kou € ynorpeOeHa rnonugoHuja.



HOJINPOHUIATA BO EJEH CEI'MEHT O/1...

TaGena 6p. 3 OpexBeHTHA AUCTPUOYIMja HA MCTPAXKYBAYKUTE €ITUHHUIIN
criope]l BUI0T Ha mojaudoHuja

Mommdonn popmu bpoj
Camocmojnu 0
Cmas 00 yuxnuunu hopmu 0

IMomdon cjior Bo paMKH Ha jJeJia (CTABOBH) KO
NpeTcTaByBAAaT APYru My3U4Ku Gopmu

Hmumayucka nonughonuja

Heumumayucka noaughonuja 5
Kombunuparna noaughonuja 6
Bxkynno 12

Bo 1966 roauna I'omaboBcku ja co3maBa koMmo3uiijara Andante 3a
KamepeH opkecrap.' Temmoro e ymepero (Andante), a Takror 4/4. Bo
paMKHTE Ha CTAaBOT YECTO C€ jaByBa MelyCceOHO KOHTPAamyHKTHPame Ha
MEJIOIMCKUATE JIMHUW IITO PE3ylITHpa CO MONHU(OH CIIOT, KOHKPETHO
pazHoyHKIIMOHATHA (HEUMUTAIIMCKA) MOH(OoHH]ja.

" Bpemerpaeme: cca. 3'. Toauna Ha neuateme: KM, 1969.
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Tuxomup JoBuk

Ipumep op. 1 Andante

Fr e e —— — e e s —=
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Bo onpenenu penoBu on dopmara 3a0eneKUTENHA € U MOjaBaTa Ha
elIHAa OJl TJIABHUTC KApaKTEPUCTUKH Ha My3MKara Ha XX BEK -
MOJIMIIIIACTOBOCT, TyKa OCTBapeHa cO jacHa audepeHnujanuja Ha JBa
pa3lUYHU TPHHIMIIA Ha OpraHu3alMja Ha My3H4YKaTa MaTepuja -
XapMOHCKH CJIOT ¥ TIOJU(OH CIIOT.
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HOJINPOHUIATA BO EJEH CEI'MEHT O/1...

Ipumep op. 2 Andante
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Excyenmpuunu  cmpykmypu 32 KamepeH  opkectap  (1969)

2
IpeTcTaByBa IUKIMYHA Gopma cocTaBeHa o1 5 craBa.” CraHyBa 300p 3a

KOMIIO3MIIMja KOja € HamuilaHa Bp3 OCHOBAa Ha MPHUHLUIUTE Ha

ajieaTopukKara, KOHLENT NPUCYTEH BO JiejlaTa Ha IOBEKE MAaKeIOHCKU

? ToxuHa HA MeYaTeHe: JIKM, 1971.
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Tuxomup JoBuk

aBTOpHU CO3JaJcHU BO Toj mepuon. IlIto ce oxHecyBa N0 KOMIIO3UIIMjaTa
Excyenmpuyunu cmpyxmypu, Tyka MOKEME J1a KOMEHTHUpaMe 3a I10jaBa Ha
CIOOOZHN KOHTPAIyHKTH BO (parMeHTH OJf TPETHOT CTaB, KOH
NPOM3IIETYBaaT KaKO pe3yiaTaT Ha MeryceOHOTO KOHTPAIyHKTHPAame Ha
MENIOJMCKUTE JHMHUM BO MOMEHTHTE Ha JIMHEapHa HWMIIPOBHU3AIH]a.
[TojaBata Ha KOMOHMHMpaHa MOMU(POHHja BO PAMKUTE Ha YETBPTHOT H
NETTUOT CTaB € pe3yATaT Ha MMHUTAIMCKOTO CIIPOBEAYBAHm-E HAa OJPEICHH
MOTHBH  BO  MOEIUMHH  HMHCTPYMEHTH  HACOPOTH  CII0OOOIHOTO
KOHTpAIyHKTUPAE BO APYTH OJ1 OpKecTapckaTa (hakrypa.

IMpumep Op. 3 Excyenmpuunu cmpykmypu - V cTaB
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HOJINPOHUIATA BO EJEH CEI'MEHT O/1...

Bo xomnosunujara Ilpocmop 2 3a 060a u kamepeH opkecrap, 1973,
co moaHacnoB /locmojuo Ecm, ['onaboBCKHM TIpaBU CHHTE3a HAa CTApOTO CO
HOBOTO, OJIHOCHO Ha BH3aHTHCKaTa U CTApOCIOBEHCKaTa L[PKOBHA MYy3HKa

¥ COBpEMEHAaTa MAKEIOHCKA My3HKa OX TOj mepoi. ° BeymHocr,
Ilpocmop 2 e nen oA UHMKIYCOT WHCTPYMEHTAIHM KOMITO3UIIMU 3a
KaMepHU aHCaMOJIH O] 3aeHUYKH HACIOB [Ipocmopu, WHCIUPUPAHU O
BHU3aHTHCKATa U CTAPOCIOBEHCKATA JyXOBHA MY3HKa, KOU MakK, C€ MPEeIMET
Ha JIOJITOTOMIITHUTE MY3HKOJIOIIKN UCTPaKyBamkba Ha OBOj aBTOP. ,,Makap
IITO IUKIYCOT HE € MPOrpaMCKH 3aMUCIIEH, BO CEKOe JENI0 Ce HaceTyBa
aBTOpOBaTa MPETCTaBa 3a 3BYYHO OOJHMKYBame Ha OINpENeNeH el Ol
mutyprujata” (OprtakoB 1982: 128 - 9). Jocmojrno ecm mak, € ceIMUOT
rinac Ha Makedonckuom ypkoeen ocmoznachux. OBOj HareB € ynoTpeOeH
Kako TeMa (LUTaT), Koja € u3rpajieHa o Majiu cekyHau (C - des - ¢ - h - ¢),

’ Bpemetpaeme: cca. 7. Toauna Ha nedareme: JIKM, 1978.
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Tuxomup JoBuk

Bp3 4Mja OCHOBa ce rpaau nenata ¢opma. MoIycoT € MOHOIUCKH, CO
TOHOT C KakO TOHAJIEH IIeHTap, TeMoTo € ymepeHo (Andante), a TakroT
4/4. Tlpu cripoBeIyBamETO HA OCHOBHHUOT TEMATCKU MaTepHjajl, BO TEKOT
Ha CTaBOT MOXKE Ja ce 3a0ernexn KOMOMHUpaHa MpUMeHa Ha MmojaudoHuja.
,»Jle70To € TpajeHo crmopen (opmanHuTe Oo0paclyd Ha KOHIEpTHaTa
My3WKa, KaJie MTO ynorpedara Ha XapMOHCKHOT ja3MK U Ha HErOBHUOT
TpeTMaH € BO CiIy)x0a Ha COJNMCTOT. XapMOHCKara 0a3a TJIaBHO HE ce
MeHYyBa ce 710 KpajoT Ha komnosunujara” (IIpomes 1986: 230).

[To cnuveH TMPUHIUII € KOHCTPYHMpaHa W ClieJHaTa KOMITO3UIIM]ja O]
uukinycotr Illpocmopu. Ilpocmop 4 3a xamepen opkectap (1974) e
KOMITO3HITHja BO KOja ,,...CTaHyBa 300p 3a WHCIHpAIja TMPOU3JIe3eHa O]
YHHOT Ha IpoliecujaTa: Mmpe KpajoT Ha MuecaTa U3BEeyBauyuTe ce JBUXKAT
0 MOJWYMOT M H3JeryBaaT OJl HEr0 HU3 KOHTUHYHpPAH 3BydYeH TeK’
(OpraxoB 1982: 129). CtaBoT € KOHIIMIIUPAH BP3 OCHOBA Ha MOHOJIUCKH
MOJIYC, CO TOHOT ( KaKO TOHAJIeH LIEHTap, TEMIOTO € yMmepeHo - Andante
(J= 66), a TaxtoT 4/4.* 1 TyKa aBTOPOT IIPHMEHYBa KOMOMHHUPAH IOIA(OH
cior. MictoBpemeHo co moinu@oHUOT ¢JIoT, BO OpKecTapckara (akTypa ce
3a0ernexyBa W MOjaByBa Ha XapMOHCKH CJIOT KO BO KOHKPETHHOT CIIy4a]
UMa CceKyHJapHa yiora. MIMeHO, KBHHTHO - KBapTHHUTE CO3ByYja KOHU
KOHTMHYHMPAHO 3BydYaT BO IIMjaHOTO UMaaT (OHCKa (YyHKIIH]a.

* Bpemerpaemse: cca. 11°. [omuna Ha neuareme: JJKM, 1978.
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HOJINPOHUIATA BO EJEH CEI'MEHT O/1...

IIpumep 6p. 4 IIpocmop 4 (27 - 32 TaKT)




Tuxomup JoBuk

Bo 1975 roguna ['onmaGoBcku ja peanusupa MUKINYHATA KOMITO3HUIIH]ja
Cedym nuecu 3a ujaHo.”

1. I nueca - in D, tremno Andante (J= 66), Takt 4/4, BpeMeTpacke:
cca. 17 30”.

2. I nueca -in A, temnio Allegretto (J= 108), takt 3/4, BpemeTpaeme:
cca. 1’.

3. III nueca - in E, temno Allegro, Takr 6/8, Bpemerpaeme: cca. 1’
30”.

4. IV nueca - in D, Temmo Moderato (J= 88), takr 4/4, BpemeTpacme:
cca. 17 30”.

5. V nueca - in D, remnio Andantino (J= 69), takt 4/4, BpeMeTpacke:
cca. 2’.

6. VI nueca - in D, remmnio Allegretto, takr 6/8, Bpemerpaeme: cca. 1’.

7. VII nueca - in C, remno Andante (J= 66), takt 4/4, BpeMeTpacke:
cca. 1’ 30”.

[Tonmudon crmor kako MPUHLUMI Ha OpraHu3alyja Ha My3WYKara
MmatepHja ce jaBysa Bo nuecure IV, V, VI u VIL

Bo uerBpraTa nueca ce jaByBa e€IHaKBO()YHKIIMOHAJIHA (MMUTALMCKA
nonudonrunja). HoTHHOT mpuMep MirycTpupa KpaTOK KOHTUHYUPAH IPEMUH
0] XapMOHCKH BO MOJH(OH ciI0T 1 00paTHO, a UCTHOT € IPUMEHET BO JBa
HaBpaTy BO TeKOT Ha nuecata (11 - 14 takt u 17 - 20 Taxr).

5 Bpemerpaeme: cca. 10°. T'oguna Ha nedateme: IKM, 1976; COKOM, 1996, Eauruja
MakeJIOHCKa My3HKa 3a rijano, 36upka I1I, HacioBenu nukiycn u CTUIM3anpaHy Urpu-
TaHIY, CTp, 21-32.
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HOJINPOHUIJATA BO EJIEH CETMEHT O/J1...
IIpumep 6p. 5 Cedym nuecu - nueca IV (17 - 22 takr)
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[MTomudonumor cmor Bo cinegaute Tpu nmecu (V, VI m VII) e

KOHCTPYHPAH I10 MIPUHIIAIIATE HAa pa3HO(YHKITMOHAIHATA (HEMMUTAIIMCKA)
nonudoHuja.
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Tuxomup JoBuk

IIpumep 6p. 6 Cedym nuecu - mueca V (1 - 12 takr)

Andantine J = B9
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HOJINPOHUIATA BO EJEH CEI'MEHT O/1...

IIpumep 6p. 7 Ceoym nuecu - nueca VI (4 - 12 takr)
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IIpumep 6p. 8 Cedym nuecu - mueca VII (8 - 13 Takr)
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Tuxomup JoBuk

Ilpocmop 5 3a xamepeH opkecrap, 1976, € BO KOHTEKCT CO JIpyrUTe
KOMIIO3HIHH 0] WHKTycoT /Ipocmopu.® Temara, BP3 4Hja OCHOBA Ce TPajy
nenara mMysudka ¢opma, ,,..MPETCTaByBa LIMTAT HAa €IEH BHU3AHTHUCKO -
cnoBeHcku HameB...” (OptakoB 1982:129). Bo amenoto ,,...e mpumapeH
COJIP’)KUHCKHOT €JIEMEHT O] MEAMTATUBEH KapakTep, LITO aBTOPOT IO
OCTBapyBa CO KOHTPANYHKTCKHM HAYMH HAa MHCICHE, OJN0CTHYBajKH THU
epexture BO opkectpamujata. Co cBojaTa  €BOJTYHMOHUCTHYKA
KOHIIEMIHja, opMaTa Ha MYy3MYKHOT CTaB € CIIMYHA CO HEKOU MPUMEPOIIH
on peHecancHara mnonudona mysuka’ (Ibid.). Bo kommosumumjara ce
3a0ene)xxyBa KOMOMHMpaHa TNpuMeHa Ha mnoiudonuja. HHTepecHa e
KOHIIeTIIIMjaTa Ha 3aBpUIHUOT Jen ona dopmara (63 - 72 TakT) Kajue IITO
OCHOBHaTa TeMaTcka Hieja ,,...ja Mpudaka Tpyma HCIOTHUTEIH O]
aHcaMOJIOT, Kako XMMHAa Ha HEYTPAJICH BOKaJl, BHECYBajKH BO
MHCTPYMEHTAJIHUOT TEK Ha KOMIIO3UIMjaTa €JeMEHT Ha aBTEHTHYHA
BokanHa armocdepa” (Ibid.).

Bo 1977 roguna ['onaGoBCKM MHITyBa yIITE €ACH CTaB OJ IUKIYCOT
IIpocmopu. CranyBa 300p 3a xommosuuujara [lpocmop 6, om. 48, 3a
KaMepeH aHcamOJ, Ydja OCHOBA IMPETCTaByBa €ICH MOTHB OJ CaMO JBa
ToHa (as - g). CraBoT e 6a3upaH Bp3 MOHOAMCKU MOIYC CO TOHOT ( Kako
TOHAJICH ILIEHTap, TeMIoTo ¢ 0aBHO - Molto Lento (J=60), a TakToT 4/4.
[Ipu cmnpoBenyBameTo W pa3paboTKaTa Ha TEMATCKUOT MaTepujal BO
TEKOT Ha My3HuKara (popma, 3HaYajHO MECTO 3a3eMa U MOIU(POHUOT CIIOT
Kako MpPUHIMUI Ha OpraHM3alndja Ha My3uuykaTa wmarepuja. M Tyka
l'omaGoBcku  mpuMeHyBa  KOMOWMHHpaH  BUJ  (MMHTAMCKa |
HenMHTanKcKa) nonudonuja. [IpumMepor Koj ke TO U3ABOMME WUITyCTpUpa
MMUTAIICKO CIIPOBEyBam€ Ha OCHOBHUOT TEMAaTCKU MaTepujal BO BUJ
Ha KpaTko (yraTto. iMeHo, 10 M3arameTo Ha Temara, Koja 3all04HyBa BO
13. TakT Bo ¢aroroT ox ToHOT G, Clenu HEJ3MHO BapUPAHO UMHTAITCKO
CIPOBEYBaE€ W TOA: KIAPUHET - YucTa KBapra (yHaeuuma) rope (15.

% Temmo: Andantino(J= 69). Takr: 4/4. Bpemerpacte: cca. 5'. [ouHa Ha HedaTeme:
3KM, 1982.
" Bpemetpaeme: cca. 6. ['oguna Ha nevareme: 3KM, 1985.
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takT - C'); o6oa - 16. Takr ox ocHoBHHOT ToH (Q'); duejra - BO
naprtuTypara cron ToHoT h' Kako moderen Ton Ha Temara (18. Takt), HO
Crope]l KOHTEKCTOT CMeTaMe JieKa Tpeba 1a CTOM TOHOT c? (1.3.); BUOJTMHU
(divisi) - camo mouernuroT MOTHB 071 Temara (19. TakT o1 TOHOT 7).

IIpumep 6p. 9 Ilpocmop 6 (14 - 19 TaxT)
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Tuxomup JoBuk

OuurnenHo e Jeka BO OBOj CEIMEHT oJ TBopemTBoTo Ha CoTHp
I'onmaGoBcku He ce 3actaneHu noiaudonu ¢popmu. Ilomdonunor cior kako
NPUHIUI Ha OpraHM3allja Ha My3WYKaTra Marepuja ce 3abernexyBa BO
OJIPEIICHH JIEJIOBU O] pa3rJeyBaHUTE JIeJia CO3[aJIEHU BO MEPHOAOT O]
1960 - 1980 romuna, mpen c¢ kako moiudoHUja 0 KOMOWHUpAH BUJ
(emHakBO(YHKIIMOHAIHA - WMHUTAlMCKa MW pa3HOQYHKIHMOHATHA -
HEUMHTAIMCKA TOTU(POHH]A).
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Jyaujana IlanasoBa UDK 78.011.26:78.071. 2 ““19807(497.7)
Daxkynmem 3a My3uuKa ymemHocm,
Yuueepzumem ,,Cé Kupun u Memoouj“, Cxonje

S3HAYEILETO HA TPAIUIINJATA BO TBOPEIITBOTO HA
MAKEJAOHCKUTE AJITEPHATUBHU BEH/IOBU BO
INEPUOAOT HA 80-TUTE 'OAUHUN

The connection or the relationship between tradition and alternative
rock in the 1980s discover one of important characteristic about the local
meaning of the Macedonian alternative rock scene. This research is based
on parallel use of musicological, sociological and cultural analysis on the
subject itself. The starting analysis point for tradition treatment by
alternative rock bands is related to local folklore and Byzantine music. In
the music of alternative rock bands, tradition is not a separate element, but
a mutual engagement with several other areas or issues such as: identity,
authenticity, redefinition of tradition as a revival. Selected bands for
analysis are: Mizar, Aporea and Anastasia.

Keywords: alternative rock, tradition, Mizar, Aporea, Anastasia.

AHanmu3ata Ha 3HAYaKETO Ha TPAJAMIMjaTa BO TBOPEIITBOTO Ha
MaKeJIOHCKUTE alTepPHATHBHUA OCHJIOBH BO MEPHOAOT Ha 80-TUTE rOIUHH
npeTcTaByBa OOWJI 3a TOBP3YyBamke HA €1eH CyO)KaHp Ha POK My3HKaTa-
ANITEPHATHBEH POK CO Tpamuiyjara. 3a pas3lidka OJf MParMaTH4HOTO
TJICINIITe HAa MOJCPHHCTUYKATA WACOJIOTHja KaJie INTO TPaguIMjaTa |
MOJICPHU3MOT C€ JOXHBYBAaaT KakKO MOJAPHHU CIPOTUBHOCTH, BO OBa
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UCTpaXyBame TpaJulljaTa MMa TPETMaH KOj € IOBEKe HEYyTpajeH, a
MOMaJIKy MJCOJIOMIKH CO CTaB JieKa TpaAulidjaTa € BepyBame, [IpaKkca Koja
ce IpeHecyBa OJ] €JHa Ha Jpyra reHepaiuja, OJHOCHO Tpagulujara €
pedriekcrja Ha KOET3UCTHUPAamhe Ha MHUHATOTO M CETalllHOCTa, WM CIIO]
MpEeKy celeKnyja Ha “KOPUCHOTO® MHHATO CO CeramHocTa T.€. CO
COBPEMEHHOT JKHUBOT."

[Ipeky anOymuTe 0HOCHO MY3HMUYKOTO TBOPEIITBO HA CEIEKTUPAHUTE
OCHJIOBY 3a aHaJM3a MOXKE J1a CE YBHJIM JIeKa TPETMAHOT Ha Tpajaulfjara
ce Oa3upa Ha JIBE KaTErOPHH: WHCIHpAIHja o1 GOJIKIOPOT U O] IIPKOBHATA
WM BU3AaHTHUCKA My3uka. MeToZoT Ha paboTa e 6a3upaH Bp3 UHTEPBjya U
M3JaBU BO BECHMLIM OJ1 WICHOBUTE Ha OEHAOBUTE, aHAIUTUYEH TPETMaH Ha
OJpelyBamke Ha 3HAUCHETO Ha TpaAuldjaTa IpeKy KOpPUCTEHE Ha
TEOPETCKU JUCKYCHH O]l 00JaCTUTE Ha COLIMOJIOIIKUTE, KYJITYpPOJIOUIKUTE
U MY3HUKOJOUIKUTE cTyauu. Tpanuiujara Kako €leH O] €JIEMEHTHTE 3a
MHCIIMpalMja Kaj MaKeIOHCKHTE OCHIOBH HE MPETCTaByBa OJICJICH
€JIEMEHT TYKY NpPETCTaByBa B3a€MHO JI€JCTBYBAalk€ Ha HEKOJIKY IpYTH
00JIaCTH TOBP3aHU CO 3HAYCHETO HA: MJECHTUTETOT, ABTEHTUYHOCTA,
roJI00aTHUOT/IIOKAIHUOT TPETMaH Ha POK My3HMKaTra M peaepuHUpameTo
Ha TpaJuIxjaTa Kako pUBajBall.

Bpemenckure pamku Ha annuza ce 80-Te roguHU KOra ce co3jaBa
aNTepHaTUBHaTa My3WMKa BO MakeloHMja Koja € Jell OJi ToramirHaTa
JyrocnoBencka pok creHa. TepMHHOT aiaTEepHATUBEH POK WU
anTepHaTHBHa My3uka Bo JyrocnmaBuja (Comujamuctuuka denepatuBHa
JyrocnaBuja), 3amouHyBa na ce kopuctd Bo 80-Te 04 CTpaHa Ha
HOBHMHApHUTE BO MY3MUYKUTE clnucaHuja kako [lyboxc wnmu Pox. Toa e
My3HKa KOja C€ pa3BMBa II0J BIMjaHHE Ha TOraiiHaTa TIpea ce
aMepHKaHCKa U aHIJIMCKa BbyBE]B My3UKa U NOCT-NIaHK My3uka. Bo onucor
Ha OBaa My3HMKa €/Ha O]l IVIaBHUTE YNOTpeOEHH KOMIapaluu € JeKa
aJITepHAaTHBHATA POK MY3MKa HE € KOMeplLMjalHa My3HKa, OCHIOBUTE T
n3aaBayie atOyMuTe 3a MaJd AUCKOTpaCKM KOMIIAHWHW, HACTAIyBalle BO

¥ Eyerman, Ron and Jamison. Andrew. 1998. Music and Social Movements. Mobilizing
Traditions in the Twentieth Century. Cambridge: Cambridge University Press, 27.
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KIYOCKH CIICHHM, BO TEKCTOBUTE YECTO MMAJO W IMPOTECTHU COJPKUHHU.
HcTto Taka, HUBHUTE WIEH TE€HEpHpase OJ APYTU €CTETCKU ABUXKEHA U
OBaa KOHEKIMja ce Kpeupaja MpeKy HHTEIEKTYalHUTE U YMETHUYKHUTE
pedepeHIIn KOM TMPOU3JETyBaJie OJ] HaApeaau3MOT (YMETHOCT, (huim),
aHJeprpayHJl KHHUTHTE, er3UCTCHIHjaTHuTe (Quino3odu, MoaepHaTa
YMETHOCT, T€OpHjaTa Ha mepHOPMAHCH, POMAHTHIHHTE TOCTH.

Bo Makenonuja Bo 80-te rogunHu ce oopMyBaaT M 3all04HyBaaT Ja
JieyBaaT HEKOJKY OCHIOBM KOM CTaHyBaaT JieJl Off ajJTepHaTHBHATA POK
My3uka cueHa: Musap, Iladom na Busammuja, Teno-nayka cospuiena,
Anopea, Anacmacuja. Bo oBa uCTpaxxyBame aKkIEHT € CTaBeH Ha aHalu3a
Ha My3uKata Ha Muzap, Anopea u Anacmacuja.

Jlunepot Ha pok 6eHnoT Apxarneen, Pucto Bpres (koj Omn uieH u Ha
Musap), pok My3ukaTa ja nepuHUpaT Kako My3WKa KOja W3BHpajia O]l
PErrMoHOT Kajie mTo padboTese, a Koja Ouiia e/1eH BUJI Ha MaKeIOHCKH OJTy3
KOj MOXE Ja ce Hajie BO TpajulyjaTa IOBp3aHa CO YYBCTBOTO 32
HeoOjacHuBa 6oika. OBoj cTaB BpreB ro Haarpaaysa u co KoMIapanujaTta
Ha MaKeJI0HCKaTa pOK My3HKa CO POMCKHUOT (POJIKIOP M CO MAKEJOHCKUOT
(ONKITOp OIHOCHO €O ONKIOPOT Kaj HamaTeHnTe Hapoxd.  Tpajauimjata
Ha KoOja oOfpeleHa JWYHOCT IMpunara € BaK€H W3BOP HA JIMYHUOT
UJICHTUTET, MpUMNarameTo Ha OJpe/ieHa My3UyKa Tpaauliija IpeIu3BUKyBa
U Pa3NIUYHOCT OJ JpYyrH OOJacTH WM pPErHoHU. MAeHuTeToT Kako
MOOUJIEH TpOIIEC, BO MeproA0T Ha 80-TUTE TOMHN MAaKETOHCKUTE POKEPH
JIeTl O/1 aNTepHaTUBHATA CIIEHA TO MOBP3YBaJIe U CO JIOKAJTHATAa My3UKa O
MHUHATOTO - (DOJIKJIOPOT M LIPKOBHATA My3uKa. On Apyra cTpaHa Mak THe ce
JeN M O]l POK 3aeJHMIaTa BO JyrociaBuja KoM I'l mpudarmia Kako HOBa,

? Fonarow, Wendy. 2006. Empire od Dirt. The Aesthetics and Rituals of British Indie
Music. Middletown, Conneticut: Wesleyan University Press; >a0esa-Ilanazosa,
Onusina. 2012. Anmepnamuenama poxmysuxa 6 FOeocnasus npesz nepuoda 1980—1991
2. U HeUHOMO GIUAHUE BbPXY OHEUWHUS MY3UKATHOKYIAMYPEH JICUBOM 6 penyoauxume
Maxeoonus, Copbus u Xvpsamus. Copust: ITHCTUTYT 3a H3cielBaHe Ha M3KycTBaTa-
Brarapcka akagemus Ha HaykuTe (JOKTOPCKA TUCEPTALja, PAKOIIUC).

10 ITerpoBuk, Muonpar. 1990. “Uutepsjy Pucto BpteB. Apxanren™. MM cnucanue 3a

Mysuka u kyrmypa, op.2, mapt: 6, Kymanoso.
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CBeXXKa My3WYKa €Hepruja Koja joara oJ ojpeseHa JoKajaHa cpeauna. Pok
uneHTu(duKanyjata BO HEKoramHa JyrociaBuja uMa oOelexje Ha
oJlpeieHaTa JIOKallHA KYyJITypHa CpelAMHa KaJe IITO C€ >KHUBEeslo, HO
CTaBOBHUTE, TIOIJIEIUTE Ha YMETHOCTA MY3HYKHOT BKYC, HMHIIOT,
MopasHUTE c(akama HE C€ paszUKyBaje Off TJIOOAIHHOT TpPEeTMaH M
3HAUYCHE Ha 0BAa MY3HKa.

3a T'opazn YamoBcku (egeH on ocHoBauuTe Ha OeHIoT Muszap), He
camo Muzap Tyky u Iladom ma Buzammuja w Anacmacuja Bo 80-Te
Kpeupaie T.H. ‘easternrockmusic’, a Toa 3Hauu JeKa HE 1103ajMyBaje CaMo
my3uka on Aunrnuja unu ox CAJl moceOHO O MaHK WM IOCT-TIAHK
My3WKaTa, TyKy 3alaJHUTE BIHMjaHW]ja TH  KOMOWHHpaie Cco
ABTEHTUYHOCTA, MHCTIMPATUBHOCTA OJ] TepUTOpHjaTa Ha MakenoHHja Koja
noara oa (OIKIOPOT M HM3aHTHUCKaTa Tpamuija. Kako mMoBiIujaTeTHu
GeroBr Bo paGotara Ha Musap Guute: Joy Division u Gang of Four."!

»lIpexy Joy Division mojae WHcnupanygjata Ja ce KOPUCTH JapK
POKOT, €ETHOTO M LPKOBHOTO. MOHOTOHOCTA, yXOBHOCTa 0Of JIMBUXH HE
MOKpEeHa Jla co3JlaBaMe JapK My3uka Oa3upaHa Ha TEMHH BOKAJIM, MpayeH

ambuent 2

[Ipeky u3jaBara Ha YamoBCKHM MOKe Ja YBUAMME JIeKa Tpaauidjara
TO] ja TMOBp3yBa co (OJK My3WKaTa W BU3AHTHCKATa MY3WMKa U THE CE
JOMUHAHTHHU JIBa €JIEMEHTH BO MHCIIMpPALKjaTa HA paboTaTra Ha OEHI0T, HO
¥ BO MOTparaTa Ha HUBHHUOT JMYEH YMETHHUYKH U3pa3 U KPEHPAHETO Ha
T.H. aBTEHTHYHA My3HWKa. Bo wucTopujaTa Ha pOKOT JBa pPA3IUYHU
JINCKYPCH Ha aBTEHTHYHOCT JCTyBale 3ae[HO.  EJXHHOT HMa MOTEKIO BO
¢donk ymernocra (folk art’), npyruot Bo 6a3udHO poMaHTHYHATA BEp3Hja
Ha BucokaTa ymeTHOCT (‘highart’). IIpeky donk My3ukaTa, aBTeHTUYHOCTA

"' Mutepsjy Ha asTopor co [opasa Yanoscku, 5.9.2011, Ckomje.

"2 Mutepsjy Ha asTopot co ['opasa Yanoscky, 5.9.2011, Ckomje.
" Frith, Simon. 1981. Sound Effects: Youth, Leisure, and the Politics of Rock'n'Roll. New
York: Pantheon Books
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e Omucko OOJIMKyBaHa CO €JIEMEHTH Ha 3aeJHMIATa, KOPEHHUTE WU
Tpaguiujata. Jlemata ce BpemHyBaar Oujcjku THE TMPE3CHTHUpAAT
CIIOJICICHO HCKYCTBO 3a KOj YMETHHKOT CTaHyBa IIPETCTaBHUK Ha
KyATypaTa Ha HapoAoT, WM Ha OJpe/ieHa 3aeqHHNa (Ha TpUMep Ha
[pHAaTa 3aeJHUIA WM Ha MIIQJICIIKaTa TreHepanuja). Bropuor Haumn
JenyBa TOMHAKY, Jejara ce IIeHaT 3a aBTeHTHYHH Oujejku ce
pa3NMKyBaaT O]l TpaJAMLMjaTa KaJe MITO UHIUBHUIYaJIeoT ja IpeTCTaByBa
cBojaTa CyOjeKTMBHa BH3Mja. PereB ro mnoTeHIUpan BIWjaHUETO Ha
BHCOKAaTa yYMETHOCT, HO BO 60-Te (oK aBTEHTHYHOCTa OHJIa €THAKBO
Ba)XHAa Jla T0 IIOCTaBU pOKOT HAJIBOP OJ MEHUHCTPUM MYy3HUKaTa.
ABTEHTHYHOCTA YecTO OMila peHMHTepHpeTHpaHa BO TEPMUHHU U peIalluu
Mery rI100aTHOTO U JIOKATHOTO. Tyka poK HIMOMOT MOXE J1a C€ KaKe JIeKa
OBO3MOXKYBa €JICH BHJI Ha €CTeTCKa HHPPACTPYKTypa Koja ce IBIXKU Mery
MOJICPHOTO-YHUBEP3AIHO H JTOKATHOTO-HAIIHOHATHO,

OcCBEH KOPHCTEHETO Ha TEPMHUHOT ajTepHATUBEH POK MMa yIITE €IHa
JIOKaJHa BapujaHTa Ha TEPMHMHOT HapedeHa ,,BU3AHTHCKH pOK™.
Kpenpamero Ha 0BOj TepMHH ce ToBp3yBa co I'opan Tpajkocku koj Ouit
yieH Ha OenmgoBute: [ladom wna Buzaumuja, Anopea, Muzap wu
Anacmacuja. 3a TEpMHUHOT BU3aHTUCKHU POK TpajKOCKH MMa M3jaBEHO JeKa
Makenonuja ja moBp3yBa CO OPTOAOKCHOCTA, a Taa BO TOJIEM JEI €
noBp3aHa co Buzantuja. I{pkBaTta Ouia BiMjaTellHa cujia CO BEKOBH, Ta
penurujata cexoram ja ToBp3yBa cO MHHATOTO. M Kako pe3yiraTr cropen
Tpajkocku, 4yBCTBOTO 3a UCTOpHja € MOMHAKBO BO MakeoHHja OTKOJKY
Bo CrnoBenuja Ha mpumep. Mpeute Bo paboTata W TBOPEHETO MY3UKa
Tpajkocku ru 1pren ox opToJokcHocTa. Llenta Omio na ce mpercraBu
TpaaulMOHAIHATa MY3MKa, HO MCTOBPEMEHO Jla OJroBapa Ha MoTpeOuTe

Ha MOJIEPHHOT CITyIIaTer.

14 Regev, Motti. 1997. “Rock Aesthetics and Musics of the World”. Theory Culture &
Society, Vol.14 (3): 138, SAGE.

!> Ramet, Petra Sabrina. 1996. Balkan Babel. The Disintegration of Yugoslavia from the
Death of Tito to Ethnic War. Boulder, Col.: Westview Press, 101.
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Camara u3jaBa Ha TpajKOCKU HU TOBOPHU J€Ka BU3AHTHCKATA MYy3UKa
Ouna nokMBeaHa, pa30OpaHa Kako Jesl Off MmoTparara 1o COINCTBEHHOT
uaeHturer. [Ipucranor Ha BU3aHTHCKaTa MYy3UKa CIOPE] MY3MKOJOIIKH
nnu ¢uno3opcku acmekT ce (oKycupa Ha BH3aHTHCKAaTa My3WMKa Kako
TEeKCT (HOTalMja, TEOPETCKU IyOJWKAIMK), WK Kako (EeHOMEH KOj ce
OJTHECYBa Ha MHUHATOTO (PUTYaJIH, U3BEAYBAYKU MMPaKCH BO BU3aHTHCKHOT
Y TTOCTBU3AHTUCKUOT MEPUO]). 16

BoenHo w pa3Hu BUAOBH TpaJMIUA C€ TIPEHECyBaaT HH3
pUTyaIM3upaHd TPaKCH W HU3 MHUIIAHU TEKCTOBH. My3WyapuTe WU
KOMIIO3UTOpH, Tpeba Ja ja TO3HaBaaT HOTAaIMjaTa, MeEJIOAUCKO-
pUTMHUKATa Mpoleypa, KOHIENTOT Ha Tpaaulkja cO LeJl Ha CO3JaBambe
Ha My3uKara. Bo ucTO BpeMe, ymMeTHHUKaTa Kpealuja 6apa oBue rpaBuia
na OupgaT KpIIEHH, OJHOCHO JAa OuaaT MOAMIIAICHH, CO JOaBame Ha
HEIITO HOBO KO€ Ke CTaHe BCaJeHO BO HWHIUBUAYyalHATa WIH
KOJIGKTHBHATa m3BenOa. Tpeba ma ce mpemosHae Jeka UMa TEH3Wja WM
TEHKa JINHU]ja, Mely JIOTMAaTCKOTO CIEJCHE Ha TPAAWIHjaTa, COOMpame
TpaJullija, U KPEaTUBHO BCayBamhe, BIpayBame Ha TpaaulldjaTa WiIH Ha
OHa IITO MOXE JIa C€ Hapedye MHOBAIMja CO TPATUIH]a. 17

TpajkockH € KIIy4eH BO BMETHYBAHETO Ha T.H. BU3AHTHCKHU MPU3BYK
BO pa0oTaTa Ha TOTAIIHUTE MJIaau OCHIOBU M BO OOMIOT Aa ce popmupa
HOB YMETHUYKM H3pa3 MpEeKy CIOJOT Ha HMHOBAalWjaTa WJIM HOBOTO CO
Tpaauuujata win craporo. CBOETO 3HaeHE ro CTEKHA NMpeKy padoTara co
orer; Ctedan CaHjakocku BO JIOKaiiHa LpkBa Bo Ctpyra. 8

Ha mouerokoT Ha aHanu3ara Ha My3uKaTa Ha Muzap u Anacmacuja ce
MOCTaBH JUJIEMa 33 pa3jaCHyBame Ha TEPMUHOT BU3AHTHCKA MY3HKa IITO
BCYIIHOCT TOj 3Hauu. Bo mHTEepBjyaTa Ha Mu3ap npu ONMUCOT HA HUBHATA

My3UKa MOXKE J1a C€ 3aKIIy4uu JeKa Muzap ro OnuillyBaaT CBOJOT CTHJI KaKo

'® Lind, Tvarne Tore. 2012. The Past Is Always Present. The Revival of the Byzantine
Musical Tradition at Mount Athos. Lanham, Toronto, Plymouth: The Scarecrow Press, 1.
7 Eyerman, Ron and Jamison. Andrew. 1998. Music and Social Movements. Mobilizing
Traditions in the Twentieth Century. Cambridge: Cambridge University Press, 29.

'8 Mutepsjy Ha aropot co [opasa Yanoscku, 5.9.2011, Ckomje.
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MEIIaBUHA Ha POK, TOTHK, JapK, CO BU3aHTUCKA MY3UKa, MaKeIOHCKH
¢onkmop. On oBue OOJEKTUBHM TIPHYMHM HA TOYETOKOT Ha
HUCTPAXKYBAKBETO, C€ 3ampamiaB Kaje wieHoBuTe Ha Muszap Bo 80-Te
TOJUHU KMMaje MOXXHOCT Ja CIYyIIHAaT BU3aHTHUCKA I[PKOBHA MY3HKa CO
orjen Jeka BO TOj NEpUOA BO LPKBUTE CE€ MPAKTHKYBAJO CPIICKOTO
HApOJHO LPKBEHO Meewme T.H. ‘MoKpamueBo Ineeme’ KOoe OTCTaIyBa OJ
OCMOTJIACHHOT CHUCTEM Ha BHM3aHTHUCKOTO Ieeme OaHOCHO Bo CpbOwuja,
XpucanToBata HOTalMja He Owuia BO ymorpeba ma 3aroa HEMAaJo
HEBMATCKH PAKOIHCH ¥ IEYATCHH KHUTH Ha IPKOBHO I1ECHE.

Buzanrtonoror a-p Credka BenkoBa (MIHCTUTYT 3a UCTpakyBame Ha
ymetHoctute-bAH, Codwuja), mo mpecnymnryBameTo Ha niecHata I padom e
Hem (M yIITE HEKOJIKY IPYTU MECHU oA Mu3ap KOu M MOCITYyXKH]ja o100po
Jla ce 3amo3Hae co CTWIOT Ha Mu3ap), u3jaBu JieKa BO IeJMHA TIECHAaTa
I'pacoom e Hem € w3rpaneHa BO CTWJIOT Ha myBejBOT on 80-te. Ha
MIOYETOKOT Ha camaTta IecHa (BO mpBara cTpoda) uMa €/IeH €IEeMEHT KOj
MPOU3JIETyBa OJl BU3AHTUCKATa MY3UKa, a TOa € HAJOJHO CHYIITamke KOH
OCHOBHHMOT TOH IpEKy BTOPO CHH)KEHO CTamajo, a He MpeKy BTOPO
IPUPOJHO KaKO Ha mpuMmep pe Oemoi-10, HamecTo pe-10. Benkona
MPOHAjA€ BpCKa M BO CTPYKTYHPAHETO Ha MeJIoJujaTa-Man aMOuTYC,
aKLEHT Ha OCHOBHUOT TOH, KBapTa BO Menojuckarta iuHuja. Ho cemak
HEMa HMCO, HeMa 0e3Me3ypHOCT TYKy IecHaTa MMa jaceH puTaM, MoBeke
€THO, €JIEKTPOHCKM MHCTPYMEHTH, OJHOCHO JAOMHUHHUpA POK WIH HYBE|B
mysukara. >’

Bo nepuogor Ha 80-re Muzap 1O NpHUBIEKYBaaT BHMMAHMETO Ha
MY3HUYKHUTE HOBUHAPHU M HA MyOJIUKaTa MOPAJH CIIOjOT Ha POK My3HMKaTa co
¢donK M BU3aHTHCKATa MYy3HKa, CIIOj KOj He OMJI BOOOMYAaeH Ja pedeme 3a
Heko] Xpmarcku wianm CroBeHeukn OeHa. Muzap on cTpaHa Ha
W31aBavkata Kyka ,.XenumaoH on CloBeHHja, € ONHWIIaH Kako TpBa
MaKeJIOHCKa aJTepHaTHBHA Tpyla Koja BO JyrocioBeHCKara MO jaBHOCT

1 Koyabammja, Jane. 2003. I[pkosromo neewe 6o Maxedonuja 6o XXeex. (pakomuc): 3,
14.
%0 E-unrepsjy Ha aBTopot co Ctedka Benkosa, 14.7.2011.
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CYBEPEHO BKIIyYMJIa CEH3UOMINTET, MY3UUYKH U JIyXOBHU CIIEUU(DUIHOCTU
Ha CBOjaTa MOTeCHa TAaTKOBUHA. Mu3ap He KOpUCTEN CaKpajlHUu WIH
€THUYKH €JIEeMEHTH TYKy (GopMylupal HOB, PaMHONPABEH IMOMN ja3uk
COCTaBEH O] PazNIMYHMU €JIeMEHTH Ha TJo0aTHHUTE MON KYITypu € Mery
JIpYroTo 3a0elie’kaHO BO HM3jaBaTa Ha HM3/aBadkaTa Kyka ,,XeIHUJIOoH 3a
HeAenHUuKoT Expan Bo 1990 roauna. 2

Bo oBoj mpaBern ce mpukiydyBa u Anopea, yMETHUYKH NMPOeKT Ha I
Tpajkocku u 3opan CriacoBCKH, (aKTUBHU BO BTOpaTa MojoBuHa Ha 80-Te
TOJWHH), BO KOja Y4eCTBYBaJI€ M JIPYT'M yYMETHUIM W JAYXOBHHU BOJAYH
kako Metoauja 3natanoB u Credan Canpakocku. Ce u3naBane GpaH3uHM,
My3MKa CO LPKOBHO mneewme. Hukoram He oxapskaine koHuept. Jem on
YWICHOBHUTE Ha Anopea mpeMuHyBaaT Bo 0eHA0T Anacmacuja. IlpBoto EII
Ha Anacmacuja Ha pjexax Basunouckux ce uzaasa Bo 1990 r., 3a [JOM.
Bo konuentor Ha mpBata necHa Ha pjexax Basunouckux BO OJpEeIeH
MOMEHT MMa 1ojen0a Melr'y MeloJIUCKOTO JBHKEHE U TEKCTOT, OJTHOCHO
MeJlo/iMjaTa uMa opHeHTalneH 3ByK. llecHarta [lpemun € MCKOpHCTEHa BO
bunmor Ilpeo doacoom (1994 r., pexuja Mmrgao MaH4yeBCKH).

Ha omotute Ha wu3manmjata Ha Muzap, Anopea m Anacmacuja
MpPEoBIalyBa MKOHOrpaduja Koja ja MOAAp)KYyBa IyXOBHATa CTpaHa Ha
HuBHaTa pabora. OMOTHUTE Ha amOyMHTEe Ce€ TpeTupaar kKako 'media
res’mapaTekCcToBu. YecTo maTh OMOTOT CIYKH 32 JIONOJHYBAamE,
MOTBPyBamkhe HA 3HAYEHETO M BPEJIHOCTA HA MY3UUYKHOT JIeT COZPKaH BO
anoymor. 11ITo 3Ha4M OMOTOT Ha OJpe/ieH ajJOyM MpeTCTaByBa eKCIpecHja
U BU3yeJIHM3allyja Ha My3U4KaTa Kpeanujara Ha 6ennot. [Ipeky Mmy3ukara u
NpeKy HUBHHUTE aI0YMHU, UMUIIOT, OMOTHUTE, MOKE Ja C€ YBUJIH JIeKa THE
T0 TIO/IOJIT TIEpUO/] TIpaBaT OOHOBYBAHkE HA €HA M103aII0CTaBeHa MY3UKa —
BH3aHTHCKaTa My3uka. OBaa My3wuka ¢a3za BO HCTOpHjaTa Ha
MakKeJoHCKaTa POK My3HMKa MPETCTaByBa W PHUBAjBJI, OWIIECJKH HCTHOT
UMIUIMIMpA CMHUCIIA Ha TMOBTOPHO paramke Ha HEIITO IITO MOCTOENO BO

= Ouaxkoga, I'. 1990. “Muzap. TpaguuuoHaNHO...HO U CO UHOBAUUU“. Expan, mapt: 36,
Ckorje.
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MHHaTOTO. *> PHBajBamuTe Ce Haofaar Herme momely TpajgMIjaTa W
nHOBanujata. Tyka uMa JBa BaXKHU €JIEMEHTH KOPHUCTEHE, 00padoTyBame
Ha TpaJulMOHANIHATA MY3HMKa, HEJ3UHO aJalTHpambe Ha COBPEMEHUTE
MOKHOCTH U KOPUCTEH-E Kako MPOIYKT 3a KOHCyMupame. CrioMeHaTuTe
JIBa CJIEMEHTH Ce IeHepaHO BaXHM W 3a KyITypHHTe puBajamn.” Oaa
T€3a Ce MOKIOMYBa M CO CTaBOT HAa TPajKOCKU CIIOMEHAT IMPETXOJHO 3a
3HAYEHETO Ha BHU3AHTUCKUOT POK KAaKo JIOKAJIHA KapaKTePUCTHKA 3a
MakeJOHCKaTa POK MYy3WKa KaJe IMTO IenTa OWIo Ja ce MPEeTCTaBH
TpaJUIIMOHAIHATA MY3HMKa, HO MCTOBPEMEHO Jia OATrOoBapa Ha MOTpeOuTe
Ha MOJIEPHHUOT CITyIIATEll.

[Ipexy Teoperckara aHajau3a Ha My3UKaTa Ha CIIOMEHATUTE OCHIIOBU
MOXKE Jla pe3uMHupame JeKa alTEepHAaTUBHUOT PpOK CO3AaJeH BO
Makenonuja Bo nepuoAoT Ha 80-TUTe TOAMHHU YKa)KyBa JIeKa JIOKajaHaTa
CIIeHa He € caMo Jell 0J TJI00aTHHOT/JIOKaleH JUCKYpC WM AeN OA T.H.
rnokan crynuu (glocal studies’), aktuBHu o1 iepuoaoT Ha 90-Te, TYKy €
Jell ¥ OJ JIOKAJIHUOT/PErHOHANIeH AUCKYpPC Ha 3HAYCHETO, UCTOpUjaTa H
BpPEIHOCTA HA caMaTa aJiTEepHATUBHA POK MY3HKa.

2 Livingston, Tamara. 1990. “Music revivals: Towards a General Theory”. Bruno Nettl
(editor), Ethnomusicology, Vo.43, No.1: 66, Illinois: University of Illinois Press.

»Rahn, Millie. 2001. “The Folk Revival. Beyond Child’s Canon and Sharp’s Song
Catching”. Rachel Rubin, Jeffrey Melnick (editors). American popular music. New
Approaches to the Twentieth Century: 194, Amherst: University of Massachusetts Press.
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NIJEMO KOLO: THE CONCEPT OF KOLO,
THE EXPERIENCE OF A DANCE

The topic I have chosen is the Nijemo Kolo- a silent folk dance from
the Dalmatian Hinterland in Croatia. In this essay, my inspiration is the
concept of folk dance, where I focus on dance in text, while later I write
about the experience of witnessing folk dance and I focus on dance
performance. My main argument in this paper is that in the Balkans,
during folk dance performances, the general audience is often only
informed, therefore interested in the idea of the concept of the dance
instead of its actual and physical performance. I will use Egil Bakka’s and
Gediminas Karoblis’** theory of “concept and realization” when talking
about the dance, as a starting point to demonstrate this phenomenon.
Finally, T am testing my own different personas as a dancer,
ethnochoreologist and as a tourist by approaching a performance of the
Nijemo Kolo through three different, what Lena Hammergren > calls

# Egil Bakka is a professor emeritus or ethnochoreology at The Department of Music at
the Norwegian University of Science and Technology in Trondheim, Norway. Bakka is
the co-founder of the Norwegian Center for Folk Music and Folk Dance as well as the
Choreomundus: International Master of Dance Knowledge, Practice and Heritage.
Gediminas Karoblis is professor of dance studies at The Department of Music at the
Norwegian University of Science and Technology in Trondheim, Norway. He is the local
convener of the Choreomundus program.

* Lena Hammergren is a professor of dance studies at the Department of Culture and
Aesthetics at Stockholm University.
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personas. Starting with this question, I present three different explanations
of experiencing the Nijemo Kolo as performed by “Lado” - the Croatian
National Folk Dance Ensemble.

Key words: Nijemo Kolo, Intangible Cultural Heritage, traditional
dance, Croatia.

Discussion:

The Croatian Silent Dance, originally known as Nijemo Kolo has been
the topic of research for many dance researchers in the Balkan Peninsula.
Since 2008, the Nijemo Kolo, silent circledance of the Dalmatian
Hinterland has been inscribed at UNESCO’s Representative List of
Intangible Cultural Heritage?®. Before the inscription, these silent dances
were the subject matter of many folk dance choreographic works, dating
back to the 1950’s and were performed on the stages in Croatia and
throughout the world. Long before UNESCO?”*s inscription, this dance
was a very popular topic for research among many folklorists,
anthropologists and ethnochoreologists. In the official application that was
submitted to UNESCO, Tvrtko Zebec, a Croatian ethnochoreologist has
submitted an excellent analysis of the dance where he mentions that the
dance has been noticed in literature in the beginning of the 20" century by
Italian and Croatian writers who mention the Nijemo Kolo in their
travelling memories. The first ethnochoreological analysis of the dance
has been done by Ljubica and Danica Jankovi¢, Serbian
ethnochoreologists who mention the dance in their book Narodne Igre:
Knjiga VII (Folk Dances: Book VII) where they provide a structural
analysis of the dance from the towns of Knin, Vrlika and Sinj (1952). A

?® The nomination form is available at http://www.unesco.org/culture/ich/en/RL/nijemo-
kolo-silent-circle-dance-of-the-dalmatian-hinterland-00359
*" The United Nations Educational, Scientific and Cultural Organisation
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more extensive analysis is done by the Croatian ethnochoreologist Ivan
Ivan€an 1967, which focuses on the dance practices of the town of Sinj,
and later in 1994 in the book Narodni Plesovi Dalmacije (Folk dances
from Dalmatia). In the United States, Elsie Dunin, American-Croatian
dance ethnologist wrote her master thesis on Silent Dances of Dinaric
Mountain Aera; Analysis of Purpose, Form, and Style of Selected Dances
(1966) where she provides an anthropological and ethnochoreological
analysis of the Nijemo Kolo.

Considered as one of the oldest forms of dance, these silent dances are
present in the Dinaric zone of the Balkans in Croatia, Bosnia and
Hercegovina, Montenegro, Albania and Macedonia. These performances
are not accompanied by any musical instruments. It is an often practice
that one of the dancers “commands” the dancers of what step to perform
and very often, a group of men or women sing, irrelevant of the meter and
the movement of the dance. The dance practice is very much “alive”
throughout the villages in the Dalmatian Hinterland and the dances are
often performed at various festivals, celebrations and competitions by their
community members. However, it is important to mention that the Nijemo
Kolo does not only have one step pattern and that its structure and way of
dancing can vary depending of the ethnographic region where the dance is
performed. Therefore, instead of being a name of a dance, Nijemo Kolo is
a genre in folk dancing.

To prove my point, I will analyze the photography and the writings
about the dance by the Croatian researchers and The Ministry of Culture
of Croatia, available through the dance inscription application. Later, I
will compare the writing with the performances of the dance in the
documentary movie that has been created as a requirement for applying to
the Representative List as well as with my personal observing on the
movement of the performance of the dance.

To begin my analysis, and to introduce the theory, I start with a
citation from Egil Bakka’s and Gediminas Karoblis’ Writing a dance:
Epistemology for dance research (2010). This approach focuses on how a
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context of a dance can be created, in this case, through a textual
explanation and photography, while the realization is visible through
performance of the dance where the authors argue:

We suggest that dance has two dimensions: the realization and the
concept. The realization is the actual dancing of @ dance. The concept for
the same dance is the potential of skills, understanding, and knowledge
that enables an individual or a dance community to dance that particular
dance and to recognize and relate to each particular realization of it
(Bakka, Aksdal, and Flem 1995:21; Gore and Bakka 2007:93). We argue
that the approach to dance through its realization is underestimated in
anthropological research and ethnographic work in general (Bakka,
2005:72). A realization is the only full and proper way in which a dance
becomes available for us. We consider demonstrations, rehearsals, and
illustrated explanations as secondary and only as hints to a full expression
of the dance. Consequently we see the full, normal realization as the
primary source to, and the only fully valid form of, dance. The realization
makes dance available perceptually. The skills and knowledge of the
dance concept are invisible, but they are necessary for and integrated in
the realization. As we see it, there is interdependence between the

realization and the concept.
(Bakka and Karoblis, 2010: 173)

In the analyzed text that follows, available through citation, the
purpose of the authors is not to provide guidelines of how a dancer can or
should recognize the Nijemo Kolo as Bakka and Karoblis argue, but to
educate the reader, the member of the community, or the dancers of the
author’s anthropological musings of the dance. The text is purely
educational and informative and does not create a specific idea of how the
Nijemo Kolo looks like. I would have to agree with the authors that the
realization of the dance is often underestimated, since, very often the
anthropological/ethnochoreological writings in Croatia and the Balkans
focus on “dance” rather than dance performance or its realization.
Through such an approach, a bias opinion is created based on the
perspective of the author’s view of the dance. As it is an often practice that
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the authors have never performed this, or sometimes any dance, there is a
lack that limits the understanding of the movement and the performance.
What Bakka and Karoblis are trying to stress is that there should be a
mutual collaboration between the concept and realization of the dance, so
a certain reader can have a better understanding of the dance itself. As
example, I will proceed with citing the explanation of the Nijemo Kolo as
shown at UNESCO’s website for Intangible Cultural Heritage:

The Nijemo Kolo is practiced by communities in the Dalmatian
hinterland, in southern Croatia. Nijemo Kolo is performed in a closed
circle with male dancers leading female partners in energetic, spontaneous
steps — the male dancer publicly testing the skills of his female partner,
seemingly without defined rules. The steps and figures, often vigorous and
impressive, depend on the mood and desire of the participants. The
defining feature of the silent circle dance is that it is performed exclusively
without music, although vocal or instrumental performances may precede
or follow the dance. Nijemo Kolo is traditionally performed at carnivals,
fairs, feast days and weddings, and acts as a way for young women and
men to meet and get to know each other. Differences in the performance
of the Nijemo Kolo from one village to another are also a way for the
residents to distinguish their identities. The dance is transmitted from
generation to generation, although increasingly this occurs through
cultural clubs where its movements have been standardized. Some villages
of the Dalmatian hinterland, however, preserve the spontaneous
performance of steps and figures. Today, Nijemo Kolo is mostly danced
by village performing groups at local, regional or international festivals
and at local shows, carnivals or on the saint days of their parish church.

(UNESCO, 2017)

Based on this explanation, a certain individual that has no previous
knowledge of the dance creates a concept of this dance based on this
information. However, only 20% of text is devoted to “dancing” and
dance analysis, while the remaining text follows the anthropological
approach that Bakka and Karoblis mention. Based on this information, the
reader knows that:
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- The dance is performed in close circle (formation of the dance)

- The male dancers lead the female dancers (accent on gender and
grouping)

- The steps are energetic, spontaneous, vigorous and impressive
(personal musings of the author that can be arguable)

The remaining text informs the reader of the history of the dance, the
community involvement, the musical accompaniment and the dance
transmission. Based on this information, there is simply not enough
explanation of the dance performance/realization. Similar concept can be
created through some of the photographs that are also shown at the
website. As one of their requirements, UNESCO demands that the state
members submit up to ten recent photographs of the dance that are
required for evaluation. The submitted photographs are supposed to
strengthen the application and to help in creating the context of the dance
for UNESCQO’s application reviewers’ committees. I am proposing the
following photograph as an example of creating context through visual
rather than textual explanation:
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©Ministry of Culture of Croatia

Based on the photograph, the reader is supposed to visualize what was
explained in the previous text and broaden his concept of the Nijemo Kolo.
However, connecting this information with the realization of the dance, it
is only visible that the dance has a circular formation. If the reader has
previous anthropological knowledge, he/she can notice that the dance
originates from the region of Ravni Kotari. From this stand point, it is also
obvious that the dance is practiced by men and women, mixed together in
a circular position. Frankly, the photograph does help with creating a
concept of the dance, yet, I must stress the relationship between the text
and the photograph. Should there be no previous textual explanation, the
reader is only looking at people standing in circle, dressed in colorful
costumes. There is no indication that the people on the photograph are
dancing, nor that this is the Nijemo Kolo. Combined together, the text and
the photography gives the reader a certain concept, however, that concept
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can be different based on the person’s imagination and cannot be
considered as a fact.

Proceeding forward, I propose the text of the explanation of the
movement of the dance, written in the application for safeguarding the
dance through UNESCO’s Representative List of Intangible Cultural
Heritage, under the “Brief Summary” section, submitted by the Ministry
of Culture of Croatia. The text reads as following:

In the Nijemo Kolo - Silent Circle Dance, each dancer performs his
own steps, jumping in a closed circle or in couples, leading his female
partners, one or two, to be clearly seen by everyone, and then again
energetically jumping from one leg to another, at the same time pulling his
female partner along, publicly testing her skills, seemingly without
defined rules, spontaneously, depending on the mood and desire for
common vigorous and impressive movement in a circle when the couple
joins with others into the Kolo with long steps. The common characteristic
of the Nijemo Kolo is that it is conducted entirely independently of vocal
or instrumental performance. A vocal or instrumental performance may,
however, precede or follow the Nijemo Kolo. The dance is performed
spontaneously at carnivals, fairs and on holidays (feast days) and at
weddings. The Kolo as a social gathering is the main place at which young
women and men could get to know each other, express sympathies, and
also provided an opportunity for social criticism. Nowadays, it is mostly
danced by village performing groups at local, regional or international
folklore festivals and at local shows, carnivals or on the saint days of their

parish church.
(UNESCO, 2017)

Despite the concept, at this point, because of the brief summary, the
reader has a certain idea of the realization of the dance. It can be noticed
that there is a slightly better explanation of the movement in the dance,
still, not sufficient to imagine its realization. At this point, the reader is
interested in the realization of the dance, since the concept has been
created. As example, I propose the dance excerpts included in the short
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documentary movie prepared by the Ministry of Culture of Croatia.”® As
part of the application process, UNESCO states that the applicant must
submit a ten-minute video of the proposed element that shall increase
visibility. For the readers interested in learning the dance, this video
provides an idea of its realization and makes the dance available
perceptually as Bakka and Karoblis argue. Through this approach, the
interdependence between the concept and the realization is visible but the
dance lacks its full expression since it only focuses on a performance,
based on a video.

Given that an analysis of a dance in video is not a proper realization
analysis, I point out to the dance itself. The video contains excerpts from
several different dances that all fit under the genre of Nijemo Kolo. At the
very beginning, the viewer witnesses a performance of a couple dance
accompanied by two groups of men and women singing. The second
dance begins with couple formations, transforms into a circle chain dance
and eventually goes back to couples dancing. The dance is accompanied
by music performed on gajda and groups of men and women singing. The
third dance shows a group of six women performing the Nijemo Kolo in a
circular formation without any musical accompaniment. The following
excerpt shows a group of three men and three women, dancing in a group,
joined by their hands. The gajda and the singing are also heard in the
background. The final dance in the video starts with a group of women
singing, while another group of dancers moves in a circular position,
eventually merging into a solo couple that performs the famous Vrlika
jump.

?® The documentary film is available at
https://www.youtube.com/watch?v=69LOMscp5QU
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in performance of the Vrlicko Kolo

To help with understanding of the dance, the video includes a
narration. Relating to the performance of the dance, the narrator comments
on the context of the dance and how the dance is usually performed. He
mentions the basic formation of the dance and the idea of how the dance is
supposed to be performed. The majority of the text that is narrated focuses
on the anthropological and ethnochoreological information regarding the
dance, yet, it lacks commentary of the dancing that is shown in the video.
It is obvious that commenting the dance as the dancers are dancing was
not the prupose of the video, nor of the application, but based on Bakka’s
and Karbolis’ theory, has Croatia only safeguarded the concept of the
Nijemo Kolo?

So far, I have started the discussion of the Nijemo Kolo with a preface
that sets a general context of the dance, so the reader is introduced to the
main element that is being observed. In the style of dance anthropologists
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and ethnochoreologists, and within the tradition of dance writings in the
Balkan Peninsula, I created a conceptual idea of the dance. Tracing a text
that explains a dance performance in this area may be a very difficult task.
As argued earlier, and as soon through the cited texts, Croatian and Balkan
authors very often focus on writing about the concept of the dance. Such
writings can be found in official documents, as seen in this essay, in folk
dance concert program books, museums and academic scholarship.
Because of such practice, the audience became comfortable with this
approach of writing and never showed interest in reading about the dance
performance. In a country where folk dance performances can be seen
very frequently throughout the country, the focus goes on everything else,
except the dancing. To proceed forward, I pose two questions: How does
one approach folk dance by disregarding the information about its history,
creation and contextualization? Does folk dance only matter to people that
have background or (any) previous knowledge of folk dance?

To proceed forward, I intend to do analysis of the dance, derived from
a personal experience with the dance. In this example, I am not analyzing
an application, a text, a video or photography. Rather, I will analyze the
dance, based on a performance of a staged production of the dance entitled
Vrlicko Kolo, choreographed by Zvonimir Ljevakovi¢*’ and performed by
the National Ensemble of Folk Dances and Songs of Croatia “Lado” in
December, 2014 in Zagreb.30 Before I do so, I have considered that I
might also have a bias opinion since I am not a Croatian native, I am a
dancer, ethnochoreologist and friends with the people that perform the
dance. In this case, I can, and I may analyze the dance performance from
several different perspectives and provide couple of different musings on

¥ Zvonimir Ljevakovié¢ is the first artistic director of the National Ensemble of Folk
Music and Dance of Croatia “Lado” and a renowned Croatian folk dance choreographer,
author of the Vrlicko Kolo folk dance choreography.

*® The performance of the dance can be seen on the following link:

https://www.youtube.com/watch?v=hNcOPbeu3QM
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the dance and the dance performance. In this instance, I decided to use
Lena Hamergen concept of “personas”. She explains that:

The concept of persona is usually linked to the theories of C.G. Jung,
who used the term to distinguish between wo/man’s masques or roles
(personas) and her/his inner self. Jung’s persona (note the singular form) is
conceived as a relativistic subject in dialogue with its socio-cultural
context, expressing itself by means of a language filled with stereotyped
phrases (in contrast to the language of dreams and thoughts). Although we
may take issue with Jung’s conception of the persona as riddled with
clichés and even with his opposition between the persona and a true, inner
and unconscious self, we may retain his sense of the persona as a
relativistic subject.

(1995:185)

Based on this concept, I have decided to share my experience of the
dance performance from the stand point of a dancer, an ethnochoreologist
and a tourist, three personas with which I identified during the realization
of the dance. I will start with my experience of the dance as a dancer, a
person that is very familiar with the repertoire of the ensemble and knows
the ensemble both on and off stage. Since I am friend with many of the
dancers and the staff, I have been following the group and writing about it
and even aspired to be a dancer in the ensemble. Therefore, it is very
possible that I have a bias opinion and that I look at the dance very
subjectively. After all, I do know a lot about the personal lives of the
dancers, I know the stories of rehearsing and choreographing the dance
and I have read a lot of history of the dance’s creation. I often find myself
watching the same dance over and over again, yet [ am not focusing on the
dance but on the dancing, the dancers and the dance performance. This
repetition subconsciously makes me lose interest in the act of dancing.
This is not to say however that I lost interest in the performance. My focus
goes on who is performing the dance, how that person got the role of the
soloist, how long did the ensemble practiced for this performance and
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questions similar to that one. My hopes are not to be entertained nor
educated, since | already know what I am going to see. During the
performance, I am not interested in the dance or the dancing, rather than
the performance itself. I consider the pre-production, the production and
the post-production of the whole concert and base my opinion on that data.

Secondly, I approach the dance as ethnochoreologist. In this approach,
I am utilizing my previous academic knowledge of the dance and the
dance ensemble in order to set the context of the dance that I am writing
about. When the dance becomes the subject of analysis, the most used
method is Labanotation, where the movement is structurally analyzed.
While watching the dance, I analyze the movement in my head, I am
picturing its kinetography and I am looking for ideas for new topics that |
can explore through this dance. I am using the dance as a subject of
research, and I am looking to be educated rather than entertained. During
the performance, I compare the dance to its authentic version that is
practiced by its community and noting all of the differences between the
stage and the field version. Although the dancing act is present on stage, |
am interested in the dance as concept. I am taking into consideration all of
the aspects that make this dance a folk dance and I am focusing on every
bit of that construction.

Finally, I approach the dance as a tourist- someone that does not have
a background with folk dance. Through this example, it is important to
stress that the viewer is much more interested in the choreography and the
performance of the dance, as opposed to its context. If I did not know
anything about the dance, the ensemble that performs the dance, the
ethnographic region and the style of the dance, I would be only interested
to learn how the dance looks like. Before seeing the performance, I would
base my opinion on the photography and the text in the program book and
I can only imagine what I am going to see. During the performance, I can
focus and analyze the small details that were not provided in the text and
broaden my perspective. Since the dancing is happening in front of me, on
the stage, I am aware of every movement and I can concentrate on the
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dancing since I am seeing it for the first time. However, since I am not
familiar with its background, I can only guess and imagine why certain
parts of the dance were performed the way they were. My main goal is to
be entertained through the dance performance, disregarding the
educational aspect of the dance, and the possibility that I might learn
something about the Croatian heritage through the performance of this
dance.

Conclusion:

I would like to point to this discussion as an example of the notion of
experiencing folk dance which is constructed through different approaches
of the dance and based on different expectations. Folk dance as a genre
requires certain prepossessed knowledge of the viewer. Without
possessing previous knowledge about the ethnographic regions of the
country, the different folk dance styles, the geographical location of the
area where the dance is performed, its so called “field version”, the dance
steps, the style of the choreographer, the style of the performing ensemble,
the viewer is looking at moving bodies. In such choreographic works,
where there is minimal personal artistic and choreographic input by the
choreographer, there is no libretto and there is no story to be told. The
audience sees a suite of three different dances and three songs,
choreographed in once piece as a folk dance performance. However, what
is important is the experience of the viewer and how that experience can
be put into text by using different personas. In this example, I have used
my three different personas to describe the same dance performance and to
prove that the experience of dance, dancing and dance performance is
personal, dependent on different factors based on viewer’s background
and finally, subjective since there are different expectations and different
imaginations of the dance.
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Daxkynmem 3a npumenema mMy3uKa,
E®TA, Ckonje

E®EKTUTE KAJ ITYBJIUKATA, KAKO BOCIIPUEMAY HA
MY3HUKATA O MAKEJJOHCKHUTE UTPAHU ®NJIMOBH
HA XXI BEK

The thesis represents a serious attempt for enrichment of the
Macedonian academic discourse that covers the problem and subjects on
music in the Macedonian fiction film. Concretely, the thesis treats the
issues of the film music in Macedonia from communicological aspect and
includes the latest period of existent of the Macedonian film production,
specifically form the period of 2001 to 2015 year (21th century).

Thus, the proposed paper will reflect upon the effects of the music
among movie viewers. By presenting data obtained through a survey, an
effort will be made to assess whether and to what extent the music is
successful in fulfilling its functions, as well as the effects it has left among
its recipients.

Key words: Macedonian, film, music, viewers, effects.

Makenonckure urpanu ¢puamosu Ha XXI Bek

Bo nepuonor ox nmouerokor Ha XXI Bek, nma ce 1o 2015 roguna, no
KOra € MOCTaBeHa TOpHaTa BPEMEHCKa IPaHUIla Ha OBa HUCTPAXKYyBambe,Cce
CHMMEHHU BKYMHO 23 urpaHu ¢uiMa, HITO COpeAOeHO CO IeOKYyITHaTa
NPOAYKIMja, TMPETCTaByBa MOIIHE IUIOACH IEpHOJ O]l MOYETOLUTEe Ha
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MaKeIOHCKHOT WrpaH (UM J0 JEHEC, HYACJKHM LIMPOK CIeKTap Ha
¢unmmckn temu. I[lokpaj Mumuo ManueBcku, Bmamumup braxkesckw,
Crone IlonoB, AuTOHNO MuTpukecku, Jlapko MutpeBcku u Alekcanaap
[TonoBckM, KOM MPETXOAHO BeKe MMaaT peaju3upaHo UrpaHu (GUIMOBH,
ce IojaByBaaT M pEeXHCEpU KOM 3a MpB MaT TBOpAT 3a MaKeIOoHCKaTa
urpana uiMcka npoaykiuja, kako mro ce Crnoboxan [lecnioroBcku, MBo
TpajkoB, Csetozap Pucrescku, Teona MureBcka, Brnago IlBeranoBcku,
Teona MuteBcka, Ceprej CraHojkoBcku, Bmamo L[Beranoscku, Hrop
NBanoB - U3n u Camo [laBnoBcku, IITO IpeTcTaByBa MOIIHE TOJeMa
pexucepcKa MoHyAa.

Tabena op. 1
Duam I'oguna | Pexucep Komnozurtop
»O0mazoa” 2001 Cno6onan JlecnoroBcku | bo Crienk
wIlpawuna” 2001 Mumyo MaH4eBCKH Kupun
[lajxoBcku
wKako now con” 2003 AHToHHMO Mutpukecku | ,,AHactacuja‘“
whan-xan-xan” 2004 Jlapko MutpeBcku Kupun
[lajxoBcku
wlonemama 60oa” 2004 UBo Tpajkor Kupun
[lajxoBCKH
wHnysuja” 2004 Csero3ap Pucrescku Klaus
Hundsbichler
»Kako youe ceemey” | 2004 Teona MuteBcka Olivier
Samouillan,
Project ZLUST
wKonmaxm” 2005 Ceprej CTaHOJKOBCKH Peer Raben;
Michael Bauer
» Tajuama knuza” 2006 Bnano LiBeTaHOBCKH Tomre ITon
CumoHOB
. Cenxku” 2007 Mugo MaHYeBCKH Ryan Shore
wJac cym 00 Tumos 2007 Teona MuteBcka Olivier
Benec” Samouillan

54




Agnekcangap TpajkoBCKH

wIIpespmeno” 2007 Urop Uanos - N3u 3opan
CnacoBcku
wMajxu’” 2010 Mumyo MaH4eBCKH Hrop
Bacunes-
Hosorpancka
wllankom ne e mpmos”| 2011 Biamumup biakeBcku Anekcanmap
[ejoBckn
,»06a ne e 2011 Cammo ITaBnoBcku L, DonTuH
amepukancku uam’
wAKenama wmo cuzu | 2012 Teona MuteBcka ApxuBcka
uzopuwma conzume*
» Ipemo nonyepeme* | 2012 Hapko Mutpescku Kupun
[lajxoBcku
» CKkonje Pemukc* 2012 I'pyma aBTOpHM I'pyna aBTopu
» Coba co nujano“ 2013 Hrop MBanos - Uzn Jason ,,Chilly
Gonzales*
Beck
whankanom ne e 2013 Anexkcannap [lomoscku | Kupun
Mpmoe* [lajkoBckH
w/leua na conuemo* 2014 AHnToHMO Mutpukecku | [apko
CnacoBcku,
Ornen
ATaHaCOBCKH
My3. HyMepa.
Biatko
CredanoBcku
w0 oanuax* 2014 Crone IlomoB Hyxe
bojanimes
wMeoena HOK 2015 UBo Tpajkor Tonn
KuTtanoBcku
wlazap“ 2015 Cgero3ap PucroBcku Tuomas
Kantelinen
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My3ukaTa BO MAKeJOHCKUTE UTPAaHU GUIMOBH, CHUMEHHU
B0 XXI Bek

Bo kpeupamero Ha My3umkata 3a (UIMOBUTE, TIOKpaj Tpyrara
,AHacracuja”’, 3opan CnacoBcku u Brnatko CtedaHOBCKH, KOM BeKe
NUIIyBaJie My3UKa 3a MaKEAOHCKM WrpaH (uiaMm, BO OBOj MEpPUOJ ce
MojaByBaaT KOMIIO3UTOPH KOW 3a MpPB IMaT CO3/aBaaT 3a MaKeJOHCKaTa
¢duIMcKa IpoayKIHja, HO ¥ BOOIIITO, 32 (PUIMOT KaKO YMETHOCT.

Nako oBOj mepwoj MOXe Ja ce KapakTepus3upa CO MPUCYCTBO Ha
CTpaHCKH KOMIIO3UTOPH, IITO C€ JOJKH Ha (DaKTOT Jeka roseM Opoj on
(hUIMOBHTE CE€ peaM3UpaHH BO KOMPOAYKIMja CO IPYTH 3€MjH, CElakK,
3acTareHoCcTa Ha MaKeJIOHCKUTE KOMIO3UTOpPH € JOMUHaHTHa. Taka, 3a
JBaHaeceT (puiIMa, My3UKaTa € HaluIlaHa O]l MaKeIOHCKU aBTOPH, OJ KOU
Haj3actaneH ¢ Kupun [lajkoecku (co BKynHO 5 ¢uiama), a MOKpaj HETO, ce
jaByBaar u /lyke bojauues, Towe Ilon Cumonos, Hzop Bacunes-
Hoeozcpaocka, Anexcanoap Ilejoecku, Tonu Kumanoecku, ,,@onmun’,
Jlapxo Cnacoscku u Oznen Amanacoécku, v Kako ITO Oerie KakaHo
norope, ,Anacmacuja”, 3opan Cnacoecku u Bhamko Cmegpanoecku.

Ona 1mTo MOXE J1a ce M3BJIeYe KaKO reHepajiHa KOHCTaTaluja € JeKa
BO MakeJoHCKkuTe urpanu (ruimoBn Ha XXI Bek, My3uKaTa € MOIIIHE
0orato WMCKOPUCTEHA, a MPH TOAa, BO HAJTOJIEMHOT Opoj cCiaydaum H
(YHKIIMOHATTHO OCMHCIIEHAa, INTO € €AE€H OJ TJIABHUTE MEpPHULU 3a
KBAJIUTETOT Ha OBOj MY3WYKH >XaHp. BcymHOCT, riaBHaTa ynora Ha
My3UKaTa € HacO4YeHa KOH MOJIP)KYBamke HAa OCTAHATUTE EIEMEHTH Ha
(GUIMOT, OTHOCHO HCTaTa MPETCTaByBa (hYHKIIMOHAJICH /1€ O (puiIMcKaTa
[[eIMHA, KOja TO TPHUIPYKYBa IPAMCKOTO JEJCTBHE - TH MOTIPTYBA H
HarjacyBa JIpaMCKUTE CHUTYyallMH; co3llaBa aTMocdepa M ja mojapaxkana
ommTara arMocdepa; I'u MpoasadodyBa €MOIIMOHATHHUTE 0KHBYBAaba;
pa3BuBa aconyjauu U ci. ['eHepanHO, cekoraml € BO Kopejanuja co
rJlaBHaTa Nopaka Ha KOHKPETHHOT (WM, MPH IITO, BO 3aBUCHOCT OJ
PEXHUCEPCKOTO BUIYBaHkE, HO HICTOBPEMEHO U CTENEHOT Ha KPEaTUBHUOT U
npodecroHalleH MpHUCTall Ha KOMIIO3UTOPOT, NPETCTaByBa EMOTHUBEH
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KOMEHTap Ha (uiIMckara ciaukKa, HO KMCTO Taka IIOCTUTHYBa U
(GYHKIIMOHATTHO MHTErpHpame BO CAMOTO KHHECTETCKO TKHBO Ha
GUWIMCKOTO JeJI0 M ja mpe3ema yjorara Ha paMHOIPAaBEH CO3/1aBad Ha
KHHECTETCKUTE TPOBOKAIUH.

I'enepanHo, MOXe Ja ce KOHCTaTHpa JieKa My3HMKaTa IpeTCTaByBa
KOJIaX OJf MY3WYKM MaTepHjaid CcO pPA3JIM4YHO TOTEKIO (OpUrHHAIHA
My3HKa U IIMUTUPaHU (QparMeHTH), KOU, caMH 3a ce0e, HO U CO HUBHATa
UCTIpeIuIeTeHa yrnoTpeda Bo (yHKIMja Ha moTpedure Ha (PUIMCKOTO
JiejcTBUE, OJ1aBaaT CJIMKA Ha pa3HOBUAHOCT. OJl HUB, JOMUHAHTHO MECTO
3a3eMa OPUTHHATHUOT MY3UYKH MaTepHjall KOj MPEeTCTaByBa M OCHOBA Ha
My3HUKaTa COJAp’KUHA BO COBPEMEHUTE MAaKEIOHCKH UIPaHU (HIMOBH U
KOj BO rojieMa Mepa € IIOBeKe 3acTalleH BO OJHOC Ha LHUTUPAHUTE
¢parmenTu. Bo Hajroizem gen, Taa € CHEIUjaTHO KOMIIOHMpaHa 3a
onmpenaeH ¢uaM, HO c€ cpekaBa W ymnoTpeba Ha Jena IPETXOIHO
KOMIIOHUPAHU Off CAMHOT aBTOpP, KOU TMOTOA C€ MCKOPUCTEHH BO (HUIMOT
(apxuBcka My3uka). Op HMCKOPUCTEHMTE LUTaTH, 3acTalleHH Cce
(bONKIOpPHUTE U AYXOBHHUTE LIUTATH, KAKO W MOIIHE OOraT M IIapeHOJIMK
n300p HAa HUTATH OJI IOMAITHU U CTPAHCKU KOMITIO3UTOPH, IPUIIQTHUALIY Ha
pasNUYHU CTWICKU €MOXHU, KOU IaK, ce OOMJIHO KOPUCTEHH, Npej ce 3a
WIYCTPUPAE Ha CLIEHUTE BO KOU MYy3HKaTa € JIeJl 0]l PEaTHHOT aMOUEHT.

IIperexxHo mpeoBiagyBa MOAEPHUOT MY3WYKH 3BYK, LITO CEKaKO €
IUPEKTEH OJpa3 Ha CTUJICKAaTa onpezenda U HAYMHOT Ha U3pa3 Ha caMHTe
KOMIIO3UTOpH. BoOOUWIMB € COBpeMEHHOT IMpHucTal BO H300pOT Ha
MHCTPYMEHTAPUYMOT - 3aCTalleHU C€ U MHCTPYMEHTH O] CUM(POHUCKUOT
OpKecTap, HO MPHUCYTHA € U Ce MOorojieMa JOMHUHAIN]a Ha €IEKTPOHCKUOT
3BYK, KaKO U yrnoTpebaTa Ha CeMIlIepH, IITO CEKaKo, C€ HAMETHYBa KaKo
JIOTUYHO pEIIEHHE BO COIJIACHOCT CO CBETCKUTE TPEeHI0BH. Bo nen ox
¢miIMoBHTE, c€ UyBCTBYBAa BIIMJaHHMETO HA  3alaJHO-EBPOICKHUTE
KOMIIO3UTOPCKHU TEHJIEHIIMH, CPOUYEHHU BO KapaKTepUCTUYHA aMOMEHTAallHa,
¢miMcka My3MKa, BHJEHA IIPEKy €lIeH COBPEMEH KOMIIO3UTOPCKU
IpUcTaMn, JoJeKa el o (PUIMOBUTE COApXKAT My3HMKa KOja MpEeTCTaByBa
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o0elMHyBamke Ha KJIACUYHUOT MPUCTAI, MOJEPHUOT EIEKTPOHCKU 3BYK U
TPaAuLHOHAIHUOT CTHUII.

IIy6iukara, Kako BocnpueMay

Bo ymora Ha Bocmpuemau Ha My3WKara OJ MaKeJIOHCKHTE HIPAHU
(GUIMOBH, OIHOCHO KpajHa ajka BO CaMHOT IIPOILEC Ha CO3JaBambe,
eMHUTYBambE U IPUMame, ce jaByBa MyOJIMKara - rieadyuTe Ha (UIMOBUTE,
OJHOCHO CIylIaTeauTe Ha QuIMcKaTa My3uka. KoMmyHHKojOIIKara
TEPMUHOJIOTHja HUB TW HApEKyBa MACO8HaA NyOIUKa, KOja € PeaTHBHO
e WUPOKA,  XemepoceHa U 00 CmMpama  HA  KOMYHUKAMOpOm
(uzeecmyeauom) u amonumua. Komymuxayujama e Hamenema uau Ha
MUTUOHCKU ,,AYOUmMopuym” uiu HA NOeOUHU COYUjAIHU Kame2opuu, d
cexaxo doara 0o conema maca Ha ayre.” (Vreg; 1976: 64) Kora ce roBopu
3a MacoBHaTa my0iMKa, Tpeba J1a ce UCTaKHE JIeKa Taa MPEeTCTaByBa MHOTY
naOuiiHa CTPYKTypa, OMIEejKu € cocTaBeHa O pas3iMyYHU IPyNU Ha Jyre,
KOHM ce coOHMpaar OKOJy OJIPEICHH WHTEPECHO-MOTHBHPAHH COOMIITEHH]ja
U TI0TOa, TMIOBTOPHO CE Pa3uayBaaT M Ce MPECTPYKTYyHMpaT HAa OCHOBA Ha
ApYru coonmuTeHrja. TOKMy THe TroBOpaT 3a INOCTHIHATHTE €(EeKTH, KOH
HaK, ce MaHu(eCcTUpaar 1o NPUKAXKyBAmbETO HA GUIMOT, M C€ OJJHECYBaaT
Ha TOA Jaly My3HKaTa OJf KOHKPETHHOT (HIM CTaHyBa IOMYJIapHA H
NPENo3HATINBA, ald HEJ3UHU (pparMeHTH ce W3BelyBaaT U MOCEOHO O
¢unmort (Bo opma Ha soundtrack) u ci.

HcenuryBame HA MOCTUTHATUTE edeKTH

3a moTpebWTe Ha OBa HUCTpPaXyBame, O€IIe CIpOBEJEH aHKETCH
MpaIaIHAK Yuja 1en Oerne o1 perunuenTurte (pummMckara myonmka) aa ce
nobue JMPEeKTeH OATOBOpP 3a TNoOCTUTHATUTE edexkTh Ha duiIMckaTa
my3uka. Ilpamamaukor Oeme crpoBeaeH Ha npuMmepok ox 200
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UCIIUTAaHUIIN (O[[ pas3iindHa CTHUYKA NPUIIAAHOCT, BO3PAaCT, IIOJ U CTCIICH
Ha oOpas3oBaHWe), INTO TIPETCTaByBa pelieBaHTHa Opojka TpH
UCTpaXKyBama OJ BAKOB THI. AHKETHHOT MpaIlaHUK COAPKH 6 Tpaliama,
KOHUUIUPAHU CIIOPE] MPUHIMIIOT - OJ1 OMIITO KOH KOHKpeTHOo. On1 HuB, 4
Mpallama ce MOHYeH! OJrOBOPH, a 2 OTBOPEHH.

Bo mponomkenue Ha TpyZOT ke OMIAT NMPUKAKaHU PE3YNTAaTHTE O]
CIpOBEJCHAaTa aHajHu3a, MpHU IITO CEKoe IMpamame ke Ouae moceOHO
pasrienyBaHo:

1. Bo pamkuTe Ha aHkerara, Oelle UCIUTAHO FCHEPATTHOTO MUCIICHE
Ha QAQHKCTHPAHUTC HUCHHUTAHULIMN 3a MY3UKaTa BO MAKCAOHCKHUOT HI'PpaH
¢unm. Bp3 ocHoBa Ha cymMHpaHUTE OJTOBOPH, MOXKE Jla C€ KOHCTaTUpa
JieKa Ha HajroieMuoT 6poj o HUB (60%), KOj 3HAYUTETHO OTCKOKHYBA BO
OJIHOC Ha JPYrMTE€ OATOBOpHU, ACTYMHO UM ce Jomara My3HukKaTa BO
MaKeJOHCKUTE Urpanu GpuamMoBu. MHory um ce nomara Ha 23%, a camo Ha
4% BoomTo He UM ce gomnara. [lokpaj Toa, 5% HeMaaT HUKaKBO MUCIICH-C
10 OBa Ipalame, 1oaeka 8% ce u3jacHUIIe JAeKa He Tieane MaKeJOHCKH
¢buiIMoBH.

I'paghuxon op. 1

KakBo e BaweTo reHepasHO MUCAEeHe 32 My3UKaTa BO

MaKegoHCKMOT UrpaH ¢puam?
B MHory mu ce gonara

0,
4% 5% B [lenymHO My ce gonara

BoonwTo He mu ce

ponara
B Hemam HUKaAKBO

mucneme
He cym rnepan

MaKeaOoHCKM GpUamoBM
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2. Bopejku ce ol MPUHIMIIOT OJ] OMIITO KOH MOCEOHO, MO MPHUKA30T
Ha TEHEPAITHOTO MUCICHE 32 TOAa BO KOJKaBa Mepa Ha UCIUTAHUIINTE UM
ce Jomara My3uKaTa BO MakeJOHCKHOT UTpaH (GuiM, ciaeayBa IpUKa3oT Ha
MHCJICHETO Ha HCIUTAHUIMTE 3a TOA KOHKPETHO Off KOj BPEMEHCKH
Heproj HajMHOTY MM ce gomara ucrara. Kako mro Moxxe ia ce BHIU U Of
tabenara, Ha MCIUTAaHULUTE HAJMHOTY MM ce Jomara My3uKara OJ
noueronute (1952 roguna), 1o kpajoT Ha BeKOT (37%), AOJEKa My3HKaTa
BO (punmmoBuTe cHuMenu o 2000 roauHa, 10 1eHec UM ce gomnara Ha 35%.
Camo 3% ce u3jacHMJIE JeKa BOOIIITO HE UM ce Jomara My3HKaTa BO
MaKeJOHCKUTE WrpaHu (GUIMOBH, Hojeka 9% oxaroBopwie 1eka He
riesaie HUTy eeH MaKeIOHCKU (PUIIM.

I'paghukon op. 2

OpA Koj BpeMeHCKM nepuog HajMHOry BU ce gonara my3uKata Bo

MaKeA0HCKUTe urpaHiun puamosu?
B Op noyeToKoT, Ao 1999 roanHa

(]

W Op 2000, go peHec
m Opf cuTe nepmoam
|

M He mu ce gonara og, HATY efeH Nepuog,

B He cym rnefan makenoHCKU d)VIﬂMOBVI

3. Ha mpamameto ,IllTo mameruTe HajMHOTY OJ MY3HWKara BO
MakeoHCkuTe urpann (uimoBun Ha XXI Bek?”, Aypu TOJIOBUHA O]
ankerupanure (49%) oarosopuse neka Toa € MeJoaujaTa, ITO € coceMa
OYEeKYBaHO, OM/IEJKM Taa € CEeKOTall HajeKCIIOHUPAHUOT €JIEMEHT, 3a IITO
CEeKaKo 3acilyra UMa U MOJOIHEKHOTO EMUTYBakhE Ha MY3UUKUTE HyMEpU
Ha paaujara u tenesusunte. Ilotoa, 30% oarosopuiie aeka HajMHOTY TH
nameTaT CIIEHUTE CO My3M4yKa WIIyCTpaldja, ITO FOBOPU 32 YCIEHIHOCTA
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Ha KOpECTOJeHUIIMjaTa TIoMery My3WKaTa W (puiIMcKara cluka, TojaeKa
camo 6% HajMHOry Tru mameraT wu3BeqyBauute. Mcro Tonky, 6%
OJITOBOpUJIC JIeKa MMaMeTaT HemTo Apyro, a 9% ce wW3jacHWIE JIeKa HE
rJiefiajie MaKeJJOHCKH UTPaHu (DHIIMOBH.

I'paghuxon op. 3

LLITo nameTuTe HajMHOry 04 My3UKaTa BO MaKeOHCKUTE
urpaHu puamosu Ha XXI BeK?

B Menopujata

M /13BeayBaunTte
CueHuTe co My3un4Ka
naycrTpaumja

B ipyro

W He cym rnegan
MaKeZLOoHCKN GnaIMoBM

4. YetBpTOTO mpamiame Oere OTBOpeHO W riaceme ,,Koj ¢uim
HAjMHOTY BM OCTaHaJl BO CeKkaBame 110 Heroara My3uka?” bea nmoOueHu
OpojHH OAroBOpH, O KoM HajroyieM mpoueHT (21%) ce ogHecyBaar Ha
¢unmot ,IIpamumua”. Mysukara onx ¢unmoTr ,,CeHKH’ HajMHOTY UM
ocTaHaia Bo cekaBame Ha 17%. Ocranatute pUIMOBH, YHMja MITO My3HKa
€ HajBIleYaJliBa 3a aHKeTUpaHHUTe ce ,,ban-kan-kan” (13%) u ,,Tpeto
nonyBpeme” (12%). Hypu 15% He naBene Hury eneH guiM, noaexa 23%
O] OZITOBOPHTE CE paclpesieieHn Ha Ipyru (HUIMOBH, O]l KO HEKOH HE MY
npuraraat Ha IepuoIoT KOj € UCTPAKyBaH.
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I'paghuxon op. 4

Koj dunm HajmHoOry Bu octaHan Bo cekaBare nNo
HeroBaTta My3uKa?

15% ' B, MpawunHa“

H ,CeHKn”
m ,Tpeto nonyspeme”
B ,ban-KaH-KaH"
|
= fipyro
HnepeH

5. Ilpeky oBa mpaiiame CakaBMe Ja ro JO03HAEME MHCIIEHETO Ha
myOJMKaTa 3a Toa Koja My3udka TemMa O] MaKeIOHCKUTE UTPaHu (GUIMOBH
€ HajmomyJapHa W Haj3amaMeTeHa rmoMery rienadute. Ha Toj HaumH, ke
nobueme u HHQOpMaIja 3a 320KPYKYBAKHETO Ha IEIMOT KOMYHUKAIIUCKH
mpolec Koj IITO € mpeaMmer Ha oOpaboTka Ha OBOj TPyA - Of
peLMIIMEHTUTEe Ke ce Jo0ue IUPEeKTeH OJroBOp 3a YCIEIIHOCTa Ha
¢unmMckara My3uKa.

Taka, cymupajku TH OJTrOBOpUTE, MOXKEME Ja 3aKiIydnuMe JeKa
nonoBuHa (52%) 01 WMCIHUTAHWIIMTE HEMaaT HUKAKBO MUCICHE IO OBa
npamame. OcTaHaTUTE TaK, IO UCKaKalle CBOETO MHCIICHE MOCOUYBaAjKH
KOHKpETHA My3WUKa TeMa, IPH IITO BO KOHEYHATA aHAJM3a TH U3/IBOMBME
OHHME YETHPU TEMH KOHW CIope] OpOjoT Ha OATOBOPHU CE€ HM3BOjyBaa O]
ocranarute. Criopes; Toa, Kako HajIOMyJIapHa U Haj3amaMeTeHa (QuIMCcKa
My3uuka Tema (co 12%), aHKeTUpaHUTE HWCHHUTAHUIM ja IOCOYHja
Hymepara ,,Jungle Shadows” ox ¢dunmor ,,Cenkn”. 3a Temara ,baba
3ymOyna“ on ,bankankan” ce wu3jacHWie HemrTo mnomanky, 10%, 3a
Hymepata ,,Dust to dust® ox ¢unmor ,Ilpammna” ce uzjacuune 9%,
noneka 3a ,,Tanro - go Oamuak™ ox ,,Jlo OGamuak®, ce uzjacHuie 7% on
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ucnutanunure. Ocranatute 11% mnocouumne Apyrd TeMH, KOU 3apaiu
MaJIMOT TPOLIEHT, TH CMECTUBME BO KaTeropujara opyeo. Jlen o1 HUB U He
mpumnaraat BO MEPUOAOT KOj € el Ha UCTPaKyBame. AHAIM3UPAJKUA TH
OJITOBOPHUTE, MOYKEME J1a 3aKITyYnMe JIeKa MyOIrKaTa HajMHOTY TH TTaMeTH
OHHME MY3WYKH TEMH, KOW TI0 TpeMHuepara Ha (QUIMOBHTE Oeiexar
3aBHJICH Opoj eMHTyBama Ha paano U TB- craHuuTe, MTO CEKAaKO
NPUIOHECYBAa 3a 3TOJIEMYBAalE€TO HAa HHUBHATAa TIOMYJapHOCT H 32
BPEKYBakETO BO MEMOpHjaTa Ha IiIeJjauuTe.

I'paghuxon op. 5

Koja ¢punmcka mysmnuka tema cnopep, Bac, e
HajnonynapHa 1 Haj3aanameTeHa mery

nybnukarta, BoonwTo?
H ,Jungle Shadows“ oz ,,CeHKM"

B ,6aba 3ymbyna“ og ,ban - KaH -

KaH“
m ,Dust to dust” og, ,MpawmnHa”

B ,TaHro - go 6anyak” og , Ao

6anyak”
u ipyro

M He 3Ham

6. Ha kpajor, cakaBMe na ro goOueMe MHCICHETO 3a Toa JalH
My3UKaTa BO MAaKeIOHCKHTE (UIMOBU KOpECHOHIupa co ¢uiMckaTa
npukazHa. Taka, xypu 50% oJ UCTUTAHUIIUTE, CMETAAaT JIeKa TOoa € CIIy4a]
BO TOrojieMuoT 0poj ¢puiaMoBH, JoJeka eaHa yeTBpTHHA (23%) cmeTaaar
JIeKa Toa € CIy4aj BO caMO HEKOJKY (PUIMOBH. 3HAYUTEIHO TIOMal Opoj
(11%) mmcnaT geka My3WKara CEKOTaml KOpecrmoHaupa co (uiMckara
MpHUKa3Ha, Aojeka mo 8% oAroBopuie Jeka He 3HAaT W JIeKa HE TJeqane
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MaKeJI0OHCKHU Urpanu (puiamoBu. Huty eneH He ce W3jacHUI JieKa My3HUKarTa
HUKOTAIIl HE KOPECTIOHIUpa co GUIIMCKaTa MpUKa3Ha.

I'pagpuxon op. 6

[anu cmetate aeKa reHepanHo, My3uKaTta BO
MaKefoHCKUTe UrpaHn GUAMoBU KopecnoHauMpa co

camarta ¢puamcka npukasHa?

0% 8% W [1a, cekorawu

M Bo noronemuot 6poj
1 Camo BO HEKOSIKY dUAMOBU
B HuKoraw

M He 3Ham

3aKiIy4ok

I'enepaniHO, MOXe Ja ce€ 3aKiIy4dd JeKa MOCTUTHATHTE €QeKTH,
OJIHOCHO OHa IITO MPETCTaByBa NpPEIMET Ha OBa HCTPaXyBame, CE€
OJlHECYyBaaT Ha KOHKpeTHH ¢uiMoBU. Taka, crmopen MHCICHETO Ha
KpajHaTa ajlka BO KOMYHHKAIIUCKUOT MPOIIEeC, pelUNUEeHTUTE (IyOauKara),
HajrojeM e(eKT BO OJHOC Ha CBOjaTa MYy3HKa, OCTaBuUie (DUIMOBHUTE
wIpawuna”, ,,Cenku®, ,,ban-kan-xkan“ u ,,Tpemo noayepeme*. Victo
Taka, KOHKPETHO My3uuxkume memu ,Jungle Shadows” 00 ,,Cenku’,

whbaoa 3ymoyna“ oo ,bankaukan”, ,,Dust to dust“ o0 ,Ilpawuna” u

wlanzo - 0o oéanuak oo ,/lo 6anuak, TO TOCTUTHAIEC HAJTOJIEMHOT
edeKT, OJHOCHO HaWIIUIe Ha HAjrojieM MpUEM O] cTpaHa Ha MyOJMKarta.
Tyka, Tpeba a ce HaOMEHE JeKa OBHE MY3MUYKH TEMH C€ pe3yiTar Ha

OATOBOPUTC Ha IIOJIOBHMHA OJ HCIIMTAHUIIUTC. I[pyraTa IIOJIOBMHA HEMa
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HUKAaKBO MUCJICHE BO OJHOC Ha TOa KOja My3W4Ka TeMa O] MaKEJOHCKHUTE
urpaHy (UIMOBHM € HAJIOMyJIapHAa U Haj3allaMeTeHa MoMery TJIeavuTe,
IITO HE € CIIy4aj MaK, BO MCKAKYBAaWkHETO HA TOa KOj (UIM HAjMHOTY Ce
maMeTd CIHOopell HeroBara My3HWKa. 10a, yrmaTyBa Ha 3aKIydOKOT JieKa
My3HKaTa BO MAaKEIOHCKHTE WIpaHu (DMIMOBH IMOBEKE KOMYHHIIHpA CO
PCOUNIUCHTUTC HA HUBO Ha (1)I/IJ'IM KaKoO €iHa [CJInHAa, OTKOJIKY Ha HUBO Ha
MYy3HUKaTa, KaKO U3]IBOCH €JICMECHT.

Co oBOj Tpyn, MakeJOHCKaTa HaydyHa MHUCIA ce 300raTyBa CO €IHO
UCTpaXyBambe KOE [0 cera, He OWIO MpeAMeT Ha HWHTEpeC, HaKo
MpamameTo 3a MNPUEMOT Ha E€AHO YMETHHYKO JeNo, OJHOCHO
MMOCTUTHATUTE €(EeKTH ce J0CTa BaKHH, OUICjKM CO TOa BCYIIHOCT, CE€
3a0KpY)KyBa €lIeH 3aloYyHaT YMETHHYKH M KOMYHHKanucku mporec. Co
TOAa, C€ JaBa TMPHIOHEC BO o00JacTa HAa MY3HKOJOMIKHTE |
KOMYHUKOJIOIIKATE HCTPaXKyBamba, KOM OTBOPaaT W JPYI'H acleKTH |
MEePCKENTHBY 3a TIOHATAMOIITHA aHAJTN3A.
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Daxkynmem 3a My3uuKa ymMemHocm
Yuueepzumem ,,Cé Kupun u Memoouj“, Cxonje

NHCTUTYHUOHAJIHUTE HACIIOPOTH
BOHUHCTUTYHNOHAJIHUTE ®OPMU HA U3YUYYBAIBE
HA MAKEJJOHCKHOT MY3HUYKH ®OJIKJIOP
BO PEIIYBJIMKA MAKEJOHHUJA

Studying Macedonian music folklore from the aspect of its performers
(instrumentalists and singers) raises several issues. One of the first issues
is related to the music education of the performers. This poses the question
of how and to which extent the performers' education influenced the
development of Macedonian music folklore. Another question is whether
the knowledge of writing and reading notes and the knowledge of
performing as well as interpreting the repertoire is the direct cause of such
development of the Macedonian music folklore in contemporary
environment.

In this paper I will try to determine the diversification of the music
education of the performers of Macedonian music folklore, but also the
significance of the non-institutional vs. the institutional form of education
and the role of each type of education in the formation of the performers
of Macedonian music folklore.

Key words: Macedonian music folklore, non-institutional education.

PasrnenyBameTo Ha MaKeITOHCKMOT MY3UWYKH (DOJKIOP OJ acHeKT Ha
HETOBUTE M3BEIYBaul- MHCTPYMEHTAINUCTH U TI€jayH, TIOCTaByBa IOBEKe
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mpamama. EAHO on TnpBUTE TNpamama ke Ouge MoBp3aHO Co
o0pa3oBaHMETO Ha W3BEAYBAauHMTE, OJHOCHO Jald U KOJKY OJl THE
M3BEyBaud MMaaT MYy3W4yko oOpaszoBanme. OTTyKa, K€ c€ IOCTaBU M
MpaiameTo 3a Toa KOJIKY M Ha KOj HAauuH o00pa3oBaHUETO Ha
W3BEyBAUUTE BIIM]jAci0O Bp3 pa3BUTOKOT U TpaHchopmamujaTa Ha
MaKeJOHCKHOT My3u4yku ¢onkiop. Tpeba nga ce OIroBOpH Jaiu
MO3HABAKETO HA HOTHHUOT 3amuc (MUITYBAKHETO U YUTAHETO HOTH) KaKO H
M3BeIyBauKaTa TEXHHUKA Ha WHCTPYMEHTHUTE OJ €lHa CTpaHa, W camara
WHTEpIIpeTaIrja 1 U300pOT PEnepToapoT OJ APyra CTpaHa, c€ ITUPEKTHO
3acIy)KHU 3a cOoBpeMeHaTa ¢opMma Ha Mpe3eHTalMja Ha MaKeIOHCKUOT
MY3HUYKH (OJIKIOP.

HcTtpaxxyBameTo Ha TIOCOUYEHHUTE IIpallamka JdOHECe HMHTEPEeCHU
pesynaratu. MMeHo, 3a0enexiMBO € JeKa I0CTOjaT JBE JWHWUM Ha
My3u4dapu (MHCTPYMEHTIMCTH U TI€jaud) BKJIyYE€HH BO COBpPEMEHaTa
M3BeIyBavKa MPAaKTHKA HA MAaKeIOHCKUOT My3U4KH ¢oikiop. Tue ce:

- My3uyapu KoM HeMaaT UHCTUTYIIMOHAIHO MY3U4KO 00pa30BaHue
- My3uyapu KoM UMaaT HHCTUTYLIMOHAIHO MY3UYKO 00pa3oBaHue

Mefy My3uyapuTre KOM HeMaaT MHCTUTYLIHOHAIHO MY3UYKO
oOpa3oBaHHe C€ OHUE My3U4yapu KOHM TIIPecTaByBaaT CBOEBHJIHU
HaCJEAHUIM Ha YCHO-CIIyITHATA Tpaauifja (Tyka MOXKaT Jla ce W3ABOjarT:
Backa MWnmesa, Anexkcangmap CapueBcku, Huxona bane, Kupun
ManueBcku, Buonera TomoBcka, Jonue XpucrtoBcku, Auren HanueBcku,
CreBo TeomocueBcku, Kouo IlerpoBcku, Hacko Ilopnes, Taiue
OruenoBcku, Ilene Atanacosckn, Anrene {umoBcku, JoBe KekeHOBCKH,
CreBue CtojrkoBcku, Cy3ana CrnacoBcka, Haywm Iletpecku u ap.)

Bropara rpyma Ha My3uyapu ce IOjaByBa CO OCHOBAHmETO Ha
MY3UYKUTE YYHIUIITa U (PakyaTeTure 3a My3WdKa YMETHOCT BO
P.Makenonnja. Tyka MokaT aa ce W3IBOjaT JBE KATETOPHH: My3U4YapH
oOpa3yBaHH CO KJIaCMYHO MY3MYKO OOpa3oBaHWE W OHHE KOU C€
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[0jaByBaaT MOJOLIHA- MY3HMYapH CO CHEIHjaTU3UpaHo 0Opa3oBaHUE O
¢donkIIopHaTa My3UUKa KyJITypa.

Onue mnoeauHIM- My3UYapH OO0pa3yBaHH CO KIACHYHO MY3HYKO
o0Opa3oBaHHe KOUE ce MHTEepecHpaaT 3a MaKEJOHCKHUOT MY3UUYKH (OJIKIIOP
MOJIOIIHA CTaHyBaaT HEeroBW m3BenyBaun (Bo oBaa rpyma ce BOpojyBaart:
Huxkona IN'anescku, Ban Tep3ues, fopfﬂ JumueBcku, braroja Jleckocku,
Hparu MuteB, Mupocnas bymmnHoBcku, Tomop TpajueBcku, Mure
bapbaposcku, Munan 3aBkoB, Wimuo JoBanos, Jbymuo Tpajkoscku-®uc,
CreBan XpuctoBcku, 3opan IlopneB, Crojan TpajkoBcku, bnara
Ilerpecka, Janko ¥Y3yHoB, 3opan MapkoBcku, I'opan Anauku, Camo
JluBpuncku, Mwunan Kamapcku, 3opan Kparyescku, Opue Jlazapos,
Huxona Mutposuk, Camko Benkos, nuja AmneBcku u ap.)

Tpeba na ce ucrakHe Jieka BO CBOJOT MOYETEH MEPUOJT MAKETOHCKUOT
My3U4YKH (DOTKIIOp ce mpeHecyBa mo ciymieH (T.e. ycteH) nat. [logorHa
JOXHMBYBAjKH ja CBOjaTa MEIUYMCKa M CIICHCKA eKCIaH3Mja 3all0uyHyBa ce
MOBEKe Ja ce MpeHecyBa NpeKy NHUIIAHU HU3BOpU (TOa €€ HajuecTo
MOTyJIAPHUTE 30MPKU O] HOTHH 3allMCH Ha MECHU U 0pa) KOU UMaaT YHCTO
nH(pOpPMATHUBEH KapakTep, a HEMaaT HayuyeH MpHCTal U Ce HAMEHETH 3a
MoImMpoKa yrnorpeda (kKako MpUMEpPH MOXKE J1a Ce TMocovaT W3/IaHHjaTa:
,MakenoHcku HapomHu opa“ Ha bmaroja [leckocku, ,.Bue ce opo
MakenoHcko® 1 ,,CeneHka ce 36upa“ Ha ['opru JIuMdaeBcK).

Ho, cekako 3abenexuTeNHO € JeKa HOTHHUTE 3allMCH HAjYecTo Ce
HaMEHETH JMPEKTHO 32 OHUE KOM C€ U3BEJyBauM Ha OJ[peieHa TBOpOa, mna
OTTaMy M CTaHyBa jacHa NpUYHMHATA MOPaJH KOja, HACIPOTH OOEMHOTO
TBOPEIITBO OJ] MAaKEAOHCKU HApOJHU MECHHU M Opa, 3a JKaJl, UMa CaMO MaJl
Opoj n3azeHu 30MpPKU HAMEHETH 3a TOIIMPOKa yIoTpeda.

N mokpaj mperxomHaTa mojenda Ha COBPEMEHHTE HW3BEIyBaud Ha
MaKEeJIOHCKH MY3WYKH (OJIKIOp, Tpebda CeKako Ja ce HCTaKHEe JieKa
HEMHCTUTYIIMOHATHUTE (OPMHU Ha y4YeHE U JIEHEC ce eleMeHTapHu. Toa
ce JMOMIKM Ha (PaKTOT IITO HU3YYyBAaHKETO HA MAaKEJAOHCKUOT MY3UYKU
GoNKIIOp BO ApXKABHUTE MY3UYKO-OOPa30BHU HHCTUTYLUU BO CBOUTE
MOYETOI € pelaTMBHO Oa3WyHO NPOrpaMcku ondareH, JoaeKa
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CIeLHjaTU3UpaHUTE TIPOTPaMH 3a U3YyUyBambe Ha MaKeJIOHCKATa BOKAJIHO-
MHCTpYMEHTAJIHA TpaJulldja HE ce MOCTapu O]l HEKOJKY Jekaiau. Toa e
BEPOJaTHO MOCIEUIa O/l OMUITaTa KyJATypHa U oOpa3oBHA IMOJIUTUKA BO
MUHATOTO.

Bo xoHTEKCT Ha MPeTXO0IHOTO, K€ TocoYaM Jieka W TOKpaj Toa IITO
MaKEJOHCKHOT MY3UYKH (OJKIOp HEe Ouil CUTHUPHUKAHTEH el Of
WHCTUTYIIMOHATHATA o0pa3oBHa My3HYKa nmporpama hi (6]
0caMoCTOjyBambeTo Ha P.MakenoHuja, TOj Cemak akTUBHO OIICTOjyBasl BO
HAIIETO MUHATO MU TPOJOJIKYBA J1a €r3UCTUpa BO CEKOjIHEBHETO. Toa
3HAYM JIeKa TOKMY HEMHCTUTYLIMOHATHUTE 00pa30BHU (OPMH c€ OHUE KOU
ja oaprkase Taa pa3BojHa JIMHH]A.

UctpaxkyBajku TO 0BOj mpolOiieM KOHCTaTupaB neka T.H. KyarypHo
YMETHUUYKH IpYHITBa (U AHCAaMOIUTE 32 HAPOJHU MECHU U Opa Mel'y KOU 1
Hammonamuauot ancamo6i ,,Tanen ) kou mocrojaTt Bo rojieM Opoj Ha 1ienara
Teputopuja Ha P.MakemoHuja Wako ce TNPBEHCTBEHO HAMEHETH 3a
3auyByBalk€ Ha HallaTa BOKAJTHO-WHCTPYMEHTAlHA M OpPCKa Tpaaullyja,
MCTO Taka MPEeTCTaByBaaT UCTOBPEMEHO M €IHU 01 HajU3pa3eHUTE U3BOPH
3a IpOAyLHpame Ha Ha HOBU MOEAMHIIU- HHCTPYMEHTAIUCTH U TI€jayH.

Jloar e CHOUCOKOT Ha CHUTE€ OHHME HMCTaKHAaTHU M TMOMAJKy IO3HATH
U3BelyBaud Ha OBOj MY3WYKH S>KaHp KOU TPOHU3JErje oJ MHOTY
nonynapaute Mery Hapoaot T.H. KY/-oBu. Peuncu m nga Hema TakBU
u3BelyBaud KOM He OwWie peJoBHM WIEHOBM Ha Hekoe KynTypHo
YMETHUYKO JPYIITBO, WM TAaK, YECTH TOCTH HA HETOBUTE KOHIIEPTH H
HACTAIIH.

TokMy BO TakBH yCIIOBH, IPEKY HHTYUTUBHU 00pa30BHU (popMu, OBUE
M3BEyBa4yM YCIIEBaJe 3a CBOMTE MOTPEOH JOBOJIHO J1a C€ HAJ0rpaaar BO
CBOUTE MY3MUYKHM Mo3HaBawa. Otramy, u camute KY/[-oBu nako nmaar
amaTepcKu KapakTep, MpUAOHECyBaar 3a 10jaBa Ha UCTaKHATH MOEAMHIIN
KOM TOJOIHA ja mpodecHoHaIn3upaaT [JEjHOCTa Ha TMpeaaBame |
U3Yy4YyBalkb€ Ha MAaKEIOHCKHOT MY3WYKU (DONKIOp IITO pe3yiTupa co
CO3/1aBam€¢ Ha MOENWHEYHH NMPUBATHU MY3MUKH ydyuiaumTa. Hajromemuor
Opoj 01 TakBUTE MOEIMHIIM NpHUIaraaT Ha BTOpara rpyma oj mojendara
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KOja ja HalpaBUB HA MOYETOKOT- TPyIaTa My3udapy KOU MMaatr 3aBPIICHO
WHCTUTYIITMOHATHO MY3UYKO 00pa3oBaHuE (CpeHO MY3UUKO 0Opa3OBaHHE
W MY3WYKH (paKynrTer).

Moxe 5a ce KOHCTaTHpa JeKa CO BPEMEHCKHOT TEeK Ha Pa3BUTOK Ha
MaKEJIOHCKHOT MY3WYKH (HOIKIop (01 HETOBHOT TOYETOK IO JICHEC),
MHO3MHCTBOTO 07 OpojoT Ha W3BeAyBauu TOJCNEH  CIOpex
WHCTUTYIIMOHATHO MY3MYKO OOpa3zoBaHue ce mpedpra o mpBara KOH
BTOpATa rpymna:

Bes o6pasosanne — CpenHo My3M4ko 00pa3zoBaHue — BHUCOKO MY3UUYKO
o0OpasoBaHue

Ce mouspaszeHo, co TeK Ha BpeMe, ce BOBeAyBa MPo(ecnoHaIu3MOT BO
COBPEMEHOTO OUTUCYBaWm€ U IMpE3EHTalja Ha MaKeAOHCKHOT MY3UYKU
GonKIOp M CO Toa € CC¢ MOM3PAa3eHO W HErOBOTO BKIYYyBame BO
COBpeMEHaTa My3MuYKa MHAycTpHja. Bo paMkuTe Ha THE HOBOHACTAaHATU
YCIIOBH €€ TOBEKE MMa MECTO 3a oOpa3yBaHM My3uyapu. PaBojoT Ha
ayaHo-BU3yEJIHUTE MEIUYMH OTBapa TIPOCTOp 3a C€ IOu3pa3eHo
MpEeTCTaByBak€ Ha MY3MUYKUTE U3BEAyBaud, HO HCTO Taka U Ce
MOM3pa3eHO MPETCTaByBamke Ha MOEJUHIM KOU K€ ce jaBaT BO yJjora Ha
00paboTyBaun OJTHOCHO aBTOPH Ha apaHXKMaH Ha OBaa My3HKa.

Cno6o1HO MOXKE /1a ce Kake Jieka MeIMyMCcKaTa eKCIaH3Hja Koja MITo
ja I0KMBYBa MaKEIOHCKMOT MY3HUYKH (DOJIKIIOp BO BTOpaTa MOJOBHHA Ha
20THOT BeK € TOJ MJMPEKTHO BIMjaHHE M JAUPEKHO 3aBHCHA O]
oOpa3yBaHHTE My3W4apu 3apaju c¢ TOroJeMHOT Opoj Ha aHcaMOIu U
Tpyny KOM MAaKeJOHCKaTa HapoJHAa MY3HMKa ja UW3BeAyBaaT Ha
npodecroHallHO HHBO, a camaTra My3HMKa Ce MPEHECyBa HajuecTO MpPeKy
nuianu u3Bopu. Kako gomnonHyBambe Ha KOH MPETXOAHOTO, MOXKE /1a Ce
HCTaKHE W TojaBaTa Ha c¢ moroyieM Opoj (GonkiIopHU (HecTUBAIHM KOU TO
TpeTHpaaT MAaKEAOHCKUOT MY3MUYKH (DOJKIOpP BO HEroBaTra M3BOpHA WIIU
obpabotena (opma. 3a moTpeOuTe Ha THE (QECTHBAIM CE CO3/1aBaaT U
(becTUBaICKM OPKECTPU BO KOU CE TMOBeke MMa MoTpeda oj oOpa3yBaHU

71



HHCTUTYLHOHAJIHUTE HACHIPOTH BOHUHCTUTYI[HOHAJIHUTE...

My3H4Yapu- HHCTPYMEHTAJIHMCTU 3apajJd BeKe BOCTAaHOBEHOTO HHCMEHO
IpeHecyBamkbe Ha MY3WYKHOT Marepujan. Mako TpaaunnoHaIHOTO yCHO-
CITYIIIHO TIPEHECYBamke HAa MY3HKara ce YyIITe He € M3TyOeHO, TOa MHOTY
MOPETKO €€ KOPUCTH.

Crnenejku TO BPEMEHCKHOT Pa3BOj HA HACTAaHUTE BO MAaKEIOHCKHOT
My3HUKH (QONKIOp ke 3abeekuMe JieKa BO HEeropara coBpeMeHa (opma
Ha er3UCTHpame TOj O00MBa €l1€H HOB KBAJUTATUBEH HAINpPEIOK BO
TEXHUYKOTO HCKOPUCTYBam€ HA MOXXHOCTUTE Ha HWHCTPYMEHTHUTE.
CTeKHAaTOTO MHCTUTYLHMOHAJIHO O0pa3oBaHME Ha W3BEIWBAUYUTE C€
peanusupa BO HUBHUTE M3Be0U Kou T0OMBaaT HOB KBAJUTET U BO CBOjaTa
OCHOBHA 3aMHCla TMOTHaraaT oA  BIMjaHHE HAa  KIACHYHOTO
3anagHOEBpPOIICKO  OOpa3oBaHMe W KyaTypa. Bo  coBpeMeHOTO
eT3UCTHPAE Ha MaKeJOHCKUOT MYy3WYKH (DOJIKIOp HacTaHyBa 3aMeHa. On
elHa CTpaHa ce ymoTpeOyBaaT HApOJHHTE HMHCTPYMEHTH  Of
TpaauIOHATHATa MaKeJIOHCKa My3UKa, a BO HCTO BPEMe Ce BHECYBaaT M
ce 3aJpXKyBaaT MHCTPYMEHTH OJ 3araJHOEBpOICKaTa My3HWKa KOH CH ja
3ap)KyBaaT M TEXHUMKara Ha u3Bendba. CamMo My3HuUapuTe KOM HMaat
MHCTUTYLIMOHATHO 00pa3oBaHHWE MOXKAT JOCIETHO Ja T IpUKaxar
TEXHHYKUTE MOXHOCTM Ha THE HHCTpyMeHTH. Op npyra cTpaHa u
OpKecTapcKuTe 0O0pabOTKH, T.e. apaH)KMAaHUTE HAa MAKEIOHCKH HApOJHH
NeCHH ¥ Opa U3BEACHH O MY3WYapH KOM C€ WHCTUTYIIHOHAIHO
oOpa3yBaHH ce IOJ BHIHO BIMjaHWE Ha KJIacMYHATa 3araJHOEBPOIICKA
My3HuKa Kynrypa. [IpeTxo1HOTO He € UCKIIY4OK U Kaj JpyruTe OanKaHCKH
3eMju, Ma 3a0eIeKHUTETHO € U MEI'yCOCEIACKOTO MOBEKEHACOUHO MY3UYKO
BiAMjaHue. Toa ce oJpa3yBa M BO CIMYHOCTa BO M3yYYBaETO H
M3BEYBAHETO HA MY3UUKHOT (POJIKIIOP PEUHCH BO CUTE OAJTKAHCKHU 3EM]H.

On ceTo mMpeTXoAHO KakKaHO ClielyBa JeKa Mopaau morpedara on
MHCTUTYIMOHATHO  00pa3oBaHME Ha W3BEAyBauyUTE W  HUBHATa
BOHMHCTUTYIIMOHAJIHA MOATOTOBKA 3a H3BEAyBamke Ha MAaKeIOHCKaTa
HapoJHAa MY3WKa, camMara MaKeJOHCKa HapoJHa My3HWKa HHU3 TEKOT Ha
BpPEMETO 0 JICHEC JCITYMHO IO CMEHMIJIA CBOjOT JIUK. BO TOj KOHTEKCT, Ke
KOHCTaTUpaM  Jileka TOKMY  3TOJIEeMyBameTo Ha  OpojoT  Ha
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WHCTUTYIIMOHATHO 00pa3yBaHW My3WYapH HACIPOTH HaMalTyBameTO Ha
OpOjOT Ha OHHME KOW HE CE MHCTUTYIIMOHAIHO OOpa3yBaHU, TUPEKTHO CE
0JIpa3uiio BP3 Pa3BUTOKOT HA MAKEJOHCKHOT MY3HUKH (OJIKIOpP BO OHAKBA
(dhopma BO KOja HM € CEKOjTHEBHO JIOCTAIICH.

MoskeMe caMo J1a MPEeTNocTaByBaMe IITO OM Ce CIYyYMIIO JOKOJKY U
JIeHeC eIMHCTBEeHa (JopMa Ha MpeHecyBame Ha HapoJHaTa My3HuKa Ou Oua
YCHOTO (T.€. CIYIIHOTO) TpPEHECyBame, HO U Jald U KOJKY BOOIIITO
ceymrTe Ou moctoena. TexHMKaTa Ha W3BeN0A HA MHCTPYMEHTHUTE € TOJ
BIIMjaHUE HA 3amaJHOEBPOIICKOTO O00pa3oBaHWE M KYyNATypa, HO camara
u3Ben0a, OJTHOCHO PErepToapoT OCTaHall 3aBHUCEH Of ToAa Ha Koja Tpyma
My3U4apH U Mpumara u3Be1yBador.

OHa mTO € CeKako HEHW30CTaBHO Ja Ce Kake € JieKa TOKMY
HEMHCTUTYI[MOHAJIHATA TOJArOTOBKA HA W3BEIyBAaUMTE€ HA MAaKEIOHCKUOT
My3UUYKH (OJIKIOP IPETCTaByBa OMTEH CETMEHT Ha 00pa3yBamEeTO Ha €/ICH
My3u4ap KOj ja u3BedyBa oBaa My3uka. CpekHa OKOJIHOCT JIOHEKale
MpPEeTCTaByBa TOAa INTO OBOj CETMEHT CEYyINTe C€ HW3BEIyBa HAIBOP O]
WHCTUTYIIUUTE U MOYECTO C€ BPIIU TPATUIIMOHATHO, OJHOCHO IO YCHO-
ciymen mar. Toa moBeayBa 10 CBOEBHAHA cino00ja BO HAYMHOT Ha
MpeHEeCyBamke- Y4YeHhe H HU3BeAyBame. MCTo Taka, IMOCTOjaT IOBEKe
MOXHOCTH W HAauWHU e€IeH mnoenuHeny (0e3 pasnuka Janm €
MHCTUTYIMOHATHO MY3W4YKHM oOpa3dyBaH WMJIM HE) J]a Ce 3alo3Hae U Ja
Hay4H /1a TO U3Be/lyBa MaKEJOHCKHOT MY3UUKH (POIKIOP.

BakBata mapeHonukocT o u3bopu Ha 00paszyBame, MPUAOHECYBA BO
cimobojata 3a HW3HAOTaWke CONCTBEHHM TOCIWHEYHH HAYUHU 34
o0pa3yBameTO Ha My3W4YapuTe KOU C€ 3aHMMaBaaT CO H3BEAYBambe
MaKeJIOHCKU MY3UUYKH (DOITKIIOP.

Ha xpajot, Moxe 1a ce 3aKiIy4H JIeka BOHUHCTUTYLIHUOHATHUTE (GOpMU
Ha MY3MUYKO OOpa3oBaHHE WIrpaaT Kiy4yHa yJora BO OOJIMKYBameTO Ha
My3U4apuTe 0J] 00yiacTa Ha MAaKeJIOHCKUOT My3uuku (onkiop. OcranyBa
Jla ce pasriefa MpallambeTo JalH IeJocHaTa MHCTUTYLHMOHAM3alja Ha
oBa 00pa3oBaHUE K€ MMa MO3UTHUBHU €(PEKTH BpP3 HETOBHOT HATaMOILIEH
Pa3BUTOK.
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NEP®OPMATHUBHOCTA KAKO OBJIMK
HA OINIITECTBEH AKTUBU3AM

,»learapoT e (hopMa Ha 3HACHE; TOj UCTO Taka Tpeda U MOKe
na Oujie CpencTBO 3a TpaHc(opMalirja Ha OMIITECTBOTO.
TeatapoT MoOXe J1a HY IOMOTHE J]a CH ja U3rpajiuMe
WJIHWHATA, HAMECTO CaMo Jia ja yekame.

Ayrycto boan

During the past eight years, in Macedonia there were a lot of dramatic
and political turbulences which had their culmination this year. Since 2009
many ways of how to express the accumulated dissatisfaction have
appeared, for instance, through a permanent research of the possibilities of
how to animate as many citizens as possible to demonstrate their revolt
against the state’s regime. In a society where to tell your own opinion
directly, without any consequences concerning your job, your personal
and your family’s safety , became a dangerous thing, in a society where
the media work under the pressure of one small criminal group that holds
trapped all public institutions, in such a society, year after year, month by
month, shamefully have appeared many attempts to act, by using a known
and less known forms of political activism as well as by including various
forms of performativity with purpose to articulate one mutual attitude of
mind regarding the social and political questions.

My paper includes a number of performance forms of activism which
appeared in Macedonia in the last 8 years’ time. Some of them are: the

75



HEPOOPMATHBHOCTA KAKO ObJIUK...

series of protests after the death of Martin Neshkoski; the hugging of GTC
(City Mall) as a defense from the “baroquization” of its fasade, “Liberty
Square”; the choir “The singing people of Skopje” and some other
examples of their expression; the AKTO festival as part of the activities
organized by FRU (FACULTY OF THINGS UNLEARNABLE); the
Student plenum and the Autonomous Zone; AJDE!, PROTESTIRAM
(LET’S GO, I’'M PROTESTING) and the SHARENA REVOLUCIJA
(THE COLORFUL REVOLUTION); the Guerilla actions as part of the
revolution.

Research will as well show a review of several politically engaged
theatre plays that directly address forms of activism regarding their
characteristics: “Antigone” (performed by theatre professionals and
amateurs, as part of the protests for Martin Neshkoski); “Who was
shooting on October 21°?” in MKC (YOUTH CULTURAL CENTER);
the founding of the theatre group GNEV (ANGER) and the performance
“Time for fun”, where several recordings from the disastrous protests and
the wire-tapping scandal by the opposition were used along with the
appearance of one of the biggest experts of human rights, Mirjana
Najchevska, who plays the Ballerina; the performance “Teletabisi” (a
direct inspiration from the wire-tapping scandal).

I will also elaborate on the potentials of using Forum Theater —
Augusto Boal’s theater of the oppressed in an effort to combine protests
and performativity, as well as other forms of building up theatric situations
in a documentative environment taken out of dramatic context, including
breaking into public space and state institutions whose overtaking is the
goal of the protests.

Key words: performative forms, social, activism, forum theater,
engaged theater
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Ha camuom nouemok, cakam oa ykaxcam Ha moa oeka 080j mpyo,
MIA0 no ceoume co2n1eddu, 80 HeKOja CMUCILA - NUOHEPCKU, 3AUMO e e0eH
00 nmpeume Kou ce obudysaam Oa CyOIUMUpAAm — HEeKOU 00
nepgopmamusHume  enemenmu U - OOAUYU ~ HA  ONULMECHIEEHUOM
AKMUBU3aM 60 HAWAMA CPEOUHA 80 HAJOIUCKOMO MUHAMO, - 3aNupa Ha
kpajom 00 2016 2oouna, koea e u Hanuwiax. Bo eodumama wmo
usmunysa, 2017, ce cnyuuja MHO2Y HO8U HACMAHU KOU MOoxcam oa buoam
npeomem Ha MOemo UHmepecuparse Ha ucmama mema, Ho cO 021ed Hd
Henpucycmeomo u ce ywme HeyelocHume uHgopmayuu 3a HU8, eu
0Cmasam 3a HeKoja NOHAMAaMOWHA AHAIU3A U 00pabomKa.

Bo mepuomor onm 2007 mo 2016 roagmHa BO MakegOHCKaTa
OMIUTECTBEHA CTBAapPHOCT C€ CIyddja MHOTY JpaMaTHUYHU TOJIUTUYKU
MpeBUpama, KOM CBOjaTa KyJIMHHAIM]a ja JOKHWBEaja TOKMY Ha KpajoT Of
2016 u mpBata monowHa ofn 2017 romgmnHa. 3amounyBajku ox 2009
rOAIMHA, C€ pOJMja MHOTY HAauMHHU 3a MaHH]ecTalyja Ha HaTaJI0KEHOTO
HE3aJI0OBOJICTBO, MIPEKY €HO MOCTOjaHO UCTPAKYBamhe Ha MOKHOCTHTE 3a
aHUMUPAkE Ha MOIKUPOKOTO IPparaHCTBO, CO el 1a ce oXpabpu jaBHO aa
rO U3pa3u CBOjOT PEBOJT OJ] AUKTAaTyparTa Koja Biajeelie Bo Apxanata. Bo
OTILTECTBO BO KOE CTaHa OMAacCHO OTBOPEHO Jla Ce€ UCKaXke CBOJOT cTaB 0e3
mocienunu To pabotara, JuyHaTa Oe30emHOCT W Oe30eqHOCTa Ha
CEMEejCTBOTO, BO OMILITECTBO BO KO€ MEAMYMHUTE paboTea MOJ IUKTAT HA
elHa Majla KpMMHUHaJHA ,,0aH7a™ Koja ja y3yprupalile rnaprujata of Koja
Ce M3HEIPH W TU JpKelle BO 3aJ0KHUIITBO HAPOJHUTE MHCTUTYIIMH, BO
€/THO TaKBO OIIITECTBO, TOJAMHA M0 TOIMHA, MECEII I10 MECEIl, CPAMEIKITHBO
ce MmojaByBaa OOMAM J1a Ce€ JelyBa IMPEKy MO3HATH W TOMAJKy MO3HATU
dbopMH Ha TOJMTUYKH AaKTHBH3aM W TPEKYy Hajpa3IMuyHud OOJMIM Ha
neppopMaTUBHOCT Ja Ce€ apTUKYIHpa 3aeJHUYKH CTaB  OKOIYy
OMINTECTBCHO-TIOIMTHYKUTE TIpamiakba KOM ja 3aceraa jaBHOCTA.
['paranuTe mosieka To OCBOjyBaa jJaBHHUOT MPOCTOP, HO M TIOKPaj TOA IITO
O0ca >KECTOKO CIpeYyBaHW, HUBHUTE TOPAaKM CTaHyBaa C¢ TOJaCHU H
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MMOHEIBOCMUCIICHU, @ HAYMHUTE W MAaTUIITaTa 3a 6opda c¢ MOHEHACUITHH,
MMOOOMUCIIEHU U TOKPEAaTUBHHU.

,»JABHUOT MIPOCTOP € BETYyBamb€ 3a JEMOKPATCKU MPOCTOP, a JABHUOT
HacTan cTaHyBa OTBOPEHA MOKaHa 3a yYeCTBO U (WJIM) CBEAOMITBO 3a TOA
KaKko JeMOKpaTHjaTa MOXKe Ja Owujae TIOWHaKy IIpeTcTaBeHa W pe-
3amucnena‘. (Madison, 2010)

HckycTBOTO TIOKaXka JIeKa TOKMY KOTa MPOTECTUTE M AKTUBU3MOT
nobuja 06Uk Ha mepGhOpMaTUBHOCT, IITO CaMOTO IO cebe moapazouparie
JUPEKTHO YYeCTBO Ha TparaHWTe KOM W3JIeryBaa Ha YJHWIATa BO
JIJCTBUETO ILITO CE CIIydyBa M KO€ € OJHAIPE] OCMUCIICHO, 110 IPETXOIHO
NOOMEeHN MHCTPYKIIMH/WHAUKAIMK (JIEMOHCTPAHTHUTE Ja CE APIKAT 3a paka,
Jla JIeTHaT Ha 3eMja, ]a cTaBaT MacKW WJIM KEeCH Ha rjaBaTa, Ja raraar co
yaTaymte co O6aoHu co 00ja, na (apbaat uiau na mykaaT CcO TJIACTUYHHU
MyIIKA TIOJTHH co 0oja, ma ¢dopmupaar Kpyr 3a Ja ja OHEBO3MOXKAT
MOJIMIIMjaTa Ja CHOpedyHd HCIMIIYBamke Ha IMOpaku co 0oja, na meart, na
JpKaT BO pareTe (akiid KOW Ke TH 3amajiar BO TOYHO JOTOBOPEH MOMEHT
M CO KOU Ke uchuIar Opojka BO BO3AYXOT...) WIU PEKBH3UTA (MAacKH,
KyTuH, Kecu 3a ryOpe, OamoHun co 0oja, 4eTKM M KOQH, yaTaau H
IUIACTUYHU MYIIKU-IETCKUA UTPadky, (akiu, TEKCTOBU OJ HOBOHAIIUIIAHU
MeCHU Ha TO3HATH pedpeHH W CJ.), TOKMY TOTalll, MacOBHOCTa Oere
BUJUIMBO 3rojieMeHa U MOTHBOT Ha JyreTo Ja MpOTeCTUpaaT 3Ha4yajHO
3acuJIeH.

OBpe ke ce obugam J1a HarpaBaM KpaToK MpPErJie] Ha OroJIeMUOT Jel
OJl TpafaHCKWUTE WHUIMjaTHBH, ABMKCHA, CIOHTAaHU COOWPH, AKIUU U
WHIUBUAYAIHH TIOCTallyBama, CUTE BO OOIMK Ha TPOTECTH, BO KOH
rpalfaHuTe W3JeryBaa Ha YJIHWIIUTE BO TPAJOBHUTE jaBHO Ja T'O HCKaXar
CBOETO HECOIJIaCyBame CO aKTyeJTHUTE MOIUTHKU. CUTe OBHUE OOIMIM Ha
MPOTECTUPAEe TM KapaKTepu3upaaT jJacHO H3pa3eHUTE eJIEMEHTH Ha
nephopMaTUBHOCT, HA KOM OBOj TPYJ TO cTaBa cBOjoT akieHT. Co orien
Ha Toa JieKa TpalaHCKUOT aKTUBU3aM, KOj BO IMOYETOKOT JeiyBalie 0yea0
U XaOTHYHO, CE Pa3BU BO MHOTY HAacOKH U omndaru MHOTY 00acTu, ma co
TOa JUCTaTa Ha JBIKEHA M WHUIMJATUBU CTaHyBalle C¢ MOAOITa U
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MOJI0NTa, Ke CH JIOMYINTaM Ja ce 3a/p>KaM CaMO Ha HajlOMUHAHTHUTE O]
HUB, BO KOH €JIEMEHTUTE Ha IEPPOPMATUBHOCT CE HaJU3PA3CHHU.

1. llmomwrran Cnodona u Pacneann Ckonjanu

Enno o Haj3HAauajHUTE JBUKEHA KOE MOAOIHA ce TpaHChOopMHUpa BO
HBO e IUIOLITAJ[ CJIOBOJA, dopmupan Kako peakigja Ha
BIIQJIMHUOT MPOeKT ,,Cromje 2014, ox k0] ManKy MOJIOITHA C€ WU3HEIPH
xopot PACITEAHU CKOIIJAHMU co cepuja jaBHU WM CHUMEHHU HA jaBHU
MecTa, HacTtamu. AJ-XOK XOpoT ,,Pacmeanum ckomjanu, co3gaicH o
nHANMjaTiBa Ha Mapko KaOpaHOB, TOo coumHyBaaT TparaHd KOU TH
HCKa)XyBaaT CBOMTE MUCJIEH-A 3a OINIITECTBEHH Mpallama MpPeKy MecHa.
[IpBara uaeja 6una cexoja caboTa na ce nee necHara ,,Ckorje, paaocT TH
ke Oounem”. IlomonHa uzaejata ce nopa3BuBa, OBOj ,,.XOp Ha COBecTa Ha
rpafaHuTe’, Kako LITO CE€ HapeKyBa, UMa WU CBOj IHPUTEHT CO KOj ce
cpekaBaaT TpWIIATH HENEITHO W TOJArOTBYBaaT HOBa ImecHa. ExHamn
HEJeNTHO, Ha pa3IMYHU JIOKAIMM HHU3 MpecToNHMHaTa Ha Pemybmuka
Makenonuja, ,,Pacnieanu CkomjaHu‘ HacTamyBaaT jaBHO, HO HCTOBPEMEHO
CHMMaaT M MY3WYKH BHJICO-KJIHII, KOj MOToa To oOjaByBaar Ha JyTjyo-
KaHAJIOT Ha aKTUBUCTHYKaTa rpyma ,llmomrax cmoboma’. Hexom on
HUBHHUTE HAJIONMYJIApHU HACTalM ce u3Beadara Ha ,,Meprenaec bens 3a
KOpYMIIUpaHUTE TOMOBH, ,,JIaMOpuieKk™ 3a cedemeTo Ha JAPBOPENOT Ha
KynTHarta faebap-maancka yiauna ,,IimMHaeHcka™ mopaau npoiupyBambe Ha
KOJIOBO30T, HacTanot npex MAHY co necnara ,,4uja cu* u MHOTY IpyTH.
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®oTO0: 021 IpUBATHATA apXUBa Ha XOpOT

2. IIporecT Mo MOBOX YOMCTBOTO HA THHEjIEPOT
Maprtun Hemkocku

AKTHBU3MOT TIpoJoikyBa co cepujata mnporectu CTOIT 3A
[MOJIMLIUCKATA BPYTAJIHOCT, oap»aHu Kako peakiiyja Ha CMpPTTa
Ha MapTtun Hemikocku, cumnarusep Ha napTHjaTa Ha BJacT, KOj BO HOKTa
Ha MpociaBara Ha odenaTa Ha MPeIBPEMEHHUTE MapiJaMeHTapHU U300pH €
yOHEeH IM0JT COMHHUTENTHU OKOJHOCTH. OBOj Cily4aj MMalie cBoja JojaTHa
MucTUUKaMja W pPa3Boj CO T0jaByBameTo Ha T.H. ,,00MOM Ha
orosnIujaTa’’, Kaje MOXKEIIe 1a ce BUIM KAKO HAjBHCOKHTE PENpPE3CHTH
Ha BjacTa ce oOuIyBaaT Ja TM CKpUjaT MPUYMHHUTE 3a YOMCTBOTO, Na ja
MCKpHMBAT BUCTHHATA U Ja ro 3amITHTAT youenoT. Hekom on HajBakHUTE
nepdopMaTHBHH €JIEMEHTH 32 BpeMe Ha cepHjara MmpoTecTu Oea: HacTaroT
Ha Pacnieann CkonjaHu 3a€THO CO MPUCYTHUTE JEMOHCTPAHTH, HA KOH UM

’! BoMOuTe, KaKo INTO I'M Hapeye TOrallHATA ONO3HMIMj, KOja M I'M OGETOICHH Mpej
jaBHOCTa, ce cepHja CHUMEHHM Pa3roBOpH Mely HajBUCOKM (DYHKIMOHEpH Ha TOTalIHATa
BJaJa U, AETYMHO, APYTHU MOJUTHYAPH U MPETCTABHUIM HA MEIUYMHTE U CYACTBOTO.
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Oerre nojeneHa necHara ,,Kora re Hema“, 0/ieka cute ceaT Ha acajiToT
npen CobOpanuero Ha PM; nerHyBameTo Ha Tpyma aKTHBUCTH MPET
MuHucTepkara 3a BHaTpelTHU pabOTH U 11eJ1a Hej3uHA JieNerannja co KeCH
Bp3 TIJIaBUTE, ONKOJIyBambe Ha CoOpaHUETO CO JpKeHme 3a pale, a MmoToa
narame CO MPETXOHO MOJICTICHN KeCH 3a F'yOpe Ha IiaBaTa Ha yJIMIlaTa BO
moJyioxk0a Ha MPTBOTO Teno Ha MaptuH Hemikocku, 107eKa aKTUBUCTH TH
UCIPTYBaaT KOHTYpPUTE; HOCEHE Ha TopTa cOo (opmMa HA HCHPTAHOTO
MPTBO TEJIO 32 POJEHACHOT Ha MapTUH BO MPTOBEYKa Koja, AOJeKa Ha
03BYUYBAHETO CBUPH TMOCMPTHHOT Mapil, - nepGopMaHC MOATOTBEH O]l
HeroBuoT Opar Anekcanmap Hemkocku, kako # ,,AHTUTOHA® -
nephopmMaHc Ha MpodecCHOHANIM W HEnpoheCHOHANIH, OJUTPaH BO
amurearpaTHUOT mpocTop 3a My3ej-kykarta Ha Majka Tepesa, Bo pexuja
Ha MupocnaB [leTkoBuk, BO Toa BpeMe CTYACHT Ha OAJeNO0T 3a Jpamcku
akTepu Ha PaKynTETOT 3a IPaMCKH YMETHOCTH - CKorije.

R

doto: Bunana bomkosa Munescka
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3. Ilporectu 32 ondpana Ha I'TLl ox HajaBeHaTa ,,0apoku3anuja“

[TepdopmatuBHocTa npogomxysa co ' YIIKABETO HA I'TII, kako
onbpaHa o ,,0apoku3amujaTa‘ Ha Heropata (acama, Kajae ITO OrPOMEH
oOpad o ngeMoHCTpaHTH, ¢aTeHW 3a pare, ro TylmKaaT €IeH O]
Haj3Ha4YajHUTE 00jeKTH HAa MOJCPHU3MOT, KOj € MCTO Taka Ha JIUCTaTa 3a
TpaHchopMmalja BO KBa3u-0apoK, J0JEKa aKTUBUCTUTE 3a€HO CO HUB ja
neat necHara ,,CKorije, paJocT TH ke oument*;

®oto: Banuo [lambacku

4. ®ectuBanor AKTO u ®@PY - dakyarer 3a padoTH IITO HE ce
yuar

Bo enHo on Haj3HAYajHUTE ABMXKEH-A, CO TEKOT Ha TOJMHHUTE CE
nperBopa U AKTO ¢ectuBanor co cenumre Bo burtona, xako aen on
aktuBHoctuTe Ha DPY; 3apyxenuero 3a kyarypa u ymetrHoct OPY -
dakynTeT 3a paboOTH IITO HE ce y4ar, QYHKIIMOHHPA KAKO MmiaTdopma 3a
NpPOEKTH o7 00acTa Ha COBpEMEHATa KyJITypa M YMETHOCT, cO (OKyc Ha
NpOXyKIMja HAa HACTaHM 4YMja HEJT € Ja CO34aJaT KPUTHYKH OJHOC H
aKTHBHO y4YEeCTBO Ha IparaHWTE BO KPEHPAmETO Ha jaBHUOT aHTAKUPAH
MOJUTUYKO-COLIMjaJIeH U YMETHHYKHM JUCKYpC BO 3aenHunarta. EneH on
npUMepuTe Ha ynorpedara Ha nephopMaHCOT KaKO OOJUK Ha OIIITECTBEH
akTuBM3aM, € oHoj ox 2016 romuHa, xoj Oeme u3BeneH Ha AKTO, a e
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HacioBeH kako KAKBA BJIACT, TAKBA APXUTEKTYPA, Bo u3Benda
Ha XpBaTCKUOT yMeTHUK bpyHo McakoBuk.

®oto: Banuo [lambacku

5. AJAE! u IPOTECTHPAM

['paranckuTe ABMKEHA CO TEKOT HA BPEMETO CE€ YMPEXKyBaaT €IHO CO
Jpyro WM ce TpaHcGopMHupaaT, a aKTUBUCTUTE CTaHyBaaT JeJl O] ToBeke
aconujanuu. Enno ox HuB e m Ilmatdopmara 3a rpafaHcka HMOJMTHKA
AJJIE!, co Hu3a meppopMaTHBHHU E€JIEMEHTH BO CBOUTE jaBHU HACTaIH,
Mely KOM M HOCEHETO MAacKh CO JIMIIETO Ha YalCeHHOT HOBHHAp
TomucnaB KexxapoBcku, XpTBa Ha MOJUTHYKO MPOTOHCTBO (OOBHHET 3a
OTKpUBaWk€ UACHTUTET Ha 3alITUTEH CBEAOK), Ha MPOTECTOT BO 3HAK Ha
HEroBa MOJpPIIKA.
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®oro: Banuo [Jambacku

EnHo onx HajromemuTe ABIKEHAa BO W3MHUHATHTE TIOBEKE O] JIBE
ronuan ¢ nmwkemeTo [[POTECTHUPAM, koe ce odopmu cocema
CIIOHTAaHO M KO€ I'0 COYMHYBAIlle CEKO] TparfaHWH KOj H3JIEeryBaiie Ha
nporectute. OBa JBWKEHE J00M TOCEOHO 3HAYajHU JUMEH3HH CO
MPOTECTUTE IO TOBOJ ,,00MOMTE™ Ha OIMO3WIIMjaTa, Ydja KyJIMHHAIIH]ja
Oeme mportector Ha 5. Maj 2015 rogmHa, mpoTecT-peakija Ha 6ombara
Koja ce ogHecyBaiie Ha ciiydajoT Maptun Hemkocku. IIpotector Gerre
npB O0MJ 3a BIIETyBame Ha ToJmaTa rparanu Bo Brnagara Ha PM u nipB oz
cepujaTa MPOTECTH CO HEMHPH, KaJie TIOJUIMjaTa YIIOTPeOn cuja U yarcu
MHOTY O] IEMOHCTPaHTHTE.
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®oto: Oruen Teodunoscku

6. llepdopmaTUBHMTE €JIEMEHTH BO IPOTECTHTE HA
IIlapenaTa peBoJiynnja

[ITAPEHATA PEBOJIYIHUJA, mak, BO CBOJOT IOYETOK Oere
COYHMHETA Off CepHja MPOTECTH Ha TparaHd HE3aJ0BOJHH OJ OJTYKUTE Ha
BJacTa, KOM MMaaT KOHKPETHU Oapama. J|eMOHCTpaHTHTE BO MOYETOKOT
ro M3pa3yBaa CBOJOT PEBOJT MPEKy Tarame CO KaMema U CO jajia Ha
KaHnenapujara Ha Ilpercenarenor, kako 1 MUHHCTEPCTBOTO 3a MpaB.a,
[Topta Makenonuja, Cobpanuero Ha PM u Brnagara na PM.

lonem nmen on KpUMHHAIUTE HA BIACTa C€ TEMENAaT Ha MPOEKTOT
,Cxkomje 2014“ u Ha wm3rpagdbara Ha coceMa HEMOTPEOHH CIIOMEHUIIH,
(¢boHTaHU W APYrH HEPYHKIMOHATHHU TPaaOu U 00jeKTH BO KBa3HU-0apoOK
CTHJI, M3TPAJICHN CO HEKBAIUTETHU MaTepujalid (CTUPOIIOP), MOPAaH IITO
MIOTOJIEMO KpaJehe/TIeperhe apu o HaBOJHUTE WHBecTHlWH. [loToa Toa
ce mpomupu Ha Qacaaupame Ha MHOTY HOBH O0jeKTH, MEry KOHW H
cranOeHu 3rpaau Bo LeHTapoT Ha Ckormje.
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HesamoBomHuTe TparaHu Ha MPOTECTUTE BO MOYETOKOT 3allOYHYBaaT
co rarame Ha O00jeKTUTE O]l OBO] MPOEKT co jajua. IloToa, egHO OA
OCHOBHUTE pazoyapyBama € LITO Tparara ojl jajiuara € mpemalia U HUILITO
HE OCTaHyBa Ha oOjekTuTe. Taka IMOCTENeHO ce joafra 0 Hjejara, co
MOJTHEHhE¢ Ha OaJIOHW CO Hajpa3NuyHu OOW Ja ce raraaT 00jeKTHTE, BO
MMOYETOKOT caMO OHHE O] MPOoeKToT ,,Ckomje 2014, HO ToIOIHA U CHUTE
OHHME KOM ce€ CMMOOJ Ha KpUMHUHAIWTE Ha BiacTta. bamonurte cramyBaar
MOCTOjaHa PEKBU3UTA HA CEKOjTHEBHUTE MPOTECTH.

®oro: Pobept AtanacoBcku

['paranute ce WHCTOBPEMEHO H akTepu BO TMepPoOpMaHCOT Ha
MPOTECTUPAKETO U MyOnnKa. PekBu3nuTaTa CEKOjAHEBHO C€ YCIOKHYBA -
ACMOHCTPAHTUTC U3MUCITYyBaaT 4aTaJld, CO MOMOII HA KOU MOXKE IMOTOYHO
Jla Ce OCTBApH 1IeTa U 1a ce Ao piu 10 3aI[pTaHHOT 00jCKT.

HcroBpemeno, ce 3rojeMyBa CIHCOKOT Ha O0jEKTH KOW C€ IIeJT Ha
OBHE Hamajau Ha ,,mapenute’. [llapenara peBonynuja, Kako MITO MPBIAT ja
HapekyBa HOBHHapkata KpucTtuHa Y3uMmelr BO CBOj MPHIIOT, a TTIOTOA OBOJ
Ha3WB IOYHYBa IOCTOjaHO Ja C€ KOPUCTH BO MEAMYMHUTE, pa3BHUBa
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CYIITUHCKa enadopanuja Ha MMETO, 3aIlTO € W3JaHOK Ha HajpasIudyHu
CTPYKTYpH - BO LIapeHaTa peBoJIylfja ce 00eANHYBaaT MOBEKe pa3InyHu
MOATPYNH Ha JOTOTAIIHU MPOTECTaHTH, C€ MOBP3yBaaT MOBEKE ETHUYKH
3aeHUIM, MPHUMAJHUIM HAa JIEBO M JECHO OpUEHTHpPAHU MapTHH,
nperctaBaunm ox JIT'BTU 3aemnumara, monoBo, oOpa3oBHO M CEKAaKO
MOWHAKY pa3jMYHHU TparfaHH, KO ce oOeqMHyBaaT caMoO CO €IHa Iel -
KpUMHHAIINUTE €O (AIIM30MIHU HJCH KOM ja y3yphupaie mapTujaTa,
ApXKaBara, WHCTUTYLIMUTE, Ja CH OJaT OJ BjacTa M Ja OJroBapaar 3a
cBouTe nocranku. OBa cTaHyBa HEKOj BHJI KOHLENT - enabopupaHa ujieja,
KOja MOHAaTaMy HOCH HOBM MH3aHCIICHH, HOBH MOJIEIM Ha JIejCTBYBAmE,
MacKU-TPUM Ha JIULETO, KOCTUMH - IapeHU OOJIeKH, OTIEYaTeHU Maully,
TOYHU MapIIpyTH, KOMOE cO KOe ce IpeBe3yBaar MJIaCTUUYHUTE MUILTOIN U
MYIIKKA - IETCKW UTPAYKH Kako PEeKBU3WTA, CO KOU ce IapaaT 00jeKTHTe
on Cxomje 2014 wu ce o3HauyBaaT CHUTE WMHCTUTYIIUM KOHW HE
(GyHKIMOHMpAAT, KOM C€ Y3ypHHpaHH M KOU C€ MPETCTaBHUIM HE Ha
HApOJIOT, TYKY Ha KpUMHHAJIIIUTE HA BIACT.

Koj c¢ e maprununuent-akrep Bo nepdopmancor? Ox enHa crpana,
T.H. KOMaHJIOCU (HEKOM O] HajeKCIIOHMpaHuTe akTuBHUCTH Bo lllapenara
peBonynuja) ce oHME KoM (praat OajoHM co 00ja MU KOWM TH Taraar
WHCTUTYLMUTE, OJ Jpyra cTpaHa, rpafaHUTe HaBHMBaaT 3a IOTOJOK,
CKaHIMpaaT BO 3HAK Ha MOJpIIKA 32 OHHME KOMW raraatr BO IleNTa, rear
necHu, GopMHpaaT KPyroBu CO KOM OHEBO3MOXKYBaaT IMOJIMIIMjaTa Jla Ce
TOOJIMKY U J1a TH OCYeTH OOHMIUTE J1a Ce MCIIUIIE NTopaKa Ha yIUIUTE U CII.
[TomomHa, cekoj o MPUCYTHUTE MOXKE Ja ce oduae aa Aodpiau co Jarat
WK payvHo - 6asioH BO 00ja KOH MHCTUTYIMjaTa Koja Ha TOj MPOTECT € Le
Ha Hamax. [lypu ce onm noramy, INTO TpafaHUTE HAMECTO METHUIIHja
MOTHUIITYBaaT TPU3HAHHW]ja Jeka W THE rafaje co OaJloHM W JeKa
JieNierupaaT OJpeNeHH aJBOKAaTH Ja TW 3acTamyBaaT BO CHUTE IPaBHU
npoueaypu noHatamy. Ha oBue cBOeBUIHU METHIMH, TOJIEM € OpOojoT Ha
rpafaHd KOW BOOIIIITO HE JIONLIE BO AOMUP co 00ja, HO MOTHIUIIYBaaT BO
3HaK Ha MOJIpIIKA, 3€MajKd IOJIHA OJATOBOPHOCT 3a IOCTAlKUTE Ha
ApYyTUTE, 3a] KOU CTOjaT Kako camure na ru u3Bpuimie. Co oBa, THe Ha
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HEKOj HAa4MH UTpaar yjiora BO KOja TU BrpajyBaaT CBOUTE JIMYHU CTABOBH.
Bo Tekor Ha IBMKEHETO IO OJHANpe] HajaBeHaTa Mapuipyra Ha
HacoOpaHWTE TparaHW OAM OJpelcHa My3WKa, a CO pa3BoOjoT Ha
MPOTECTUTE, TOYHO € OJPEICHO KOW HEKOJIKY KOMIIO3HMIIMM Ke Oujar
MyIITEHU BO BPEMETO JIOJICKa e Tara Ha JIP)KaBHUTE HHCTUTYIIHH.

Bo mocnegnara ¢asza o MpoTecTUPAmETO, Kako MTO Oapamara Ha
JIEMOHCTPAHTUTE HE Oea YCBOEHH, MPOTECTUTE C€ NPETBOpPHja BO T.H.
I[MPOTECTU-OABPOJYBAIE. Illapenara peBonymnuja M 0a0pojyBaiie
Ha Biacta o 9 o 1 co ucnumyBame OpOjKM Ha OJIPEICHH MeCTa BO
aKIUM Ha KOMAaHJOCUTE, CO MOJJpIIKA OJ IMoMajla WIH IorojieMa rpyra
rpafaHu, 3aBUCHO OJ TOTpeOMTe, BPEMETO Ha CIIyudyBame WIH
JETMKATHOCTA Ha MOTEToT MTO Tpeda na ce u3seae. bpojor 1, Ha mpumep,
Oemie 3aMHUCIIEH KaKO KOJIGKTHBEH MeppopMaHC, Kaae Ha CTOTHUIHU
rparanu, kou Ha OyneBapor ,,Kimument Oxpunacku™ ro ¢gopmupaa 06pojoT
eieH UM Oerre mojiesieHa pekBu3nTa ((hakiau Bo LpBeHa 00ja) U BO TOYHO
OJlpelieH MOMEHT CEKOj 0J] HUB Tpelarire f1a ro 3amanu ¢akenor. Hactanor
Oeme ¢otorpadupaH ¥ CHUMAH OJi TIOBEKE IMO3HUIIUH, BKIYYUTEIHO H
BonHo, 3a moToa ga Ouje MpocieneH 10 MEIUyMUTe. 3a BaKBUTE aKIHH
3aJJOJDKATEIIHO  Oemie  MPEeTXOJHO  JeNehe  HMHCTPYKIUH  3apaju
MIPEBEHUPAE HE3TOIN M HECAKaHH CUTYAINH, CO OTJIe] IeKa ce paboTH co
3almaquBUd  MaTepUH, 3aJaBakbe€ Ha TOYHO OJPEIeH MH3aHCICH U CII.
HacranuTte ru kapaktepusupaiie KOJISKTUBHOCT Ha YHHOT M YYBCTBO JIeKa
CO TOYHO O/IPE/ICHO JIEJCTBO CE€ HCIIpaKka jacHa U HEeIBOCMHUCIICHA MOpPaKa,
710 OHOj KOMY MYy € HaMeHeTa.
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dorto: Enena ®unancka

6.1 BoewmeTo Ha MONMIMCKATa CTAHUIA KAKO OOJIMK Ha
nephopMaTUBHOCT

Enen wW3mBoeH ojHampen OCMHCICH HacTal CcO €IIEMEHTH Ha
nepGopMaTHBHOCT BO cepHjarta ciydyBama Bp3aHu co lllapenara
peBoiylMja € oHOj Ha mpodecopkara Mupjana HajueBcka, JOKTOp Ha
HAayKd ¥ €I€H O] HajrOJIEeMHUTE EKCHEepTH 3a YOBEKOBU NpaBa BO PM.
[ToBukana Ha pacmuT TOpaaAM MTPEKpPIIOYHA MpHjaBa 3a YYECTBO BO
MPOTECTUTE, Taa OJI0M Ja BIIe3€ CO CBOjaTa aJiBOKaTKa (WIEH Ha TUMOT Ha
XeJCUHIIKHOT KOMUTET) Ha PACIUT, 2 HAMECTO TOA TIOMUHA HU3 KOPJOHOT
KOj ja o0e30emyBarie MoaMIMcKaTa CTaHUIa beko co KaHuCTep BO parere
u ro odapba SHUAOT HA BJIE30T Ha TMOJMIMCKATa CTaHWIA. EmeH of
TTOJTMIIAJITUTE ce OOME Ja ja Crpeyu, MeryToa IpyTr ¥ JO03BOJIH Ja MPHjIE,
coceMa He 04eKyBajku To KpajHuoT ucxoj. [loToa Taa u3jaBu aeka HE TO
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npmpaf(a OOBHUHEHHETO U JACKa HCMa HaMcpa [a IUIaTU MapruvyHa KasHa I10

HUCTOTO.

7. IleppopMaTHBHUTE €JIEMEHTH BO FepUJia aKIUUTE

I'EPUJIA-AKIIMUTE 3anounaa mpen Illapenara peBomymuja, a
MOJIOIIHA CTaHaa HEj3WH COCTABEH JIe]l U HEJ3MHO TIIaBHO 00eNexKje.

Enna on Hajmo3HATUTE Tepuiia-akiMud € YMajgoT Ha aKTUBUCTH O]
IBUXKEHETO ,,[IpoTecTupam™ Ha mpercraBara-kabape ,Jluzmcrpara™ BO
Tearap Komenuja. ObnedyeHn BO CTUIICKU KOCTUMH, 3eMeHU onx MOB co
Ja)KHO HaBeJleHA MPUYHMHA CO TIOMOII Ha JIMYHU KOHTAKTH, THE BJIETyBaaT
Ha TMpeTcTaBaTa W HE Ce€ 3ampeHu o] HHUKoro. Bo MoMeHTOT kora
Jlucucrpara (ja urpa qupekropkara Ha Teatapot Jemena JKyruk, momorHa
Mo3HaTa MO CBOETO MOBHKYBame - MPOTUB JeMOoHcTpaHTuTe Ha Illapena
peBonylMja na ce ymoTpebaT TyMEeHM KypIIyMH) OJ cieHarta Oapa
nyOauKaTa Ja HampaBu celdu cO HUB, aKTUBHCTUTE CTaBaaT MAacKd CO
HATIUC ,,[IPOTECTUPAM*’, KOj € OTIIeUaTeH Ha MOBEKE ja3HIH O] ETHUYKHUTE
3a€HUIM BO JprKaBaTa, a OTOA TM OCTaBAaaT MACKUTE Ha MPOCIEHUYMOT
Y CH 3aMHUHYBaar.

I'epuna akuuurte 6ea coctaBeH fen u on lllapenara peBonynuja.
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8. ABTOHOMHAaTa 30Ha Ha CTyeHTCKHOT miienyM Ha YKUM

Enno on HajBakHUTE MABMKEHA BO MOJUTUYKUTE IpPEBHUpama BO
MOCJICAHUTE JIB€ TOJMHHU O] NUKTaTypaTa Oellle OHa Ha CTYACHTUTE O
YKHUM Ckormje, koM u3JIeroa Ha YJIHIIUTE HA TMPOTECTH, a MOTOa T'O
dopmupaa CTyIEHTCKHOT IUICHYM, KOj IIOCTaBH CBOM Oapama 0
Pexropor, Munucrepcrsara, Bimagata. Bo ucuekyBame Ha OATOBOPOT,
CTYAGHTHTE ja 3a3zefoa aynara Ha Ouiocopckuor ¢GakynTer u
@unonomkuor ¢akynrer Bo Ckomje u mporiacuja ABTOHOMHA
30HA. Iloroa, Taa aBTOHOMHA 30Ha C€ MPOIIUPU U Ha APYTH (HaKyITETH,
Mery kou TexHuukute (akynretd, DakyaTeToOT 3a APAaMCKH YMETHOCTH,
ApXUTEKTOHCKUOT (akynTer, a HacraBara Oelle MpEeKUHyBaHAa Ha
[TpaBHUOT (akynTeT 1 HAa EKOHOMCKHOT (akynTer.

OnHa 1mTO € KapakTEepUCTUYHO 3a ABTOHOMHATa 30HA € JIeKa OBJE Ce
OJlp>Kaa MHOT'Y KOHIEPTH (CTYAEHTCKH, MPOPECOPCKH U KOHIIEPTH Ha POK
COCTaBU KOM CBHpE€a BO MOJJpIIKAa Ha 30HaTa), UCIUTHU IPETCTABH,
n3noxkOu. l'omem nenm on HUB Oea CO COApXKHHA KOja JUPEKTHO Ce
OJlHEeCyBallle Ha MPUYMHHTE 32 POPMHUPaAmHETO HAa ABTOHOMHATa 30Ha U Oea
HUBHa OCTpa KpHUTHKa, KOMEHTap WiIH ucMmeBame. Crynentute Oea
MOAKaHU U OJ] TpalaHUTEe CO JOHAIMH 3a LITO MOAOJIr0 Ja U3APXKAT BO
cBOUTE Oaparma 1 J1a ja OCTBapaT 3aMHUCIICHATa IIeJI.

Ho, cBouTe 3aueronu CTYIEHTCKUTE MPOTECTH TM MMAaaT yIITE BO
2009 romuna, co aemwxkemero CJIIOBOJAEH MHJIEKC, koe HactaHa co
3aTBOpameTo Ha CTyIEHTCKOTO paano. J[BaeceTuHa CTYAEHTH OJ IOBEKe
¢bakyntetu (Mery Kou u HekonkymuHa on @J1Y) usneroa Ha MIaTOTO HA
YKHUM wu co npeBp3aHM yCTU ro ojp:kaa T.H. ,,[UBOK mporecT mopaau
3aMOJIUYYyBakbE€TO Ha CTYAGHTCKHOT TJlac, Mo IUTo ce ¢dopmupaiie
,Crobomen nHmekc. OBaa aKTUBHOCT MPOJODKYBA CO HEKOJIKY ,,Flash
Mob* wuHTEepBEHIIMM Ha HCTOTO MECTO, CO OJHAINpE] TOTOBOPCHHU
CIleHapHja U TOJICTICHU YJIOTH, a €/ICH O] HajBIICUATIMBUTE HACTAIN € OHO]J
npexn CPII ,,bopuc TpajkoBcku®, xora ,,C10001eH HHAECKC ycrieBa a ro
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CBPpTU BHHUMAHUCTO HAa MCAWYMUTC OI TOBOPOT Ha HpeTCGI[aTeJIOT Ha
JprkaBaTa, KoM 1MoToa 0apaaT u3jaBa O]l aKTHBUCTHUTE.

9. IToJIMTHYKH AHTAKUPAH TeaTap BO 0BOj MEPHO/

Bo oBoj mepuon, a ocoOeHO BO TOCIEAHUTE HEKOJKY TOAMHU Ce
MojaBuja W TMOBEKE MOJIUTUYKUA AHTAKHUPAHU TEATAPCKU IMPETCTABH, KOH
JTMPEKTHO Ce BMHIIaa BO (OPMU HA ONIUTECTBEH AaKTUBU3aM II0 CBOUTE
cneun(UKU: TPETXOJHO CHoMeHaTrara ,,AHTHroHa* (W3BeleHA OJ
TeaTapcku mpodecHoHaId W HenpoheCHOHANIH, Kako el O]
nporectute 3a Maptun Hemkockn); ,,Koj mykame Ha 21 okTOMBpH™ BO
MKII, Bo pexxuja na Huna Hukonuk; ocHoBameTo Ha TeaTtapckaTa Tpyna
I'HEB Bo jynu 2015 rogumHa u mpercraBarta ,,Bpeme Ha 3a0aBa* cropen
TEKCTOBU O] YeTHPHU €AHOUMHKU Ha Xapoinna IIunTep Bo pexuja Ha 30ja
By3ankoBcka, BO Koja ©Oea KOPUCTEHM CHHUMKH OJ JIpaMaTHYHUTE
CIlydyBama 3a BpeMe Ha MPOTECTHTE U 01 ,,00MOHWTE Ha OMO3WIMjaTa -
JaBHO TpPHUKAXyBalkeé HAa CHUMEHHU TeNe()OHCKH DPAa3rOBOPH HAa BHUCOKH
(GYHKIIMOHEPH Ha BJIAcTa, BO KOU CE€ OTKPUBAaT roJIeMH KPUMHMHAIU U
HapavaHM arcema U yOUCTBa) M BO KOja ce M0jaByBa BeKke CIIOMEHYBaHaTa
Mupjana HajueBcka Bo ysnorara Ha banepuHaTta; mpercraBaTa
,lenerabucu®, mo TekcT W pexuja Ha JyrocnmaB IlerpoBcku (mupekTHa
WHCIUpaluja ox ,,o0oMouTe ), ,,Jla To Mo3ApaBuIl U Ja MU IO Oamum™ BO
pexxuja Ha bumjana Pagmnocka, ,,SYSTEM ERROR®, mpercraBa Ha
npodecopure u crynentute og OV, mo teker Ha Maja CTeBaHOBUK, BO
pexxuja Ha 3oja ByszankoBcka, MpeMHEpHO OJUIPaHa HEMOCPEIHO Mpen
n36opute Bo nekemBpu 2016 ronuna.
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®oto: bpanko ABpamMoBcKkH

Bo Hekoun on oBuE MpeTCTaBH, KAaKO LITO BEKE CTaHyBa jacHO, Ce
CO3/1aBaaT EKUIHM COCTAaBEHH OJl TeaTapcKu MpodecuoHa nu, HO U
npodecroHany ox Apyru oOIacCTH KOU C€ HCTOBPEMEHO W Oopuu 3a
YOBEKOBH IpaBa WM eKCHepTH oj obnacta. Taka, mpodeCHOHAIIUTE YH]
JIOMeH € OJM30K Ha TemMaTa ITo ce oOpaboTyBa (OOpIM 32 YOBEKOBH
npaBa, NPAaBHHUIM, €KOHOMHCTH, IICHXOJIO3H, IEAAaro3d, KPUMHHOJIO3H,
0e30eJHOCHH CITY)KOU | CJ1.), TO ,,XpaHaT mepPopMaHCOT CO MOJATOIH,
3HaeHa, CTABOBH KOM CE€ MOOJMCKH J0 PEATHUOT KUBOT U CTBAPHOCTA Ha
KOja JEJIO0TO C€ OAHECYBa, a NPO(ECHOHAIIUTE aKTEpPH, DPEXKHUCEPH,
JIpaMCKH THcarenu paboTaT Ha YCOBpUIyBamke Ha NephOpMATUBHUOT
aCIIeKT, OHOJIKY KOJIKY HITO € BO3MOKHO.
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®oro: Camo H. AnmymeBcku

OBue mnpercTaBu C€ TOBEKE TI'M KapaKTepu3upa MOBP3aHOCT Ha
TEKCTOBUTE CO aKTyenHUTe cutyauuu. Kora ce paboru 3a ajantaunuja Ha
BeKe MMOCTOCYKH JeNla O] CBeTCKaTa JpamarTypruja, opaa ajanraiuja oiu
BO HACOKa Ha aKTyalu3alMja Ha TekcToBute. Taka Ha npumep, Bo ,,Bpeme
Ha 3a0aBa“, OasupaHa Ha dYeTupu eAHOUMHKH on Xaponx I[luntep,
,ILTaHUHCKH ja3uK™ e 3ameHeT co ,Komymapcku jaswk®, co 1eln
NPUIBMKYBakbe Ha JpaMcKaTa, M OHaKa akTyelHa, CTPYKTypa, KOH
MOJUTUYKUTE CIydyBama BO JIp)KaBaTa BO KOja c€ M3BEAyBa, a JOAAJCHU
CE U HEKOJIKY FOBOPHU Ha BO TOA BPEME aKTYEJHUOT IIPEMUEp Ha JIp)KaBaTa,
OJp’KaHM Ha TO3HAaTH NApTUCKU W JpxaBHM MHUTHUH3U. [IpercraBara
SYSTEM ERROR wucto Taka coap»u HAcjaOBU O] BECHUIA U UHTEPHET
MOpTaii, KOW Ce MEHyBaaT KaKo IITO Ceé MEHYBa CTBApHOCTa HAOKOIIY, a
JIeT O ApaMcKaTa CTpyKTypa cranyBaar 14-te Ha Yp - ¢amm3MoT criopen
Ymbepro Exo, 3a ymte moBeke Ja ce 3a0CTPH pPETOpUKAaTa, TOram Kora
ny0yMKara e, Ha HeKOj HA4MH JIeNl OJ MpeTcTaBaTa M CTaHyBa aKTHBEH
YUHUTEIL.
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Cure A0CCTrallH MCKYCTBA roBoOpaTr 3a MOXHOCT O/ UCIIUTYBAKLC HA
HOBU ¢opmMu Ha 1ephOpPMATHBHOCT KOW MOXaT Ja My JanaT
JIOTIONIHUTEIHU 3HAauelha Ha OMNIUTECTBEHUOT AaKTHWBM3aM. ,,...Hamara
CTPYYHOCT M TOJIKyBamba MOXaT Ja Ougar of Moj3a U BO MOLIMpOKara
apeHa Ha jaBeH IMCKYpC KaJie M3pa3eHO TeaTpajM3upaHaTa Mpupoia Ha
COBPCMCHUOT KUBOT CC UCIIMUTYBa BO TCOPHUUTC U MCTONOJIOTUUTE KOU CC
pa3BHEHU BO HAIIETO TMOJIE 3a aHalM3a Ha OrpaHWYEHa HU3a of paboTu
(TpaAMIMOHAHUTE TeaTapckKu W3BeAOM © JApYyruTe OONMIM Ha
M3BEyBaYKU YMETHOCTH), BeiH [lanen PajHenTt BO BOBEIHHMOT 300p KOH
30upkaTta eced ypelneHa oJ Hea BO KHurata Jllonmutukara w
n3BeayBaukute ymetHoctu . (Rajnelt, 2012)

Enen ox romemuTe moOTEHIHWjalM BO OBaa HACOKa € MOXKHOCTa 3a
KopucTeme Ha POopyM TeaTapoT - TeaTap Ha yrHeTeHuTe Ha Ayrycto boan
BO OOMJIUTE 3a CIIOjyBamke Ha MPOTECTUTE CO MepPOPMATHBHOCTA, KAKO U
Apyrd OONMMIM Ha TPaACHE JPaMCKU CHUTYalldd BO JOKYMEHTApHH
OKOJTHOCTH M3BaJIEHU OJ] TeaTapCKU KOHTEKCT, Mel'y KOM U yIaJ BO jaBHU
MPOCTOPH, KaKO U BO JAP)KaBHH WHCTUTYIIUH, Y€ TPE3eMame € eHa O]
[[EINTE HA TIPOTECTUTE.

TeatapoT Ha yrHeTeHHMTE Ioara O] Te3aTra JeKa CHUTE YOBEYKHU
CYIITECTBAa Cc€ aKkTepu (TUE JCjCTBYBaaT) W Iiemaudd (TUE orcepBupaart!)
Co ornmen Ha Toa, TME ce Tien-aktepu. Bo Tearapor Ha yrHereHute
peasiHOCTa € OKa)kaHa He caMo KaKBa ILTO €, TyKy MCTO Taka U KaKBa ILITO
ou moxena na 6une. Toa e oHa 3a Koe kuBeeMe, - morceTyBa boan - na
CTaHeMe OHa 3a KOoe HMMaMe MoTeHIjan na Ougeme. OBOj BHUTalCH
€JIEMEHT U € JJOBepeH Ha KpeaTHBHOCTA Ha MyOIHMKaTa: TJeauyuTe Joaraar
Ha CIIEHATa, 3aMEHYBajKu ce ce0ecH CO MPOTarOHUCTOT M OOMIYyBajKH CE
Jla TIPOHAjIaT OCTBAPJIMBY PELIEHH]a 3a peaTHu IPOOIeMH.

®OPYM TEATAPOT e Tearapcka urpa BO KoOja MpOOJIEMOT €
MOKaXkaH BO €Ha HepeuleHa Gopma, BO KOja MOBTOPHO ,,Ie1-aKTepuTe
ce TMOKaHeTH Ja cyrepupaar W JAa JoHecaT pemieHuja. [IpoGiemoT e
CEeKorall CHMIITOM Ha YrHETYBalke U TE€HEPAlHO BKIY4YyBa BHUIIUB
yrHETYBa4 U MPOTaroHUCT KOj € yrHeTyBaH. Bo HeroBara u3BopHa dpopma
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U aKTepuTe U ,IJel-akTepure” ke Oupgar Jyfe KOM Ce XXPTBU Ha
KOHKPETHOTO YTHETYBam€; MOpaau TOa, THE C€ BO MOXHOCT Jja MOHYAAT
QITepHATUBHU pElLIeHMja 3allITO THE CAMUTE C€ JIMYHO YyrHeryBaHu. [lo
€IHO TIOKaXXyBarmke Ha CIIeHaTa, KOEIITO € MO3HATO Kako ,,Moaen™ (MOxe
na Ouie v 1ena npeTcTaBa), ce MPUKaKyBa MOBTOPHO 3a0p3aHO U IO CIEaN
TOYHO OJIPE/ICHUOT IIpaBell 10/IeKa HEKOj 01 MyOIuKaTa He BUKHE ,,CTOM!,
HE TO 3a3eMe MECTOTO Ha MPOTAaroHHCTOT U He Mpola aa ce oa0paHH Of
YTHETYBa4MTe.

Urpara e ¢dopma Ha HaTOpeBap MOMery TJEA-aKTEpUTe KOM Ce
oOuayBaar Aa M JanaT pas3iMueH Kpaj Ha mpercraBaTa (BO KOj KPYroT Ha
YTHETYBamE C€ KPIIM) U aKTepu KOU NMPUBUIHO C€ TPYAAT Ha CUTE MOXKHHU
Ha4YWHU Ja ja JOBEJaT MpeTcTaBara A0 HEJ3UMHUOT OpPUTHHAIICH Kpaj (BO
KOj YTHETYBaHUTE ce MOOeACHHU, a YTHEeTYBauuTe ce nmodeqHunn). Muory
pa3NUYHKU pEILIeHHja Ce JOHECeHM NpeKy eaeH (opym - pe3ynraToT e
M3BIICKYBal€¢ HA 3HACH-E, TAKTHMKH U MCKYCTBa, a BO UCTO BpPEME M OHa
mro boan ro HapekyBa ,,lipoba 3a peanHocra“. LlenTta e cexoram aa ce
ctumynmpa aebarta (u Bo (opma Ha J€jCTBO, HE caMO 300pOBH), 1a ce
MOHYyJAT alTEepPHATUBH, Jla UM CE€ OBO3MOXHM Ha JyfeTro ,Ja CTaHat
MMPOTarOHUCTU HAa HUBHUTE COTICTBEHHU )UBOTH . (Boal, 2002)
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THE PERFORMATIVITY OF DOCUMENTARY THEATRE:
BORIS LIJESEVIC'S PLAY PLODNI DANI (FERTILE DAYYS)

Over the past two decades, theatre practitioners across Europe and
beyond have turned to documentary modes of playwriting and
performance-making to confront new socio-political realities. This has led
to a vast range of performance styles, ways of working and modes of
intervention in varied sites of theatrical production. As a form of
documentary theatre verbatim aims at what is understood as a true and
authentic presentation of problems within the public sphere, which are,
inevitably, reflected in private lives of ordinary people.

The paper focuses on Boris LijeSevi¢’s play Plodni dani (Fertile
Days) that was staged in Atelje 212 (17th March 2012) which has for the
first time problematized the subject of marital sterility on stage and the
battle of couples who cannot achieve parenthood through their
offspring.This paper explores the viability and resonance of various
performative strategies specific to documentary/verbatim modes.

Key words: documentary theatre, performativity, verbatim, Plodni
dani (Fertile Days)

The need of the author to dramatize certain aspects or circumstances
in society which are directly related to the community are a challenge to
the directors who contribute in creating the scene of documentary theatre
and using verbatim techniques.
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Verbatim theatre has stood out as one of the current trends in theatre,
judging by the production in the region (the Western Balkans). As a form
of documentary theatre verbatim aims at what is understood as a true and
authentic presentation of problems of a social community, which are,
inevitably, reflected on the private lives of real people.

In the essay The Politics of Discourse: Performativity meets
Theatricality, Janelle Reinelt deals with terms: mises en scéne,
performance, performative and performativity. From the initial separation
of those phrases, at the end of the essay they begin to interchangeably
overlap. She states:

And by aligning theatre studies with other disciplines under the rubric
of Cultural Studies, the comparativist work that has emerged opened a
political project that made sex, gender, race, and class central analytic
categories of the new “performative studies”. “Performance” has come to
signify an insistence on a more inclusive set of practices: many from those
of unheard, repressed or overlooked voices. (Reinelt, 2002 : 205)

The play Plodni dani®® problematizes the subject of marital infertility
and the precarious battle of couples for offspring. These are couples which
cannot have a child by natural conception. The intimate and sensitive story
of every individual who is dealing with the problem of infertility and
unachieved parenthood is one of the subject that has been talked about
lately and which has been until recently rather evaded. Due to its intimate
nature, nosiness of the community and the uneasiness they cause,
questions about that subject were often left unanswered.

*2 Play Plodni dani; text: Boris LijeSevi¢ and Jelena Kislovski Lijesevié, director: Boris
Lijesevi¢, dramatists: Branko Dimitrijevi¢ and Fedor Sili, costume designer: Mina Ili¢,
composer, song author: Aleksandar Kosti¢, assistant directors: Aleksandra Jeli¢ and Filip
Suboti¢, text collaborator: Bogdan Spanjevié¢, organizer: Nevena Vuckovié, actors:
Isidora Mini¢, Milena Predi¢, Radmila Tomovi¢, Branka Seli¢, Milca Mihajlovié,
Nebojsa 1li¢, Bojan Zirovi¢. Co-Production Atelje 212 (Beograd) and Cultural Centre
Pancevo, premier: 17" March 2012, Belgrade and 19" March 2012, Pancevo.
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,People are silent about that, for some reason they are ashamed — they
are not ashamed to have a bad tooth, but they are ashamed that they cannot
concive a child.” (Lijesevi¢, Kislovski: 1)

According to data which was presented by the authorial pair Jelena
Kislovski LijeSevi¢ and Boris Lijesevi¢ “statistics show that between
400.000 and 600.000 people in Serbia have this problem, which is in other
words a big city”. (Kislovski Lijesevi¢, Bilten: 11). Therefore, around
300.000 couples in Serbia have a problem to produce offspring and battle
with infertility, from which 1/5 is made up of candidates for in vitro
fertilisation where they see an opportunity to achieve parenthood .
However, marital infertility is not only a problem in Serbia, but a universal
problem in other countries, especially western ones. Infertility is in fact a
disease of the modern times and emerges due to our way of life, bad living
habits, environmental pollution, people entering marriage and deciding on
parenthood later in life, when the chances to conceive are decreased, and
being exposed to stress, which has become an imperative of modern life.
Numerous complex psychological, physiological and emotional factors
play a part in the ability to conceive, where the subject was used by
LijeSevics to confront the problem through theatre. The play is meant to be
composed of true stories, by real people.

Awarded and successful in the realistic director process in dramatic
theatrical expression, and in spite of good critiques, LijeSevi¢ had a
necessity to stop with that kind of theatre. Klaus Pohl's text for Waiting
Room Germany was decisive for LijeSevi¢’sencounter with challenges of
documentary theatre and the verbatim technique.

The introduction of the book Verbatim Verbatim: Contemporary
Documentary Theatre by authors Will Hammond and Dan Steward is
made up of conversationswith Alecky Blythe, writer/director; David Hare,
writer; Nicolas Kent, director; Richard Norton-Taylor, writer/journalist;
Max Staford-Clark, producer; Robin Soans, writer/actor starts off with

3 Data taken from article “Velika $ansa za roditeljstvo*, Lepa i Sreéna/“Big chance for
parenthood”, Beautiful and Happy, July 2017, p. 94.
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Einstein’s observation: “The secret to creativity is knowing how to hide
your sources”.

Instead of adapting and reshaping observations and experiences from
real life in some fictional situation, verbatim drama essentially has its
sources in people’s real life. There also arises a need of the author to
dramatize a certain aspect or state in society that concerns the community.

The term verbatim refers to the origins of the text spoken in the play.
The words of real people are recorded or transcribed by a dramatist during
an interview or research process, or are appropriated from existing records
such as the transcripts of an official enquiry. They are then edited,
arranged or re-contextualized to form a dramatic presentation, in which
actors take on the characters of the real individuals whose words are being
used. (Hammond, Will; Steward, Dan: Verbatim, Verbatim:9)

The play Fertile Days is not Boris LijeSevié¢’s first encounter with the
verbatim technique. Like Robin Soans and other writers inspired by Klaus
Pohl’s piece Waiting Room Germany (1994), LijeSevi¢ explores
techniques of verbatim theatre and stages the first verbatim play in Serbia,
Cekaonica® . Pohl’s Waiting Room talks about Germany in the transitional
period and the anticipation of a better future for their citizens, five years
after the fall of the Berlin Wall. This German writer, actor and director
was hired by Der Spiegel in 1994 to conduct a survey and canvass the
spirit of German citizens after the unification. From a score of interviews
with real people, which were later published in the Spiegel, Pohl used the
recorded material from the monologues of citizens to shape a drama piece.
The English Waiting Room — Robin Soans’s Across the Divide — deals
with the circumstances and political climate in Britain at the end of John
Major’s government. LijeSevi¢, inspired by Pohl's piece and the situation
that overwhelmingly resembled the circumstances in Serbia, in which the

* Waiting Room, playwright: Boris LijeSevi¢, Branko Dimitrijevi¢; director: Boris
Lijesevi¢; dramatist: Branko Dimitrijevi¢; actors: Branka Seli¢, Nebojsa Ili¢, Bojan
Zirovi¢, Jelena Trkulja; costume and set designer: Mina Ili¢, composer: Aleksandar
Kosti¢. Co-Production Atelje 212, Belgrade and Cultural Centre Pancevo, premier: 23rd
January 2010 in Atelje 212.
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events from the fall of the Berlin Wall were also reflected, and ten years
after the ousting of Slobodan Milosevi¢ from government, in 2010,
decides to write his own Serbian Waiting Room. Through Pohl's model,
LijesSevi¢ carries out his own research, interviews citiens of Serbia about
their experience from the changes that have occured and how those
changes affect their lives. LijeSevi¢, through the stories of seven
characters-narrators follows life in Serbia during the time Slobodan
Milosevi¢ was in power and then in the so-called post-Milosevi¢ period.
The intention was to show the state of society that spanned from socialism
that was declining with the collapse of Yugoslavia and continued to
collapse in Serbia, and the shift to a new system that was imposed in the
guise of a neoliberal concept of society and capitalism based on constant
exploitation of man/worker and creation of a common fear of losing a job.
Having been stuck in that transitional period for many years, under
constant pressure and different fears where the one of losing a job was the
biggest, brought about total instability and insecurity, as well as
disorientation.

LijeSevic's second encounter with verbatim is a play the examines the
dynamics of society, patriarchal relations, discrimination of achieving
human rights, corruption, and deals with one issue that was not
problematized on stage. This layered play is proof that different subject
can be problematized with verbatim technique, where artistic and aesthetic
criteria can be upheld.

The innovative adventure of verbatim and the fresh creative energy
which is emitted between the director and actors in the work process
present a need of the artist to directly dramatize truth on stage, but through
theatre express the pressing intimate and social issues, directly, head-on,
without hiding behind imaginary characters.

By gathering material from the internet forum “Cradle” which is
devoted to couples who cannot have children and with interviews
published with members of that forums, Jelena Kislovski LijeSevi¢ and
Boris LijeSevi¢ decide ,,to make a theatrical play from all the agony
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through which people who are battling infertility are going through*
(Lijesevi¢- Kislovski, 2010: 2). They have shaped the text based on
gathered material on the forum and by speaking to the authors, members
of the forum. The confessions of real, live people who had gathered on the
forum was to be made into a theatrical piece. For that feat it was necessary
to collect approval/rights/permission from those people to show their
intimate stories.With the help of the dramatist duo Sili-Dimitrijevi¢, 700
pages of gathered material was to be reduced to a reasonable number of
pages for the play not to be too long. The final text” has 80 pages. The
gathered documentary material from an internet platformwas to be adapted
to a drama form. In the words of one dramatist from the play — Fedor Sili,
taken from the program of Fertile Days, “to adapt confessions from a
forum into a theatrical language, but to keep their authenticity, was
honestly an interesting and exciting process.”’It is not infrequent for
playwrights to ,,gather” and write down sentences during the day and for
them to be found in their pieces.

A prolific Italian writer from the 18th century Carlo Goldoni, famous
Russian drama writer Chekhovand many other authors have done that;
they wrote replies based on real uttered sentences, thus creating characters
and dramatic situations which resemble everyday life.

The uniqueness of this text is that it takes place on an online forum,
meaning in virtual space, where experiences are exchanged, advice given,
dilemmas solved and meetings arranged.On the other hand every character
from the virtual world has its own real private life, so changes in the
virtual and real world are interchangeably happening in the drama. The
text could be split into four parts where each part fits one phase in the
journey of having a child. After correspondence between Boris and the
female and male moderator of the forum and emphasising the importance
and role of the internet and new technologies in solving this problem in
which the female moderator states: “[...] since I am aware that without the

% For the need of this research the text Fertile Daysis used from the Archives of Atelje
212.
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internet we probably wouldn’t have had a child.” (LijeSevi¢, Kislovski,
2010:1), as well as the internet as space for achieving communication and
its effect on human relations.In the first part we meet nine characters who
begin their stories. They are the forum administrator (Admin), Kristina,
Melissa, Cvjela, Nesa, Mila, Mataurina, Melissa’s husband and Nesa’s
wife. For two couples on the forum both partners appear, therefore we
have seven stories and seven actors on stage (five female and two male)
from the nine characters. In the list of characters are not real names of
women and men whose stories are presented, nor are their nicknames
which they used on the forum revealed. In the second part of the text we
see how the steps for in vitro fertilization were initiated we some couples
(Melissa), while other couples amidst bureaucratic-administrative
procedures, legal obstacles and financial issues are trying to find a solution
to overcome “places of stumble” on the way to having a child (Cvjela).
The third part provides a solution to one part of the story, some stories
have a happy ending — pregnancy (Mila). The fourth part, which could be
a form of the play’s epilogue implies that amidst many unsuccessful
attempts of in vitro fertilization for attaining impetus for parenthood that
there is another way, which is adopting a child (Admin).

After a decade of trying naturally to become a mother, Kristina, who
lives with her husband in America, reveals the strong desire for
parenthood which turns into envy towards those that have children (a
family with three children who cross the road), and which is heightened by
the fact that these are relatives (nieces):

Which was worse...

“I just called mom over Skype.

Vesna was there

My niece,

She is pregnant, but

She didn’t get married

I mean poor her...

What is she going to do without a husband.
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It is not a good situation

Her sister Jasna

Is my age.

We are two months apart.

She just got married.)

“Vesna wow!!!”

Then she asks me

“When are you coming to Croatia?”

I say

“Maybe I come for the baptism.”

I think about her face.

She tells me

“You mean Jasna’s?”

She was also pregnant,

But my mom didn’t want to tell me

That she is pregnant that...since she knew...
But she should have...

She was supposed to give birth in a month.
I mean...I don’t know

That she will have children
And I won’t
Or that they kept it a secret from me.
Not to hurt me.
I hung up the phone
And went to wail in the bathroom.”
(Lijesevi¢, Kislovski, 2010: 18-19)

The song which accompanies Kristina’s confession is great and serves
as a Brechtian comment in relation to the plot, which has a Verfremdungs
effekt role in distancing from the character.

Cvjela wants to have a free in vitro fertilization through state
institutions. Due to an administrative error between the Health Care Fund
and the hospital, the couple doesn’t succeed in achieving parenthood. We
see the problem of corruption in Cvjela’s story with the committee for
issuing free in vitro fertilization procedures, where Melissa advises her:
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“Roll up 300 euros and you pass the committee without a problem...”
(Lijesevi¢, Kislovski, 2010: 30)

After a decade of attempting to conceive naturally, Melissa and her
husband Takki Medab decide to try in vitro fertilization. Thanks to the
scientific achievements in the field of treating infertility, they become
parents after the first attempt. The role of the employer is emphasised in
this story through their silent disapproval and a lack of support.

Nesa and Marija’s story unfolds the problem of male infertility. Due
to a lack of sperm cells, and having in mind that Serbia doesn’t have a
sperm bank, while the law doesn’t permit their import, the couple (Nesa
and his wife) is compelled to have the fertilization done abroad (in
Denmark). This, for our standard, highly expensive treatment, forces
Nesa’s father in order to have a descendent to relinquish 52 trees from his
forest.

For a high number of unsuccessful attempts at in vitro fertilization,
Mataurina informs members of the forum. While the institutions provide
her assistance and offer her the possibility of parenthood, nature does not
agree.

After a good diagnosis and proper treatment, after a score of wrong
diagnosis, one of the lucky characters who becomes pregnant after the first
attempt at in vitro fertilization is Mila. With unwavering support from
family and friends, she achieves parenthood. The administrator wants to
have a child through in vitro fertilization, where he doesn’t want to give
up on parenthood and even tries miraculous vine from Saint Simeon
Mirotocivi from Hilandar, but in the end decides on adoption. The
bureaucratic-administrative procedures and committees which decide on
this issue are shown as another stressful process and period for the
couples. In spite of all the drawbacks, the administrator and his wife
become parents by way of adoption.

By taking place in a virtual space of an internet forum, in this text
every character enters the forum platform with a nickname, behind which
is an identity of a real person. This implies that personal characteristics of
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an individual stay left out, where the focus is put on the actual problem of
marital infertility and the attempt at the role of parenthood. The characters
are from different places, even continents. The stories of women from ex-
Yugoslavia who live in USA, Croatia, Montenegro, Serbia and Italy are
told in the play. They are united by a common internet platform,
coherence of the language with which they communicate and the common
problem they have. Each character brings forth their confession, while in
some instances discussion unfold where numerous characters take part.
Thus in some parts a monologue form shifts into a polylogue. The
characters, as is the practice on internet forums, are not clearly profiled
and their deep and psychological characteristics are left out. From the
testimonies it is easy to infer the intelligence of the characters, level of
education, language culture, fears, desires, longings and the essential
problem which occupies them. The Brechtian narrative structure of the
text, the constant changes in actors’ roles, songs, frequent changes in the
models of communication (shift from direct to indirect speech), leave the
viewer with room for their own imagination. LijeSevi¢ has with this
director’s concept, having adjusted the scenography and focusing on the
actor’s play and words said on stage depicted the essence of theatrical
expression which is rooted at the relation between the actor and the
audience.

In a chamber theatre atmosphere of a small stage, the audience circles
the stage and is seated on the same chairs that are later found on stage,
except one office chair which symbolically represents the entrance and
exit of a character into the virtual space of a forum platform. The chairs
are not on stage at the beginning of the play and their numbers change
during the course of the play, where they symbolize the presence of
characters on an online platform. After the administrator symbolically
opens the forum, the other characters follow. The actors change roles
depending on the story, where everything is constructed to make it seem
that these stories are happening to the audience as well. The audience
members are on stage, while the actors in some parts sit in the audience,
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thus eliminating the boundary of the stage. With devoted acting and strong
suggestiveness, the elimination of a boundary between the audience and
actors in certain scenes provokes a real catharsis, strong emotions and
tears on the faces of audience members.

The need to speak about this subject openly, through the confessions
of characters and personal experiences on stage arouses many different
feelings. The pain of knowing the impossibility to become a parent, envy,
shame, fears, humiliation, anticipation, complicated and demanding
analysis, attempts, repeating the procedure for in vitro fertilization,
waiting for results, uncertainty, hope, betrayed expectations, helplessness,
joy.

The problem of infertility is followed on the personal level, but also in
a social, health, political and economic context. Haven’t all those levels
contributed in creating the problem? Haven’t we as a society entered the
waiting room for fertile days? One of the characters (Melissa’s husband),
while the wife is resting writes:

What has changed so much

From a time not long ago

When women gave birth

To even 10 children,

On fields, in barns...

That was all normal.

What are we doing now?

In fact in what kind of time are we living?

And I ask if it will ever be better?

We can’t have a baby.

Our whole life is dedicated to reproducing.
(LijeSevi¢, Kislovski, 2010: )

The will power of every character — examinee, leaves these stories
open with the hope of an optimistic closure. In fact the text is titled as a
prayer: it starts with Lord, Have Mercy. The power of joint prayer and its
healing power offer a hope for making wishes come true. The miraculous
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power of words in a prayer, which act like emissaries of our thoughts and
make a perfect form of communication. Inside this prayer of modern
couples, there is a virtual platform of a forum, and individual “prayers”
gathered into one collective prayer of couples. The text is structured into a
symmetric-cyclic structure, where each story is given the same amount of
space. Under the title Lord, Have Mercy, the story begins with the
Administrator, the platform creator, and ends with his child adoption.
Inside that story are the stories of characters that have got to know each
other on the forum.

The play brings to light the problem of infertility and the inability of
reaching parenthood, which is caused, by looking at the characters who
have expressed their opinions on the forum, by unemployment, inhumane
approach of the employer towards the women that are starting the process
of in vitro fertilization, the lack of financial resources for in vitro
fertilization, calculation of clinics if the process is unsuccessful — they
don’t want bad statistics, cost effectiveness — you pay for three
fertilizations. Unhealthy environment can imply and ecologically
unhealthy environment especially after the bombing of Serbia in 1999, but
also the surroundings, often primitive, that ask uncomfortable questions
and stigmatize women that cannot have children. In the ethical context
there are also dilemmas that individuals face such as donating eggs, sperm
banks from unknown donors, surrogate mothers and other problems of the
modern times.

In a creative adventure of verbatim and a fresh creative energy that is
emitted between the director and the actors during the work process on the
play, which represents authentic social issues that are reflected on people’s
private lives, the emphasis is placed on the actors’ performance which will
exhibit the personalities and the pulse of real people. The performativity
and representation is anti-naturalistic, when having in mind the quick and
constant shift in the actors’ roles. On the other hand the actors are total
immersed into their role of characters they play, real people whose stories
are presented on the internet platform, whereas they are abruptly stopped
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with Brechtian anti-illusionary devices such as songs. The songs break up
the act on stage in very intense and heavy emotional moments that the
characters-narrators are going through, playing the roles completely
realistically. The songs are a kind of ironic drift from those difficulties.

Internet communication has certainly become one of the most current
issues, since we live in time of revolution and mark its influence on whole
society. Scarcity, speed, intimacy, presence of jargon, vulgarisms,
abbreviations, multiple typing errors and spelling mistakes represent some
of the features of this type of communication. The following statement
bears a witness to the specificity of acting based on the text written by real
people on forum, facing a documentary material written on forum and
statements which are deeply intimate, fears and expectations:

Branka Seli¢ spoke on the specific nature of working on documentary
material. She had always asked herself if she, and in which way, had a
right to act out someone’s most intimate story. This work meant a lot to
her, since it dealt with an issue that she was not well acquainted with and
had only a slim knowledge about. She developed a sympathy for those
people and their problems. (Camber, 2012:12)

Actor Nebojsa Ili¢ speaks of the people who, by using “conversational
language”, unknowingly create a dramatic text, of the profundity of
meaning hidden behind a punctuation mark of ellipsis. Ili¢ stated when
answering questions at a round table at the 57" Sterija’s Theatre Festival
that for “him it was a precious insight into what happens to an individual,
that he can get away slightly from his own problem, and when it is tough
that he can be funny to himself. That is trait of the strong who fight for
themselves and for what they want. We always rather identify with
fighters than those that always whine. What is characteristic for an actor’s
job on documentary material is that it eases the work. The structure of a
sentence that someone has typed or said on the internet has three nicely
arranged points. The people become great writers due to their
spontaneity.“(Camber, 2012:12)
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Performing this play can serve as group therapy for society, but it also
has a deep emotional meaning not only for the couples that have been
through this process or are in the midst of it. In the words of Robert Soans,
“The audience becomes a key, if silent, character in the performance.*
(Hamond & Steward, 2008 :21). The essential verbatim theatre represents
a group of actors who sit on chairs and address the audience by telling
stories. The characters confess their problems which the public knows
about or are also dealing with them as well. With the acknowledgement
that it is documentary material, the audience accepts the confessional tone
of the characters and a certain trust is built between the actors and
audience members. Thus the audience is enthralled into the story and
accept the role of a witness to some events.

In an essay in the “Politics of Discourse: Performativity Meets
Theatricality” prof. Janelle Reinelt states that for the consumers of theatre
experiences, as well as makers of theatre, the structure of performativity
seems to be essential. Further in the text, Reinelt, referring to Robert
Weimann’s text “Post Modernity and Representation: Issues of Authority,
Power, Performativity” in New Literary History where he talks about the
competency of the audience in the new information age where we can be
concerned due to the “deficit of authority and legitimacy in the side of
those who would use presentation in relation to their own foundation.”
(959) states:

Concluding that changing conditions of authorship and reception need
constant examination in order to avoid the premature acceptance of the
foreclosure of invention and creativity, he suggests that the challenge of
our postmodern moment is to examine the resilience of authority in
representation, and the conflict that inevitably marks it. (Reinelt, 2002:
213)

Although the rise of documentary pieces during the last decade of the
20" century was a significant emersion, the advent of verbatim as a
subcategory of documentary in a way brings theatre closer to journalism.
In both cases (journalism and theatre) there is a quest for interesting and
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unusual stories that will intrigue the audience. The way the stories will be
shaped and presented in both media depend on a host of factors, among
others the author’s world view and ideology. While newspaper texts and
those that are published by mass media will be drowned in a sea of media
messages and sensations, the stories that are put forth by verbatim theatre
are shaped in the form of a theatrical piece and actors are directly
addressing the audience. This way theatre plays stand out from a host of
stories and messages, where they establish an intimate bond by making the
audience face individual true stories of real people. The confessional tone,
which is dominant, builds a relationship of trust between the audience
member and the character. With the play Fertile Days, LijeSevi¢ went a
step further and put on a play with the intimate stories of couples faced
with infertility and impossibility of procreating and making their own
family. This seemingly intimate subject that could only interest people
with those problems essentially speaks about the complexity of social
relations and the complex relationship between an individual and
community where they live.
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