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Cuaasuo KoBuiocku

VK 316.723:78.067.26]:82-1
Review article / Ilpecnegen nayuen iupyg

YMETHHNYKHU U3PAZHU ®OPMU HA XUIIXOIIOT!

Kiy4nu 300poBH: XHUITXON-KYJITYpa, YMETHOCT, YMETHUYKH U3Pa3HU OPMH, ja3UKOT U JIUPUKUTE Ha
XHITXOTIOT, CIIEM-TI0€31]ja, PHUIIM, OPEJKACHC, XUITXOT-TeaTap, XUIXOM-MOHTaXa

[Touerormre Ha XUIXOIIOT BO 70-TUTE TONUHUA
Ha XX BEK HE HABECTyBaar JicKa OBaa CYINKYITY-
pa BO CIIEHUTE JBa€CETHHA TOAMHU Ke MpepacHe
BO MEJHCTPHUM, OJTHOCHO morn-Kyntypa. Co3zajieHa,
r3pacHara W W3rpajeHa Ha ynuiuTe Ha Ibyjopk,
XHUIXOM-KYJITypara Ke ce MPOIIUpH Bo cute cde-
pu Ha ypOaHOTO XKUBECHE Ha YOBEKOT. YeTupure
MPBUYHU eJeMeHTH Ha xunxonoT: MII (,,rocmno-
JIap Ha IepeMOHMjaTa’, OHOCHO paryBame), J1J
win auuyej (,,JUCK-TI0KEJOT, OJHOCHO MyIITa40T
Ha My3WKa Ha IJI09H), TpaduTH (I[pTame Ha SHI0-
BHTE) 1 OU-00jC, T.€. OpejKACHCOT (TaHIyBamke) BO
Op30 BpeMe Oea HaJOTIOJIHETH CO HOBH, KOH ja MO~
JIp)KyBaaT MHUCIIEYKaTa U yMeTHUYKata (opma Ha
n3pasyBame.

JazMKoT W JMpUKHTE HA XMIXONOT ja Jie-
(mHUpaaT XWITXOM-KynTypara. THe ce HeroBu-
T€ WM3pPa3HU CPEJICTBA, KOM XHUITXONEPUTE TH KO-
puctar 6e3 eydpemusmu. [lokpaj HOBOCO3MaAeHU-

1

TE COBPEMEHHU HM3Pa3H, ja3MKOT Ha XUIIXOI-KYITY-
para e 0a3upaH M Ha OCTapy U3pa3H HaJOMOIHE-
TH CO HOBOCO3/1aJicH ciieHT. dpasure kaxo ,,what’s
up* (3apaBo), ,,peace out” (,,J0 BUAYBamE ) WIN
,»chill out™ (,,omabaBu ce*) ce cpeTHyBaaT 1oCTOja-
HO Bo TB-cepuute, GuiIMoBHTE M JUTEpaTypa-
Ta, IITO CaMO JOKaKyBa JIeKa ja3UKOT € KHMBa Ma-
TepWja Koja MOCTOjaHO Ce MEHyBa M HaJOrpaiy-
Ba. BeymrHocT, ja3ukoT Ha XUIXOMOT € MoceOHa
TeMa KojaITo ja 00paboTyBaaT OBEKE JIMHTBUCTH
O]l LIEJMOT CBET, Of pa3Nu4yHu acnekTtu. Oxford
English Dictionary Bo 2003 ronuHa BO CBOjOT H3-
BOpHUK ja gomane ¢pasara ,,bling-bling™ (co 3Ha-
Yyeme: JTYKCYy3HO — HaKuT, TenedoHu), a Merriam-
Webster Collegiate Dictionary Bo 2007 roguHa ro
ofiaze TePMUHOT ,,crunk (My3WdKd TEPMHH, 03-
HauyBa €HEPTUYHOCT, BO30y/1a).

3Hauu, ja3UKOT Ha XMIIXOMOT € CJIEHTOBCKH,
KpEaTUBEH M CIMKOBHT, TOHEKOTAIl CO HaBPEAJIHB

TexcToBHTE 3a XUIIXOIOT BO 0BOj OpOj Ha CIIMCAHUETO Ce MPE3eHTUPAHN Ha TpuOHHaTa ,, Xumnxon Kyarypa (40 ronuHu ymer-

HUYKH niepdopmanc)” mTo ce oapka Ha 8 Maj 2019 romunu Bo Ckomje, Bo oprann3anuja Ha MHCTUTYTOT 3a MakeJOHCKa

JMTEparypa.
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TOH, TIOJIMTUYKH HeKopekreH. Cropen mocerari-
HUTE UCKYCTBa, 33 JIa Ce MpeN3BUKAa BHUMaHUE,
HO U JIa C€ UCKa)XaT CONCTBEHUTE CTABOBHU, CIIOPE]]
MIPUITTHUIIATE HA OBaa KyJITypa ja3ukoT Tpeda aa
OuJie TyXOBHT, JOCETINB, 1a OHUJIE HABOP O KITU-
meara, Ja ja yomaxxyBa CepHO3HOCTa, Ja IMTOKaXy-
Ba mpumagHocT uTH. CIEHrOBCKHOT ja3uk € Onu-
30K JIO CEKOjIHEBHUOT JKUBOT M CIIy’KH JIa C€ CO3-
JIaIaT TOOJUCKU KOHTAKTH Mery JyreTo OJ OJpe-
JieHa Tpyna (YYCHHUIU, BOJHUIIM, My3W4YapH, TaH-
yapwu, crioptucty, JIUBT 3aennunara). CranyBajku
ocobeHo TomyiTapeH Bo ¢BeTOT of 90-TuTe roam-
HU Ha XX BeK TOj MOMyIapu3upaiie MHOIITBO O]
cBouTe U3pasu. EQexToT mro ro umMaatr MeIuyMu-
TE€ BP3 CEKOjTHEBHUOT KUBOT BJIHjaCIIe XUITXOTIOT
Jla CTaHe MEJHCTPUM, OJTHOCHO Jia C€ TPETUPa KaKo
M CeKoja IoIyJjapHa KylTypa, MpH IITO HErOBH-
Te (pas3u cTaHaa (ppasu U U3pa3u O]l CEKOjTHEBU-
eto (KoBuiocku, 201606: 14). Tpeba na ce ucrakxe
JICKa Ja3MKOT Ha XUIIXOIOT €BOJIYHUPA CEKOjTHEBHO,
KaKo IITO €BOJIyUpaaT M OIIITECTBAaTa, My3UKarTa,
¢unozodujara. Bo Taa cMuciia, HUIITO HE € 3aBp-
[ICHO WJIA TOTOBO. XHITXOT-CJICHTOT K€ MPOIOIDKHI
Jla ce MEHyBa, HEKOM 300poBH ke ce nchpraar of
ynorpe0a, a IpyrH Ke ce J01aBaaT BO XUITXOM-ped-
HukoT. OHa MITO MOPAHO M MpHUIIaraiie Ha momana
rpymna, eHec TO CIO/CTyBa LEIUOT CBET.
JlupukuTe apaMaTHYHO CE IMPOMEHHja BO OJI-
HOC Ha TeMHTE U c(akameTo Ha CaMUTE aBTOPH.
Axo Bo 70-TuTe M mmoueTokoT Ha 80-TUTE TOANMHH
Ha XX BEK XHUIIXOI-TEKCTOBUTE H300MIIyBaa CO
JISCHU PUMH U TIOBUIH 3a 3a0aBa, BO Cpe/inHaTa Ha
80-TuTe M Mo4eToKOT Ha 90-THUTE TOMUHM JIMPUKH-
TE€ CTaHaa MOBYJIFAPHHU M CO MOJMTUYKA COIPIKUHA,;
cpennHaTta U KpajoT Ha 90-TUTE TOOWHM TO O3HA-

YMja BPBOT HA XMIIXOMOT U Of aCMEKT Ha KBaJIHTe-
TOT Ha [MOETUKATa U Of aCIeKT Ha My3WYKaTa Mpo-
NIYKIIFja; BO HOBUOT MWJIEHHYM TEKCTOBHUTE ,,CE
pasBogHHja‘“, ce MpUOMIKAja A0 T.H. TON-KYITypa,
a My3WKaTa CTaHa IOEJIeKTPOHCKA, MTPHUCIIOcO0eHa
Ha MOJIepHUTE MmoOapyBama Ha My3UYKaTa WHIYC-
TpHja u Ha myOiukara (KoBunocku, 2019a: 14).2
Bo 3aBUCHOCT 0O/l MOAKAHPOBUTE HA XHITXO-
0T, JIMPUKUTE MOXKaT Ja Oujar pasnuuHu. Taka,
HA NPUMEP, BO XPUCIIUJAHCKUOU XUUXOU CE Cla-
BU bor, oHOCHO ce JaBa morvies] Ha XPUCTHjaH-
CKHOT CBETOINCN; OWIC|KHM HOAUIUUYKUOWL XUil-
Xoil HeMa CBOja eJMHCTBEHA HJIC0JIOTHja, HETOBUTE
TEKCTOBHU C€ JBHXKAT OJf MAPKCUCTUYKH JI0 KPajHO
JECHUYAapCKU CTaBOBH M MOXKAT J1a C€ OJHecyBaaT
Ha eKOHOMHjara, CHpOMallITHjara, KIlacHaTa 1 pac-
HaTa HEEAHAKBOCT UTH.; HEPgKOPOill Ce OHECYBa
Ha TICCHU KO C€ KapaKTePUCTHIHHM 3a T.H. OyOau-
IV MJTH 3@ JTyT'€ Ha KOM UM HEJO0CTUTaaT COIHjalTHU
BEIITHHH, [1a 3aT0a HUBHUTE TEKCTOBU CE UCTIOJIHE-
TH CO PUMH 32 KOMIT)YTE€PH, Pa3InIHU UTPH, HAYKA,
(daHTaCTUKA U CJ1.; AHYEPSPAYHY XUUXOU-TIAPUKUTE
ce HajuecTo 0J He3aBUCHH apTHCTH/AaBTOPH KOU HE
ce MOoBp3aHM CO HUEHA N3/aBavyKa KyKa, I1a MOXKaT
Jla 00padoTyBaaT TEMH CO COLIMjaTHH, TO3UTHBHC-
TUYKU ¥ aHTUKOMEPIIUjaTHU COJIPIKUHU; KOMUUHU-
ot xutixoil N300MITyBa CO CATUPUYHN M HPOHUYHH
TEKCTOBH, CO TOJIEMa JI03a Ha XyMOP, TapOAUPajKH
HEKOja OIMMITECTBEHA WIM YMETHUYKA TT0jaBa.
Oco0eHO MHTEPECHU Ce JTUPUKHUTE Ha cI1000/-
HUOT CTHJI Ha XUIIXONOT, T.H. freestyle (ppucraji).

2 Tloseke Bo: Global Linguistic Flows - Hip Hop Cultures,

Youth Identities, and the Politics of Language, Edited
by: H. Samy Alim, Awad Ibrahim, Alastair Pennycook,
Routledge, 2009.
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®puCTajnoT € CTUII Ha UMIIPOBH3AIIH]ja TIPU PaIry-
BameTo. [IpuToa, MoKe, HO M HE MOpa Jla UMa My-
3MKa, OZIHOCHO MOXE J]a C€ PELUTUpPa U ,,Ha TOJI0",
IITO HE JIOBEAyBa J0 CJIeM Ioe3ujaTa, 3a IITO Ke
30opyBame monaramy. ®Dpucrajior Oapa cmuc-
JyBamke Ha TEKCTOBU CO PUMHU BO MOMEHTOT, MPH
IITO U3BEIyBAaYOT Tpeda Jia ce aaanTupa Ha TeMara
KOjaIlITo My € JIaJieHa WiH npeaodeHa. Bo ciyyaj
[IPU PELUTUPAHETO Ja OMJaT H30CTaBeHU PUMHTE,
ce BoJM 0cOOEHO BHUMaHHE Ha TOHOT U HA MEJIO-
JijaTa Ha CTUXOBHTE, OJIHOCHO Ha TEBJIMBOCTA HA
recHara. Boommro, Ha MOSTCKH T1aH (pprCTajIoT
BO XHITXOMOT MOXKEME JIa TO CHOPEIUME CO [Ie30T
BO My3HKara: moTpeOHa e 100pa uMIpoBU3aLHja.

®pucTajnoT MoXke Ja MPEeTCTaByBa 3aMKa Kako
3a MOMJIAZINTE W MMOHEUCKYCHH (hpHCTajliepy Taka
Y 32 MTOBO3PACHUTE U MOUCKYCHU XHUIIXOIEpH, On-
nejku e OaszmpaH, mpen ce, Ha TEeXHWKHUTE Ha JIH-
ICHke M Ha OpP30TO Pa3sMHUCIyBame MPHU TPOHA-
orameTto pumu. LlIToM ce mouHe co pennuTHpame,
noTpedHO € mTo Nodp30 Aa ce Gapa puma (300p)
3a cieHnoT cTuX. Cekako, 3a oBa Kako U 3a pedu-
CH CHUTE JpyTu paboTH, Tpeba BexOame W YCOBP-
nryBame.’

Brujannero Ha XHITXON-TUPUKHATE TO Haorame
U BO M0jaBaTa Ha JICHEC MOIIIHE MomysapHara Gop-
Ma Ha [MOETCKU HATIpEeBapH, OIHOCHO CJieM IMoe-
3ujara. Bo KyaTyposomka cMucia Ha 300poT, ce
OJIHECYBa Ha OHa IIITO CE HAapeKyBa ,,KYJITypa Ha
MJIaIUTe" ¥ IPEeTCTaByBa HATIIPEBap Ha KOj TTOCTH-
TE YUTAAT WIN PEIUTUPAAT CBOC OPHTHHAJHO Ha-
numrano aeno. Toa e yMeTHUYKH nepopMaHc Koj

®  3a moeTuKara Ha XWIXONOT moBeke kaj: Adam Bradley,

Book Of Rhymes, The Poetics of Hip Hop, BasicCivitas,
2009.

BKJIy4yBa [MOBEKE CETMEHTH HA YMETHOCTHTE, KaKO
MY3HKa, [I0e31ja U Tearap, JOBEJICHA BO TECHA Bp-
CKa CO XHITXOI-KYJTypara.

Bo cymtrHa, ciem moe3ujaTa HalIMKyBa Ha
»Ppuctajn xunxomn-aarnpesapure. Ce penuTH-
pa mpen ImyOauKa KOjamTo CO M3BHUIIM peliaBa Koj
e nobenuukot. ITocTojaT aBa BHjA ClieM HATIpe-
Bapu: ,,Open slam®, kajge mTO MOXE 1@ y4ECTBY-
Ba KOj OWJIO JI0 MOTIOJIHYBakhE Ha OAPEACHUOT OpOj
cmobomgHu MecTa, u , Invitational slam® kage mro
YUECHHIIUTE C€ MOBUKAHW Ja OwjaT jaen of Har-
mpeBapot. Taka, IMame HaIMOHAIIHU HATIIPEBAPH
CO MyOJuKa ¥ JKUPHU, KOE Ce COCTOU O 5 CymuH,
J07IeKa BO IMoMajuTe Hajuecto ce 3 wiena. OrTka-
KO TIOETOT K€ TO 3aBpIIIH CBOJOT HACTAIl, CEKOj CY-
Ija noaeayBa 00/ oleHyBajku ro Hactarnor. Cka-
nara Ha OomyBame HajuecTo ce aBmxku ox 0 mo 10
0omoBu. Bo onieHyBameTO Ha HacTanoT pa3oupiu-
BO € JIeKa rojieMa yjaora uMa 1 peakiyjara Ha myo-
JMKara.

Crnem moesujara e cneuud@uyHa MO0 HIMPOKHU-
OT paanyC Ha IT1aCOBHU, MPUCTAlIN KOH IMUINYBaHEC
Ha TEKCTOBUTE W HUBHOTO M3BEIYBabE, CO IITO CE
MPOM3BEIyBAAT PA3IMYHU CTHJIOBU HAa MHTEpIpe-
TaIryja, HO BO MHOTY HEIIITa 3aBUCH U O] KyJITYyp-
Hara TPaJMIHja Ha MOIIMPOKUOT KPYT Ha H3Bea0a:
MECTOTO, BPEMETO, ja3uKoT. Ha TakoB Ha4yMH, cieM
noe3ujaTa MOXe Jia ce IMOBp3¢ M CO yCHATa Ioe-
3Wja, crerudrka Ha MUHATUTE BPEMHUIba, TTOUHY-
Bajku ymre on antukara (Kosumocku, 2019, B: 14).

Kako mro kakaBMme, clieM moesujara Jed Of
CBOjOT MOTTUK IO HAaora BO MOETHKATa Ha XHIIXO-
noT. be3 pasimka nanum KOpucTar pUMHM WIHA HE,
CJIEM IMOCTUTE I'M KOPpHUCTAT MOXHOCTUTEC IITO I'M
HyIun ypOaHara KyjnTypa: UTpame CO IJIacoT, KO-
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peorpadwuja, qpaMcku HacTtan (CTeHaan), OuTOOKC
utH. Cayn Bunujamc, eneH o Hajlo3HATHTE CIIEM
MOETH, BO eIHO UHTEpBjy ox 2015 roauHa ke uc-
TaKHe: ,, XHUITXOIMOT HCIIOJIHH OIPOMHA TPa3HIHA 3a
MEHE W 32 pacTeHETO Ha MOUTE IpHjaTeiH... Toa
Oemre emMMHCTBEHOTO KOHTPAIOCTOCHE BO MEjH-
ctpuM MenuyM. Toa Oerre KITy9HO, ¥ Ha UCT HAYUH
MUCJIaM JIeKa TIoe3Hjara JeHeC UCIIOIHYBa TojeMa
npasHuHa (Mery) muamure*.*

CrnemM-mioe3njara MoXXeMe Jia ja HaJONOJTHUME
CO YIITE €JICH JPYT, HECEKOjAHEBEH MPHUCTAN KOH
YMETHOCTa, KOj JMPEKTHO TPOM3IIETyBa OJ XHII-
XOIOT: pamn omepara win xumxomnepara. Crany-
Ba 300D 3a KOBaHWIIA U3BEICHA O/ TSPMUHHUTE XHUTI-
XOIl U OIlepa, 3a MPBMAT yHoTpedeHa BO JOIHUTE
’90 roguan Ha XX BeK. My3uukata OCHOBA € XUII-
XOIl BO Orepcka Gopma, MpH MTO HAMECTO Jia Cce
nee, ce pamyBa. Ha My3nW4ku mijaH XuImxomepara
€ M3BeyBaHa WM CE CIIOMEHYBa MOBEKENaTH, J0-
JeKa Ha (PUIMCKOTO TUIATHO CBOETO J1e0M o MMa-
mie Bo 2001 roguna co mjy3ukiior Kapwen.: Xuiixo-
itepa co bujonce Hoync Bo miaBHara ynora. Mjy-
3MKIIOT ¢ Oa3upaH Bp3 onepara Kapmen ua Xopx
buse ox 1875 roguna. Jlpyra ¢punMcka amanTaiija
BP3 KHIKEBHO JEI0 € Mjy3uKioT Poym u [lyen on
2006 roguna, 6azupaH Bp3 kHurata Poveo u Jynuja
on Bunmujam Ilexcnmp. BakBu mjy3uknu Gasupa-
HU Bp3 Jiena Ha Mouapt u ApyTrH KIacUIM ce Ha-
IIUTe WM C€ Haoraar Ha perepToapuTe Ha MOBEKe
teatpu Bo CA/l, Bennka bputanuja u Bo apyru 3a-
MaTHOEBPOIICKH 3eMjH.

CanyHO Kako XHIIXoIepara, XHIIXOM-Teara-
pot ¢ ¢dopma Ha TeaTap BO KOj ce ymnorpeOyBa-

4 https://prezi.com/jesigisyiti4/hip-hop-filled-a-tremendous-

void-for-me-and-my-friends-grow/, mocerexo Ha 25.1.2019.
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aT eJIeMEHTH Ol XHUIIXOI-KyJlTypara, 0e3 pa3iuka
JlaJIi Toa ke Ouze TaHOT, AU-IICUHTOT, CO3/1aBambe-
TO TpauTH, PallyBakETO, CIEMUPAHETO, OTHOCHO
YMETHHYKA MHTEpIIpeTalyja Ha CTUXOBH (TEKCT)
1 OUTOOKCHHTOT (My3ulupame co ycra). [enec,
XMIIXOII-TeaTapoT CO CBOj perneproap HyIu U3BEI-
01 MpyM LIEIHNOT cBeT. BaskHa ynora Bo mpoMoBH-
pameTo Ha 0BOj BUJ YMETHOCT UMAaart IOCTOjaHUTE
(ecTrBaNM KOM NPUBIIEKYBAaT rojieM Opoj oceTH-
tenu. MiMajkn npenBua nexa ctanysa 300p 3a crie-
MU(pUUEH YMETHUYKH HU3pa3, XUIXoM-(ecTuBaiu-
T€ ce HaoraaT Ha TOCTOjaHUTE JIUCTH 3a YHaIpe-
IyBame Ha KyJlITypara Ha Jp>KaBHUTE MUHHCTEP-
CTBa WJIM JIOKAJJHUTE COBETH 3a KyITypa. 3Hauaj-
HU (heCTHBAJIH Ce OJPXKyBaat BO rojieM Opoj 3eMjH,
Ha npumep: @pannuja (Rencontres de la Villette),
CA/l, ogaocHo BO bbyjopk, Uukaro, Can ®pan-
nucko u Bammarron (Hip-Hop Theater Festival),
Anrnmja, Bo Jlonmon u apyru rpagosu (Breakin’
Convention), u ABctpuja, Bo Canudypr (Hip Hop
goes Theatre).

Enen oj Hajro3HAaTUTE TeaTapCKU MjY3UKIH €
Xamunition on Jlma-Manyen Mupanaa, Koj TOITH
TOOUHHU C€ M3BEAyBa LIMPYM aMEPUKaHCKUTE Tea-
TpH, a CBOU n3BeaOH uMai u Bo JlonnoH, Ha Ilop-
TOpuko, a Bo 2020 roguHa € mpeaBUCHA U3BE-
0a u Bo XamOypr, ['epmanuja. Mjy3uknor Xamui-
ilio TIPETCTaByBa HMCTOPUCKU OCBPT KOH amepH-
KaHCKaTa MCTOpHja Ol BPEMETO Ha CO3/1aBambETO
Ha CA/l, BKiTy4yBajku TH, MeTy IPYTUTE, THKOBUTE
Ha aMepuKaHCKHUTe nperceaareny: [lopy Bammnr-
toH, [lejmc Menucon u Tomac [ledepcon. Ox apy-
ra crpana, npukasHara Ha eucouunuitie (In the
Heights), mosTopHo on Jlun-Manyen Mmupanna,
CBOM TIPUKaXKYBama, okpaj onue Bo CA /], mmare
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u Ha Ounununure, [Tanama, bpasun, Benuka bpu-
TaHuja, ABcTpanuja, Janonuja, Kanana, Jysxna Ko-
peja, Llepy, [Jancka, ['epmanuja utH.

Bpejknencor ¥ XUNXon-TaHUOT ce JABE pas-
JUYHY JUCIUILINHN Ha JIBHOKema (Taniu). bpejk-
JIEHCOT, TPBUYHO HapedeH Ou-O00ouHT (1m0 b-boy
WJIH ,,MOMHYe IITO TaHIyBa'‘) HacTaHai Bo 70-Tute
ronquay Ha XX BEK Ha YIUIMTE Ha jy>keH BpoHkc
Bo Ibyjopk, CAJl. ['onemo Bnujanue BO pa3BojoT
Ha OBHE TaHIU WMalle MO3HATHOT My3udap Llejmc
Bpayn u Tarkoro Ha xunxonot, /IJ Kyn Xepk. Co
TTOIOITHEKHUOT Pa3Boj, IMOKPaj TEPMHUHOT b-boy 3a
MOTCHUMPAbE Ha POAOBATa €IHAKBOCT € CO3/aJICH
U TepMHHOT Ou-Tpa (1o b-girl unum ,,AeBojka mTo
TaHmyBa“). [IpunagHuuTe Ha OBOj BWA TaHII ce-
Oecu ce HapeKyBaaT OpejKepH, 3a pas3jivka o Io-
JOITHE)KHOTO UMCHYBame KOE T'M HaBeIyBa Kako
OpejkneHcepy.

BpejkaeHCcoT U XUITXON-TaHLOT ondakaaT HU3a
CTWJIOBM M HaYMHHU Ha TaHIyBame. HuB uecroma-
TH T'M O3HAYyBaaT KaKo aTJIeTCKU CTHJIOBU Ha TaHII.
JleHec XUIM-TaHIOT € WHIYCTpUjaIH3upaH (IIper-
BOPCH BO KOMEPITHjaJIcH HAaYMH Ha U3pa3yBarbe) Ol
CTpaHa Ha TeJIeBU3HWjaTa, TeaTapoT, (PUIMOT, BU-
JCOUTPHTE, 3a pas3iinka of OPEjKACHCOT, OHOCHO
OpEjKUHTOT, KOj CE YIITE C€ 03HaYyBa KaKO yIHYCH
TaHl. EnHa ox miaBHUTE pa3auKd MOMery XWII-
XOII-TaHIIOT U OPEjKACHCOT € BO (hu3MYKa MOJAr0T-
BEHOCT, Koja Kaj OpejkaeHcoT Tpeba ma Ouie Ha Haj-
BHCOKO MO>KHO HMBO. BO 0cHOBa, 3a XuUIXomn-TaH-
LOT € nmoTpebHa ao0pa ncuxodu3nyka moaroTse-
HOCT, IITO BO OpPEjKOT IO JOKMBYBa CBOjOT Mak-
cumyMm. OBHe TaHIM ondakaaT BpTEHE HA HO3E,
Ha parie, Ha rp0 ¥ Ha TiIaBa, padoTa co HO3ETe, COo
JUTAaHKUTE W 3TIIO0OBHUTE M aKpOOaIliy Ol Hajpas-

nuyeH BuA. Ilokpaj oBue eneMeHTH, KIYyYHO € Ja
ce MMa YYBCTBO 33 PUTaM U YMEIIHOCT 38 UMIIPO-
Buzanuja. OCHOBHUTE TEXHUKH Ha TAHIyBambe Jie-
HEC MOJKaT 1a ce HaydaT BO MHOTYOPOjHHUTE KON
32 XUIIXOI-TAHIH.

Heomnxoxgnocra on ¢u3nuka MoaroTBEHOCT M
aKpoOaTCKH JBIKECHA, KaKo M KOMeEpIHjaln3a-
[jara Ha XUITXOI-TaHIOT U OPEjKUHTOT, TPHUOHE-
ce nipes IHTEepHAIIMOHATTHUOT OJIMITHCKH KOMUTET
Jla ce IOCTaBM NPallambeTo 33 MHAYTypUpPamke Ha
0BOj BHJ MI'Pa BO OJIMMIIMCKU CIIOPT 3a BpeMe Ha
Omumruckute urpu Bo [lapus 2024 roamna (on-
OMeHH ce MpeIo3uTe 3a Kapare, CKBOLI, Ouijapa
u max). O6pasznoxkennero Ha Komureror e nexa
XHITXOT-TAaHIOT ce (oKycupa Ha ypOaHOTO, Ha
MJIaJIUTE ¥ JeKa OBO3MOKYBA POIOBA €IHAKBOCT.

I'papurHTe, Kako U J€J OJf €JIEMEHTUTE Ha
XUIIXOTIOT 3a KOM Beke 300pyBaBMe (ja3uk, Tea-
Tap), XMIIXOMOT T'M MIPETO3HAI U MHKOPIIOPUPAJ BO
CBOjaTa KyJITypara, Hako THE MMaar JJaJIeKy IOoro-
JeMa TpaJuluja off PSLUUTHPAmETO (ParyBameTo)
Y jJaBHOTO MYyINTamhe My3UKa Ha IJI0YH (AUIIEjCTBO-
T0). Jlenec, rpaduTuTe 3a€AHO CO MypaJIUTE Ce
€eH Ol YCTUPUTE OCHOBHHM E€JIEMEHTH Ha XUII-
XOII-KYy/ITypara ¥ He3aMEHJIMB Jie]l BO objacTa Ha
HEj3MHOTO BU3YEITHO YMETHHUYKO U3Pa3yBambe.

Wako HUBHOTO TIOTEKIIO TO JaTUpame YIITE BO
aHTHKaTa, BO OOJIMKOT KOj JICHEC I'o Mpero3HaBame,
rpadutute ce nojaByBaar Bo XX Bek. Bo Hhyjopk
CTaHyBaar JeJI O]l YeTHPHUTE Haj3HAYajHU CICMCH-
TH Ha XUIXOI-KYITypaTa, IOKpaj pallyBameTo,
JUIIEjCTBOTO M OpejkaeHcot. Jlonro Bpeme Owmiie
MIPETIO3HATIIMB JIe)l Ha OaHJUTe, KOM Ha TO] HAYUH

5

[ToBeke kaj: Mohanalakshmi Rajakumar, Hip Hop Dance,
The American Dance Floor, Greenwood, 2012.
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TH 03HAYyBaJie CBOUTE TEPUTOPHH WIIH TIPEHECYBa-
JIe OTIPENICIICHH TTOPAKK BO OJJICITHH KBAPTOBH, HO
U BO moxzeMmjeto (merpoara). Tokmy 3aroa, 3a He-
JICTAJHO LpTame rpapuTH OWia U € IpeaBHICHA
Ka3Ha, COMTaCHO 3aKOHHTE 3a MPEKPIIONHU BO pa3-
e 3eMju. [lokpaj popmara Ha mekopaTHBHA U
BHCOKAa YMETHOCT, THE MOXaT Jla COIpKaT paju-
KaJIHW, TIOJMTUYKH, CEKCUCTHYKA ¥ (DEMUHUCTHY-
KM TIOpaKd, HO U J1a c€ KOPUCTAT Kako e Of 3a-
0aBHaTa MHILyCTPHja K MAPKETHHTOT.

Bo MuHaroTo rpaguTuTe Ce cMeTane 3a YiH Ha
BaHJaJIN3aM, JI0/IeKa BO TOCTIETHUBE JBE-TPH Jie-
[IEHUH, CTIOPE]] HEKOU TEOPETUYapH HA YMETHOCTA,
MOXEME J]a TM OKapaKTepHU3upaMe Kako OOJUK Ha
jaBHA YMETHOCT, OJJHOCHO SHIHA WJIW YITUYHA yMET-
HocT. [IpuToa, rpaduTure He Tpeba na ce Memraar
CO MypanuTe OMICjKH C€ pa3InKyBaaT BO TEXHH-
KaTa Ha M3paboTKa, HUBHATa (PyHKIMja U HaMepa.
I'padutuTe yecronaru ce wieraaHu, IpeHeCyBaaT
KOHKpeTHa nopaka (0e3 pa3iuka Aajiu € MO3UTHB-
Ha WM HEraTUBHA), ce 00pakaar /10 oJpe/icHa 11ell-
Ha rpyna u kopucrar (GoHT (IIMCMO) KOe MOXKe Ja
Ome 1 OTENKO 3a nemudpupame. 3a pa3Inka o1
HUB, MypaJINTe C€ BUI Ha KOHIENTyaIHA YMETHOCT
BO KOU JIOMHHHPAAT MTPETCTaBU HA OIPE/ICHH JTHKO-
BU, TIPH IIITO HUBHUTE aBTOPHU Oapaar U cakaar Io-
TBpJa OJ] jaBHOCTA 3a KBAJUTETOT HA HUBHATA U3-
pabotka. Haj3HauajHUTE Mypajid BO XHUIIXOIOT CE
OJHEeCyBaaT Ha MIOYMHATH Pallepy U CUTE Ce Haora-
at BO bbyjopk: Bo Xapnem co nmukot Ha bur JI, Bo
Bbpyxnun co nukot Ha Hotopuyc BUI™ 1 Bo bponke
co siukoT Ha bur [Tanumep.

WuTepecHo € mTO HEKOM O] MecTara Kaje
HITO C€ MCIPTaHHW HU3a rpaduTH T0 No0HIe nMme-
TO ,,I'paduTn suAOBM Ha ciiaBata“. BakBu sumpoBH
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ce Haoraar IHUpyM cBeToT: BO Ibyjopk, CTokxomm,
XonrkoHr, bepnvH, BallMHITOH U Ha ApyTrU MecTa.
Bo munaroro, Bo Ckorije 6ea nmpeno3HaTiIuBH rpa-
¢uTHTe Ha KejoT Ha Bapnap, a 1eHec Bo moApyMoT
Ha ['pangckuot TproBcku neHTap. Bo cekoj cimydaj,
rpagUTUTE U XUIXON-KYATypaTra Ipasar eIHa Le-
JIMHA, KOja CO KOMepLHjan3anujaTa Ha oBaa KyJ-
Typa a00uBaaT Ha IOMYJIAPHOCT U JICHEC IpeT-
cTaByBaaT (pOopMa Ha YHHBEP3aJIHO YMETHHUYKO U3-
pasyBame. OBaa yMETHOCT KaKo J1eJ1 OJ] XUIIXOIOT,
apructute kako JKan Mwummen backujar n bankcu
ja MMaar JOBEICHO /0 HMBO KOTA HEKOM Ol HUB-
HUTE JIeNa Ce MpoJaBaaT 3a IIOBeKe MUJIMOHU €Bpa.

JlmuHocTa 3ajmomkeHa 3a MyLITambe My3HKa
ce Hapekysa J[J, oqaocHo auuej.* Ha mouetokor
JUIIenTe MyIITajge My3uKa UCKIIy4HBO Ha IJI0YH BO
pasHu KIyO0OBH, Ha yNHIA, HA PAIHOCTAHUIIN UTH.
bunejku ce mojaBuie mpen HACTAHOKOT Ha XWII-
XOIIOT, THE IypH IOJOIHA CEe MOBP3yBaaT cCO OBaa
KyATypa. Co HampenoKOoT Ha TeXHOJIOTHjara IUIo-
YHUTE MOCTENEHO C€ 3aMEHyBaaT CO KOMIAKT -
CKOBHM, HO, C€MakK, yMEIIHOCTA 3a MyIITake My3Hu-
Ka Ha TUI0YM HEKOW OJ1 HUB ja pa3BWJIe Ha HUBO Ha
yMmeTtHocT. Tpeba na ce ucTakHe Aeka OHa ILITO Jie-
Hec ce mozpa3oupa mox aure] (YoBeK IITo 3Hae Ja
ja 3abaByBa my0OJMKaTa) € O AUPEKTHO BIIMjaHUE
Ha XHUITXOIIOT.

Hexou ox quiiente KoM Mmymitaar XMIXo, Iio-
YHTE TH ynoTpeOyBaar Kako My3HYKH HHCTPYMEH-
TH, YIOTpeOyBajKu Pa3IMYHNA TEXHUKH Ha CKpe-
qyBamke, MUKCamkhe HOBH ,,0MTOBH™, ,,HUJUT IPOI,
co3JaBame 3ByuHH eekTd U ci1. OBHUEe TEXHUKH H
e(eKTH ce olHecyBaaT Ha pUTMHTE, Ha Oac-THHU-

¢ Tloseke kaj: Banren Honescku, Mysuuku opuronadic, Ma-

rop, Cxkorje, 2003.
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uTe, Ha IJIaCOBUTE Of panepute uTH. Bo cymruHa,
JIUTIejCTBOTO Oapa Op30 pa3MucIyBame, Op3u parie
u KpeatuBHOCT. Ol HAjTIO3HATUTE XUIXON AWIICH
ke ru cnomHeMme umumata Ha: J{J Kyn Xepk, ['pann
Buzapn Teomop, Adpuka bambara, ['panamactep
Onemn, @ankmactep Oneke, J1J [Ipemuep u napyru.
Bo ¢wmimor, Xumxomnor gan mpugoHec BO Jie-
JIOT HAa MOHTa)aTa CO T.H. Op3M KaJApu WK XHII-
XON-MOHTAKa, KOja ce OJIHeCyBa Ha Op3uTe, Kpar-
KM U Harlld Pe30BH Ha KaJpuTe. Bpemerpaemero
Ha OBHE KaJIPH CE JIBYKH O] €IHA JI0 TPU CEKYH]IH,
CO IIeJ1 J1a IPUKaXKaT ABUKEHa, HACTAaHU U HHGOP-
MalMy 3a KPaToK BPEMEHCKH IIEPHOJL, HO U Jia Ipe-
Hece eHepruja u Hemup. Ce pa3oupa, Bo puimMcka-
Ta UHIYCTpHja KyCUTE KaJpH Oniie MpaKTUKYBaHH
MHOTY TIOPaHO, HO T.H. XWUIIXOIN-MOHTa)a CBOjOT
BPB 'O JIO)KMBYBA BO HOBHOT MUJICHUYM, TTOKaXYy-
BajKH 'O COBPEMEHHOT 1 Op3 HAYWH Ha )KUBOT.
Nmero Ha oBaa TeXHMKa HAa MOHTHpAmE U
ro JaBa IO3HATHOT aMEpUKaHCKH pexkucep [la-
per Aponodcku. Toj, Bo cBouTe NpBU JBa (ul-
Ma, ,,ITu“ u ,,PexBrueM 3a eneH coH, 011 KPajoT Ha
90-tute ronuHu ox 20. BEK U NOYETOKOT Ha HOBU-
OT MIJIEHUYM, XUIIXOMI-MOHTaXaTa ja yrmoTpedyBa
3a MpHUKaXyBame yrnorpeda Ha Apora, HO U JpY-
M BO3HEeMHUpyBauku cueHu. Crnopen 300poBu-
Te Ha ApoHO(CKU, Op3UTE PE30BH CE UHCIUPHU-
paHM OJ XHITXOI-KYJITypaTa OJ] IMocliefHara Je-
IIeHHja Ha MUHATHOT BeK. Camo 3a WIIyCTpaiwja,
¢unmort ,,PekBrem 3a eneH con™, xoj Tpae 102 mu-
HyTH, UMa Haj 2.000 pe30BH IUTO € HEKOJIKyKpaT-
HO MOBeKe of1 poceueH GuiM. Taka, Ha €THO Me-
CTO BO PUIMOT, APOHO(CKHU BO CEYM CEKYHIH yC-
MEIHO CMECTYBa JYPH JICBET CIIEHU, KOM BO MOIII-
HE KpaToK BPEMEHCKH TIEPHO Ha TyOInuKaTa M To

JOJIOBYBaar 1a3apoT Ha Apora (aHaeprpayHi, ceH-
KU, TpayMa, TCMHUHA).

[To3HaTu pexucepu Ko ja MPaKTUKyBaaT XHII-
XON-MOHTa)kaTa, Mery apyrure, ce u ['aj Puuu, En-
rap Pajt, [lozed T'opmon Jlerur u [lon Tomac AH-
JepCOH, YU (UIMOBU CE€ EKCIIO3UBHH, HaOue-
HHU CO €HEepruja, KoM COAPKaT CLEHH CO yIOTpe-
0a Ha apora, HaCHJICTBO M OTBOPEHA CEKCYATHOCT,
HO MCTO TaKa MOXAT Jia COJIPIKAT XyMOp M HPOHH]a,
MIPUIOHECYBAjKH 3a CO3/IaBame KOH(PY3HA aTMOC-
(epa. [locebHO BHMMaHUE ce MMOCBETYBa Ha 3BY-
LUTE, KaKO Ha MPUMEP: OTBOPAmE JIMMEHKA ITHUBO
WIN COK, yHnoTpeba Ha 3amaljika, MyIHITamke BOjAa
0]l yelIMa, OTBOpame BpaTa, CTaBame LIEKep BO
nroiija UTH. 3a Jia Hema 3a0yHa, Jia TH pa3pernme
JUJIEMHTE: XUIIXOII-MOHTa)KaTa € TeXHUKA Ha MOH-
TUpamke UHCIIUPUpPaHa O XMUIIXOIMOT, HO HE ce Ol
HecyBa U HeMa HUKaKBa BPCKa CO XUIXOI-MYy3HKa-
Ta M CIIOTOBUTE.

Xunxon-puiIMoBUTe ce ToceOHa IMpHKa3Ha
BO CBETOT Ha ceJMara yMETHOCT. Tue ce ogHecy-
BaaT Ha CBETOT Ha XUIIXOIOT, a BO ce0e I' BKIIy4y-
BaaT €JEMEHTHUTE Ha XMIIXOMOT KAaKO paIyBambe,
opejknenc, rpadutu u ci. Mcro Taka, Bo roiem
JIeJT Of1 TIOIyJIapHaTa XOIUBYACKA, HO M €BPOIICKa
NpOIYKIIMja YecTonarh MOXaT Ja ce 3adenexar
HEKOM €JIEMEHTH Ha XHITXOIOT. YIITE MOYeCTO BO
(mIMOBHTE MOXKAT J1a C€ CIIyIIHAT 3ByLU Ha parl
necHU. BCyIHOCT, XUIIXOIOT BeKe olaMHa ce UMa
OZIOMaKMHETO BO IieJlaTa aMepUKaHCKa (QHIMCKa
NpOAyKIIMja: XOJHMBYACKAa W He3aBUcHa. Ha ciu-
YeH HauWH, MaKO CO MOMAJIKy HAcJOBH, CE OJIBU-
BaaT pabOTHUTE M BO €BpoOIICKaTa (priIMCKa WHIYC-
TpHja, ocobeHo Bo Ppannuja u ['epmannja. Temn-
Te KoM ce 00paboTyBaar ce MACHTUYHH CO OCTaHa-
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TUTE O]l OBaa YMETHOCT: CEKOjIHEBEH JKUBOT, JbY-
00B, mapu, TaHIH, APOra UTH.’

On HexkoW 0] Haj3HAYAJHUTE XUNXON U (uII-
MOBH KOU BO ce0e T0 MHKOPIIOpUpAJIE XHITXOIOT,
ke HaBeJeME CaMO HEKOJKY: ,,but ctput®, ,,Kpam
rpyB*, ,,Momuu oz coceactBoro®, , Ilerok*, ,,Ju-
nepu®, ,,benn Mmomumma“, ,, XaHU*, Kako U OJOK-
Oacrepute Kako: ,,Ocym MuIju" u ,,bp3u u 6ecHu*.
Tonem e Opojor Ha unMckn pabOTHUIM KOU JIU-
PEKTHO MM WHAMPEKTHO y4YeCTBYBajie BO KpeH-
pameTo WM IO BMETHAJE XHIIXOMOT BO CBOWTE
¢buamoBH, 0e3 paznrka Ha pacara wid moiot. Of
pexucepure ke ru HaBeneme: Crajk Jlu (egeH ox
HAjII0O3HATUTE LPHOMYPECTH pexucepn), Mapk
JleBuH (eneH oA HajIIO3HATHTE OEITN PEKUCEPH KOH
ja KOpUCTH XUIXOM-KyJITypara Bo cBouTe (puimMo-
BN), kako u Tampa JlejBuc (6eIKnHKa KOja € TOT-
MUCHUK Ha €/IeH O]l HajII03HATUTE XUIX0N-()riIMo-
Bu on1 90-Ture, ,,1{1b4). O akTepuTe ke ru HaBee-
Me uMumara Ha: Becnum CHajre, lenzen Bammnr-
ToH, Kyba ['ynunr Jynuop, Ajc-Kjy6, Omap Erc,
Kpuc Pok, Emunem, [lecuka Anbda, Byau Xapei-
con, Llon Typtypo, Xapsu Kajren, ben Kunrcmm,
Anam Cenmiep, ben Ctunep, Haomu Botc u ap.

Bo nmucrara ymeTHHUKH (OpMH Ha U3pa3yBame
Ha XUIXOMOT MOXEMe Jia ja BKIIyYuMe U JAnU3ajHU-
paHara xunxomn o0seka. Xumxon-Mojara, Mo3Ha-
Ta yImTe U Kako ypOaHa MoJia, € KapaKTepUCTHYCH
CTHJI Ha OONIeKyBarme Ha MPUITaJHUINTE Ha XHUII-
xon-kynrypara. Ce omHecyBa Ha oOnekara, O4H-
nara, ¢pusypara, oOyBKUTE M BO I100Oajna ru u3-
pa3yBa CTaBOBUTE Ha XWIIXOM-KyinTtypara. O mo-

7

[ToBeke kaj: Kimberley Monteyne, Hip Hop On Film,
Performance, Culture, Urban Space, and Genre Trans-
formation in the 1980s, University Press of Mississippi /
Jackson, 2013.
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YETOIUTE Ha XUIXonoT o1 70-tute ronuuu Ha 20.
BEK JI0 JICHEC, XUIIXOI-MOJIaTa UMa MPETPIEeHO 10~
Beke npomenu. Criopes| crielyjanu3upaHuTe CIiu-
caHHja 3a MOJia, JICHEC XHITXOI-00JIeKara co CBOU-
TE BapHjalliu € €JICH OJ] HajIIONMYJIAPHUTE CTHIIOBU
Ha 00JIeKyBarb¢ Kaj MITaJIUTE.

Ha moueTokoTt, MofiaTa Ha oBaa KyJTypa ja co-
YUHyBaJla CHOpPTCKara oOJieka Oj IMO3HAaTH Map-
KM, a KOoH cpenuHata Ha 8§0-tute u 90-TuTe TOAUHU
Ha MUHATHUOT BEK 3alloYHalIe Jla Ce HOCaT IIMPOKU
(bapMepKu co MUPOKH jaKHU, eIHOO0jJHU TyKCEPH,
0eTr ManIy WA IPECOBU Ha KOMIAPKAPCKH THUMO-
Bu. Co KoMeplyjaiau3alujara Ha XAMXON-My31Ka-
Ta, HOBUOT MUJICHHYM JIOHECE JIPACTUYHH TPOMeE-
HU: o0JiekaTa IMoYHa Jia Ce CTeCHYBa, I0YHAaa Jia ce
cTaBaaTr CBE€TKaBU JACTAaJIM HA NAHTAJIOHUTEC U MaU-
LIUTE, CE€ BOBE/I0A CIIOPTCKUTE IaJITa Ha KOU Ce 3a-
OemexyBaar CHITHH, KOHTpacTHU Oon. MeryToa, BO
OCHOBa, CTUJIOT Ha OBaa 00JIeKa OCTaHa JISKEPEH.

Mery nonmatolnure KapakTEepUCTUYHH 32 OBOj
ypbaH CTWII ke TH HaBeleMme: TEeMHHUTE O4uIIa,
CITOPTCKUTEC KaIllkh W MapaMHTC, TCTOBAXKUTC, TO-
JIEMHTE 37IaTHU CHHIIUPH, TOJIEMHUTE 3JIaTHU 00eT-
KW, pEMEHH CO He4He UMe, TOJIEMH 3JIaTHU IMpCTe-
HU, OIIHOCHO CETO OHa IITO CUMOOJIHM3Upa CTaTyC U
oorarctBo. [lokaxxyBameTo OOrarcTBO U MOK Ipe-
Ky CBETKaB U OpHAMEHTHPaH HAKHUT, MOOWIIHU Te-
Jie()OHU WJIM 3J1aTHH 3a0M € TIO03HATO KaKo ,,0JIMHT-
Omuar®. Cemak, HAYWHOT Ha OOJIEKyBambe IPET-
CTaByBa WHIWBHUAyalleH H300p, Taka INTO He-
KOU OI0Mpaar TMOeTHOCTABHA KOMOWHAINM, a He-
KOU CO MHOTYOPOJHU TPUIPYKHH MOJIHHU JIOAaTO-
1. [ToceOHa nprkasHa ce (PpU3ypUTe: THE MOXKAT
na 6unar cykanumu (rpymara JJAC EDX), tunud-
Ha adpodpusypa (Jlopua Xwi), xaj Ton ¢ejx (Bun
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CMmuT), KOpHPOBC (AJNleH AjBepCOH) WM EIOCHA
»HyJIapHuua‘“, ocoOeHO MOMmyJapHa OJ BPEMETO Ha
komapkapoT Majki [lopaan on 90-tute roqunu.

[menajku T MOXKHOCTHTE 32 3apaboTKa, TIOKPaj
BeKe TIOCTOJHUTE MOTYIapHH OpEHIOBU NpU(aTeHH
OJT XUTIXOTIepUTE Kako: ,,Jomu Xundurep®, ,,['yan*,
YAmanac®, ,,Hajk u apyru, camure parepu co3za-
Baar cBoja oOyieka Koja ja OpeHnupaar: By Beap,
®ar Papwm, [Iu Jynut, Hlon [lon utH. Ha T0j Ha-
YHH, XUIXON-MOJaTa ce KOMEpIHjaln3upa 1 cra-
HyBa ypOaHa Moja, koja e npudareHa oz thyjopk
1o ITapuz, Mocksa, XoHrkour, Puo ne XKaneupo u
Haxap.

[Ipucarena ox pazHUTE XUMIXONEPH, APEHOM
nejaan (Cuyn [or, Ilej-3u, bujonce, Pujana) u
JIMYHOCTH KO NPEeIN3BUKYBaaT BHUMAaHHE O] jaB-
HOCTa, Kako (hammnmjata Kappammjan, nerec Bo

Jluteparypa

Kupuiuurna

CYIITHHA XHITXOI-MOJIaTa CTaHyBa YHHBEP3aJeH
Ha4YMH Ha 00JeKyBame. Miu kako mTo 3a0esnexyBa
e/leH MOJIeH KpuTu4ap: ,,Pam my3ukara u Mmonara —
OBHE JICHOBH JIBETE O/IaT paka Moy paxa‘.®

OBa ce, Hakparko, HajIIO3HATHTE YMETHHY-
KU M3pa3Hu (OPMH Ha XHUIIXOH-KYJITypaTa KO ce
MEJHCTPHUM U KOM CEKOjIHEBHO TH TIiefaMe U KoM
BpIIIaT BJIHMjaHHE BP3 HAC (CBECHO WJIM HECBECHO).
Tannure, rpaguTuTe 1 MypanuTe, odnekara, Qpui-
MOT, CJIeM T0e3HjaTa U My3HKaTa Ha OBaa KyITypa,
CHUTE THE Ha CBOj HAYHH 0 JICQUHUPAAT UITH U3Pac-
Hane o xumxomnoT. Co pa3BojoT, MEJHCTPUMHU3A-
[Mjata ¥ co KOMEepIIHjain3aljaTa, XAmXomn-yMeT-
HOCTa € HaBJIe3€Ha M BO HAIUHUTE IOMOBH CaKajKH
WY HE CaKajKH, CBECHO MJIM HECBECHO.

8 Tloseke Bo: Elena Romero, Free Stylin’, How Hip Hop

Changed The Fashion Industry, Praegor, 2012.
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Slavcho Koviloski

Hip Hop Art Forms of Expression
(Summary)

The beginnings of hip-hop in the 70s of the 20th century do not suggest that this subculture will grow into a
mainstream or pop culture in the next twenty years. Built and grown on the streets of New York City, hip-hop culture
will expand in all spheres of urban living. The four original elements of hip-hop: MC, DJ, graffiti and b-boy were
quickly complemented by new ones that support the thought and art form of expression. On this occasion we are
considering: the language and lyrics of hip-hop, hip-hop sub-genres, freestyle, slam poetry, rap opera or hip-hopera,
hip-hop theater, breakdance and hip hop dance, hip-hop montage, hip-hop movies and hip-hop clothes.

Key words: hip-hop culture, artistic forms, the language and lyrics of hip-hop, slam poetry, film, breakdance, hip-
hop theater, hip hop montage
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Banrea HouneBcknu

VJIK 7.037.4:141.7
Review article / Ilpecnegen nayuen iupyg

JAEPUJA, CEMIIVIOT U CIOBOJIHATA UI'PA BO
JAUCKYPCOT HA PEMUKC KYJITYPATA

Kiyunu 360poBu: [lepuaa, peMHKC Ky/ITypa, XUIX0I, 1a0, CeMIUI, CEMaHTHKa, HOBU MEUYMH,

MoJIepHa YMETHOCT, Jlaja, JeKOHCTpYKLHUja

Ha eqHo mecto, Bo HeToBara cTyinja/ecej/Kpu-
THKa Ha CTPYKTYpPaJIU3MOT, ,,CTpyKTypaTa, 3HaKOT
W UrpaTa BO JIMCKYPCOT Ha XYMAaHHUCTHUYKUTE Ha-
yku“ (“Structure, signer et jouer dans le discours
des sciences humaines™), Xax [epuma (Jacques
Derrida) Bemnu:

., [ocitiojaiu gee unilepipeiiayuu Ha unitep-
upewiayujamia Ha CUpyKypaiia, Ha 3HaKoil,
Ha croboguaiia upa. Eguaitia ce ciupemu
KOH gewugpuparve, conyeéa ga UpoiionKyea
egHa BUCIUUHA UL eger U360 Willo e c1000-
gen og cnoboghaiia uspa u og upasulaiia
Ha 3HaKOWl, U KOj Jcusee Kaxko Oezaney co
Hopebaitia og uniiepupeimiayuja. Jpyeaiua,
Koja He e eKe capiliena KOH u3gopoil, ja ¢hanu
crobogHaiia ugpa u HACojyea ga upemure
0g gpyz2aiia Ciupana Ha YO8eKoul U XyMaHUu3-
MO, a UMello HA YOBEKOU € UMEWIO HA OHA
cywiiecigo Koe Hu3 ucidopujaiia Ha meia-
Qusuxaiia unu Ha OHWIOCONOSUjATA COHY-
8410 30 egHO YENOCHO UPUCYCIUBO, CUZYPeH
itiemen, uzeop u kpaj ma ucpaita.” (/lepuga,
2003, ciup. 230)

Hema na morpemirMe NOKOJKY KOHCTaThpame
JleKa MOBEKETO Jaja U MOCTAaNa YMETHOCTH, Ha-
MEPHO WJIM HE, ja CKBepHABaT CEMaHTHUYKaTa ,,CBE-
TOCT* HA OPUTMHAJIHOTO YMETHWYKO aeno. Ilo-
arajke of JISTUTUMHATA TIPEMUCa JIeKa HATY €lIeH
YMETHUK U HATY €HO YMETHHYKO JIeJIO BO cebe He
ro KpHjaT BUCTHHCKOTO 3Haueme (,,e7JHa BHCTHHA
WK €JICH U3BOp‘‘), KOe caMo ueKa Jia OuJie OTKpH-
€HO O] OOMYHUTE CMPTHUIIH, TaTaUCTUTE U CHUTE
OCTaHATH KOW TO TpudaTnie HUBHUOT MOBUK Tp-
THaJle J1a ce mpecMeTaar co 3aliryiara Jieka ecTe-
THYKaTa CEMaHTHKa MMa pabota co uBpcTo, (u-
KCHUpaHO U KoHeuHO 3Hauewe.! Cnopen manawc-
TUYKUATE JUCKYPCU U MPAKTUKU, HE TOCTOU HELITO

Bo HajpanukanauTe 1a1a MaHU(ECTH, HHCUCTHPAKETO BP3
pelaTuBHU3alMjaTa Ha 3HAYCHETO HA YMETHOCTA OJIU JI0Ta-
My, IITO PE3YATHPA IypH CO €IHA MOCaKyBaHa aboJHIHja
Ha 3HAYEHETO, HACIIPOTH MPAKTHYHATa HEBO3MOXKHOCT 3a
HCTIONIHYBake Ha TakBara xenbda. FimeHo, Bo cBojor ,,[lana
manupect ox 1918 rommHa, poMaHCKO-(DPAHIYCKHOT
aBaHrapjicH noet u nepdopmanc ymetHuk, Tpucran Llapa
(Tristan Tzara), Ha €HO MECTO MOCHTUPAI: ,,J]aaa He 3Ha-
un Huwro!“ (Tzara, 1918)
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MOJaJIeKy OJ] BUCTHHATA Kora 300pyBaMe 3a yMeT-
HocTa. Brpouewm, nagaucTute ClI000THO CHU TO-
UTPYBAJIC CO 3HAYCHETO HA €JIMTHUTE YMETHUYKH
Jena,” HO M CO OHAa Ha YMETHOCTA BOOIIIITO,® cMe-
TajKu JieKa CEeMaHTHUYKaTa OPTOJIOKCHOCT Ha yMeT-
HUYIKOTO JCJIO € MUT, K0j Tpeba, IITO MOCKOPO, 11a
3aMHHE BO 3a00paB, 3aliTO TAKBHOT CBETOINIE]
HEMa HUIITO 3a¢HUYKO CO HOBUOT, U3PA3CHO Oili-
sopen (open-ended) xapakrep Ha ymerHocTa. Co
JIpyTu 300pOBH, MOJIEPHUTE, MOCT/AaZ]a YMETHOCTH
EKCIUTMIIMTHO ja oTdpliaar mpeara, 3a CMETKa Ha
BTOpaTa MHTEpIpETaIrja Ha CTPYKTypaTa, Ha 3Ha-
KOT ¥ Ha cinobojaHara urpa. KpaTko kakaHo, WH-
TepIpeTanyjaTa Ha yMETHOCTa U clI000AHATa Urpa
KOja POM3JIeTYBa Ol Hea He MOXKAaT J1a UMaar yHH-
Bep3aiHa Jemudprpadka Marpuiia koja tpeda aa
ro 00eJO/ICHH ,,CHTYPHUOT TeMell™“ Ha 3HAYCHETO
W Ha ,,IIeTOCHOTO MPHUCYCTBO™, mTO OM pekorn Jle-
pua, 3amTo Toa ce (haKTOpU KO ro 3aTBOpaar Xo-
PHU30HTOT Ha CIOOOAHUOT MPHUCTANl KOH YMETHOC-
Ta, 32 CMETKA Ha 3alBPCTYBAHETO HA XUEPAPXUCKH
HaJIpe/icHaTa MO3HIMja Ha aBTOPOT.

Bo T0j KoHTEKCT, HE cMee /1a ce 3abopaBu Mu-
men @yko (Michel Foucault), koj, Bo cBojoT ecej

2 Tyka, mpel c¢, ce MHCIIH Ha M03HATaTa HHTCPBCHIIMja HA

Mapcen [lumias, kora HalpTal MyCTakd Bp3 €IHA PErpo-
nykiuja (pasmieHuna) Ha nopTpet Ha Mona Jlusa, 1o mro
ro MIMEHYBaJl Toa CBoe ,, 110" kako L.H.0.0.Q., mro, 1npo-
yuTaHo Ha (paHirycku jasuk, racu “Elle a chaud au cul”,
JI07IeKa, BO MTPEBOJI HA MAKESJOHCKH, OU TO MMAJIO 3HAUCHC-
1O ,,Taa uMa y0aB 3aaHuK". MIIMIMTHATAa TIOpaKa, MakK,
yIaryBa Ha MPOMHUCKYHTETHOCT.

Qontnanainia Ha J{uman (oOMYeH nrcoap MoCTaBeH BO ra-
Jiepuja U TOTIHIIAH CO TIceBIOHMMOT R. Mutt) Hema ma-
ponupadku ahUHUTETH KOH KOHKPETHO YMETHHYKO JEJIO0,
TyKy UMa Hamepa Jia CH MOWrpa co ybaBHHATa, MPHUCTOj-
HOCTA, CJIMTHOCTA U CEPUO3HOCTA HA YMETHOCTA BOOIIIIITO.

18

,lIto e aBrop?* (“Qu’est-ce qu'un auteur?”), kKa-
Teropujara aBTOp BO HApaTUBHHUTE YMETHOCTH ja
ieAa Kako MaHugecrauuja U QyHKIMja Ha eqHa
MOBJIACTCHA TMO3HUIUja HAa MOK. Mgeonolujaiia Ha
aBTOPOT € (haKTOPOT KOj TOj IO ONpeieayBa Kako
OZTOBOPEH 3a CTPABOT O IIMPEH-ETO HA 3HAYCHC-
TO Ha CEeKoja pacKaKyBadka mpaxTuka. Cropexn
HEro, KOHIENITOT Ha aBTOPOT IPETCTaByBa (yHK-
OUOHAJIEH NPUHIMI (TOj 'O MMEHyBa Kako ,,aB-
Top-QyHKIKja“), HAMEHET Jja TO OTPaHUYU H/HIIH
UCKIIyYH CIO0OJHOTO pa3MaBHYBambe Ha TEKCTOT
(dyHKITHjaTa HAa YUTATETIOT), 32 CMETKA HAa aBTOPHU-
TETOT Ha HETOBHOT M3BOP (CYBEpPEHHUOT aBTOp). 13-
HacWJICHaTa M NpeTepaHara cyOjeKTHBU3alMja Ha
aBTOPOT JICjCTBYBa Kako (akTop 3a JeKaralHuTH-
pame Ha MpoakTHBHATa yjaora Ha myOnukara. Ha
TOj Ha4YMH, BO KOMyHUKAaTHBHUOT TPOIEC yiorara
Ha aBTOHOMHHOT IPUCTAIl KOH yMETHOCTa (ITyOuu-
Kara) c€ MUHHMH3HPA, 32 CMETKA Ha XUEPAPXUCKU
CYNIEpUOPHHUOT KapaKTep Ha HETOBHOT M3BOP MM
norekyio (aBropot). (Foucault, 1980, pp. 124-131)

3apamu TOoa, Jajna JBIKEHETO YKaXKyBa Ha
€/lHa BUCTHHA KOja BaXXH 32 MOJCPHHUTE YMETHOCTH
TeHEePaTHO: 3HAUCHETO Ha eIHO YMETHHYKO JIeJI0
IO OTIpEeeTyBa U IO JOKOMIUIETHpA ITyOIIuKaTa, co
CeKoe KOHKPETHO TOJIKYBam€; TOA HUKOTAll HE €
COAP)KaHO M WCILPIIEHO HCKIYYHBO BO JEIOTO M/
WM BO HETOBHOT aBTOp. BripodeM, yMETHUYKHOT
KPUTHYAp W MCTOpUYAp HAa YMETHOCTA O JOLHH-
ot XX Bek, Majkn Pamr (Michael Rush), jacuo 3a-
Oenexysa Jieka Bo (uykcyc mepdopmancure, Ha
npumep,

iwyonuxaia ciuanysa aKiuugen yuecHux (umu
Koasillop), a He camo iacueer Habwbygyeau.
Dnykcyc Hacwlauuitie CillaHaa Cco8PUIEHU
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oitlenoiieopyearba Ha JUaHo8omio Moo
gexa 2negavoui 20 gospuilyea YMeUHUYKOWO
geno. Hasuciiuna, 6o ¢uyrkcyc naciuaiiuite,
2negavonl He camo Wiio 20 gospuiyea, wyKy
woj/tiaa UpoaKiueHo Clany8a YMEHUYKO
geino, UpeKy He208Oo/Hej3UuHOWIO JUPEKiHO
yueciugo 6o nacianoii. (Rush, 1999, p. 25)

YropHOCTa U arpecMBHOCTA, TaK, CO Koja Jia-
JANCTUTE TPTHAJEC BO IMOTCHIUPAHETO Ha Map-
TUIMIIATUBHOCTA, OTBOPEHOCTa W apOHWTpapHOC-
Ta Ha CECTCTHYKO-CEMaHTH4YKara peuenunja 10~
TEKHyBa O]l KPyTOCTa Ha KYJATYPHHOT U UCTOpPH-
CKO-YMETHUYKHOT €CTa0JIUIIMEHT Ha HHUBHOTO
MIPOCTOP-BpEME.

Kako mro mpocnenuBMme, TeMellHATa MPAKTU-
Ka Ha JagaucCTuTe U q)HyKCYC YMETHUIUTE, HECKOJI-
Ky JICIICHUU TOJI0IIHA, TEOPUCKU ce pedreKTupa
kaj Hepuma Bo hopma Ha NEKOHCTPYKTUBUCTHIKA
muckypce. Mmeno, criopen Jlepuna, 3HauemeTo Ha
€/IHO HEeIITO — 0e3 OmIe/ JaJli TOBOPUME 32 yMET-
HOCT WJIM 32 HEKoja Jpyra KpeaTHBHA ACJHOCT BO
KOja € BKJIy4eHa UIPOBHOCTA — € CEKOoTalll geduyu-
itlapno W TOA MMa TOCTojaHa moTpeda of] MOTIOTHY-
Bam€ Ha CBOjaTa CeMAaHIUYKA UPA3HUHA.

bu moorceno ga ce peue [...] gexa 06oj mexanu-
3aM HA CLOOOGHA USPA KOJa € 0803MOICEHA OF
HeqoCiu2oil, 0g OMCYCIEOTIO HA YeHIuap Uiy
HA U360, € MEXAHUIMOU HA §OUONHY6AIbElO.
He moorce ga ce otipegenu yeniapoil, 3HaKoil
Witio 2o gouonmnyea, Koj ce ciy4yea 60 He2060
OUICYCIIBO, 3AULTIO 080] 3HAK CE jaBY6a JouoI-
HULIETHO KAKO JOgatioK, KAKO (OUONIHY8Abe.
Mexanuzmotiu Ha 3nauerseitio upugoHecysa 3a
Hewitio uuj pe3yriitaii e (hakimol gexka cexo-
2aw uma Hewtitlo fiogeKe, HO 08d (OTONHY8AbE
e MeHauBo, bugejru woa 3amenysa, 20 nago-

UONHY6A HegoCUSOW 0g CUpana Ha O3HaYe-
Hotuo. [...] Ilpexymepnociua na ona witio 03-
Hayyea, He2o8uoll gouoiHUulle/eH Kapakiiep,
3HQUU, e pe3yiiiaill Ha KOHeYHoclla, i.e. pe-
YAUAU Ha egHa UPAsHOUja Wito wpeba ga
ouge iononneiua. ([lepuga, 2003, ciup. 228)

Cero TOa 3HA4YM JeKa HUE HE CME MAaCHUBHH
HaOJpyyBaun 1 3a0€J1eKyBaul Ha apXUTEKTOHUKA-
Ta, 3aKOHUTOCTUTE U CTPYKTYPUTE KOU BilaieaT BO
cBetot (cBerontenot Ha Kiton Jlesu-Crpoc [Claude
Lévi-Strauss], xoj Jlepuaa ro KpUTHKyBa), TYKY
CMe aKTHBHH yYECHUIM BO HUBHOTO TpaHCHOpMHU-
pame: aypu z1a ro 3abenexume, CBETOT BEKe ce U3-
MEHHJI/CME I'0 U3MEHWJIE. 3aToa, UaKo ajayaupa Ha
ciobojiHaTa Urpa BO MOJIEPHUTE yMeTHOCTH, [le-
puIa, cemnak, MoKeMe Jla ro CMeTaMe 3a TIOJTHOMpa-
BEH IPe/IBECHUK Ha PEMHUKC KynTypara. HeroBoro
WHCHCTHPamke Ha MPA3HUOT 3HAK KOj MMa 1moTpeda
0J] TIOCTOjaHO JOMOJIHYBAkE € CeKorall ,,[ipe aj-
TepHaTUBaTa Ha MPUCYCTBOTO U 0TCycTBOTO ([le-
puna, 2003, ctp. 230), mTo ke pede, mpem MOXK-
HOCTa Jla Ce€ OIpeeNaT paMKUTe Ha HEIITO IITO He
Tpnu paMku: ciobonHara urpa. Ce paszdupa, 10-
MOJHYBaWkETO Ha MPA3HUOT 3HAK € O]l CYLITEeCTBe-
Ha Ba)KHOCT ¥ 3a MOJiepHaTa yMeTHOCT, HO [lepu-
Jla MHCUCTHpa CJI000/IHaTa urpa Jia ce cdaka exc-
TPEMHO: ,,0uTHeTO Tpeba 1a ce chaka Kako Ipu-
CYCTBO WJIM OTCYCTBO INTO TPTHYBa OJ MOXKHOC-
Ta Ha urpara, a He ooparHo.* (epuna, 2003, ctp.
230) A xora ce TprHyBa o]l MOKHOCTa Ha UTpara,
TOa 3HAYM JIeKa aKIEHTOT BO MPOLECOT PEHInTe-
HO C€ CTaBa BP3 MPHOPUTETOT HA CIOOOIHOTO KO-
asiuopcitico (TOIKYBAkETO M JOIMOIHYBAKHETO, BO
MOIIMPOKaTa, MHTEPAKTUBHA CMHUCIIA Ha 300poOT), a
HE Bp3 MPETIOCTaBeHATa XUEPAPXHUCKA CyTIepHOP-
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HOCT Ha DYKOOBHOT aBTOP-(PYHKIIM]a, KOj TOCTABY-
Ba MPEUCIIO3UIIN]a BP3 PELEMINjaTa Ha yMETHHY-
koto jeno. ExctpeMHoTO pa3bupame Ha ciio0o-
Hara urpa mnoupasoupa eepa U Hagexic BO EKCIOo-
HEHIIMjaJIHO TIPONIMPYBakbe Ha WHTCPAKTUBHUTE
MTOTCHIIHjJIH KO TH TTOCTaBHja MOJIECPHUTE YMET-
HOcTH. Bripouewm, rmaBHHTE aTpuOyTH Ha MOJAEp-
HaTa YMETHOCT yIaTyBaar Ha Toa JieKa, TOBEKe O]l
Kora OHMJIO MPETXOIHO, 3HAYCHETO Ha €IHO yMeT-
HHUYKO JIEJIO BeKe HE € BO HETOBOTO MOTEKJIIO, TYKY
BO HeroBarta geciuunayuja. (Barthes, 1977, p. 148)
Criopen Toa, MOBHKOT HA MOJIEpHATA YMETHOCT 32
EKCTPEMHO JIOBPIIYBamkhe HA HEj3UHATA 3HAUCHCKA
,»[IPa3HOTHja" MPETCTaByBalle MMOBUK KOj Ha XOpH-
30HTOT 'Y UCHPTYBAIlle MarlUBUTE, C¢ yIITE Hejac-
HU ,,KOHTYPHU* Ha HHTEPAKIUjaTa i PEMUKCOT.

Tue KOHTYpH IpepacHaa BO jaCHH JIMHUH CO
mojaBaTa Ha peMuKc Kyntypara. Lllto e pemukc?
HajennocraBHara neduHUIMja HA PEMHUKCOT MOXKE
Ja ce Hajae Ha TMOYETOKOT Ha JOKYMEHTapHHOT
bwim Ce e pemuxc (Everything Is a Remix, 2010-
2011) na Kupou ®eprycon (Kirby Ferguson): ,,1a
ce KOMOMHUpAar WM MOHTHpAaT IMOCTOCYKH Ma-
TepHjajy 3a Ja ce co3laae HemTo HOoBO™. Crmud-
Ha, HO MOKOHKPETHU3UpaHa JeUHUI]a HA PEMHK-
COT J1aBa aMEPUKAHCKUOT TEOPETUYap Ha MHTEPaK-
TUBHUTE U peMHKC ymeTHoctd, Enyapno Hasac
(Eduardo Navas). Criopen HeroBoro cakame, pe-
MHUKCOT TPETCTaByBa ,,aKTHBHOCT Ha IPE3CMarhe
JIeJIOBH WJIM CEMIUTOBH! OJI MPETXOIHO MOCTOCU-
KA MaTepHjaii ¥ HUBHO KOMOWHHUpAme BO HOBHU

4 300poT ,,1€I0BU" OOMYHO HE CE€ KOPUCTH BO KAPrOHOT HA

peMUKC KyaTypara. JJOMHHaAHTHUOT TEPMUH € ,,CEMILIOBHU
(“samples”), k0j ce OOMaKUHUA ¥ BO MAaKEIOHCKHOT JKap-
TOH TOBP3aH CO JUCKYPCOT Ha PEMHKCOT. 3apaju Toa, BO
[POJIOJKEHHUE KE IO KOPUCTUME TEPMUHOT ,,CEMILIOBH .
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dopmu™, monexa ,,My3MIKHOT PEMHKC, TEHEPAITHO,
MpeTCTaByBa pEMHTEPIPETALja Ha MPETXOIHO 110-
croeyka necna.” (Navas, 2012, p. 65) JIsete nedu-
HUIIMK C€ KOPEKTHH, 3allTO, BO CIIy4ajoB, HOMH-
HAJTHO-ETUMOIIONITKHOT TIPUCTAIT KOH TIOUMOT € COC-
eM J10BoJIeH. Bripouem, OyKkBaqHHOT IIPEBO Ha aH-
TIIMCKHOT 300D “‘re-mix’’, IITO 3HAYH HOGIIOPHO Me-
warbe, COOABETHO ja 3adpaka cymThHaTa Ha HOU-
MoT. Criopes; Toa, BO €CTETUYKU KOHTEKCT, PEMUK-
COT Ke MpeTcTaByBa MpoLeC U PaKTHKa Ha TIOBTOP-
HO TIPOMEITYBamkhe WM PEKOMOUHAIM]a Ha JICTIOBH
0]] TIOCTOEYKO JIeJI0 WJIM TOBEKE Jefia MPH co3a-
Bam¢ Ha HOBO, JICPUBAaTHBHO YMETHUYKO JIEJI0.”
Ho, xora ce mojaByBa M O Kaje MOTEKHY-
Ba PEMUKCOT Kako yMETHHUKa npaktuka? Ecejor
,,CTpyKTypara, 3HakOT U UrpaTra BO JTUCKYpCOT Ha
XyMaHHCTHUKUTE HayKu* Jlepuna ro objasmi 1967
TOAWHA, BEPOjaTHO HE TIPETIIOCTABYBAjKU IO WH-
CTAaHTHHOT €CTETUYKU OCTPEJ Ha HETOBUTE UICH

Wmajku ro Toa npensui, Hasac mpaBu mopenda Ha Tpu
OCHOBHM BHIOBH pemukc. Criopen Hero, MmocToM IIpo-
nomkeH (extended), cenextuBeH (selective) n peduiexcu-
BeH (reflexive) pemukc. [IpogomKeHHOT peMHKC ce Kapak-
TEpU3Mpa, Kako IITO yrnaryBa U CaMOTO HME, CO IPOCTO
NIPOIOJDKYBamke (EKCTEH3Mja) Ha JeI0TO. TaKBHOT peMHKC
¢ HajzabenexuresicH Bo My3ukara (DJ kynrypara), kamae
YeCTOIaTH Ce MpaBaT MIPOJOJDKCHH PEMUKCH Ha TIECHH Ha-
MEHETH 32 KIIylcku Hactany. CeJIeKTHBEH PeMUKC Ha THO
JIeNo Toapa3bupa Jo/aBambe W/WIN OJ[3EMarbe OAPEACHH
JIEJIOBY OJ1 OPUTMHAIIHOTO JieJ10. Toa 3Ha4HM Jieka HHTEPBEH-
LIMHTE BO CEJICKTUBHUOT PEMHUKC CE€ TIOHATJIACEHH OTKOJIKY
Kaj TMPOJOJDKCHUOT. PedieKcHBHHOT pEeMHKC JIOTIONHU-
TEJIHO ja MPOJOJDKYBA M aJeropu3upa ecTeThkara Ha pe-
MHKCYBaFETO, MPH IITO PEMHUKCOT MPOjaByBa TCHCHIINH
Jla ja TpaHCLUEHAMpPA aBTEHTHYHOCTA HAa OPUIMHAJIOT. Pe-
(IIEKCUBHUOT PEMHKC HaMETHYBa COICTBEHA aBTOHOMHja
HaJl OPUTHHAIIHOTO aBTOPCKO JIeJIO, ¥ MIOKPaj TOa IITO € BO
rojiema Mepa 3acHoBaH Ha Hero. (Navas, 2012, pp. 65-66)
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3a c100OAHATA UTPA ¥ MPA3HUOT 3HaK. FIMeHo, oHa
LITO € UHTEPECHO M MHIMKATHBHO € JieKa HcTara
rOJIMHA C€ MMOCTaBEHH MOJEPHUTE OCHOBU Ha pe-
MUKC TIpaKTHKaTa BO My3HKaTa, O] KaJie IIOTeKHYBa
W COBPEMEHOTO MOMMAarhe¢ Ha PEMUKCOT BO yMET-
HOCTa T€HEepPalHO. 3a TOoa CBerO4YaT €MHHEHTHU-
Te OpUTAHCKU MCTOPUYApH U MCTPaXKyBauM Ha ja-
MajkaHckaTta pere (reggae) mysuka, Ctus bepoy
(Steve Barrow) u Ilutep lanton (Peter Dalton):
,,TEXHUKaTa Ha PEMHUKCOT MPBIIAT C€ [10jaBU BO Ja-
Majka, ymre Bo 1967 roguHa, MpBUYHO BO MOTpara
10 O3ByuyyBaudka [sound-system] eKCKIIy3WBHOCT,
HO Ha0Pry I0YHA J1a C€ EKCINI0AaTHpa KaKo EKOHOM-
CKHM M KpeaTUBEH HAYUH 3a IMIOBTOPHA yrnoTpeda Ha
Beke cHuMenu putmu.” (Barrow and Dalton, 2004,
p- 215) Bo Toa Bpeme, MpoAyILEHTUTE U HHKEHE-
pHUTE Ha 3BYK BO MY3WUKUTE CTyAHja, Kako Pamu
Pendopn (Ruddy Redford), Kuar Tabu (King
Tubby) u JIu ,,Cxpeu‘ Ilepu (Lee “Scratch” Perry)
MOYHAJIE J]a CU TIOUTPyBaaT u Ja MpoxyurupaaT vuH-
CTPYMEHTaJHA BEP3UH Ha BOKAJIHHU pere IMecHH,
KOU ce TMOKaKaye Kako MHOTY Tonpu(amivBu 3a
myOinMKaTta OTKOJKY OPWUIMHAJIHUTE BEp3UM Ha
necHute. TakBuTe, TakanapedeHu nad (dub) Bep-
3WH, WITH CaMO BeP3uH (Versions), ce KapakTepu3n-
pajie co LeNOCHO (MIIH PEeYUCH LIEJIO0CHO) ETMMHHU-
pame Ha BOKaJIUTe U CO HarllacyBame Ha My3HKaTa
Ha MHCTPYMEHTAJIHaTa u3Ben0a, yecTonaTu 300ra-
TEHa CO JIOTOJHUTEIHU €(DEKTH U APYTU TPETMAHH
Ha 3BYKOT. THe MpOmyleHTCKH TeXHUKH HajuecTo
ja moTeHUMpaie J1abouyuHaTa Ha HUCKUTE TOHOBH
BO MECHUTE, CO JI0AABAE OJICKHYBAYKH €(PEKTH Ha
BUCOKHTE TOHOBH, CO HAMEPHO OJJIOXKYBAE WIIH
,»JIOIIHEE HA PHUTAMOT BO KOHEYHHUOT MHUKC, CO
[IOHAIVIACCHO NOBTOPYBAkE HAa INIABHUTE MHCTPY-

MEHTAaJHA MOTHBH UTH. Taa mocramka co TeKOT Ha
TOJIMHHTE CTaHalla TOJKY MOIyJIapHa IITO ,,300pOT
‘mab’ neHec, HU3 IEIUOT CBET HA JCHC MY3HKaTa,
ce KOPHUCTH 3a J1a ce o3Hauu peMukc™. (Barrow and
Dalton, 2004, p. 215) Cniopen Toa, 120 My3uKara e
npBara My3ndka (popMa Koja He ce TEMeITd Ha KOM-
MOHUPAE OPUTHHATHA, aBTOPCKA MY3HKa, TYKY Ha
PeYuUKIUparse, peKOMOUHUparse, PeMUKCy8arbe To-
cToeuka My3uka. J[ab My3ukara mpercraByBa Ma-
HUIYIUpana Koiuja Ha My3W9KO 1710, HUKOTalll He
¥ aBTOPCKO JIeJ10, TIo cebe. Brpouewm, Haj3HauajHU-
T€ W HAJIPOYySHUTE a0 My3udapu OWiie WIH My-
3WYKHU MPOAYLEHTH WX HHKCHEPH Ha 3BYK; MHOTY
PETKO HEKOj O]l HUB OMJI KOMITO3HTOP.
OxoJHOCTUTE 3apajii KO TOKMY PEMHKCYBa-
Hara a0 My3WKa CTaHaja MOIyJapHa W IMPOdYy-
€Ha, HajTpBO BO JaMmajka a TOTOAa M HU3 IEIHOT
CBET, C€ UCKIIyUYUTEIHO 3HAaYajHU 3a HaIlaTa TeMa.
Bo noxymenrtapuuot ¢unm Jab exo (Dub Echoes,
2008), Ctu Bepoy 3abenexyBa jieka mpojopHOC-
Ta Ha JUTA00KWTE HUCKU TOHOBW BO a0 My3HKa-
Ta — MPOIOPHOCT KOja He OMIIa TOJNKY HarlaceHa
BO BOKAQJIIHUTE pere MecHW — Onia eHTy3ujacTHd-
Kd mpudareHa o ToraliHata/TamollIHara yOnu-
Ka, 3allTO Taa JIejCTByBajia KaKO CBOCBHUJICH €IH-
KCHP 3a TEIIKUTE )KUBOTHH YCJIOBH BO TOTamrHa Ja-
Majka. Mmeno, amabokure 6ac TMHUM BO a0 My-
3WKara OWiie TONKY MPOJIOPHHU MITO THE YeCcTora-
TH HE MOXKEJIE J1a C€ PETUCTPUPAAT CO YBOTO, TYKY
co tenoTo.® Kako mto cBemoyar rojiem 0poj HHTEp-
BjyHpaHu 1ab u pere My3ndapu Bo (HHUIMOT, Temna-
Ta ce ,,[TOJHAT CO PaJOCT, a )KUBOTOT CE HCIIOJN-

¢ Tlokpaj yBOTO, KOCKHTE C€ BTOPUOT AEJ O] YOBEUKOTO TEJIO

KOj € HajCCH3UTHBECH Ha 3BYK, 0COOCHO HAa HUCKU TOHOBH.
(National Science Foundation, 2009)
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HYBa CO ,,CMHCJA‘ KOTa ITyOIMKaTa e u3JIoKeHa Ha
JUTa0OKUTE HUCKHU TOHOBH Ha 130 My3ukara. Kon-
Ky U J]a c€ YyBCTBYBa Ipa3eH, YOBEK IO JCjCTBO
Ha 1a0 My3uKara Moxe, OapeM 3a KpaTko Bpeme,
Jla ce ,,MCIOJHKU" cO cpeka. MMajku ro Toa mpej-
BUJI, aMEPUKAHCKHOT UCTOpUYAp HA pere My3uKa-
ta, Jlejeun Kerc (David Katz), mocouysa neka gad
BEP3UUTE HA pere MEeCHUTE CTaHae TOJKY IMOIy-
JapHHU Mery jaMajkaHcKara ImyOnuKa IITo Ha 7-WH-
YHUATE TPaMO(POHCKH CHHIVI TUIOYH, IOKpaj BO-
KaJIHaTa TIeCHa, Ce BpEeKyBaje JaypH JiBe nabd Bep-
3un. Ha mpBara cTpaHa oJl CHHIJIOT, TIOKpa] OpH-
THHAJHATA pere MecHa, HajuecTo uMayo nad Bep-
3Mja CO HMCTO WJIM CIMYHO BPEMETPACHE KAaKO H
OpUTMHAaIHATa Bep3uja, JoJieKa Ha [pyrara cTpaHa
umasio npoaoivkeHa (extended) mab Bep3uja, koja
YeCcTONaTH MOYXKeNa Ja Tpae u 0 15 MUHYTH.
Hpyra cponna omnpenenda Ha peMHKCOT Tpeda
Ja ce 0apa BO XMIXOM-MYy3UKara 0J] CpeuHaTa Ha
1970-tute no mouetokoT Ha 1980-THUTE TOOUHU BO
Byjopk. Xunxon-my3ukara, CIIMYHO KaKo U 1a0oT,
ce IM0jaBMiIa KaKo pe3ysiTar Ha PEMHUKC MOCTAIKH,
HO OBOj TTaT W3BEAYBaHU BO XKWUBO (HE BO MY3W4-
KO CTyAHO), CO TIOMOIIl Ha JBa TpamodoHa ToBp-
3aHU CO aymuo MHUKceTa. [TOBTOPHO, CIMYHO KaKo
M BO CIy4ajoT cO Jad My3uKara, XHUIIXOI-PEeMHK-
COT Ce 3acHOBaJ Ha MaHHMITyJIaIja CO MOCTOEY-
Ka My3HKa, 2 He CO KOMIIOHHpame HOBa. Tpojuara
HajIIpodyeHu auiien o Toa Bpeme — Kool DJ Here,
Grandmaster Flash u Afrika Bambaataa (moBrop-
HO ce paboTu 3a My3WuYapu KOW He Oujie KOMIIO-
3UTOPH) — Ha JMIIEj HACTAM BO >KUBO TH H30JIU-
pasie U moapeayBalie HHCTPYMEHTAIHUTE JICTIOBU
o]l coyl, (aHK, [1e3 U POKEHPOI MECHUTE KOU TH
MpE3eHTHpAJIC Ha )KYPKUTE BO FhYjOpIIIKaTa Hace-
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6a bponkc. Ha T0j HaunH — cnojyBajku ra mocie-
JIOBaTEJTHO CaMo JICIOBHUTE O] IIECHUTE BO KO He-
MaJio BOKaJHa M3Bea0a U J10JaBajKu JOMOIHUTEII-
HU 3ByYHH €(EKTH CO CKpeuyBame Ha TpaMoQoH-
CKHTE II0YH — THE, BCYITHOCT, ja oopMyBaje nH-
CTPYMEHTaJIHaTa OCHOBA Ha My3HKaTa Koja MoJI0-
[[Ha MOYHaja Ja ce Hapekysa ,,xumxomn . Cropexn
TOA, U BO CIIy4ajOT Ha XHUITXOMOT, PEMHKCOT CE COC-
TOEJ BO MaHHMITyJIalldja CO TOTOBH KOMIO3HIUH:
CYKIIECHBHO IOApEIyBamk¢ Ha HUBHHUTE HHCTPY-
MEHTAJIHH JIeJIOBU U H30JMpame Ha HMCKPLICHH-
TE PUTMH O] IECHUTE, KOH JHIICHTE Ce O0MITyBaje
LITO € MOKHO TIOBEKe Jla TH Harjlacar, OHOCHO, 12
T'l HarpaBaT MOMIACHU.

OAroBOpOT HA MPALIAKETO 30ILUTO AMLIEUTE BO
TOa BpeMe T'M M30JIUpaje, MUKCyBaje U TOApey-
BaJIe CaMO MHCTPYMEHTAITHHUTE JICTIOBH O]l TIPE3eH-
THPAHNUTE MECHU M 30LITO ce 0OuayBajie HHUB JO-
MOJIHUTEJIHO J]a TH Haracar € o MCKIyYHTeIHa
BaXHOCT 3a Hamata tema. 1oj Tpeba nma ce Oapa
BO CBEIOIITBaTa Ha OPUTAHCKUTE MY3MYKH HOBH-
Hapu [len u Tum Upsun (Dan and Tim Irwin), xou
JICTAJIHO C€ 3aHUMaBajie co Toj peHomeH: ,,OTKaKo
[Kool DJ Herc] 3abenexain neka myOnukara HajM-
HOT'y ce 3a0aByBajia BO MOMEHTHUTE KOra HacTary-
BaJle MHCTPYMEHTAIHUTE JIEIOBH O (aHK U COyI
NIECHUTE, TOj TIOYHAJ JIa TH U3/10JKYBa, MAaHUITYJIH-
pajku co nBe Konmu of eana riova.” (Mpsus, Up-
BuH 1 Kommam, 2014, ctp. 40)

Cnopex oBa CBEIOLITBO M CIMYHO KaKO BO
CIIy4ajoT co a0 My3WKara, XHIIXON-JHIICHTe KOU
MHKCYBaJIe My3UKa BO JKHBO CaMO pearupaie Ha

7 3a HACTAHOKOT HA PEMHKCOT BO XMIIXOI-My3HKara Ipe-

Ky MaHYCJIHUTE MPaKTHKH Ha JUIIe] MUKCYBAWHETO, J1a CC
Buau: Houescku, 2014, crp. 21-113; Toop, 2000, pp. 12-
35; 56-103; u Hansen, 2015, pp. 42-55.
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CUTHAJNTEe KOW TH HWCIpakajia IyOJuKara W 3a-
TOa T0 (hOKyCHpane CBOETO BHUMAaHUE TOKMY B3
WHCTPYMEHTAJIHHUTE JICJIOBH O] IIECHUTE KOU THU
mpe3eHTupane. 3aroa, BUCTHHCKUOT KpEaTHBEH
CYOjeKT Ha XHIIXOIN-PEMHUKCOT Owna uybauxailia
KOja TH MCHpakana The curHamu. Jlumewnre u 1ad
MPOIYLECHTUTE caMo 3a0eNexyBayie MTO cakaia
nyOnuKara Ja ciylia ¥ Kako cakaja Toa Ja 3By-
4y, a I0T0A M y[0BoyBasie. Toa 3HaYM JieKa THE HE
Owie BUCTUHCKUTE MPETCTABHUIIA HAa HOBaTa (cera
MO)KeMe CII000THO J1a ja HapeueMe) peMuKkcy8and
MY3HKa, TYKy CaMo Megujaitiopu Ha WHTEPAKTUB-
HOCTa MoMery My3ukara u myOnukara. [lyOnnka-
Ta, CO CBOUTE pPEaKIMu, Mpakaja MOpaKh BO Koja
HACcOKa M Kako Tpebajo My3uKara Ja ce Mpe3eHTH-
pa 1 IpepaboTyBa, OMHOCHO, KAKO Jla C& peMUKCY-
6a. Jluyente u 1ad MPOIYLUEHTUTE CaMO T'H ITpUMa-
JIe CUTHAJIUTE U COOJIBETHO pearupalie.

Criopes T0a, pEMHKCOT, Ha CAMHOT CBOj 3aue-
TOK M BO CBOjara CYIITHHA, IPETCTaByBa MHTEPaK-
uyja nmomery myOnukara (MIypaJHHOT CyOjeKT Ha
MIPOMEHUTE) ¥ YMETHHUUYKOTO /IO (My3HUKara, Koja
owa Tpanchopmupana). Lltom iyorukaiua Tm vc-
mpakana CUTHAINTE CIIOpeNl KoM My3HKara ce pe-
KOHTEKCTyalu3upaia oJ pere Bo a0 W O Coyi,
(baHK, POKCHPOI U 11€3 BO XHUITXOII, IIITOM iad, Ha
TOj HaUWH, HECBECHO ja BoouyBasia JlepuiaoBckara
Mpa3HOTHja Ha OPUTHHAIHATA [TECHA, BO KOja ce Ha-
oraJie HUKYIIHM, TPard 3a HEelITO JIPYyro, 3a HEIITO
MoBeKe, 0TaJie MPOCTOTO MPUCYCTBO HA OPUTHHAII-
HaTa MeCHa; TOTall TOKMY iyOiuKaitia Ouna nerep-
MUHHPAYKHOT CyOjeKT M aKTHUBEH (hakTop Ha KBa-
JINTATUBHUTE, POPMATTHUTE U COAPKUHCKUTE IPO-
MEHH BO MY3HKaTa. 3aToa, MOXe J]a c€ KOHCTaTH-
pa JieKka ecTeTHKAaTa Ha PEMHUKCOT PEITUTETHO H

YILITE HOHAIACeHO OJ] MOAEPHATa YMETHOCT T'0 OT-
(pra MUTOT 3a TIOBJIACTCHOTO CHHTYJIApHO aBTOP-
CTBO, CIIOpE] KOe IMOCTOM jacHa JAUCTHHKIIMja T10-
Mery TBOpenoT (aKTUBHHOT YMETHHK) M IyONuKa-
Ta (ITACHBHUOT KOHCYMEHT).

BakBHOT pexrM Ha WHTEPAKTHBHOCT M OTBO-
PEHOCT, KOj PEMHKCOT IO 3acTalyBa, JOKOIKY ce
pa3zbepe kako mrto Tpeba, ogHOCHO, Ha Jlepuma-
OBCKH Ha4MH €KCTPEeMHO — ,,0uTHeTo Tpeda na ce
c(aka KaKo MPUCYCTBO WIIX OTCYCTBO IIITO TPTHYBA
O]l MOYKHOCTa Ha Wrpara, a He oOparHo* ([lepuna,
2003, ctp. 230) — e Koniuuryupar N MOTSHIIH]jal-
HO Oeckoneuen. A Kora OpPUTAHCKMOT €CTETHYap,
lon Kabur (Sean Cubitt), roBopH 32 yMETHOCTH-
TE€ KOM MPOU3JIETYBaar of TUjacliOpPCKUTE KyITypH
KaKo 32 HOMAJCKA YMETHOCTH 0e3 (puKCeH Tpoc-
TOPHO-BPEMEHCKH KOHTHHYYM, TOj, BCYIIHOCT,
alyaupa Ha MOTEHUHUjaIHO OeCKpajHUTE LUKITYCH
Ha PEMHKCYBambE KOU Taa KyJITYPHO-MHTETPaTUBHA
NPaKTHKa TH OBO3MOXKYBa:

JlujacniopckutTe KyJITYpH MOpaKUTe I'M TPETH-
paar Ha BHCTHHCKHOT HA4YMH: Kako omHocu. He-
KOj pUTaM MOXKe Ja TOTeKHyBa of Jamajka, na
oune npecosnaaeH Bo Ceneran, TpaHchopmu-
pan Bo bbyjopk, 1a My ce mpoHajaaT HOBH MOAU-
¢ukanuu Bo JloHI0H, a2 100KME TIOMHAKOB apaH-
»kMmaH Bo Ky6a nmu Bo bpaswn uth. [...] Kimyuano-
TO BO JIMjAaCIIOPCKHUTE KPYTOBH € TOa LITO HE II0-
CTOM 3aTBOpaE Ha IUKIYCOT, 3aIITO MHOTY IO-
MaJIKy Ce HarmacyBa MHTEIPUTETOT Ha MOPAKHUTE.
Hamecto Toa, akIleHTOT ce cTaBa Ha elleH UMIIPO-
BU3AIMCKNA OPHKOJIaX, Pa3yO0aBeH CO HajoaradKu-
TE 3BYIIH, IIPEJ THE ITOBTOPHO J1a OMAAT UCIIPATEeHH
Ha HUBHHTE TaryBama. (Cubitt, 1998, p. 146)

23



Banuo Honescku: IEPUJIA, CEMITIOT U CJIOBOJJHATA NUI'PA BO IMCKYPCOT HA PEMUKC KVJITYPATA

A ompenenbara Ha HaBac 3a pemuKC KynTy-
para Kako ,,[Jio0aJlHa aKTHUBHOCT, COCTaBEHa O]
KpeaTuBHa M e(dukacHa pa3MeHa Ha wuH(OpMa-
[IMM, OBO3MOJKEHA OJ JUTUTAJHUTE TEXHOIOTHUH
(Navas, 2012, p. 65), caMo ja MOTKpeIyBa orcep-
Banujara Ha Kaout. [lociaenunure ce HeyMomBH!
— llltomM BO peMHKC KynTypara MPHOPHTETOT Ce
cTaBa Bp3 TIIOOATHHOT KapakTep Ha pa3MeHara Ha
WH(POPMAIIMU ¥ IIITOM HHTETPUTETOT Ha TIOPAKUTE
(BO ciyuajoB, My3HKaTa) C€ MPOIracyBa 3a CEKyH-
JIlapeH, TOTalll He MOXKE JIa CE OUEKyBa 3aTBOPAHE
Ha [UKIYCOT HA HUBHUTE PEKOHIeKCIyelu3upay-
Ku tpaucgopmayuu. 3apaan ceTo T0a, Aa ce ToBO-
PH 32 3aBpIICH WM KOHEYCH PEMHKC PETCTaByBa
Oecmucauila, OWJICjKU TIOTEHIIM]aIHUTE PEBU3UH,
MIPEUCUHUTYBaa, PEIUKINpaba Ha €IHO JIeJI0 Ce

Jluteparypa

oTajie KOHTpOJIaTa Ha HETOBUTE NPBUYHH TBOPITH.
Co BOBenyBamETO HA WIYPATHUOM U 2N0OANEH pe-
MUKC KOagililop BO paBeHKaTa Ha YMETHOCTA, ecTe-
THKaTa Ha pEMHUKCOT Ce BTeMellyBa Ha yOeyBame-
TO JIeKa MPOCTOPHO-BPEMEHCKH Kpaj HAa MaHUITY-
JATUBHUOT KPYT CO YMETHUYKOTO JEN0 HE MOXKE
Jla TTIOCTOW. Bripouem, OCBPTOT KOH MHUOHEPCKUTE
a0 1 XMITXOM-PEMHUKCH Oellle 1aaeH, Mery Ipyro-
TO, 3a J1a Ce MOTEHIMpa JIeKa UapiuuyuiaiiueHaiid
JeMOKpAiuU4HOCHI Ha HHTEpaKIjaTa oMery myo-
JIUKaTa ¥ YMETHUIKOTO JEJI0 (My3HKaTa) HE MOXKe-
7a na Ouje mompedeHa Aypu HU npen 50-wHa ro-
IUHU. ATICypJHO OW OWIIO Ja MHUCIUME JeKa Jie-
Hec Toa Tpeda Jia IpeTcTaByBa HEKaKBa MPeyKa, Co
OIJie/l Ha IIMpOKaTa PaclpoCTPaHETOCT Ha HOBU-
T€ MEINYMHU.
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Vangel Nonevski

Derrida, Sample and Free game in the Discourse of Remix Culture
(Summary)

To create something new from “the existing” is the paradigm of present-day remix culture. Several decades have
passed since the global culture lost its faith in the search for “the new”, regardless if it was sought in the arts, the
entertainment industry or music. We should not grieve the loss of that faith at all. The faith in the new is a faith in
the sovereign author-god and in the concept of a complete and finished work of art. The sovereign author, who in
pre-modern times was identified as the denominator of the undisputed semantic meaning of a work of art, is lost
in the remixing process. Once a work/text becomes susceptible to reproduction, it is stripped bare of its author’s
position as a sole determining factor of its semantic resonance. A DJ who mixes and manipulates a song replaces the
author as an additional semantic attribute-factor, and the relationship is democratized and liberalized even further
when we find out that the DJ mixes music according to the reactions of party-goers. In this equation, the audience
actually becomes a chief procreative factor. This inherent interactivity of remix culture has intensified even more in
the last 20-odd years with the emergence of new technologies and the internet, which enable every networked user
(with a decent computer) to enter the potentially endless cycle of remixing any work of art/culture represented by
new media.

Key words: Derrida, remix culture, hip hop, dub, sample, semantics, new media, modern art, Dada,
deconstruction
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PEBOJIT U ALGOR MORTIS

Kuay4unu 360poBH: XUIIXON-KYJITypa, parn-My3uKa, peBOJIT, pENETUTUBEH MaHUPHU3aM

Bo 2006 rognHa MO3HATHOT BHBYjOPIIKH parep
Hac ro uznane andymor ,,Hip-Hop is dead”.! An-
OyMOT BeJHAIll TPEIU3BUKA KOHTPOBEP3H, HETO/LY-
Bama U OIllTa HerI/IjaTHOCT BO XHUIIXOII-3a€IHU-
nara. Bo npuHIuM, cexoj My3WuK1 U3pa3 Uiy Ipa-
BEIl ©Ma CBOja UCTOPHja HA HACTAHyBarh¢, NHBCH-
TUBHO TPackE H, MOTEM, PEUHCH BEPOjaTeH CBOj 3a-
BpILETOK. [IpaBeroT Kako J1¢jCTBUTEITHO MPTOB, KO-
MOTHO MOYKE J1a TPOJOJIKH 1 OTICTOjyBa, HO BO HC-
TOpPHUCKA CMHCJIA TOj C€ 3aTBOPA BO MHEpIIMjaTa Ha
WHIyCTPHUCKO OJIP)KYBame BHATpE MyOIMKaTa IITO
Cce 3aJI0BOJTyBa OJ1 HETOBUOT MaHUPH3aM U PETIeTH-
TUBHOCTA Ha opMara. TUIHYEH PUMED € MAHKOT.
bu Moxeno na ce peue neka pan My3uKara, Kako
JeNl Of TMOIIMPOKaTa XHIXOM-KYITypa M HEj3UH
CYNCTaHIMjaJleH M3pa3, BO PAHUTE OCYMJIECETTH
TOAWHM ja Mpe3e/ie NCTOpUCKaTa poija of (haHKoT,
COYJIOT M OTy30T. AKTHBEH BpeMEHyBad M OCMHC-
JIyBau Ha JIOKATHHUOT AyX Ha AQpoaMepuKaHIIUTE
HecoMHeHO cTana panot. Cnopen Teonop AnopHo,
YMETHHYKOTO IO € ,,(pu3norHomuja Ha 00jeKTUB-

! CD: Nas, “Hip-hop is dead”, Def Jam/Columbia Records,
2006.

HUOT AyX‘‘, U OTTyKa, HEBO3MOYKHO € YMETHOCTA U
€CTeTHKaTa Jja He OMJaT NOBp3aHy, HO | J1a Ce Tpe-
YeKopyBaaT BO CBOjaTa HaJBOpEIIHA MaHH(ecTa-
nuja.” YMeTHOCTa M3pa3yBa OJpEeHa eCTeTHKa,
HO ¥ KOHKpETHATa eCTETHKA ja [o/laBa OHTOJIOTHja-
Ta Ha enHo neno. Jlamu parmot, mo 40-uHa TONUHA
WHBEHTHBHO MY3HUKO MaTyBambe, ja TyOH COTCTBe-
HaTa CHJIa Ha CBEX MY3HUYKH TpaBel] 1 HHBEHTUBECH
My3W4KH u3pa3? Jlanu Heropara ecTeTHKa € BO €11-
HOCT co HeroBara MaHu(decranuja? Toa e, Bcym-
HOCT, PalIakeTo MITO CH I'O IOCTaBYBaM BO OJTHOC
Ha uaejata Ha Hac. Mojara Te3a e meka pamoT u
HEroBaTa KyJATypOJIOIIKa €KCTEH3H]ja, XUIIXOTIOT, Ce
BO cOCTO0j0a Ha ajurop MOPTHC, LIETOCHO Ty0OejKH ja
BpCKaTa CO OHTOJIOIIKUTE YCIOBH Ha HUBHOTO Ha-
CTaHyBame KaKko aHTHCUCTEM. Pamor moBeke He e
HUTY PEBOJT HUTY IIAK IIPETCTaByBa aHTUCUCTEM-
CKO MHCJICHH-C U JIC]CTBYBAIbEC.

[TpBuH 1a pasrieaame mTo BO OHOJIOIIKA U Me-
JUIMHCKA CMHUCJIA IPETCTaByBa cocTojoara Ha a-
rop MOPTHC 32 J]a MOKeMe MeTa()OpUIKH ITOMMOT

2 Theodor Adorno, Aesthetic theory, Continuum: London —

New York, 1997, p. 178-183.
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Jla TO TIOJI3yBaMe BO OHOC Ha panoT. Algor mortis
e OyKBaJIHO ,,CTY/IEHWIO Ha cMpTTa“. Bo peunu-
oUTE ja Haofame oBaa Kyca MEIMIMHCKA OIpe-
nenba: ,,rpaayaiHo JaJemhe Ha TeIO0TO 0 HeroBa-
ta cMpT™.® Toa € BpeMEHCKHOT TIEPHOJT IIITO CIIEH
IO [IOBJIEKYBaHETO Ha KPBOTOKOT, a IPEA LEeJIOC-
HOTO CTBpAHYBame Ha TPynoT. CyACcKHUTE BellTa-
M BCYIITHOCT C€ OPHEHTHPAAT MPEeKy OBUE COCTOj-
0u 3a Ja ro mpoleHar BpeMETo Ha CMpPTTa U CIIHY-
HO. AJITOp MOPTHUC € efiHa 0[] (a3uTe Ha JIEKOMIIO-
3WIMja Ha TEJIOTO. 3HAYM BO HEKAKBa PETOPHYKA
(buTypasHOCT, jac, BCYITHOCT, C€ HaJAOBp3yBaM Ha
Hac u TBpIam aeka 1o Herosata 00jaBa ieKa TeJo-
TO € MPTBO CJIE/IM COCTOj0a Ha TIOCTETEHO JIAACHHE.

Ho, HempujaTtHOCTa BeAHAII MNPEIU3BHKYBa
Oec ajapMHpajku ja WaoJjaTprcKaTra KOMIIOHEHTa
Ha HallaTa JiyIa, ra BeJHaIll BpecKaMe W U3BHKY-
BaMe: KaKo MOXKE J1a € MPTBO OHA ILTO HE CaMO aK-
THUBHO OIICTOjyBa, TyKy HHMKOTraml M He OMJIO TOY-
cremHo Bo cBojara 40-rogumHa ucropuja!? Ho,
aKo TH 3ampalame UAOJAaTPHUTE IITO € KPUTCPHY-
MOT 32 YCIIEUIHOCTa Ha ParoT | XUIXOI-KyJTypara
ke BHJIMME OTH TOa HE € HUIITO UMAHEHTHO, CYII-
CTaHLMjaJIHO BO YMETHHYKA CMHCJIA 32 HUB, TYKY
YCIIEXOT MPOU3JIEryBa O] LEIOCHO AKLUACHTAITHH
Y Ha/IBOPEIIHU PabOTH Kako mpojaxkoa Ha anOymH,
nponax0a Ha o0JieKka, KoMepirjaiHa TpudaTeHOCT
Ha TaHIIOBH JIBU)KCHA HA KOM UM CE€ JICTIH CTHKe-
Ta XMIIXOII, II0TEM, XUIIXOIIOT CTaHyBa MEJHCTPUM
PaBEHKa Ha €JHAYCHE CO YPOAHUTETOT U, BO Kpaj-
Ha MHCTAHLA, CETO CE CBEAYBa HA €HO: aKO ParoT
NpOM3BeayBa MOBEKE Mapu JIEHEC OJOIITO BO MU-
HATOTO, TOA 3HAUM JIeKa € U MOYyCIeIeH. AKO € yc-

3 The Merriam-Webster Dictionary, Incorporated Springfi-

eld: Massachusetts, 2004)
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TMelieH BO CMUCA Ha OU3HHKC, Toa 3Haun jaeka Hac
IpeIl, a Co HeroO TOITaH, ¥ aBTOPOT Ha OBOj TEKCT.

Ho 3a mro, BcymHoct, 300pyBame oBne? O
OBUC KBA3HMAPTYMCHTU HaA UAOJATPUTE YOBEK 10-
OuBa wJjeja Jicka HE CTaHyBa 300p 3a My3HKa, 3a
YMETHHYKH JIeJia ¥ U3BOPHA KYNITypa, TyKy 3a ce-
PHCKO MPOU3BOJICTBO HA O0jEeKTH KOW HOCAT MpPO-
¢dur. Axo uzejara Ha paroT U XHUIIXOMOT O IoYe-
TOKOT Ha HMBHOTO HacTaHyBame He Oelle yucTa-
Ta YMETHHYKA NIOTpeda 3a Urpa u u3pas, peBoJITOT,
OyHTOT NPOTUB YTHETYBAmbETO, YKHHYBAmETO Ha
CTETUTE Ha TPAJUIHjaTa, TOCTMOICPHO YMETHHY-
KO JICjCTBYBAME U MOJUTUYKATA MTOPAKA, AMH CAMO
OCTBapyBamETO Ha NPO(HUT KaKo eINHCTBEHA 1IET,
TOTall BeJHAI Jja MPEKHHEME CO TEKCTOB OTH 300-
pyBame 3a JBe XxeTeporeHu oHtojoruu. Cenak mnu-
IryBaM 3a €AHa JTMHaAMUYHAa 1 U3BOPHA YMETHOCT U
pa3Boj Ha CIIOHTaHa KyATYpa, a He 3a OM3HUC-TUIaH
Ha eqHa kopropaiuja. Ennocrasno, wiu Hac Boo-
MIITO HE ja pa30pai uiejaTa Ha XUIIXOMOT WIIH MaK
XHUIIXOIIOT €€ MPETBOPUJI BO HEIITO CIIPOTUBHO Ha
OHa 1ITo OMmJI, M Toram Hac e Bo mpaBo, XHITXOMOT
ce caMOyKHHAJI BO MOMEHTOT Kora ce pancuduky-
BaJ cebec kako Om3HUC. MIMeHO, TOj cTaHaum jaen
0] CUCTEMOT TOKMY TMPEKy HEroBara BpCKa CO Ka-
TEropuHuTe Ha MHAYCTpHjaTa: MacOBHA U CEpUCKA
npoaxxoa Ha MpeAMETH U 00jeKTH aKIUACHTAIHO
BP3aHH 32 ParoT, UMEHO, OHA MPEKY KOCIITO MOXKE
Jla ce KOJIUpa TeJIOTO: KaKko 00JieKa, Mojia, TaHIl, Ha-
YHH Ha panyBambe.

Camuor Hac BO mHTEpBjyTO najeHO Ha pa-
o 3a qunejor Tumortu BectByn Benn: ,,Hip-hop
is dead because we as artists no longer have the
power®. Iloraramy, 06jacHYBajKi TO HACJIOBOT HA
anmOyMoT, HO W colldjaiiHaTa atMocdepa | COCToj-
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Oara Ha My3WUYKaTa HHIyCTPHja, jaACHO TH MOCOTY-
Ba MecTara Ha ,,yMpTBEHOCTA:

“When [ say ‘hip-hop is dead,’ basically
America is dead. There is no political voice.
Music is dead. (... ) Our way of thinking is
dead, our commerce is dead. Everything
in this society has been done. Its like a
slingshot, where you throw the muthafucka
back and it starts losing speed and is about to
fall down. That'’s where we are as a country.
(...) What I mean by ‘hip-hop is dead’is we re
at a vulnerable state. If we don't change, we
gonna disappear like Rome. Let’s break it
down to a smaller situation. Hip-hop is Rome
for the ‘hood. I think hip-hop could help
rebuild America, once hip-hoppers own hip-
hop. ... We are our own politicians, our own
government, we have something to say. We're
warriors. Soldiers.”

Cnopen Hac, apructute Beke ja HemaaT MOK-
Ta LITO MPOU3JIETYBAIIE Ol CAMUTE OHTOJIOLIKH YC-
JIOBU ILTO TH T€HEpHpaa paroT U XUIIXOIOT, KaKo
MOJIMTUYKH TJ1ac, KAKO My3HKa, KaKo HauuH Ha MY-
3U4YK0 MuCTemke. CriopenbdaTa Ha XAMIXOIOT co Pum
ymnaTyBa TOKMY Ha CO3JaBam€TO Ha Ipaj BO Ipa-
JOT, KAKO aHTHUIPal, KaKO0 aHTUCHCTEM ILUTO Auja-
JIEKTUYKH TOCTOjaHo (DyHTHpa Kako Heranuja u ja
MpeIu3BUKyBa AMepHKa BO MpoMeHa. AMepHKa He
MOJKE Jla C€ 3aMHUCIIH 0e3 PEeBOJTOT Ha KPUTHKATa
IITO jJoara Ofl IOy, OJl HajCyOBEp3WBHUTE JIEIIO-
BU Ha IpajioBUTE, NepuU(epHUTE Maaja U HaceIOoH
HaceseHn co AdpoaMepuKaHIM U MOHUCKHU CJoe-
BU Ha HaceseHue. [opHHOT macyc 3aBpuryBa co Oa-

4 http://www.mtv.com/news/1542740/mtv-news-exclusive-

nas-previews-hip-hop-is-dead-the-n/ ITogsnexoxn P.C.

pame apTHCTHUTE MOBTOPHO J1a TO Mpe3eMar XUIX0-
MOT BO CBOM parie. Tve HU3 TAKBHOT XUIIXOII C€ MO-
JUTHYKHA aKTUBHU M XXHMBH, THE CC CAMHTE BIaja,
THC CaMUTEC UMaar IITO Ja KaXaT, TUC CC BOMHU, 1
tue ce Bojcka. Ouunenano Hac anmynaupa Ha cocToj-
0a xojamTo omaMHa e u3rybeHa a Tpeba ga ce Bpa-
TH, IMEHO, Ha TOA JIEKa XUITXOIMOT HE € TOBEKEe BO
paiiete Ha caMHuTe apTUCTH U yMeTHuIM. CeTo oBa
€ jaCHO M3Pa3eHO HU3 CTUXOBUTE HA HCTOMMEHATA
JIeHTa 0]] alOyMOT:

“Everybody sounds the same, Commercialize
the game

Reminiscin’ when it wasn’t all business

It forgot where it started

So we all gather here for the dearly departed”

Te3ara e 1eka BO OHOj MHT KOTa ParioT W XHUI-
XOIIOT C€ IEJTOCHO MPEe3eMEHH Ol MHIYCTpHjaTa u
OJI CHCTEMOT Ha KaIllMTaJIOT, Taa KyJITypa yMHpa.

WmeHo, moHoBUTE (pOpMH Ha par My3uKaTa U
NpeKy My3uKara M MPEeKy TeKCTYalTHOCTa YKaxKy-
Baar Ha KpajoT. Bo cocTojba Ha peBonT Hema aj-
rop MOpPTHC, U 00paTHO, BO aJrop MOPTHUC Hema
PEBOJT. AKO IO MOCTYJIHpaMe U CTHITYIUpamMe pe-
BOJITOT KaKO €CEHIIHja Ha paIl u3pa3oT, KOjIITo Ou
NpeTcTaByBaj HEKAaKBa KBUHTECCHIMja Ha CETO
XUIXOI-/IBIXKEH-E, TOTalll O MOXKEJIe J1a ja Maru-
pame HeropaTa TOIIOJIOTHja armocTpoHpajKku He-
KOJIKY MecTa.

Camara (opMa Ha My3HYKHOT H3pa3 ynaryBa
Ha PeBOJT. PamoT mpakTHYHO 3alOYHyBa Ha JIBE
HUBoa. EHaTa NMMHUja Oy MpeKy BHECYBame Ha
pPeunUTaTuBOT BO q)aHK U JUCKO MY3WYKH I1O3a -
HU CBMPEHU CO MHCTpyMeHTU. Ha oBa HUBO panor
€ camMo HekakBa mHepIirja Ha (gankoT. Ho HajouT-
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Ha € BTopaTa JIMHHUja IITO BCYITHOCT U MY ja 00e3-
Oe/lyBa HEroBaTa aBTCHTHYHA OHTOJIOTH]a, OHAA Ha
quiente. Kopucremero Ha TOTOBU IUIOYH Of APY-
T'H apTHCTH U HUBHO PEKOH(UTYpHUpPabE BO coceMa
JIpyrd My3WdKd LeauHu. Hau3aMeHn4HOTO mon3y-
Bamb¢ Ha PUTAM MaITWHU BO KOMOWHAIIHAja CO CKpe-
YyBarme Ha MJIOYM U CEMIUTYBAKE HA MAPUUEbA OJf
CEKaKOB BHJ My3HKa U HUBHO Pa3HauyBam€ U Mpe-
WHAaYyBamkbe Ha 3HAYEHCKUOT mMoTeHuujam. IIpak-
TUYHO, Pan-apTHCTUTE CE JICPUIUjaHIIH, THE BP-
1aT IeKOHCTPYKIMja Ha KOHCTPYKTHTE Ha TpaJu-
Mjara u He ce BP3aHW 3a HUEJIHA KOHKPETHa Tpa-
nunyja. [ogenHakso ce ceMruiyBaa u GaHk, u 11e3,
U pOK, U Omy3, W mom M Kiacuka. Pamor e amco-
JYTHO TIOCTMOZIEPEH BUI Ha ymeTHOcT.” Toa e ca-
MHOT PEBOJIT 30MEH BO €lHAa YMETHUYKA MPaKTH-
Ka Ha pa3HadyBame U JUCEMHHAIIM]ja HA MOXKHHUTE
3HaueHha YCIOBSHH OJ1 HOBATA UTPa CO HUB BO (op-
Ma Ha CeMILTYBambe U peceMIutyBame. [IpakTuiHo,
Kako mTo Benu HoHeBckH, HaemHall rpaMo(QOHOT
n30MBa Kako MHCTPYMEHT U (opMHpa MeTamepc-
MEKTHBA, U KaKO BO JIMKOBHATA UTPa Ha METYBOPKC,
pasHavYyBameTO Ha CTApHUTE Jelia € eJeH BHJ| pe-
UKJIMPAke Ha CMHCIIATa BO HOBH MOJHMBAJICHTHH
KOHOTaTH.® BO pamoT BCYIIHOCT Ce 3aroBapa TOK-
MY OHa OIIITECTBO HA AJIOPHO BO KO€ ()parMeHTOT
€ OHa KOCILITO o MMa IIaBHUOT 300p, pparMeH-
TOT BO €CTETHKaTa U YMETHOCTA KOJIITO CYIITHH-
CKH (haka KapIIuiaK U OMOHUPA HA TOTAJTUTETOT.

Buau: I'po3nan TemenkoBckH, ,,[eKcT KoH andymoT ,,HoBu-
ot acniekt Ha Crapara [llkona“ oq Yucra oxonuna, Lithium
records, Ckormje, 2000.

Banren HoueBcku, [pamogonoiti xaxo meimiaunciupy-
menin: Og mexanuuka peipogyKyuja go pemukc Kyiuypa,
Axkcuoma, Crorje, 2014.

Theodor Adorno, Aesthetic Theory, op.cit.
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W nBere nuHMM Oea BUIIMBY YIITE Ol CAMUTE T10-
gyerorw U Toa kaj Run DMC, nmeHo, kaj HUB e
O]l JICHTUTE Oca MPOU3BOJ HAa CBUPCHE HA HHCTPY-
MEHTH, a JIPYTH Ha CEMIUTyBame. BCyIIHOCT, Kako
mro toa ro cpourt Chuck D ox Public Enemy Bo
KyntHaTa JeHta Bring the noise: ,,Run DMC first
said that DJ could be a band*.

OBaa OHTOJIOTHja Ha PEBOJATOT 30KMeHa BO (op-
MaTa Ha My3UKaTa IIOTeM caMo Oellle U3BJicueHa U
TPAHCIIAPSHTHO CKCIUIMIIMPaHa BO TEKCTYaJHOCTa
Ha XHUIIXOI U parl JieHTuTe. U Toa € BTopoTo MeCcTo
Ha peBONTOT. TeKcTyarHOCTa ce 0CI000aH BO O
HOC Ha UTpara Ha JUIIEUTe CO IUIOYUTE U PUTMHU-
Te, M4 TaKa TPAJUIIMOHAIHUOT TEKCT OTCTAIld Me-
CTO Ha PEIUTATHB IITO IO OTKIYYH ja3HUKOT BO pas-
y3nano outre. OHa mto Dyko ro BuIe Kaj Mapkus
ne Can, Huue, brantio, Bo coBpeMenara morrysap-
Ha KyJITypa Toa To CTOpH paroT. Bo exHa TakBa oc-
T000JICHOCT, PEBONTOT caM TI0 cebe Oerre moiH-
TUYKH IJ1ac U (hakame KapIIuiak BO OTHOC Ha CHC-
TEMOT IITO HE MOXKEIIE JIOJITO BPeMe Jia TU TPaHC-
KOJIMpa M KOHTPOJIMpa apTUCTUTE U pasy3laHOCTa
Ha HUBHUOT ja3uK.

Op TekcTyaTHOCTa TPOM3JIETYBa W TMOMUTHY-
KOTO JIEjCTBYBambE KOEIITO € CyOBEp3WBHO 3aroa
IITO HE C€ BKIy4yBa BO CUCTEMOT Ha MOJUTHYKA-
Ta TEPUTOPHjaTH3allnja, aMHU e IBUKH BHATpPE CO-
[{jaJiHaTa TOJIMTUYHOCT U TaMmy JACTCPUTOpHja-
nmusupa. Co3mgaBa CyOjeKTHBUTET KOJIITO € yMET-
HOCT Ha O00jeKTUBHHUOT AyX, & YMETHHYKOTO JIEJI0
¥Ma ,,JICTO TOTEKJIO KaKO U OIIITeCTBEHUOT MpPO-
1IeC, CEeKOTall IMPOIIapaHO CO HETOBHTE TpParw, U
TOA IITO M3IJIe/Ia KaKo ToJI0 CaMOJIBH)KEHE Ha Ma-
TEpHUjaJioT ce pa3BHUBa BO UCTA CMHUCIIA KaKO M pe-
AJTHOTO OTIITECTBO, ITa TypH U KOTa eIHOTO 32 JIPY-
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TOTO Beke HUIITO HE MOXKAT Ja dyjarT u Meryce0-
HO ce Hamaraar. 3aToa Kora KOMIIO3UTOPOT ce Ipe-
CMETyBa CO MarepujajoT, TOj C€ NMPECMETyBa CO
omuTectBoTo®... Xunxonor e Pum 3a cocencrso-
TO, Kako mTo Benn Hac. OHa mto ucnara o cuc-
TEMOT Ha OILITOTO ¥ Ha TOj HAUUH I'0 IPEAU3BUKY-
Ba CHCTEMOT Jia ja OrpaHUYM COIICTBEHATa TEPUTO-
pujanHocT. Ce GopmMupa aHAPXUCTHYKH €TOC LITO
ro co3maBa J[pyruoT Kako OHTOJIOIIKA APYTOCT,
KOja KaKo TaKBa CUCTEMOT MOpa cera Bo cede Jia ja
BKJIYYH U CO TOA TOj Jla CE YKUHE.

Ho mamm xumxom-kyntyparta c¢ ymTe (QyHK-
HMoHUpa Kako peBont? JlupekTHo Benam, He!
Humto on oBa mTo ro moctaBUB Beke He (yHK-
LUOHUPA, ParloT BeKe HeMa CONCTBEHA TOOJIOTHja.
[Ipucranor e yHuIITEH, BEKE HE CE€ CEMIUTYBa, 1a
apTHCTUTE aHTXUpaaT OCHJIOBH Ja TH CHaOIyBa-
aT co My3WKa W JHIICjOT MMOBEKe HE MOXKe J1a Ome
Oena. CemmyBameTo € 3a0paHeTo caMo 3a J1a ce
CMECTH BO 001acTa Ha JO3BOJICHOTO. AKO CEMIUIOT
ce IJIaTH, TOj MOXKE J1a c€ KOPUCTH KaKO JO3BOJICH.
[IpakTuuHo ja Hemare Beke clnoOojaTa Ha Wrpara
Ha pa3HavyBama, a TpaMo(OHOT MOBEKe HE € Me-
TarepCreKTHBaA.

TekcTyanmHocTa € YHHUINTEHa O MOJIUTHYKA-
Ta KOPEKTHOCT M ja3UKOT Beke HE (PyHKIHMOHHPA
Kako pasysfaHo outue. Toj e cBeleH Ha BOKaOy-
JIap KOJIITO € YCIIOBEH O]l HAMETHATUTE ITOTyJIapHH
(hopMH Ha HHAYCTPUCKOTO NIPOU3BENLYBABE Ha Ce-
PHUH MIOBTOPYBamba. XHUIIXONOT HUKOTall BO CBOU-
Te moveTouu He Oemre Bp3aH co apeHOu (R’n’B)
My3HKaTa, a cera Toj LEJIOCHO Ce eIHa4Yu cOo Hea
W TOa KyJIMUHHpa BO Tpam My3HWKara. BoBeanara

8 Teodor Adorno, Filozofija nove muzike, Nolit: Beograd,

1968, str. 61.

peUYeHHIIa O/ €lIeH ecej BO NeNoTo ,,JlmjanexTika
Ha TPOCBETHUTEJICTBOTO CO KOja C€ OIHIITYBa Ma-
COBHATa MHAYyCTpHjaJu3upana Kyirypa e: ,,Kyary-
para HaMeTHyBa CIMYHOCT Hacekane™.’ M monara-
my: ,,KynTypHara nHIycTpHja KOHEUHO ja IIOCTaBYy-
Ba UMHTAIMjaTa KaKo arconyT. J[aBa caMmo CTHII cO
KOj ja pa30TKpHWBa HETOBaTa TajHA, IMOCITYIIHOCTA
KOH OIIITECTBEHATa Xuepapxuja. '’

Bo T0j MOHOIION HAa WACHTUYHOCTA MONUTHY-
KHOT aHTa)kKMaH Beke He TIOCTOM 3aT0a LITO € YKH-
Hara CcoIujanHata CyOBEp3MBHOCT. ApPTHCTHUTE
BeKke HeMaaT MOK, He JETepUTOpHjaTu3upaar, THe
€THOCTaBHO MPOM3BeIyBaar mapu. Bo orcycTBo Ha
PEBOJIT, BHE BEKe HEMATe yCIIOBH 3a Parl Kako KBHH-
TECEHIIMja Ha XUIXOMOT. MHOTYMHUHA MHCJIAT JeKa
XHITXOMOT KAaKO KYJITypa ro TMPOM3BEIE paroT, HO
MOKeOH reHe3aTa € 00parHa, JeKa paroT ro Ipou3-
BEJIC XUITXOIIOT, MJIM BO HEKOja CMHCHA, THE JHja-
JIEKTHYKH CEKOTalll Ce yCIIOBYBaa €IIHO CO JPYTO.
Pamor noBeke He € HEMITO CEPHO3HO U BO3BUIIEHO,
TOj CTaHyBa 3a0aBa 3a Jiella, MOJIHO CTYJIHO, IIIKOJIa
3a TaHIl, TOj € HOBOTO JIATHHO M HEMa HUIITO BeKe
o6utHO na kaxe. Toj cTaHyBa MOMEHT Ha ApXHBa-
Ta KaJie IITO He € OHA JIPYTroTO, TYKy CTaHyBa CaMo-
TO MICTO KO€ CE Bpaka HU3 IPYTrOTO KAKO HCTO. XHII-
XOIOT KaKO OTIOp € BKJIYYeH BO caMara TOTallu-
TCTHOCT Ha JOMHWHAHTHUTEC KOJOHU3ZUPAYKH OUC-
kypcu. Toj e craBeH Bo ciyk0a Ha KOJIOHUjaIHUTE
MIPAKTUKH HAa MAaCOBHATa MHAYCTPHja, U KAKO TaKOB
TOj TO KOJIOHH3UPA OCTATOKOT Ha CBETOT, ja YKUHY-
Ba aBTEHTHUYHOCTA Ha pa3iuuHUTe KyaTypu. Toj e
BO CIIy>k0a Ha OHA MPOTHUB KOELITO ce Oopelue.

® Max Horkheimer, Theodor Adorno, Dijalektika prosveti-

teljstva, Veselin Maslesa, Sarajevo, 1974, str. 132.
10 TIbid. , str. 133.
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Toj OuBa oapIKyBaH BO KUBOT CaMO 3aTOa IITO
NpoM3BeyBa Mapu, Kako BO BHIIOT 3a JBajliara
Erejuu, kora eqHUOT Ol HUB TO M3HECYBA BO ABOP
TaTKOTO IITO OJaMHa YMpeEN caMo Kora ke Tpeba
na ce 3eMe rneHsujara. M camo 3aroa mro e cBe-
JleH Ha OM3HHC, TOj € MPTOB. bumejku € MpTOB O1-
HaTpe, T0j CaMO HAJIBOPEIITHO TOKCOJIOIIKH CE OJIp-

Jlureparypa

’yBa BO IPOJIOHTHpaHa aiarop moprtuc. Toj He e
CTBpAHAT TPYI BO MOCJIEIACH CTaJUyM Ha CMpTTa,
HE € BO Iigor mortis, HO Kako Jja € CTaBeH Ha Mallli-
HU T1a CTYJCHWIOTO IITO M30MBa Ha MOBpPIIMHATA
IO 3aTOILTyBaaT I0CTOjaHUTE UA0JATPUCKU U Opra-
3MHYKH BPECKaba 3a HErOBUOT YCIIEX.
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Adorno, Teodor. Filozofija nove muzike, Beograd: Nolit, 1968.

Horkheimer, Max, Theodor Adorno. Dijalektika prosvetiteljstva. Sarajevo: Veselin Maslesa, 1974.

Honescku, Banren. I pamoghonoin xaxo meiiauncipymenit: Og mexanuuka peiipogykyuja go pemukc Kyiiypa.

Cromje: Axcroma, 2014.

The Merriam-Webster Dictionary. Massachusetts: Incorporated Springfield, 2004.

CD: Yucra oxonuHa. “Hosuoit aciiexii na citapaitia wkona”. Cxonje: Lithium records, 2000.
CD: Nas, “Hip-hop is dead”, Def Jam/Columbia Records, 2006

Risto Soluncev

Rebellion and Algor mortis
(Summary)

In this essay author examines the contemporary ontology of rap music and hip-hop culture. The album “Hip-hop is
dead”, from Nas is the referential point that inaugurates the postponed condition of algor mortis, namely, after the
death you have the signs of cooling the body. Rebellion is the real condition of rap and hip-hop and this rebellion is
abolished on the three levels: sampling is not free so rap is no longer postmodernism; textuality no longer depends
on the language as an uncontrollable being but it is more part of repetitive mannerism; and rap is no longer political
voice of the deteritorialized community but rather part of the system of totality.

Key words: hip-hop culture, rap music, rebellion, repetitive mannerism
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ADpEHT TBpIH JeKa ,,BO MOAECPHOTO OMIITECTBO
JIyFeTO Ce UCTYPKaHU O] 3aCJHUYKHOT jaBEH JKU-
BOT BO OCAMEHO, U30JMPaHO IOCToewme. Bo Hus-
HaTa M30JIalKja, YyBCTBYBaaT MPUTUCOK KOH YHHU-
(hopMHOCT KOja ja TOTKOIyBa HUBHATa aBTOHO-
MHja, U KaKo Pe3y/TaT Ha TOa THE C€ TICHXOJIOLIKH
W3JIOKEHH Ha TOTAJIUTAPHHUTE COLMjATHU CHIIM Ha
MacoBHOTO ommTecTBO  (cropen Turner, 2006:21).
[TocToemeTo Ha cocTojOa HA aNMEeHANIN]a HA MH/IH-
BUJyara O] OIIITECTBEHUOT CBET HE € HOBA, Taa
€ OCHOBaTa BO CO3JaBameTO Ha MapkcoBara Teo-
pHja 3a kjacHa 6opOa U Ha APYTH TEOPUH IPETXOI-
HO. Bo kynryponomkara pamka Kako npudaniu-
Ba BPETHOCT KOja HEryBa NMPUHIIUITU PA3ITUYHHU O]
OHHE Ha odUIIMjaTHaTa KYJITypa CE jaByBa BO IIe-
puonot no Bropara cBercka BojHa, a HajrTOJIEMHOT
3aMaB I'o UMa BO NMIEPHOJOT M0 KYJITypHATa PEBOIY-
uuja Bo CAJl Bo 60-TuTE TOIMHU O]l MUHATUOT BEK,
W CTaHyBa ,,lIpU3HATa* BO TOMIMPOKUOT OIIITECT-
BeH KOHTEKCT. [lojaBaTa Ha HOTKYITYpUTE € IIpo-

IEC KOj C€ jaByBa KaKo pe3yiTar Ha JiBa Meryceo-
HO CIIPOTHBCTABCHU KOHIIETITH — OHOj 32 Jp’KaBaTa
KaKo TJIaBeH (paKTOp BO CO3/aBamk-eTO Ha YHU(OP-
MHHTE OMIITECTBEHH OJHOCU, U OHOj 3a Jubepa-
nU3alyjara Ha YOBEKOBHTE TpaBa Koj ce OHECyBa
Ha croboiaTta Ha u3pasyBamero. [IpBHOT KOHLIENT
ja BOIIM MHIMBHyaTa KOH KOH(pOpMH3aM, T0cKa
JIPYTHOT ce O0MJIyBa Jia TO OTBOPH IMPAIIAmBETO 32
WUHTEPIIEPCOHATHUTE OJHOCH BO COIIMjaHaTa Ce-
pa KOW HEeraTWBHO BIHjaaT Ha MHAMBHIyaTa. [ToT-
KyJTypara HapeueHa XUIIXOI ce jaBu Bo Ibyjopk ox
anueHupanute AdpoamepukaHiy u JlatuHoame-
PHUKaHIM, HO M OJ] IPHUITAHUIINTE Ha Oejara paca
KOW TIOpaJii pacHaTa U eKOHOMCKaTa cerperarmja
U UCKIIyYEHOCT OJ HOCCHETO O/UTYKH BO jaBHATa
chepa He ce TpoHAOraa BO BPEIHOCTHTE KOH T'Hl
HOCeIlle TOMUHAaHTHaTa KynTypa. bopbara mpoTus
pacu3MOT NpeKy YMETHHYKH (OPMH H ,,IIHPCHE-
TO Ha 300pOT* HE MPEKy MAaCOBHU MEIANYMH, TYKY
NpEeKy aNTepHATUBHU (HOPMH, TO TIPUBJICUE BHUMA-
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HUETO HAa MHOTYOpPOjHHUTE YICHOBH Off M3ryOeHaTa
reHepalja Kou MpoHajaoa ajarka 3a 6opOa, 1mo-
ceOHO co (hakTOT JeKa Taa ajaTka He € (PU3HYKO,
TYKY YMETHHYKO OpY’XKje KOe MOXKe J1a ja pean3u-
pa cBojaTa Iiejl BO CBET Ha MAaCOBHU MEIUYMHU.
Xl Xom Maxkenonuja“ e HedhopmamHa opra-
Hu3anuja opopmerna Bo 1999 rommua Bo Cxomje,
co3Ja/ieHa OJl pal apTUCTH KOU MOI0IIHA CTaHaa aK-
TUBHUCTH CO IIMPOK CIIEKTap Ha JiejcTBYBame. [ 1aB-
HU HOCHTEJIH Ha HEj3MHUTE aKTUBHOCTH ce Opaka-
ta Ciapuo n Anexcangap KoBmiocku — goiroro-
JUILIHY pall apTUCTU U IPBU MAKEJOHCKU XHIIXOII
aktuBucTd. Co3fazeHa € Ja ro MpoMoBHpa T.H.
,,BUCTHHCKH XHUIIXOIT“, OJITHOCHO OHOj JeJ Of KyJ-
Typara Koj ce OJHeCyBa Ha UCTaKHyBame Ha Oop-
Oara 3a colujaiHa paBaa, aTTPYUCTUIKH BPEIHO-
CTH ¥ €IHAKBOCT, CETO TOA NIPEKy YMETHUYKH (op-
MU Ha u3pasysame. Ce paboTH 3a eqHa MOTKYITY-
pa Koja moBeKe Of YETUPUECET FOIMHM C€ Pa3BU-
Ba Kaj ypOaHarta MilainHa mpej c¢ nopaan GakToT
JIeKa HOCH HEIITO HCKPEHO | yKcTo Bo cede. [ot-
KyJlTypa, Ouiejku ¥ IPKOCH Ha ouIlrjaiHaTa KyJ-
Typa BO OAPEICHHU CerMEHTH — yOaBo Io AEMHUCTU-
¢unrpa COBPEMEHOTO OIIIITECTBO KOE OICETHA-
TO CO KOHCYMEPH3MOT 3a00paBa Ha OCHOBHHUTE YO-
BEUKU BPEAHOCTH. XHIIXOIOT 3all04Ha BO I'ETOTO,
na MoTtoa ro ondard M HeJHOT CBET, BKIy4yBajKH
ja u MakenoHuja KaJie ce MojaBu Kako par My3uKa
U JIOJIF0 BpeMeE OIICTojyBalle Kako Taksa. ypu u
yneHoBUTe Ha Xuil Xoii Makegonuja ronem Aein o
CBOjaTa aKTUBHOCT ja IMaaT HaCOUEHO KOH parl My-
3ukata. UneHosu ce Ha pan rpynute Knan Mcrok
u bpaka o kpB, Kou KoH Kkpajor Ha 90-TUTE M Ha
MOYETOKOT HA HOBHOT MHJICHUYM ITOCTaBHja HOBH
CTaHJap/U BO CO3/1aBaEK-ETO HA Pall My3HKa, BMET-
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HYBajK{ BO HETO €JIEMEHTH Ha CBECHOCT Ipoceie-
HU CO T.H. ,,cOlUjaTHu" TekcToBU. Ho co 3roiemy-
Bamb-ETO Ha OPOjOT Ha MPUBP3aHUIINTE HA OBAa KYJI-
Typa, ce jaBu moTpeba 3a MeryceOHa KOMYHHKa-
1IMja moMery XUIXOIepUTe Ha €/IeH IMOMHAKOB Ha-
YUH U 32 MOI1a00K0 M CTPYYHO HUCTPAXKyBame Ha
XUNXoNoT. Xuil Xoit Maxegonuja e npsara OpraHu-
3aliMja Koja ro 3aro4yHa 0BOj MpoIIeC BO HalllaTa Jp-
JKaBa, 1a ¥ Nomupoko Ha bankanot. BuctuHckuor
,,0yM* opranmzanujara ro Harnpasu co 2005 ronnHa
CO M3/IaBamkETO HA KHUTATa ,,ACTIEKTH Ha MaKeIOH-
ckara ypbana kyntypa — Xun Xorn Makemgonuja“.!
Tupaxot ox npoaaaeHu 1000 npumepony nmpeauns-
BHKa JIaBUHA PEaKIMi Ha MakKeJOHCKara KyJiTyp-
Ha CIIeHa, CTAaHyBajKH €JHO Of MPBHUTE KYITypHH
Jiena Kou 6ea UCTOBPEMEHO NpudareHu U OJl XHII-
XOI-TeHepalmjara U oJ HayYHUTE UHCTUTYIIUH BO
npkaBara. CeTo Toa MOTTUKHA CO3/IaBambe Ha KPH-
THYHA Maca 3peild XUIXOIMEPH, KOM MPEeKy yMeT-
HUYKM (OPMHU cakaa Aa HarpasaT HEITO, J1a K-
BeaT CO CBOMTE MJCall U J1a TO MPOMEHAT CBETOT
KOH nmoo0po. Kuurara e cocraBena of ABa jena —
MIPBUOT € AUIUIOMCKa pabdota Ha Ajnexcanmap Ko-
BIJIOCKH Ha MHCTUTYTOT 10 cortosiorrja Ha du-
no3oeknoT axynteT Bo CKolje, Ha YHUBEP3UTE-
toT ,,CB. Kupun u Mertoauj“, a BTopara e TepeH-
cKo ucTpaxyBame Ha CrnaByo KoBuiiocku, koe ce
3aHUMaBa CO UCTOPH]aTOT U CO KYJITypHHTE BIIHja-
HUja BP3 MaKeJJOHCKUOT XUIXoll. HemoctaTtokoT o1
JUTeparypa o oBaa obJyacT Oerle HaJOTIOIHET CO
yIITe JIBE KHUTH W3JaJICHU O]l OpraHu3alfjara —

Kosunocku Anekcannap, Kosunocku Ciasuo (2005). Ac-
flexiuu Ha makegouckaiia ypoana Kyniypa — Xuii Xoi Ma-
xegonuja. Crorje: COBpeMEHOCT.
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»XHIT X0l KHHUTa“? u ,,XWII XOIl peuHuK’ Kou ce

(hoxycupaa Ha n000jacHyBame Ha OJJICTHH aclie-
KTH Ol XUIIXOI-KYATypara.

Hcrospemeno, ox 2006 ronnHa 3amoyHa opra-
HU3MpakhEe Ha XMIIXON-1e0aTtu, TpUOMHU U pabo-
TWJIHULIK HU3 LeJla APKaBa, a WICHOBUTE Ha Opra-
HU3alMjaTa I'M IOCTaBHja KAaKO OCHOBOIIOJIOKHULH
Ha TOMHAKBO XHIIXOI-TBOPELITBO KOE HE CE CBe-
IyBa caMo Ha pam My3Hukara. JlemyBameTo Bo pas-
JIMYHY aCTeKTH OJ1 XUTIXOM-KYATypara, Kou Oea 3a-
MOCTaBEHW BO Hamara Jp)kaBa HO Oea o BUTAJ-
HO 3HAYEHE 3a Pa3BOjOT HA JIOMAIIHHOT XHUIIXOII,
€ elHa O]l OCHOBHUTE LIeJIM Ha Kou ce (oKycupaa
YJICHOBUTE Ha OpraHusanujara. Bine3zor Ha xumxo-
MOT M HETOBUTE HJEH BO OOPa30BHHUTE WHCTUTY-
LIMH ja TIONOJIHUja OHAa Mpa3HUHA KOja Ce OJIHECY-
Ballle Ha CTABOBUTE JIEKa ,, XUIIXOIOT € CaMO MY3H-
Ka“. bea onp)kaHu TpeKy IepeceT TPUOWHH U Jie-
0aTy BO CPEAHU YUMJIMIITA, YHUBEP3UTETH, KyJ-
TYPHH LIGHTPHU, HO HeM30eKHO Oelle oApKyBame-
TO Ha BaKBH HACTAaHH M BO Ka(yiuma U Ha YIUIa
Kako YJIMYHU TeppopMaHCcH, cO LN Ja Ce OIPKH
KOHTAKTOT CO JIOKalIUUTE O KaJie IIOTEKHYBa KyJl-
Typara 1 of KaJie Taa ro Upnu kpeanounureror. Ha
HACTaHUTE MPUCYCTByBaa O] TPUECETHHA IO CTO-
THUHA IOCETUTENH KEJTHU J1a TO KaKaT CBOjOT CTaB.
MHorymMmHa ja MCKOpPHCTHja MOXKHOCTa Ja HCTa-
nar jaBHO npej| qpyrH jauna. Ha oBue nHTEpakTHB-
HU TPUOWHM MTOMUHAA ToJieM Opoj JIyre, M Ha MHO-
Iy MJajau JIMIa UM IIOMOTHaa Ja To JOou3rpajar
CBOjOT KapakTep. BaykHo e 1a ce crioMHe JieKa Xull-
XOIIOT 3a IpBHAaT Oelle MPOMOBUPAH M Ha HAjBUCO-

2 Koswmiocku Ciauo, Kosunocku Anexcangap (2007). Xui

xoi knuza. Cromje: [IpocBeTHO nero.
Kosuitocku CnaBuo, KoBunocku Anexcannap, Kosuiocka
Emunuja. Xuii xoti peunux. Cxornje: COBPEMEHOCT.

KO aKaJeMCKO HMBO Ha KoH(]epeHrwmjara ,,Popular
Culture: Reading From Below/ [lonmynaphna kyary-
pa: momiex onosnoia‘, opranusupana on WHcru-
TYTOT 3a MakeJOHCKa JINTeparypa, a oap»aHa BO
MakenoHckara akajgeMuja Ha HAyKUTE U YMETHO-
cture Bo 2014 roausa.

Unenosure Ha Xuii Xoii Makegonuja Gea mo-
KaHEeTH U BO JIyJKaTa Ha Xunxonot — byjopk, kaae
MIpeKy HacTarl, u310k0a Ha GoTtorpaduu u TpudHU-
Ha co edara ro npe3eHTHpaa MakeJOHCKHUOT XHUTI-
xon. Co TeKOT Ha BPEMETO Ce T0jaBHja COIHjaTHN-
T€ MPEXH, 1a MIPEKy HUB MJIAJUTE MMaa IoroJie-
Ma MOKHOCT /1a TW pPa3MEHYBaaT CBOUTE CTABOBH
OHJIajH HAMECTO BO XMBO. PemmBme na ce aman-
TUpaMe Ha CHUTyalHjaTa U TO CO3IaJ0BME WWW.
hiphopmacedonia.com, BeOcajTOT K0j € HaMeHET
3a WICHOBUTE Ha aHEPTpayH] XUIXOmoT. Bebcaj-
TOT Oere OCMUCIIEH cO el Jla ce 00jaByBaaT Ha-
YUHH KOJ[YyMHH, HO U JIMYHU Pa3MUCITyBamba U CTa-
BOBM, MH(OpMAIMU 32 XHUIIXON-HACTaHWU (M Ipy-
I'Y HaCTaHH OJHMCKU Ha BPEIHOCTUTE KOM T HOCH
XHITXOTI-KYJITypara) BO JAp)KaBara, 3a XHIIXOII IPo-
MOLIMH, 332 HOBU pall necHu u cinyHo. Kaxo mo-
ceOeH cerMeHT of BeOCajToT Oelle MOCTOCHETO
Ha OHJIAJH XWITXON-CIIMCAaHUE KOE Ce BHKaIe ,,4°,
BO KOHTEKCT Ha YETUPUTE XHUIXON eJIeMeHTH. Te-
MUTE BO CIIMCAHUETO Oea CIMYHU CO OHUE Ha BeO-
CajTOT, HO BO HEro 00jaBUBME M CKCKIY3UBHHU WH-
TepBjya CO CBETCKH XHIXOI-IereHau kako Kool G
Rap, Delinquent Habits, R. A. The Rugged Man
u apyru. BeGcajTor ro mocturaa BpBOT cO opra-
Hu3UpameTo Ha [lpBute m Bropure makemoHcku
xunxon-uarpaau Bo 2009 u 2010 roguna, HA Kou
YUECTBYBaa PEUMCH CUTE KBAJUTETHU MAKEIOHCKH
XUIXON-uMMmba. llenra Ha Harpagure Oea nma ce
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00eTMHA MaKEeTOHCKUOT XHITXOI JI0JIeKa Harpa -
Te 6ea Bo BTOp miaH. Co ories] Ha MOJeTICHOCTa Ha
XHIIXOM-apTHUCTUTE HA KIIAHOBU MEI'y KOM IOCTOEja
HeJlopa3Oupama U MPeNupKu, Harpaaute Oea e/ieH
O]l TIPBUTE MOMEHTH Ha OOCIMHYBame Ha XHITXO-
MepUTe U 3a0YHYBakbe Ha HUBHA cOpaboTKa, Mpo-
1eC IITO MPOIOKU CAMOCTOJHO 13 (PyHKIIMOHUpA
JI0 JICHEC.

Bo nepuonor ox 2007 no 2010 roauna Ha Ip-
BUOT KaHaJI Ha MakKeIOHCKaTa Hal[MOHAJIHA Telie-
Bm3uja, MTB, exumnara ja peanusuparie eMucHja-
Ta ,,Xun Xom marasuH‘. EMucHjara ce eMUTyBa-
1Ie eTHAIIl MECEYHO BO BPEMETPACHHE O TIOJIOBHHA
yac. OCBeH NpoMolyjaTa Ha MaKeJOHCKU CIOTO-
BHU, Oea 00paboTyBaHN TeMH OJIMCKU CO XHUITXOTIOT
Ha KOH JIOTOTAlll He UM Oellle TOCBETYBaHO BHUMa-
nue. Ce 00paboTyBaa mpuiIo3M 3a reTorto, 3a Llp-
HuTe nantepu, Mankom Exc n Hamnujara Ha ucna-
MOT, c€ TMOCTaByBaa PEJOBHU PEIICH3UU HA XHII-
Xom-anoymu, Oea peaau3upaHd WHTEPBjya cO J0-
MaIllHM XUIXOM-apTUCTH UTH. buejku ronem nen
O] IPUJIO3UTE CE OJJHECYBaa Ha TEUIKH TEMH, KOH
Mo o0mJaj He Haoraa MPOCTOP HA TEICBU3UCKHOT
eTep | Mopajau eKCIUTMIUTHOCTA Ha COIpPIKHHATA,
eMucHjara BeJHam Oerre 3a0enexaHa oj1 Iie1adu-
Te, a BO HEKOJIKY HaBpaTH Oelie n3dpaHa 3a eMu-
CHja Ha MeceloT Off CTpaHa Ha YPEAHUYKHUOT THM
Ha MTB.

On 2013 mo 2015 rogmHa 4YneHOBH Ha Xuil
Xoii Makegonuja paborea Ha ,,ClnoxyBayka®, 10-
KyMEHTapell Koj He Ce 3aHMMaBalle CO UCTOpHja-
Ta Ha MaKparoT, TYKy TH MPETCTaBU 3HAYCHETO H
cMHciaTa Ha XWIxom-kynrtypara. Cero Toa Oere
HaIpaBeHO MPEKY WHTEPBjya CO JEN OJ HajIIO3HA-
TATe (BKYITHO TPHUECET W TIIeT) XHITXOI-yMCTHH-
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Y KOM COYMHYBaa €IHa LIEJIHMHA KOja ja Hapeky-
BaMe XHUMXoM. JJoKyMeHTapHHOT (QWJIM TO peasu-
3upaa ujeHoBute Ha Xuil Xoii Maxegonuja: Anex-
cangap Kosunocku, Hebojma MusocaBipeBUK U
fope Munescku. JlokymeHTapenoT Oerne mpe3eH-
THUpaH Ha TIOBEeKe PUIMCKHU (heCTUBAIH BO 3€MjaBa
(mpemuepno Ha Cinedays, a Oerie npeTcTaBeH v Ha
,,bpaka Manaku* u pyru) 1 BO CTPaHCTBO, U € J0-
OWTHUK Ha HEKOJIKY Harpajau, Mel'y KoM U Harpaja-
Ta MAH 3a Hajmobap anTepHATUBEH MTOKyMCHTA-
peH ¢um 3a 2015 roguHa.

Bo jynau 2018 ronuna Xuit Xoii Maxegoruja co
CBOUTE WJICU 3a OIIITECTBEHA OITOBOPHOCT Opra-
HU3UpAIlIe XUITXOI-HacTaH Bo 3aTBopoT Wapu3oso,
Ha KOj TOCTyBaa IOBEKEe XUIXOM-apPTUCTU KOM Ha-
CTaryBaa Ipej CeAyMIECETHHA OCYIEHH JIHLA BO
cTporo 00e30eayBaHMOT Jel Ha ycTaHoBara. Llen-
Ta Ha HACTaHOT Oellle MOTTUKHYBAkEe Ha OCYJCHU-
Te JIMIIA 32 YYECTBO BO MPOIECOT Ha PECOLjau-
3alja. 3a mpBIar BO MOCICAHNUTE TIETHACCET I'OJU-
HY Ce OpraHU3MpaIe KakoB OMJI0 KyJITypeH HaCTaH
BO 3aTBOPOT. MIHTepecoT 3a MpHCYCTBO HAa HACTa-
HOT ¥ aTMocdepara 3a BpeMe Ha HETOBOTO OAPIKY-
Bambe yKakaa Ha (DAaKTOT JieKa XUIXON-KYJATypara
€ MOKeH (pakTop Ha BiIMjaHHE Ka] PAaHIUBHUTE IPy-
M ¥ JIeKa € C¢ yIITe c1ad0 UCKOPUCTEH O JPKaB-
HUTE MHCTHTYIUU W HEBIQJUHUTE OpraHU3aIlluu
Kou ce Oopar MpOTHB KPUMHHAJIOT U HACHJICTBO-
TO Kaj COIMjajTHO 3arpO3EHHUTE CEMEjCTBAa U Hace-
JICHU MECTa.

Bo maj 2019 roguna va MHCTHTYTOT 3a Make-
JIOHCKa JIUTEpaTypa ce ojpxa TpuOwuHara ,,XwIl-
xor-kyntypa (40-romuHH  yMETHHYKH Tepdop-
MaHc)“. Ha TtpuOmHara ydecTByBaa WCTaKHATH
XMITXOTI-/ICj LI KOM MOMEHTAJIHO ce podecopu Ha
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MaKeJOHCKUTE YHUBEP3UTETH, KOU AUCKYTHPaA 3a
MOBEKE COBPEMEHHU ACIEKTH Ha XUIXOMN-KYJATypa-
Ta. Biie3ot Ha XUMXON-KyATypara BO aKaJIeMCKUTE
BOJY 3HaueIlle W MPU3HABaWkE Ha MPUIOHECOT KOj
0Baa KyJTypa ro uma JiaJIecHo BO HayKara, HO TIpejt
c¢ Ha OOMYHHUOT YOBEK Ha KOTO My MMa MMOHYIACHO
MHOIITBO OJITOBOPH 33 CUTYal[MUTE BO KOM CE€ Ha-
ora. Bo jynn 2019 roguna Oeie opraHu3upa u
MPBHOT MaKEeJOHCKU XUIIXON clieM (ecTuBain: Xui
Xoiti Maxegonuja Iloeitipu crem, Ha KOj y4eCTBY-
Baa MIIQJIM XHITXOIM-APTHCTH CO TOJIEMO HCKYCTBO
Ha MaKeIOHCKaTa XMIIXOII ClieHa. THue co cBoj mep-
(dopmanc ja pedrnexTupaa BU3MjaTa Ha OpraHU3a-
nyjara — J1a ro Mpe3eHTUpa XUIXOMOT MPEKy pas-
HOBHJHH (POPMHU Ha YMETHUYKO U3pa3yBarbe.
[oTkynrypara € o UICKITy4YUTEITHO 3HAYCHE 32
HayKkara, 1Moce0HO 3a pa3BOjOT HAa COIHOJIONIKH-
T€ U KYJATYPOJIOIIKUTE TEOPUH, OUIEJKH TO IEKOH-
CTpyHpa KOHLENTOT ,,0MIITECTBO ™ ¥ TO Pa3IoKyBa
Ha HajcutHH AenoBH (Jenks, 2005:5). Bo munaro-
TO KOHILICTITOT ,,yMETHOCT 3apajii yMETHOCT" Oeriie
OCHOBATa 3a CO3/laBambe YMETHHYKH jefna. Toa ce
nMa IIPOMEHETO BO MOJIEPHHU3MOT KajJie 0Baa JI0K-
TpHHA € HAIlyLITEeHa U 3all0YHyBaar Jla ce CO3/1aBa-
aT YMETHHUYKH JIeJIa KOU TH 33JJ0BOJTyBaaT COLMja-
HuTe norpebu Ha rparanute (Stuart, 2011:183).
XUMXOMNOT € OIITMYECH PUMEp 3a TOA — MPEKY HEro

Jluteparypa

oJlpe/ieHa IoMyJanyuja ce UACHTH(UKYBA U ja UC-
TaKkHyBa CBOjaTa pasnuuHOCT. Xuil Xoui Maxego-
HUja BO TEKOT Ha CBOETO MOCTOCH-E YKaKyBa Ha
0ECKOHEUHUTE MOXKHOCTH JIa C€ MPAKTHKyBa OBaa
KyJITypa, pan My3HKara € caMO €[IeH CEIMEHT Of
Hea. Bo mio0anHu pamku, Moxke z1a ce 3abenexu
JieKa XHUIIXOIOT BO MOCJIEAHATA ACLEHHU]ja BOOIILITO
HE HaJMKyBa Ha MOTKYJITYpa U € CBEACH Ha TPEH]
Kaj MIIaJINTe, JIeKa BPEAHOCTUTE 3a KOU ce Ooperie
BO MHUHATOTO c€ 00C3JIMYCHU U CE CTABEHU BO KOH-
TEKCT Ha Pa3HOJIMKOCTA LITO ja IIpOIarupa mocTMo-
JIEpHU3MOT, Taa IMOBEKe Ce OJHECYyBa Ha €CTETCKU-
Te (hopMH Ha Ky/ITypara, a IOMaJIKy Ha COLMjaIHa-
Ta HUIIKa BO Hea. [Ipeky rpwkara 3a moHaTaMmoI-
HHUOT Pa3B0j Ha XUIIXOIOT BO HAIIaTa JpKaBa U 1o-
mupoko, Xuit Xoit Makegonuja ja ipe3eMa OATO-
BOpPHOCTA Taa J1a Ouje NpeHeceHa Ha Mi1aiaTa Xull-
XOII-TeHepalyja Ha NpaBWICH HAuYMH. A cieaHara
reHepanyja nonaraMmy Tpeda aa npeseme HHUILHja-
THBA 32 CAMOCIIO3HABAmhETO BOOIIIITO, 38 KPUTHY-
KOTO pa3MHCIYBame€, 38 CONCTBEHUOT MHTEICKTY-
aJIeH pas3Boj M HE 3a 0ETrCTBO, TYKY 3a YUECTBO BO
IpaZiel-EToO Ha OIIITECTBEHUOT cucteM. 10 cakame
XHIIXOIIOT, TO MpaBUMeE Of JbyOOB, He 3a mapu. Toa
€ CyLITHHATa Ha 0Baa KyJITypa M CEKOj HEj3UH UJIeH
HE CMee J]a J03BOJIU T0A 13 CE CMEHHU.
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Routledge.
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Aleksandar Koviloski

Guardians of Urban Culture: Hip Hop Macedonia
(Summary)

Hip hop culture has emerged in the 1970es as culture of socially deprived groups, based on art forms and expres-
sions. Hip Hop Macedonia is organisation dedicated to preservance of original values of hip hop culture. As such,
its members developed multidisciplinary art forms and wide range of other cultural forms for “hip hop generation”,
so they can maintain the core values of the culture in this period of society transformation from modernism to post-
modernism

Key words: subculture, hip hop culture, modernism, social justice, civic activism
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I'OJIEMHUOT BU3HUC HAPEYEH XUIIXOII: ACIIEKTH
HA MY3UYKHOT TYPU3AM
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Bogen

XUIXOM-KyATypara € e/IcH COBpeMeH (heHOMEH
KOj OeJIexkH MOCTOjaH Pa3Boj BO MOCIEIHHUTE JCIe-
HHAU Ha TIo0aHO HUBO. LlenTa Ha oBOj Tpy: € na
Ce HalpaBd HCTPaXXyBame Ha OM3HUC TPUIOOMB-
KHTE O] XUITXOMOT | JIa C€ MPUKaXKe HErOBOTO €KO-
HOMCKO BJIMjaHue. 3a MOTPEOUTE HA TPYIOT, KOPHC-
TEHHU CE CEKYHIAapHU M3BOPHU Ha MOJATOIU TPEKY
KOHCYJITHpame Ha pelieBaHTHA JINTepaTypa oj 00-
JlacTa Ha XWIIXOMOT, Kako W WHTepHeToT. [Iperme-
JIOT Ha JIUTepaTrypaTta MOKaka JieKa IOCTOjaT To-
Beke aBTOPU BO MEI'YHApOJIHU paMKH KOH C€ 3aHU-
MaBaar Co Pa3IMYHUTE ACIICKTH Ha XUITXOM-KYJITY-
para u nmyOJIMKyBajie CTpy4Ha JUTeparypa oj oBaa
obmact (Price, 2006; Hess, 2008; Greene, 2008;
Stanley, 2009; Bradley, 2009; Alim et al, 2009;
Reynolds, 2011). Ucro Taka, Bo Hamara 3emja (Ko-
Bunocku u Kosuiocku, 2005; KoBunocku u Ko-
punocku, 2007; Kosunocku et al, 2008; Kosumno-
cku, 2014) nmocrojar aBropu KoM ja 00paboTyBaaT
npobJjieMaTikaTa moBp3aHa co xunxornot. Kopuc-

TEjKHM TO MHTEPHETOT, COOpaHM Ce Marepujaiu M
KHUTH MTOBP3aHU CO XHUITXOTIOT KOM CE aHaM3hpa-
HH BO TPYHOT. [ 7TaBHHOT METO[ KOj c€ KOPUCTH BO
HCTPaXXyBameTO € aHajm3a Ha coapxwuHara (Hall
& Valentin, 2005). Aranu3a Ha COAp)KUHATA € UC-
Tpa)KyBauKd METOJ KOj c€ KOPHCTH 3a CHUCTEMar-
CKa OIlcHa Ha COAp)KMHATa Ha MojaBara Koja ce uc-
Tpa)K<yBa, BO HAIIMOT CIy4a] Pa3UYHUTE acrie-
KTH Ha XUIXOIIOT, HO IJIABHO HETOBUTE EKOHOMCKH
npuA0OKBKY, KAKO M IIOBP3aHOCTA HAa XUIIXOIOT CO
TYPHU3MOT U NaTyBambaTa.

OBoj Tpyn Oemie mpe3eHTHpaH Ha TPUOMHATA
»XUIXOM-KynTypa (40 roguHu yMETHHUYKH IIep-
(hopmanc)®, opraan3upana oj ctpana Ha MHcTH-
TYTOT 3a MakeIOHCKa JITeparypa Hpu YHUBEp-
suretor ,,CB. Kupun nu Metonuj* Bo Ckorje Ha
8.5.2019 roguna.

O0jacHyBame Ha MOUMOT XMIIXOI

XUNXONoT € KylITypa Koja HacTaHasla BO Cpe-
nquHara Ha 70-Ture roguHu Ha XX BeK BO ad-
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poamepukaHckute ypOanu cpeaunu Bo Coenu-
HeTuTe AMepukaHcku [lpxkaBu. Jyxen bponkc
(Hbyjopk) ce cMeTa 3a pOAHOTO MECTO Ha XHIIXO-
MOT KaJe MapruHaJu3upaHuTe 3aeIHHULIU TPEKy
MY3HKa I'd U3pa3yBalie COLUjaTHUTE U TIOTUTHIKH-
Te MPOOJIEMH CO KOU CE COOUyBaaT BO OIIITECTBO-
to. OTKaKo ce mojaByBa Bo Ibyjopk Bo 1970-TuTe,
XHIIXOIOT MOCTENEHO C€ Pa3BUBAN U ja BKIYUy-
BaJl HE CaMO My3HUKara, TyKy LEJTHOT >KUBOTECH
CTHJI KOj KOHCTAHTHO C€ COCTUHYBAJl CO pa3iiny-
HU €JIEMCHTH Ha TEXHOJIOTHjaTa, YMETHOCTa U yp-
OaHoTo *xuBeewme. [omeM Opoj aBTOPH BO CBOWTE
Jeia MUIIYBaaT 3a Pa3IMYHUTE ACHEKTU Ha XHII-
XOI-KYJITypara Kako Hej3HHaTa MOBP3aHOCT CO pe-
nurujata (Miller, 2013). 3ronemenara ynora Ha
XHITXOIIOT BO CEKOjAHEBHUOT JKUBOT IMPHIOHECY-
Ba 332 HETOBO BOBEAYBamke KAKO HaydyHa JIHCIU-

Ha CMHCAHKUETO MOCBETEHO HA XHUITXOM-KYJITYpaTa —
The Journal for Hip Hop Studies. On Coenunern-
Te AMepukaHncku Jp>kaBu, XUIIXOM-KyATypara 3a-
MOYHAJA J1a ce MPOIIMPYBa U Ha OCTAHATHUTE KOH-
THHEHTH, HAjIpBO BO 3eMjuTe om Emporra, moroa
Aswmja, Adpuka, Apctpammja (Kato, 2007; Pardue,
2008; Helbig, 2014; Saunders, 2015; Miszczynski
& Helbig, 2017; Minestrelli, 2017; Scarparo &
Stevenson, 2018). [lenec, xXxumxom-KynTypara €
robasieH (PEeHOMEH M PEeYHCH HE MOCTOU 3eMja BO
CBETOT Kajie ITO He e 3acTtarnena. Cemnak, Hajrole-
MOTO BIIHjaHUE OJ] XUTXOM-KYITypaTa MOXe Jia ce
MOYYBCTBYBA MPEKY XHUIMXOM-My3uKaTa. [1o3HaTH-
ot xunxon-aprtuct, Krs One, uma cBoe o0jacHy-
Barbe 3a pasiuKara MoMery pamoT W XHITXOTIOT,
koe riacH: ,,Rap is something you do. Hip hop is
something you live®.

Jujarpam 1. EneMeHTH Ha XUIIXOMOT

Xumxort

v
! y { v

|

Jugej b-60j MC

Ipaduru

OcraHaTy eleMeHTH: OUTOOKC,
MOJIa, TOBOP, YIIHYHO 3HACHE,
MPETIPHEMHHIITBO. .

H3Bop: CorncTBeH NpHKa3 Ha aBTOPOT

IUTMHA HA yHUBep3uTeTHTe Bo 90-THTE TOAMHM Ha
XX Bek (Mark Anthony & Murray, 2004; Porfilio
et al, 2014; Snell & Soderman, 2014). 3Haueme-
TO Ha XHWIIXOIOT 32 aKaJeMcKara 3ae/HUIla JJOBe-
nyBa J10 hopMupame U yCIenHO (yHKIIMOHUPAHE
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XUIIXOMIOT C€ COCTOH O] UCTUPHU OCHOBHHU €CJIC-
MCHTH U TOA:

o [luitej, myuitame Ha My3MKa U CKpedyBatbe Ha
rpamodonu (Katz, 2012);
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o b-60j wm OpejkpeHC, HpeTCTaByBa CIIELN-
¢uuna popma Ha Tany (Schloss, 2009);

o MII/MC - master of ceremony, rocropap
Ha IlepeMOHMjaTa, peLUTUparbe/panyBambe
(Edwards, 2009); u

o Ipadun - npramme Ha jaBHM MOBPUIVHY, HAj-
4ecTo KopucTejku crpej u 60oja (Rahn, 2002).

HOCTOjaT U Apyru CJICMCHTHU Ha XUIXOHNOT
Kako 6I/IT6OKC, MoOJa, rOBOp, YJIMYHO 3HACHC, ITPET-
MNPUCMHHUIITBO U AP.

®a3u BO Pa3B0OjOT HA XMIIXOIOT

Xumxorn-My3uKkara Oenexu HEeKOJKy (a3u BO
CBOJOT KpaTroK WCTOPUCKH pa3Boj. [NaBHO, oBHE
(da3u Moxe J1a ce moienar Ha TPU OCHOBHH: CTa-
pa mxona (nepuon 1970-1992 roguna), HOBa KO-
na (mepuog 1992-1998 ronuna) u 61MHT-OIUHT epa
Ha XUnxoroT o 1998 ronnHa ma HaBamy.

KapakreprucTnano 3a crapara mIKoia € 3ade-
TOKOT Ha XHUIIXOIIOT, TOA C€ MPBUTE XUIIXOI ITECHH
KaJie TMPEoBJIaayBaaT TEKCTOBH CO COLIMjaJHU Te-
MaTUKH{, HACOUCHH NPOTUB IUCKPUMHUHAIUjaTa H
HeeJJHaKBOCTa. Bo 0OBOj Iepuoj, JUCKO-My3UKa-
Ta ¥ (PaHKOT OWIIC WCKIYIUTEITHO BAKHH 34 XHII-
XOIoT OMzejku ce Temenu Ha HUB. Bo mepuomor
Ha cTapata IIKoJIa Ce Haora M BPeMETO Ha TaKaHa-
pedeHara 3naTtHa epa Ha xumnxonot (1986-1992 ro-
nuHa). XHITXOTOT O]l 0Baa epa ce CMeTa 3a 3aciy-
JKCH 32 HaMallyBame Ha HACHJICTBOTO BO TeTara Kaj
AdpoameprkaHnuTe, OMACjKH yCIIeBa Aa TO HaMa-
71 U3NYKOTO HACHIICTBO MPEKY MPAKTHKYBAE HA
XHIXOT 0OpOHM BO OpEjKACHC, paIlyBambe U LPTabe
rpaduTH U Ja ja OBEAE OO M3pa3 KPeaTHBHOCTA
Ha MJIaJIUTe TOKOJIeHuja. Bo mocieHuTe roquau
Ha cTaparta IIIKoJIa ce TT0jaByBa €ACH O/l HajKOHTPO-
BEpP3HHUTE IMPABIM HA XHUITXON-MYy3HKaTa — TaHIC-

Jujarpam 2. ®a3n Bo pa3BojoT Ha XHUITXOIOT

BrmHr -6imiHT epa
1998 — no nenec

.{

Bojnara Mefy HCTOK U 3amaj

Bankanuor jyr

—>
®asu Bo
pasBOjOTHA  —p —» Hoga nixona
XUIIXOIOT 1992-1998
Crapa mKona
_>

1970 mo 1992

3naTHaTa epa Ha XUIXOIOT, O
1986 no 1992

’->

R

>

I"aarcrepcku pan

M3Bop: CorcTBeH NpuKa3 Ha aBTOPOT
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TEpCKHOT part. Bo Hero ce 300pyBa 3a ynnyHu 6aH-
I, CEKC, IpOora U HaCWJICTBO M MOTEeKHYyBa oz Jloc
Amnnenec. ['aHTCTEPCKHOT part To ONMHIIYBa KHUBO-
TOT Ha YJMIA CO CHTE CBOM HETaTUBHH OCOOMHH,
KakKo: TMPOCTUTYIIM]ja, MPeCMeTKa Ha OaHIU, Mpo-
nmaxo0a Ha npora, opyXkje, youcTsa, KpuMHUHAJ, Ha-
cuiictBo U ap. [lokpaj oOunor na ce neHsypupaar
OBHE TEKCTOBH IIPEKy 0J0uBame Ha Npojaxkda Ha
anOyMH CO TaHTCTEPCKHU pall Oj CTpaHa Ha HEKOH
MY3HYKHU MPOJABHUIIM, OBOj TPABEIl Ha XHUITXOIOT
e TomyJapeH u npudareH off CTpaHa Ha IMyOJIHKaTa.

HoBara mkosia Ha XMIIXONOT € NEPUOAOT Of
1992 no 1998 ronuna. OBoj mepuos € KapakTepuc-
THYEH CO BOjHATa Mery XMIIXOM-apTHCTUTE Of 3a-
NaJHUOT U UCTOUYHHOT Oper. Bo 0Boj mepuoz yecto
Joara 710 BepOasHO ¥ (PU3UYKO COOUYBahe U KOH-
¢poHTanMM Mery pamepure oJf UCTOYHHOT W 3a-
naganoT Oper. HajronmemMuoT KOHMIUKT Mery XuT-
XOM-apTHCTH Ol UCTOKOT U 3aIlafIoT, € OHOj OMery
2 Pac u The Notorious B.I.G., mto pesynarupain co
CMpTTa Ha JiBajiiara apTuct Bo 1996 u 1997 ronu-
Ha. Kako pesynrar Ha BOjyBameTO Ha XUIIXOM-ap-
TUCTUTE OJf MCTOYHHOT M 3alaJHUOT Oper, reo-
rpadcku ce mojaByBaar rosieM Opoj HOBH apTHUCTH
KOM 3all0YHYBAaaT /1a rO MPE3CHTHPAAT jy>KHHOT JIeJ
Ha Coennnernte Amepukancku Jpxasu. OBue ap-
TUCTH Cakaar Jia ce pasJMKyBaar of crieluGuaHu-
OT 3BYK Ha UCTOYHATA W 3allaJiHara CTpaHa, na Io-
paznu Toa co3/aBaaTr COICTBEHA My3HUKa IPOAYK-
I1ja CO YHUKATEH 3BYK KOj € KapaKTepHCTHYECH 32
JY’)KHHOT Jiel Ha 3eMjara.

BauHr-6nuHr epara Ha XHITXOIMOT € MEPHOJOT
on 1998 roquna 1o nenec. Opaa (haza Ha XUITXOTIOT
Ce KapakTepu3mpa cO KOMepIljaau3annja Ha My-
3uKaTa. XUIXOIOT Of] CTapara U HOBaTa ILIKoJa Cce
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TEMeJM Ha KPEeaTUBHOCTA, CTHJIOT Ha U3pa3yBame,
My3UKaTa U puMHTe. BIIMHT-0IUHT epata ce 3acHO-
Ba Ha JIPYI'M BPEAHOCTH KaKo Mapw, 371aTo, CKaIu
aBTOMOOWIIH, MOK H JIYKCY3.

Bu3Huc-acnekTH Ha XUIIXONOT

XHWITXOTIOT MPETCTaByBa rojeM OW3HHC, a OBOj
(axT MOXeMe /1a TO MOTKPEMUME CO CTAaTUCTUUKH-
Te MOKa3aTenu 3a 3apaboTKara Ha XWUIXOI-apTu-
cture. [Tokpaj 3apaboTkara o1 My3uuKara HHIYC-
Tpuja (mpojakda Ha My3HKa, KOHIIEPTH, TYPHEH H
Ip.), XUIXOI-apTUCTUTE OCTBAPyBaaT roJIEeMH IpU-
XOJIY OJ1 CIIOH30PCTBA, PEKJIAMH Ha Pa3IMYHU Ipe-
XpaHOCHH TPOM3BOIHM, BHUICOUIPH, aBTOMOOHIIH,
cnopr, puiamMcka mpoxyKiuja u p. XUmxomnoT Kako
KyJITypa UMa ¥ CBOj clieliupuyeH HauuH Ha oOJie-
KyBame, Mojia 1 MofgHu noxaronu (Romero, 2012).

Ta6ena 1. BorarcTBOTO Ha BPBHUTE €T XMUIIXOI-
aptucty Bo 2019 roguHa

Pep.6p. | Xunxon-apTucr Munuonn YCII
l.|Jay Z 1.000
2.|Dr. Dre 800
3.| Pufty Diddy 740
4. | Kanye West 240
5.|Drake 150

NsBop: O’Malley Greenburg, Z. (2019) Hip-Hop’s Next
Billionaires: Richest Rappers 2019

Op tabenara 1, Moxke na ce 3a0esiexxu gexa 0o-
raTCcTBOTO Ha Merte xumxon-aptuctu Bo 2019 ro-
nuHa u3HecyBano 2.930 MUIMOHM aMEpPUKAHCKU
noiapu. Xumnxom-aptuctoT Llej 3u crana npsu-
OT MPETCTaBHUK Ha XHITXOI-MY3HKaTa KOj CO3/al
OorarcTBO O eIHa MHIHMjaplla aMEPUKAHCKU JI0-
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nmapu. VIHTepeceH e MOoAaToKOT JieKa HajooraTnuTe
xunxomn-aptucty Llej 3u, a-p Hpe u [lap Henu ce
MPETCTaBHUIIM HA CcTapara IIKoJa Ha XUI XOIOT,
Kanje Becrt e on HOBata mikoia, a Jlpejk e mper-
CTAaBHUK Ha OJMHT-OJIMHT epaTa BO XHITXOIIOT.

Xunxon 1 My3u4KH Typu3am

TypusmoT mpeTcTaByBa TOKa3aren 3a HHUBO-
TO Ha Pa3BOj Ha HalllaTa [MBHJIM3ALHMja, 38 HEKOH
nyfe € HauuH 3a MOAWTake Ha KYJITYPHOTO HHBO
1 0OHOBYBam-C Ha 3/IpaBjeTo WK 3a0aBa, 3a JIpy-
TH MOKHOCT 3a 3apaboTka, HO Tpeba aa ce yKaxke
JieKa TypU3MOT € €/THa O U3BOHPEIHNUTE MMPUKA3HU
3a ycriex Ha JeHemHoTo BpeMe. Criopes moaaro-
uute o CBeTcKkaTa TypUCTHYKaA OpraHu3aluja mpH
Oo6enunerute Hatmu (UNWTO, 2019), noarama-
Ta Ha Typuctu Bo 2018 rogmHa Ha MeryHapOIHO
HHBO ja mocTurHane Opojkara on 1.400 MumnoHwM.
Typuctuukara norpomyBayka uzHecyBana 1.700
MUJIMjapil aMEPUKAHCKH JIOJIAPH, a TypUCTHUKa-
Ta UHAyCTpHja yuecTByBa co 10 % Bo T100aTHHOT
OpyTo-nomaiieH npoussol. Cekoj aeceTT Bpado-
TEH YOBEK BO CBETOT € BpaOOTEH BO OBOj CEKTOP.

My3ukara € BO MpUpPOJIHA BPCKA CO TYPHU3MOT
KaKo arpakija, Kako oOenexje Ha KHUBOTHHOT
CTHJI M CTaTycoT Ha TYPUCTUTE M KAaKO Ba)KEH MO-
TUB 3a naryBame (Jafari, 2000). Bo cBojara ocHo-
Ba, My3UYKHUTE HACTAHU U MaHH(ECTAIMU TO TIPH-
BJIEKyBaaT BHUIMAaHMETO HA TYPUCTUTE W HHUIUPA-
aT 1moceTa, OJf MO3HATUTE JIETHU MY3H4YKH (hecTu-
Banu Bo EBpona no yes-nacranute Bo CAJl wnun
My3HUYKUTE KapHeBanu Bo Jlarnacka Amepuka. Co
mporecoT Ha miobanu3anuja, My3ukara He OcTa-
HyBa BO MecTara KaJie IITO € CO3/1aJeHa, TyKy 3a-
MTOYHYBA JIa C€ MIMPH BO CBETCKH PaMKH M CTaHy-

Ba MelyHapoJHO npu3Har eHomeH. Taka Ha npH-
Mep, TYPUCTHTE IPH MOCETa Ha HEKOja JeCTHHa-
Mja O4YeKyBaaT caMara My3HKa Jia TIpUI0Hece BO
300raryBameT0 Ha HUBHOTO HUCKYCTBO U TPECTO],
KaKo BaJIepoT Bo Buena, 1ie30T Bo by Oprneanc
win pymbOara Bo Kyba. Jlectunanuure ro mnperno-
3HaBaaT EKOHOMCKOTO 3HAa4eH-¢ Ha TYPU3MOT U 3a-
MOYHYBaaT J1a ce TMOMyJIapu3upaaT MpeKy MpoMo-
TUBHHM KaMIamd, Kako MTO € npumepor co Jlu-
BEpIyJl — rpafoT Ha bumicure. My3U4KHOT TypH-
3aM IPETCTaByBa aTyBamkE HAIBOP O CBOETO IIO-
CTOjaHO MECTO Ha )KHBECHE, KajJe NPUMapeH Mo-
TUB Ha TyPUCTHUTE € [T0CETa Ha MECTa WM HACTaHH
NOBp3aHH co My3uKaTa. Ho Toa He 3Hauu iexa My-
3MYKUOT TypH3aM He TH orndaka u CUTEe OHUE JIO-
HOJTHUTEJHU AKTUBHOCTHU KOM TH IpaBaT TypUCTH-
T€ Kora ce Ha OJJMOP WJIM IIaTyBame, a Ce OBP3aHU
CO MY3MKaTa Kako CEeKyHJapeH MOTUB. My3HUKH-
OT TypHU3aM HeE OIICTOjyBa caM, TOj C€ Haora BO -
PEKTHa BpcKa co JiejHoCTH of cepara Ha 3abaBa
(cTyauja 3a CHUMambe, TEJICBU3Mja M PAKO), Yroc-
THATEJCTBO (00jEKTH 3a MCXpaHa W CMECTyBambe),
MEHALIMEHT Ha HACTaHH, IPABHU YCIIyTH, OCUTYPY-
Bambe, TYPUCTUUKU areHIMH, TPAHCIIOPT U UHPpa-
CTpYKTypa 00e30e/ieHa Off CTpaHa Ha Pa3IHYHUTE
HUBOA Ha apkasara (Gibson & Connell, 2005).
ExoHOMCKAaTa KOPHUCT ¥ IPUIOHECOT Ha My3HU-
KHOT TypH3aM BO €BPOIICKHUTE 3e€MjH CE aHAJIU3H-
paHu co cepuoseH mnpuctan. ExHo ucTpaxyBame
cnposezieHo Bo Benuka Bpurtanuja, Hu M naBa
caenuure noxaronn 3a 2016 roguna (UK Music,
2017): BKyHnHM JUPEKTHU M WHAMPEKTHH TMPHUXO-
I OCTBAPEHH OJ] My3WYKHOT TypH3aM HM3HECYyBa-
ar 4 munujapau GyHTH; 2,5 Munmujapau QyHTH ce
JUPEKTHU TNPUXOAU O MY3HUKHOT Typusam; 12,5
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MUJIHOHU MY3WUYKH TYpUCTH; 656 MWIMoHH (yH-
TH TIOTPOLLICHU 3a OWJICTH O CTpaHa Ha My3HUYKHU-
T€ TYPHUCTH; MY3UYKHOT TypuU3aM JUPEKTHO OJp-
)KyBan 47.445 pabotHu Mecra. [IporHosure 3a my-
3WYKHOT Typu3aM Bo Benmka Bpuranuja ce mo3u-
THBHH, C€ OYEKyBa ITOTOJIEM Pa3BOj W IPOMOIIHja
0]l CTpaHa Ha My3WYKHOT OM3HHC U TYPUCTHUKHUTE
areHIMy, a ce CMeTa JeKa My3HUYKHOT TypHu3aM Ke
npuaoHece 3a Mono0pyBame Ha UIMUIOT Ha Benu-
ka bpuranuja Bo CTpaHCTBO M MPOMOIIHja HA MJla-
JIM apTUCTH KOW JIOTIPBa Ke ja 0CBOjyBaar ImyOuu-
kara Bo cBeToT. On oBue mpwunHU, Bennka bpu-
TaHWja CTpaTelmKu pabdOTH Ha TOAOOpyBame Ha
CBOjaTa MH(PPACTPYKTypa 3a Jla MOXKE Ja U3JIe3€ BO
npecpeT Ha MOTPeOHUTEe Ha My3UUKHOT TYPU3aM.
AKTHUBHOCTHTE IITO MOXKAT Ja TY Mpe3eMar Ty-
pHCTUTE KaKO MPUMAapPEH MOTUB IIPHU CBOETO TIATy-
BambC MJIM KaKO CEKyHIapeH MOTHB 3a BpeMe Ha O]1-
MOp, a KOM ' CMETaMe 3a My3HUYKU TypH3aM, Bp3
OCHOBA Ha MOBEKE KPUTEPUYMH CE CIETHUTE:

o Ilocera Ha pasHM BUJOBU MY3UYKI KOHL[EPTI;

 Y4ecTBO BO CO3/laBame pasHy BUOBY MY31Ka;

o IIpecroj mopaay nsydyBarme Ha TPaAMUIMOHATI-
Ha MY31Ka;

o Ilocera Ha My3m4Ky MaHM(ECTALNN U MY3Ud-
K1 pecTuBany;

o Ilocera Ha TYpUCTMYKM [JeCTMHALMM IIOBp3a-
HI CO BXHM MY3MYKM HacCTaHM Of, MCTOpHja-
Ta;

o Ilocera Ha MecTa CO MCTOPMCKO 3Hauyerme 3a
MYSUYKM aPTUCTU Y MYSUYKU IIPABLI; U

o Y4ecTBO BO MY3UMYKU TYpPU U MY3UYKM pasITIe]]
Ha JIeCTVHALINMA.
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Mys3ukara ce Haora BO CHHEPIHja CO TYPU3MOT,
a mpuMep 3a Toa € My3W4KHOT Typu3am. [loHyna ox
TYPUCTUYKHUTE arcHIMU M OpraHu3UpaHUTE apaH-
’KMaHU 32 KOHIIEPTH Ha TIO3HATH MYy3WYapu Kako
Jlenn Kpaswu, bujonce, bjeno nyrme, Jlejau 'ara
U 1Ip., C€ CaMo JIeN Ol CHHEprHjaTa Ha My3HKaTa co
Typu3MoT. Opranuzanujara Ha pa3lInyHd TypHU CO
TYPUCTUYKH BOIMYU BO ACCTUHALIMUTE, UCTO TaKa
MpeTcTaByBaar opMa Ha My3WYKH TypH3aM, Kako
LITO C€ MPUMEP TYyPHUTE IIOBP3aHU CO XUIIXOIIOT BO
Byjopk (hushtours.com).

Baujanuero mro ro ¥Maar XUIXOH-apTHUCTU-
T€ BpP3 TypU3MOT MOXKEME Ja IO Corliefame mpe-
Ky npumepoT Ha My3ejoT JlyBp. Umeno, aptuctu-
te [lej 3u u bujonce Bo 2018 rogmHa mpexy cBoeTo
MY3HYKO BHIIEO 3a MecHara ,,Apeshit”, koe e cHU-
MEHO BO My3ejoT JlyBp, ycmease aa ro 3rojemMar
OpOjOT Ha TOCETUTENN BO MY3€jOT NMPEKYy HEroBa-
Ta nonynapusanuja. OduiujarHuTe NOAATOIH HO-
Ka)kKyBaar Jieka oBoj My3ej Bo 2018 roauna Gerne-
KU TIOTOJIeMa TIoceTeHocT 3a 25 % Bo cmopenda
co 2017 romwHa, OTHOCHO MY3€jOT OWIJI ITOCeTeH
on crpana Ha 10,2 munmonu nocerurenu (Taylor,
2019).

TypHeute ce UCTO Taka BayKEH el Ol My3Hd-
KHOT TypHu3aM OuJiejku rojieM Opoj TYPUCTHU ce pe-
1aBaar Jia maTyBaar co OCHOBEH MOTHB — IOCETa
Ha My3UYK{ KOHLEPT.

Ta6ena 2. Hajronemute My3auuku TypHen
BO 2018 roguHa

Pen. | Mysuyap Oppxxann Munnonn
6p. KOHLepTH yC[
1.| Ed Sheeran 929 429.491.502

2. | Taylor Swift 48 315.186.362




CONTEXT / KOHTEKCT 20, 2019

3.|Beyoncé & 48 253.514.983
Jay-Z

4. | Bruno Mars 110 237770 168

5.|Pink 88 180 402 074

6.|Justin Tim- 76 149 277 272
berlake

7.102 55 119 203 900

8.| The Rolling 14 117 844 618
Stones

9. |Kenny 42 114 333 176
Chesney

10. | Journey & 60 97 095 894

Def Leppard

MsBop: Mclntyre, H. (2018) These Are The 10 High-
est-Grossing Tours of 2018.

Criopen cnpoBeieHUTE HUCTpPa)XKyBama, CBET-
CKUTE CTaTUCTHKM IIOKa)KyBaaT [€Ka BO MOMEH-
TOB HAjIpPOAABAHMOT MY3HYKU CTHJ € XHIIXOIOT
co 38 % mponax0a, MoToa cieayBa POK-My3HKa-
ta co 20 %, a moHataMy ciiefaT APYruTe My3UdKU
npasuu. Cenak, mogarouute ox Wall Street Journal
(Mclntyre, 2018), xou ce omHecyBaaT Ha OJpiKa-
HUTE KOHIEPTH U TypHeu (mpercraByBaar 80 %
07l TIPUXOOUTE HA MY3UUKHUTE APTUCTH) MOKAXKY-
BaaT JeKa XUIXON-apTUCTUTE BO CBETCKH pPaM-
KM ydecTByBaar co 11 % Bo TypHewute, 3a pas3nu-
Ka 0]l pOK-My3HKaTa Koja yuecTByBa co 55 %. Bo
tort 100 cBeTCKHM TypHeH (OCTBApEHU MPUXOIHN OJ
TIeT MIJTAjapau aMepUKaHCcKu qoiapu Bo 2017 ro-
nuHa), BO npute 10, 01 XUNXON-apTUCTUTE CE 3a-
crarienu camo bujonce, [lej 3u u bpyro Mapc.

3akiay4ox

XUNX0N-My3HKaTa Kako JieJ 0] XUIIXOI-KYITy-
para Bo MOCJEeIHUTE TPU JIELCHUHU OEJIekKH ce TOo-
rosieMa IomyJIapHOCT BO CBETCKU paMKu. Llenra Ha
OBOj TPYZ € Jia ce HAalpaBU UCTPAKyBambe HA OH3-
HUC-IIPUIOOMBKUTE Ol XUIIXOIOT U J1a C€ IPUKaKe
HETOBOTO €KOHOMCKO BiHjaHHe. BO TOj KOHTEKCT,
orndareHa € CHHEprujara Ha XUIXOoIoT U TYPH3MOT.
3a moTpeduTe Ha TPYNOT, KOPUCTEHHU CE CEKYHAAP-
HU U3BOPH Ha MOJATOIM MPEKy KOHCYNTHpame Ha
[OCTOjHATa JIMTepaTypa of 00acTa Ha XUIIXOIIOT,
Kako U uHTepHeToT. Ilperenor Ha nureparypara
MOKaXka JIeKa II0CTojaT MOBEKe aBTOpU BO MelyHa-
POAHU paMKH KoM MyONMKyBajie CTpy4YHa JHUTepa-
Typa MOBp3aHa CO Pa3IMYHUTE aCMEKTH Ha XHII-
XON-KyJITypara.

PeneBaHTHUTE CBETCKH CTATUCTUKU TOKaXY-
Baar /ieKa HajIpOJaBaHUOT MY3UYKHU CTHUJI BO MO-
MEHTOB € Xunxomnor co 38 % mpomaxbda, moroa
cienyBa pok-mysukara co 20 %, a moHatamy ce
Opyrute My3udku npasuu. OJ apyra cTpaHa, Kora
CTaHyBa 300p 32 TYpHEUTE, XUIIXOM-apPTUCTUTE BO
CBETCKHM paMKu ydectByBaar co 11 %, 3a pazmmka
0]l pOK-My3HKara Koja yuecTtByBa co 55 %. borar-
CTBOTO Ha BPBHUTE IET XUMNXOM-apTHCcTU BO 2019
roguHa u3HecyBajgo 2.930 MUIMOHM aMepUKaH-
CKH JioNapH, a Xxunxom-apTuctoT Llej 3u e mpuot
NPETCTaBHUK Ha XUIIXOI-MY3HKaTa Koj co3aai 0o-
raTcTBO O]l €Ha MUJIMjapa aMEPUKaHCKHU J10JIapy.
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Dejan Metodijeski

The Big Business Called Hip Hop: Aspects of Music Tourism
(Summary)

Hip hop music as part of hip hop culture has been gaining popularity worldwide over the last three decades. The
purpose of this paper is to gain a better perspective and understanding of the business benefits of hip hop and to
show its economic impact. In this context, the synergy of hip hop and tourism is covered. For the purpose of this
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paper, secondary data sources have been used by consulting existing literature in the field of hip hop, as well as the
Internet. A review of the literature has shown that there are many authors on international level who have published
professional literature concerning various aspects of hip hop culture.

Relevant statistics show that at the moment, at worldwide level the best-selling music genre is hip hop with 38% of
sales, followed by rock music with 20%, and the rest are other music genres. On the other hand, when it comes to
concert tours, hip-hop artists account for 11% of world concert tours, compared to 55% for rock music. The wealth
of the top five hip hop artists in 2019 was $ 2.930 million, and hip hop artist Jay Z is the first hip hop artist to create
a billion-dollar fortune.

Key words: hip hop, business, music, concert tours, tourism
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Comparative Literature in Europe: Challeng-
es and Perspectives is a wide-range collection of
inventive and instructive readings of texts by fif-
teen European scholars in comparative litera-
ture: César Dominguez, Angela Fernandes, Bri-
gitte Le Juez, Nikol Dziub, Harri Veivo, Michelle
Delville, Jeanne Glesener, Sandra Vlasta, Thom-
as Hunkeler, Mihaela Ursa, Katre Talviste, Ausra
Jurgutiené, Robert Gafrik, Sonja Stojmenska-Elz-
eser, and Ewa Lukaszyk. In addition to these es-
says, there are two introductory texts, a “Theoreti-
cal Introduction” by Frédérique Toudoire-Surlapi-
erre, and a “Practical Introduction” by Nikol Dzi-
ub. These readings are organized into a set by way
of the theoretical position of the comparative prin-

ciple (“surveying the way [comparative scholars]
compare in Europe” by highlighting Paul Ricceur’s
‘generic kinships between heterogeneous ideas’),
and are divided into four sections entitled “Com-
parative Literature and Decoloniality”, “Compara-
tive Literature and Cross-Cultural studies”, “Prox-
imity and Distance: Comparative Literature and
Translation”, and “Comparative Practices and Per-
spectives.”

According to Frédérique Toudoire-Surlapi-
erre’s text, “comparison is an existential project”
that implies interaction and conceiving “each oth-
er”, and “depends on the context, the space, the pe-
riod” (2-3). Thus, comparison “inscribes the sub-
ject in synchrony and in diachrony” and is “both
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syntagmatic and paradigmatic” (3). By placing
great emphasis on usually “invisible” countries,
the contributors view comparative literature as a
mechanism for exploring and analyzing cultural
differences and connections. According to Nikol
Dzuib, this book is envisaged as a “’peripherally
centred’ panorama of European comparative liter-
ature, its methods, its topics, its challenges, its per-
spectives” (15). This book is unique both in Europe
and in the USA as it brings together researchers
from Austria, Belgium, Estonia, Finland, France,
Ireland, Lithuania, Luxembourg, Macedonia, Po-
land, Portugal, Romania, Slovakia, Spain, Swit-
zerland, and Ukraine. The essays of this collection
show how comparative literature creates cross-bor-
der connections and communities, and produces
new ways of thinking in the countries where these
invited researchers come from. The essays of this
book also trace the complexities of ideological is-
sues: “Westernism and Europeanism are key con-
cepts in the book”, explains Dziub (17).

Four essays in Part I, “Comparative Litera-
ture and Decoloniality,” address the ways in which
comparative literature problematize the communi-
cation between “the centre” and “the periphery”
in the literary landscapes of Spain, Portugal, Ire-
land, and Ukraine. César Dominguez’s “Compar-
ative Literature and New Hispanisms” explores
the role of comparative literature in current dis-
cussions on Hispanism. Considering Hispanism
both as a discipline and a language-based ideology
(29), Dominguez explains that Hispanism has been
viewed as a discipline and ideology based upon a
linguistic culture of monoglossia (Spanish-Castil-
ian) (31). However, as an attempt of solving the
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crisis of Hispanism, Dominguez also suggests that
the new Hispanism needs to be multilingual and
“new” methods need to be taken into consider-
ation, such as “literary geography, cultural studies
and reception studies” (35). He advocates the need
of comparative literature within the new Hispan-
ism as a further step in “understanding of Span-
ish-Castilian literature no longer as a national lan-
guage (Spanish), but as a plurinational language,
both across the countries that share Spanish-Cas-
tilian, in which the latter is in contact with other
languages, and across the Spanish state, in which
Basque, Catalan and Galician (...) are Spanish lan-
guages on an equal footing with Spanish-Castil-
ian” (36). Dominguez proposes “a heteroglossic
redefinition of Hispanism, no longer restricted to
Peninsularism and Latinamericanism” (ibidem) in
which Spanish comparative literature would be “a
subfield of research in its own right and (...) a test-
ing ground for other comparative heteroglossic ap-
proaches to multilingualism and cultural diversity
in Europe” (37).

Angela Fernandes too offers a critical com-
mentary of the Iberian and Atlantic perspectives by
sketching a brief history and an overview of the
current state of comparative studies in Portugal. In
“Comparative Studies in Portugal: The Iberian and
the Atlantic Perspectives,” she focuses on map-
ping particular points in the coherent development
of Portuguese comparative studies, from Fidelino
de Figueirido’s 1935 essay Pyrene. A Perspective
Towards an Introduction to the Comparative His-
tory of Portuguese and Spanish Literatures to the
most recent research units within the scholarly as-
sociation, APLC (Portuguese Comparative Liter-
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ature Association), and the research centres with-
in the Universities of Lisbon and Porto. According
to Fernandes, these centres have played an “instru-
mental” role in the institutionalization of the field
of comparative literature as an academic discipline
in Portugal (42). Drawing on the “relevant and il-
luminating” guidelines put forward by Fidelino de
Figueiro in Pyrene, Fernandes too argues that Por-
tuguese literature, within the “closer Iberian and
European context and the broader Atlantic scope,”
continue to be “an intersection of influences” and
it “might be better understood through a compara-
tive perspective” (49).

The chapter by Brigitte Le Juez, “Teaching and
Researching Comparative Literature in a Postcolo-
nial and Bilingual Context: The Case of Ireland,”
explores the state of comparative studies in Ireland
by providing historical, postcolonial and bilingual
contexts. Le Juez explains that the academic disci-
pline of comparative literature was formally intro-
duced much later in Ireland (2004) as compared to
other European countries due to the “weight of his-
tory” and “its double identity” (52). She also ar-
gues how the Irish comparative methodology is
different from that used in the United Kingdom
due to linguistic, historical, and political circum-
stances. The Irish comparative literary studies gen-
erally focus on foreign cultures (55) and “rarely
bring comparisons between English and Irish au-
thors” due to the language problem and ideologi-
cal issues (60). Therefore, Le Juez proposes going
back to the origins of comparative literature, and
instead of “academic limitations within one coun-
try” (66), she hopes for adopting a cosmopolitan
attitude in addressing “national questions in light

of one-another, equally welcoming regional and
world literatures” (65).

Part 1 closes with Nikol Dziub’s chapter,
“Comparative Literature in Ukraine: Brotherhood
and Periphery.” Dziub reads Ukrainian postcolo-
nial comparatisms as a “laboratory of literary the-
ory”, whose development depends on the ideologi-
cal and political context rather than on the cultural
circumstances. She traces the origins of Ukrainian
comparatism in its opposing relation to Russian
imperialism, the political and linguistic opposi-
tion being always that between the periphery and
the centre (70). She gives a detailed overview of
the most prominent Ukrainian comparative schol-
ars from the period of “the national renaissance”,
to those who wrote during the Soviet era, which
led to the development of imagological approach,
and finally to the comparative literary studies of
today that adopt an intermedial approach. She also
posits that, despite being “practised as an antidote
to Russian imperialist discourse,” (75) Ukrainian
comparative scholarship has developed a postcolo-
nial approach by promoting “a polycentric system”
(76) in the attempt to “depoliticise their discipline
and to develop an ‘objective’ approach to literary
contacts and exchanges.”

The common tread in Part 2, “Comparative Lit-
erature and Cross-Cultural Studies,” is the critics’
interest in the development of cross-cultural stud-
ies. Harri Veivo traces these elements of intersec-
tions between the academic literary studies in Fin-
land and the European literary tradition. His chap-
ter, “Comparing in Finland: A Method in a Moving
Field,” argues that in studying Finish writers and
works, scholars transcend their national literature
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by using international theoretical approaches and
methods. He points out the fact that “the literature
of Finland has always been written in two nation-
al languages, Finish and Swedish”, and that from
the very beginning this division “between the for-
eign and the own, and between the varying forms
of own, has been porous” (91). In this context, he
further argues that the cultural field of small na-
tions “is never stable, bur always moving” by sug-
gesting that comparative “appropriation”, “rese-
mantisation”, and “adaptation” are necessary sur-
vival mechanisms for “creation”.

Michel Delville, in “Belgian Comparatism at
the Crossroads,” reflects on Belgium as the “com-
parative space par excellence by virtue of its his-
torical and institutionally sanctioned multilingual-
ism and multiculturalism”, despite the fact that “it
cannot be credited with having produced a specif-
ic ‘school’ of comparative studies” (95). He argues
that Belgian scholars have begun to deplore the
generally accepted impression that there is a dis-
regard for the “inter-Belgian” traditions and influ-
ences (97). Delville shows that over the past two
decades there have been examples of substantial
research on “the Belgian reception and reappro-
priation of such avant-garde movements as Futur-
ism, Expressionism, Dada and Surrealism” (97).
However, much more needs to be done in terms of
studying and promoting Belgian literature and art
through comparative research. He urges for a redef-
inition of comparative literature and calls attention
to “whoever cares” to push “comparative literature
and poetics towards goals and methods” which will
“clearly involve (...) something more than com-
paring two great German poets, and something dif-
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ferent from a Chinese studying French literature or
a Russian studying Italian literature” (101).

The chapter by Jeanne Glesener, “Compari-
son in a Cross-Cultural Context: An Overview of
Comparatism in Luxembourg,” explores the state
and history of comparatism in Europe. Glesener re-
flects on Luxembourg as a single trilingual com-
munity with two official languages, French and
German, and one national language, Luxembour-
gish (103). In addition to this multilingual frame-
work, Luxembourg is a home to a great number of
citizens with a migrant background “who add Ital-
ian, Portuguese and Slavic languages to their lin-
guistic repertoire” (ibidem). In spite of this multi-
lingual and multicultural landscape, Glesener ad-
mits that there is a lack of institutionalization of
comparative literature as an academic discipline.
And this delayed development is partly due to the
university structure (“University of Luxembourg
in its current form only dates from 2003, 104).
Yet, she agrees with the Dutch comparatist Geert
Lernout that ‘it is difficult if not impossible to read
the national literature without reference to its wider
international artistic context, and writers in small
countries themselves very often define their own
poetics in terms of foreign influences’ (cf. Lern-
out 2014, 417). Glesener observes that the refer-
ence to the Other is paradigmatic in Luxembourg
literature (110). References to the Other manifest
themselves via “orientation and influence in ana-
lysing historiography” and by entailing “compar-
atist reflection regarding method” (111). She takes
note of the positivist strand of the French compara-
tist tradition in the development of comparative re-
search in the 1950s. Another pillar of comparatist
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research are the studies on Francophone Luxem-
bourg literature and the influence of German au-
thors on German-language Luxembourgish authors
(ibidem). Glesener touches on the issue of centres
and peripheries, of “small/minor and major liter-
atures” by urging scholars to “engage actively in
theoretical discussion” and to distance themselves
“from the historic and aesthetic normativity of the
centres [in order to] to underline the fact that small/
minor literatures may have concerns, particulari-
ties and dynamics that are not those of the centres
and that therefore cannot be apprehended by their
normative models only” (113). Glesener suggests
that by “adopting a more socio-literary approach,
current research is attempting to compare Luxem-
bourg literature with structurally and typologically
similar situations (...) with which it does not nec-
essarily have any direct contact”, but at the same
time this “new angle of approach” may serve as a
contribution to comparative studies of small litera-
tures in Europe (113-114).

Sandra Vlasta, in “Comparative Literature in
Austria: Between Socio-Literary Approaches and
Literary Theory,” investigates the emergence of
institutionalised comparative literature in Austria,
the comparison as a critical approach in the Austri-
an context, and the international positioning, net-
works, collaborations, spaces and modes of expres-
sion. She detects that the Viennese department is
more oriented towards the socio-literary approach-
es and the Romance literatures, whereas Innsbruck
has traditionally been in favour of literary theory
and the Slavic literatures (118). However, accord-
ing to Vlasta, these two departments along with the
degree courses in Salzburg and Graz are also in-

terested in contemporary art, intermedial and cul-
tural studies, digital and cyber literature, hypertext
and any contemporary form of literary art. As for
comparative literature, Vlasta points out that these
departments underline the transnational aspect of
the discipline: “the stress is less on the compari-
son than on correlating issues with each other or
analysing relations and the question of transfer”
(123). The concept of “comparison” or “compara-
tive”, writes Vlasta, “is defined broadly in the Aus-
trian context and (...) with reference to a tradition-
al understanding of the discipline (reading in orig-
inal languages, relations between national litera-
tures)” (125).

In the final chapter of this section, Thomas
Hunkeler expands our notions of the situation of
comparative literature in Switzerland. As suggest-
ed by the title, “Switzerland, the Ideal Republic of
Comparative Literature?”, Hunkeler questions the
general assumption that Switzerland (as seen from
abroad) with its multilingual and multinational
landscape is a comparatist heaven. As president of
the Society of Comparative Literature in Switzer-
land, Hunkeler openly talks about the current state
of Swiss comparative literature and admits that it is
difficult to speak about it in terms of structured dis-
cipline or as an academic subfield (132). He argues
that comparative literature “is shattered not only
in a French, a German and several Anglo-Saxon
versions, but also in at least as many languages in
which to practise”. He defines it as “omniabsent”,
both present and absent: “it is everywhere and no-
where at the same time” (ibidem). Since Swiss uni-
versities depend on the cantons, and much less on
the national funding, and each canton speaks either
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German or French or Italian or all three languag-
es (in addition to English), the practise of com-
parative literature is either in French according to
French tradition, or in German according to Ger-
man tradition, or in English according to different
Anglo-Saxon traditions (133). “The ideal scholar
in comparative literature,” he writes “is of course
multilingual.” However, since “reading in trans-
lation is being thought of mostly as a sin” (134),
Swiss comparative literature has turned towards
literary theory, “thus transforming itself into ‘com-
parative and general literature’ in most of the uni-
versities or into ‘cultural studies’ (ibidem). As a
professor of French literature and as someone who
also teaches and practises comparative literature,
Hunkeler does not consider himself a comparatist
per se, but he is “convinced that comparative lit-
erature is — or should be — unavoidable in the con-
text of today’s academic field, but also in consid-
eration of today’s literary production” (135). Hun-
keler concludes that, even though the situation of
today’s comparative literature in Switzerland is
more or less “ambivalent” and “contradictory”,
“comparative literature is the place in which we
learn, through comparison, to intellectually prof-
it not only from the differences between languag-
es, literatures and cultures, but also — and maybe
most of all — from all the obstacles that arise when
we compare different literatures. Comparative lit-
erature might well be the school in which we learn
to deal with these obstacles.” (137).

Three different takes on comparative literature
and translation are tackled in Part 3, “Proximity
and Distance: Comparative Literature and Trans-
lation”, in that they cover experiences from three
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countries, Romania, Estonia and Lithuania. Mihae-
la Ursa’s chapter, “National Literature Gone Com-
parative: Mobility Challenges in Romanian Stud-
ies,” explores how comparative literature “opened
up the literary field to the international, cosmo-
politan view” and how the “act of comparison”
helped shape the “national specificity” of Roma-
nian literature (141-2). As part of the nation-build-
ing project of the 1950s, in the decades that fol-
lowed Ursa detects two trends in Romanian com-
parative literature, one of aesthetic comparatism,
and the other of historical comparatism. However,
with the increasing productivity of literary transla-
tions over the past few decades and due to the geo-
political and cultural developments Romanian life
has transformed into a life in/of translation (143).
New practices were adopted, such as post-com-
munist studies, multicultural studies, study of the
imaginary and translational studies. This paradigm
shift is especially characterised in the growing in-
terest in writers who live and write “between cul-
tures, between identities” and who are “in-between
citizens or ‘born translated’” (155). Ursa observes
that by using “translational voices” Romanian fic-
tion writers (and internationally renowned theo-
rists) “address transnational audiences, rather than
patriotic needs” (156). This proved to be very ef-
fective and inspiring in Ursa’s view, when com-
parative scholars are placed in “a perpetual state
of translation, against preemptive truths and pre-
suppositions of equidistance, but for a continuous,
present involvement in cultural, translational nego-
tiation.”

Katre Talviste’s “Comparative Literature in
Estonia: Towards a Symbiotic Approach” explores
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comparative literary scholarship in Estonia. Es-
tablished in 1980, the Chair of Comparative Lit-
erature promotes the discipline as a “foreign lit-
erature” or a “world literature”. Although liter-
ary history was prominent during the Soviet peri-
od, after 1991 scholars subsequently turned to in-
terdisciplinary studies, thus expanding the scope
of research of Estonian poetics and literary prac-
tices by comparing them “to a pre-existent mod-
el elsewhere” (165). These “external points of ref-
erence”, to some extent, proved to be a fruitful ap-
proach for “exploring local phenomena.” Compar-
atist approach, Talviste observes, is inherent in the
Estonian literary tradition and translational schol-
arship. She indicates that Estonian scholars at the
universities and other research institutions have re-
mained a focus of interest in comparatist approach-
es in their current research projects and as a result
of that they have opened a “continuous and fruitful
dialogue between different cultures in the shared
peripheral space where they meet” (169).

Finally, Ausra Jurgutiené¢ offers an overview
of Lithuania’s tradition of comparative scholar-
ship. In her essay, “Comparison in Lithuania: Tra-
ditional and New Ideas”, Jurgutien¢ explains how
comparative literary research and literary transla-
tion have fostered national consciousness and lit-
erature in Lithuania. Historical research is consid-
ered to be an integral part of the comparative re-
search. Situated on the crossroads of the West and
the East, Lithuanian comparatists have reviewed
their national literature through its connections to
German, Polish and French literatures (176). De-
spite its complex history during the Soviet peri-
od, when comparative research was only limited

to comparisons between the national and the Rus-
sian literature, over the past four decades, Lithu-
anian comparative studies have managed to gen-
erate new ideas and expand the field of research
by integrating the greatest European writers. In re-
cent years, the Lithuanian literary scholarship has
embraced a wide range of approaches, including
intertextuality, intermediality, reception, imagolo-
gy, postcolonialism, feminism, deconstruction, re-
gional research and cultural studies (180-1).

Part 4, “Comparative Practices and Perspec-
tives,” opens with Robert Gafrik’s essay “The
Search for a Method in Slovak Comparative Lit-
erary Studies.” In his historical overview of the
Slovak comparative literary studies, Gafrik de-
tects conceptual and methodological influenc-
es of 19th-century German philosophy and phi-
lology, Russian formalism and Czech structural-
ism (191). The twentieth century is marked by a
growing interest in Anglo-American cultural stud-
ies. The leading Slovak literary theorist and com-
paratist Dionyz Durisin and his theory of interliter-
ary process (1987 and 1989) shaped the compara-
tive and translation studies of today. Although new
generations of scholars have begun to re-evaluate
Durisin’s theory, especially the practical aspect of
his systemic approach to the development of world
literary history, Gafrik observes that the develop-
ment of reception and translation studies owes very
much to his legacy. Literary translation of Italian,
Croatian, Rumanian, Hungarian, Russian, Mace-
donian, and Nordic literatures has become a vital
part of comparative literary studies. Over the last
decade, Gafrik underlines a “reorientation” of the
focus of interest within the comparative literary
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studies; a shift towards international literary stud-
ies and towards problems of cultural identity and
cultural history.

The chapter by Sonja Stojmenska-Elzeser,
“Comparative Literature — Academic Discipline
or/and Intellectual Modus Vivendi: From a Mace-
donian Standpoint,” provides a detailed overview
of the history of comparative literature as an ac-
ademic discipline in Macedonian universities and
other research institutions, and explores the shift-
ing of methodological approaches over the last
four decades. Elzeser draws attention to “a strong
wave of imagological studies, traductological and
intersemiotic research, and into the recent amal-
gam of comparative literature with cultural stud-
ies, including postcolonial paradigm, gender stud-
ies, popular culture and media studies” (210). Mi-
lan Gjur¢inov’s theoretical work and engagement
with the Department of Literary Theory and Com-
parative Literature (1982) “led to a shift from pos-
itivist approach to more sophisticated research
methods” (212). Vlada Urosevi¢ is too one of the
key literary scholars who implemented modern-
istic approaches and methods within the Mace-
donian literary tradition. The large-scale produc-
tion of literary translation from Germanic, Ro-
mance and Slavic languages has laid a sound foun-
dation for Macedonian scholars to engage in posi-
tioning “Macedonian literature within the Europe-
an cultural context.” Comparative literary research
has also shifted towards comparative hermeneu-
tics (led by Katica Kulavkova), imagology (Lidi-
ja Kapusevska-Drakulevska, Slavica Srbinovska),
postcolonialism (Elizabeta Seleva), gender studies
(Natasa Avramovska, Maja Bojadzievska), nomad-
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ism (Aleksandar Prokopiev), intermediality (Vlad-
imir Martinovski), translational studies (Anastasija
Gjuréinova), regional comparatistics (Jasmina Mo-
jsieva-Gusheva), etc. In recent times, comparative
literary studies have developed a strong “symbiotic
relationship” with interdisciplinary cultural studies
(216-7). In Elzeser’s view comparative literature in
Macedonia has been widely perceived not only as
an academic discipline, but also as a modus viven-
di, especially when addressing challenges such as
Eurocentrism and identity politics (218-9). Being
“perceived as a peripheral and a subaltern culture”
as a result of “being part of various colonial con-
stellations for centuries,” the questions of identity
remain to be the main focus of interest not only in
recent comparative literature studies, but in all oth-
er academic disciplines of the scholarly communi-
ty (ibidem).

In the final chapter of this section, Ewa Lu-
kaszyk explores the paradoxes of comparative lit-
erature studies in Poland. In “The Mole Reads the
World: Paradoxes of Comparative Literature in
Poland”, Lukaszyk ironically alluding to Czestav
Mitosz’s poem “Po ziemi naszej”, explains that “[t]
he world is for a Pole what a theatrical spectacle
would be for a mole: distant and dazzling” (224).
In Lukaszyk’s view Poles are “suspended between
the longing for great universalist horizons and a
peculiar world blindness, allegedly imposed by the
political situation in the past and (...) self-inflict-
ed in the present” (ibidem). Lukaszyk suggests that
comparative literature is one way to overcome this
“Polishness” (226). Through admirable readings
of major literary scholars like Tadeusz Zielfnski
and Edward Por¢bowicz, Lukaszyk points out to
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the origins and early developments of comparative
research in Poland. The universalist approach of
these scholars is evident in her remarks. Howev-
er, Lukaszyk, like Elzeser, comments on the diffi-
culties Central and Eastern European scholars face
in the “process of transferring ideas eastwards and
westwards” (228). The problem lies in the lack of
a strategy of “formal recognition between the aca-
demic systems” and in the “disparity of intellectual
criteria” (ibidem). One of the leading figures of the
younger generation of scholars is Tadeusz Stawek,
who is interested in Anglo-Saxon schools of liter-
ary analysis and whose writing brings “freshness
and promise” in Poland. “This strategy of writing,”
Lukaszyk remarks about Stawek’s ability to write
both in English and Polish, “fully acknowledging
one’s own locatable, regional inscription, over-
comes a series of impediments” (231). However,
Lukaszyk also reflects on the tendency for isola-
tionist concepts instead of internationalised re-
search. “The order of current academic priorities,”
she says, “is connected to this general sociocultur-
al landscape” (233). Lukaszyk concludes her es-
say by stating that “the Eastern European strate-
gies of dealing with one’s peripheral positioning
in relation to the academic world are potentially

lethal: serendipity, accumulation, and resistance
to a method will not lead to any valuable results
in most cases.” And to end on a positive note, she
says: “I believe that individual scholars, making
their muscles by roaming against the mainstream,
may yet bring ground-breaking insights in defining
the essence of the comparatist ethos: that of being
non-domestic and non-national.”

In conclusion, Comparative Literature in Eu-
rope: Challenges and Perspectives is a beautiful-
ly composed handbook that offers a lively pan-
orama of reflections and experiences in compar-
ative literature studies, showing that comparative
literature has never ceased to be the experimental
ground for the human sciences. In this world that is
at once more plural and more globalized, compar-
ative literature has a renewed role of opening a de-
bate and a dialog among nations, and by becoming
increasingly more open to individuality, difference
and life situations, as Eva Kushner once designat-
ed, comparative literature studies can become gen-
erally pluralistic and respectful of others. More-
over, this collection of essays written by European
comparatists shows a “European comparative re-
flection in progress” and as such it serves as a very
useful complement to the aggregate of scholarship.
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Mapuja I'mpeBcka

HoBu nepcnexkTusu Bo ,,iepuepHo HeHTpaIHATA® TAaHOPaMa HA
€BPOIICKATA KOMIIAPATHBHA KHHKEBHOCT
(Pe3ume)

Hogara cryauja, co HacinoB Komilapaiiusna knudcesnocii 60 Eepoiia: upequssuyu u tepciexiiueu (2019),
MpEeTCTaByBa MCKIIYYMTEIHO BayKHA 30MpKa HA €CeH BO KOja MeTHAeCeTHHA eBPOIICKM KOMIIAPaTUCTH JKUBO J1edaTu-
paar 3a coctojouTe 0 00JacTa HA KOMIIAPATUBHUTE CTYIMH M KOMIIApaTHBHATA KHIXKEBHOCT BO 3€MjUTE OJ] Kajie
mTo noaraatr. OBue aBTOPU HE CaMO IITO MPHUII0KYBAAT COTVIEI0ON Ha UCTOPUCKUOT Pa3B0Oj HA KOMIIapaTUBHATA KHH-
JKEBHOCT BO CBOMTE CPEJIMHH, TYKY YIITE OBAKHO, THE BOCIIOCTABYBAAT IMjaJIOr Mel'y, YCIIOBHO PEUYEHO, ,,rieprdep-
HUTE MaJli HAIMH, [TO/IBJICKYBajKU I'M PEJICBAHTHUTE MPEM3BHUIIU U IEPCIIEKTHBUTE CO KOU CE COOUYBAaT CTYIUHTE
[0 KOMIIapaTHBHA KHI)KEBHOCT. BO CBETOT KOj CTaHyBa C€ MOIMyJapeH U 1v100ajieH, KoMIaparuBHaTa KHHKEBHOCT
€ MHOT'Y TIOBEeKe O]l HayyHa MUCIUIUINHA: Taa € modus vivendi u modus cogitandi. KomnapaTuBHUTE CTYIUU CTa-
HYBaar ,,JJabopaTopuu’ 3a HOBU HCTPAXKyBamba U COMNIE0N KOU PUPOHO CE UCTIPEIIETYBAAT CO KYJITYPOJIOUIKHTE
CTYAMH, TPAJLYKTOJIOTHjaTa U NeKoJIoHHjann3MoT. CO 0BOj HayYHOMCTPAKYBAYKH HPUPAYHUK HA €BPOIICKATa KOM-
naparuBHa 3aeHuIa, Onaronaperue Ha npuiorot ox Comwa Crojmencka-Enzecep, Make0HCKUTE KOMIIApaTUCTH I'O
MMaar CBOETO 3aCIIy’KEHO MECTO Ha Mariara Ha eBPOIICKUTE KOMIIAPATHBHU CTYMU M KOMIIAPAaTHBHA KHU)KEBHOCT.

Koayunu 300poBH: KoMnapaTiBHa KHH)KEBHOCT, Iepr(epHO [EeHTpalHa, IPeIM3BUIIN, TepCleKTHBH, EBpona
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Basnentuna MupoHcka-XpHCTOBCKA

YJIK 930.85(497.7)
Review article / Ilpecnegen nayuen iupyg

KYJITYPHATA HKOHA - IUY0 30I'PA®

Kuayunn 360poBu: [luuo 3orpad, ukoHonucel, pe3du, Mujak, MakeIoHCKa KyaTypa, 19. Bek, bankaH,

KYJITypHa HKOHA

KyntypHO HacnencTBo (ABMKHO W HEIBUIKHO),
KyJATypHA MTOJIUTHKA, KYITYpHa TUTUIOMATHja, KyIl-
TypHa Teorpaduja, KyITypeH TypHu3am, KyITypHHU
CTpaTeTruu UTH. Ce TEPMUHU KOU O]l JICH Ha JICH C¢
MoYeCTO ce ynorpelyBaar. BakBara TepMHHOIIONI-
Ka (PEKBEHTHOCT, OJi €IHa CTpaHa, HU CO3]aBa
BII€YATOK JIeKa Ha KYyJITypara i ce JaBa 3HaYE€HCKO-
TO MECTO, HO, O] JIpyTra, CeraKk, MU ce HaMEeTHYyBa
MpaIamkeTo KOJIKY, KaKo U JIaIM C€ CIPOBEIyBaaT
CUTE MHHIIMjaTHBH BO BPCKA CO, aKO MOXKaM Ja TH
HapeuaM, ,,KyATypHuBe npamama’“?! [Iputoa, oco-
OEHO 3a MEHE € aKTyeJTHO MpaIIamkeTo 3a Toa KO-
Ky 3HaeMe Jia ja [leHuMe Halara KyJaTypHa Tpaan-
[Mja U CUTE HEJ3WHU YWHUTEIH, OJHOCHO HAaIlU-
Te KyATYPHH MKOHH, KaKo IITO € Ha mpumep Jludo
3orpad. Jlanu mianuTe 3HaaT KOJIKaB € HETOBHOT
BJIOT BO MaKeJIOHCKATa U BO OalKaHCKaTa KynTypa?
Jlayii 3HaaT 7eKa HETOBUTE MKOHOIMCH CO IIPaBO
My TO JaBaaT JIETUTHMHUTETOT Ha KyJATypHa HKOHA?!

[ToBonoT 3a HaBpakame KOH uMeTo Ha Jludo
3orpad e mro romuHaBa, 2019, ce ombdenexysa
200-romumrHUHATA O HEroBOTO parame.' Jluuo

' Ha 31.8. u 1.9. 2019 r. Bo Tpeconue Gemie onbenexana

200-romuuianHata ox paramero Ha J{udo 3orpad. IMpu-

3orpad 6mm poaer Bo 1819 rogmHa, BO eqHO Of
Haj)KMBOITMCHUTE cejla BO 3amagHa MakenoHuja,
BO cento TpecoHde, MecTo of1 Koe U3JIerIie el po-
JOBU MKOHOMHMCIM, pe3bapu, 3orpadu u rpagure-
mi. OBaa KapakTepHCTHKa ro obenexyBa LeNu-
OT MHjauKH Kpaj, OMJIejKN MUjauKUTe MajCcTOpH, 3a
KOM Ce cMeTa Jieka Omiie caMOyKH, To IpenaBaje
CBOETO UCKYCTBO OJ TIOKOJICHHE Ha MTOKOJICHHE.

Mnujaukure MajcTopu

Ha Tteputopujara na Makenonuja ce Haoraat
OpOjHU LPKBH, PKBUYKH U MaHACTUPH, KOU HaJ-
BOPEIIHO M3IJIe/IaaT MOIIHE €THOCTABHO M CKPOM-
HO HACHPOTH, Ha IPUMEp, TPAHANO3HUTE KaTeapa-
JH, HO THE OJHATPE CE MCIOJIHETH CO ToJIeMO Y-
XOBHO M YMETHHYKO 00rarcTBo. Bo HUB MKOHHTE,
UKOHOCTACHTE U pe30uTe, MOKpaj Toa MITO MICHAT
CO CBOjara yOaBHHA, HCTOBPEMEHO HU TOpadyBa-

Toa Oele ofip)KaHO YecTByBame BO XxpamoT ,,CB. [letap u
[TaBye* co mpurozHa npociiaBa 1 odpakama, 6ea OTBOPEHU
MemopujanHuoT mapk ,,Jludo 3orpad®, croMmeH-yemmara
U CIIOMEH-co0aTa Ha TOJIEMHOT MaKEIOHCKH MKOHOIHCEL]
W YMETHUK, a Oere oapxat u ,,Memopwujan J{udo 3orpad™
1oyt nokposuteacTBo Ha Onmrruaa Masposo-Poctymie n
3.I". bpzogenr o Tpeconue.
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aT 3a BEYHOTO MOCTOCH-E U pasrpaHyBame, CUMOO-
JUYHO M3Pa3eHO MPEKy MPUCYCTBOTO HA pa3TrpaHe-
Ta JI03a, Ha KOja MaK ce BrpaJieH! JIMKOBH Ha CBe-
TIIH, HO Y JIMKOBU Ha camuTe pe3dapu. Ha Toj Ha-
YUH MajCTOPUTE Ha JPBOTO ro 0cio0oauIe 00nY-
HUOT YOBEK Ol MUCTHKATa M TO BIpaJujie U BO Haj-
3a0paneTnotr mpocTtop 3a Hero (MupoHcka-Xpuc-
ToBcka, 2005:238).

[lopanu cOmCTBEHHOT CTWII, MUjAuYKUTE Majc-
TOPH MOXKE Jia TH CMETaMme 3a NMPEIBECHHUIU Ha
IMPOCBETUTECIICTBOTO M IIPOCBETUTECIICKATa YMECT-
HOCT Kaj Hac, KOW IO OTBOPHja TAaTOT HAa MaKeIOH-
CKOTO COBPEMEHO YMETHUYKO TBOPEH-E.

Bceymnoct, moyeronnTe Ha MPOCBETUTEICKUTE
TEHJIEHIIMM BO MakeloHWja TH HaofaMme yIuiTe BO
16. Bek 1 Toa TOKMY BO TIOBP3aHOCTa Ha JIUTEpary-
para m ymeTHocTa. JlaMackuHapckara Tpaauilyja,
OJTHOCHO CO BOBE/IYBAamh-ETO HA HAPOAHHUOT ja3HK BO
MUIIAHUTE TEKCTOBH, TO MOBIIEKJIA M HABIIETYBAhE
Ha OUTOBUTE €JIEMEHTH, OJHOCHO COLIMjATHUTE MO-
TUBH BO JKUBOITUCOT, T.€. BO JINKOBHATA YMETHOCT.
3anovHano NpeciuKyBame HA HACTAHW U JIMKOBH
on aniokpuduTe U 01 MOy4YeHUjaTa o1 300pHHUIIHATE.
Peuncu cexoj 3orpad Onin u yauTen, THE OTBOpasie
YUHJIUINTA — JHEBHUTE OWJIe HAMEHETH 3a Jiena, a
BEUEPHUTE 32 BO3PACHHU.

HuBHaTta ocHOBHa Iies1 OWa MojacHyBama Ha
EBanrenuero, yuire o u3padoTKaTa Ha CTEHOIH-
CHUTE. ,,... THE CO3/1aZl0a M KapaKTepUCTHUYEH KH-
BOTIHIC 3a MIPUPOJHHUTE MOyYeHHja, KaK0 U CUMOO-
JUYHU KOMIO3HIIUU 3a OopOaTta Ha AOOpPOTO Mpo-
TUB 3JI0TO, T.€. MMPOTUB porncTBOTO" (Bacumnuess,
1942:5). Ilorouno, A. BacunueB HaBeayBa JAeka
Ha MHOTY MECTa I10 SUJOBUTC HA LPKBUTEC CC Ha-
IIPTaHN TTOCCOHM KOMITO3UIINH BO KOHM JI€jCTBYBa-
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aT JIMKOBH HA OOMYHH Jyfe, CO IITO YMETHHULIUTE
0]l MMHATOTO T'Ml TIOTIIOMOTHAJIE HallOPHUTE Ha LIPK-
Bara Ja Co34ajarT MOpPAJHU, AyXOBHHU JIMYHOCTH,
co oopMeHHU KapaKTepH, CO IMTO O OwIIe KOpHC-
HU 3a cebe, a u criocoOHu 3a 6opda. OcobeHo 1o-
CTOjaT paclpoCTPaHETH CIIEHH O] )KUTH]aTa 3a CTa-
POXPHUCTHjaHCKUTE MaYCHUIH, TaKa IITO 3a IepHO-
not o1 17 — 18 Bek Ouiie KapaKTePUCTHYUHH ,,HKO-
HUTE-KUTHja", BO KOM KaKo MPUMEpP Ce HaBEICHU-
Te cB. JlmmuTap 1 cB. I'eopru Bo Kou ce 3a0elexy-
Ba BnjanueTo Ha JlamackuHoBuTe x)uTHja (IleTka-
HOBa, 1992:542).

EnHocTaBHO KaXkaHO, JETOTO Ha pe3dapuTe H
3orpaduTe mpeTcTaByBa HAIMOHAIIHO JICJIO OHJICjKU
MpEeKy HEro ce Ipajielio U Ce HeryBaJlo HAalMOHA-
HOTO JYXOBHO OOTaTCTBO, C€ UyBaJl XPUCTHjaHCKH-
OT, TIPaBOCIIABHUOT WIEHTHUTET. Bo MicTo Bpeme mpe-
Ky IIPKOBHATa YMETHOCT C€ IIPE3EHTHPAJIO aTPUOT-
CKOTO PacIoJIOKeHHUE U Ce JaBajia MOXKHOCT 32 Mpo-
OUB Ha rpalaHCKOTO UCKYCTBO. BeyIHOCT, 10 KpajoT
Ha 13 Bek BHaTpenIHara JeKopalyja Ha IPKBUTE Ce
cocToeTa Off CKaroIeH! TPeaMeTH H3paboTeHH O]
3maro, cpedpo, OpoH3a u npyru Metanu. llomomHa,
MajCTOpUTE TO 3aMEHUIIE KaMeHOT co ApBo. CBero-
LITBATa 3a BaKBH CIIOMEHHIIM CE HAoraaT BO OXPH/I-
CKUTE [PKBU, KAKO IITO € TIPHMEPOT CO CKYJINTypaTa
Ha KnumenTt OXpHIICKH, 3a KOja €IHM CMeTaar Jieka
e monapok ox Uranuja, a 1pyru ieka MOTEKHYBa O]
11. Bek 1 Jeka e u3paboTeHa O JIOKAJTHA MajCTOpH
on Oxpuacko ([Ipumkon), Koja e IpoHajieHa Ha Me-
CTOTO KaJie 1ITO JiejcTBYBaj KinMeHT.

Bo Haykara e yTBp/ieHO JieKa, BO TIEPHOJIOT OJF
13. u 14. Bex, Ha TepuTOpHjaTa HA MakeqoHH]ja TT0-
CTOeJIa JIOKATHA IITKOJIA TIITO CO37[aBalia YMETHUIKH
pe36apcku ena. OBoj cTaB ce MOTBPAYBa U CO pas-
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BOjOT Ha apXUTEKTypara U u3rpandara Ha IPKBUATE
CO HQIBOPEITHUOT M3IIIe U Kyrnonute. HTepecoT
Ha MajCTOpUTe OWJI CBPTEH KOH BHATPEIIHOCTA Ha
LPKBHUTE, OHMJIe YKpacyBaHU CO MPEAMETH M3pado-
TEHU BO pe30a: MKOHOCTACH, IIAPCKH ABEPH, Oasia-
XWHH, TIEBHUIN, aMBOHH, JI€jCU3HU TUIOYH, TTOJIH-
new, Bie3Hu Bpati i ci1. (KopHakos, 1986:55). Oc-
BeH Bo OXpuJI CBE/IONITBA 32 IIPKOBHUTE PEMEK-JIe-
Jla ce cpekaBaar M BO IieHTpajdHa MakeoHuja, BO
[Mpunencko-cinenyencka pe3dapcka mkoia. Bo 16.
BeK, Kako mro 6enexn JI. KopHakoB, HKOHOCTacH-
Te mobuie cBOj opopMeH —ACHUHUTHUBEH OOTUK
(mapcku nBepu Bo pe3da, lomem kpcr co Pacrme-
THEe XPHUCTOBO UCTO BO pe30da), a Bo 17. BeKk uKo-
HOCTacTHTE 3eJie TIOJIH 3aMaB, Ha KOW JOMHUHHUpA-
aT JIMKOBUTE Ha Xpucrtoc, boropoauua, cB. JoBaH
U allOCTOJIUTE, a Y IPYI' CBETLH-TIPOPOLIH.

Bo 17. Bek, kaj HacC OCBEH IITO C€ IpaBelie
WKOHOCTAacH BO JBa pena, kako u Ha Csera lopa,
Emup, 3anmoynHane ga ce mpaBar U MKOHOCTAacH CO
TPHU pella UKOHU: KAPIUHCKUOT U MUBCKHOT UKO-
HOCTAaC, KaJie IITO MOKPaj MPECTOIHUTE TUIOYH H
JIejCU3HATA TI0Ya UMa W PEIl CO WIyCcTpaldja Ha
roeMuTe npazHunm o Hosuor 3aBet (ucto, 59).
3a pa3BojoT, mak, Ha pe3dapcTBOTO BO Makeno-
HHUja BO 18. BeK, MOCTOM MHCIEHE JieKa ce pa3Bu-
JI0 TIOJI BIMjaHWe Ha ATOHCKara pe3dapcka IIKo-
nma. Ho JI. MenakoBHK, 4ie MHUCICHE IO OCICKH
JI. KopHakoB, cMmera meka 6mma (opMupaHa mmo-
ceOHa BapHjaHTa Ha UCTOYHOIIPABOCIIABHATA YMET-
HOCT, KOja € CTHJICKM cpoHa ymre of 17. Bek, Oa-
POKU3UpaHa O T.H. UTAJIOKPUTCKH PaOOTHIHUIIH,
YUHIITO UKOHOIKCIU paboTesie BO AyXOT Ha JO-
IHOBU3aHTHCKaTa YMETHOCT CO MTAaJHjaHCKO Ma-
HHUPUCTHUYKO W OapOKHO cIUKapcTBO. OBaa TBO-

peuka mocramnka ce mupeia Kako BO CIMKapCTBO-
TO Taka 1 BO pe3bapcTBoTo. Kako mpumep 3a BakBa
nocrarka nocoueH ¢ Xpucrogop XKedaposuk, po-
nym on [lojpan. Bo 18. Bek Oumite mo3naru u majc-
topute Janko Xanko3oBuk u JoBan u ['eopru Uetn-
puk ['paboBan poxy™m ox oxonuHata Ha Oxpun. Jo-
BaH, OCBEH CO CIMKAaPCTBO, CE 3aHMMaBAaJl U CO Pe3-
OapctBo. Toj Bo mpBara yeTBpTHHA Ha 18. BEek ce
npecenun Bo BojBonuHa kako majctop 3orpad, a
BO CEAYMICCETTUTE TONWHU Ha 18. BEeK M3paboTHiI
HEKOJIKY MKOHOCTacu BO Bojsoauna, CriaBoHmja 1
VYurapuja. [leno na Josan u ['eopru Y. I'paGoan e
WKOHOCTacoT Bo MosoBa, Bojeoauna, on 1772 r.
3a MOCTAaHOKOT Ha pe30apcKu eHTpu Bo BojBoau-
Ha, KOM C€ pa3BUBaJIC I10J] BIMjaHUE HA MajCTOPH
pe3bapu M CIAMKapu of jyroT, OMHOCHO onm Make-
nonuja, numryBa bucepa 'aBpunosuk, a JI. Mup-
KOBUK HamJIacui JeKa pe30apcTBOTO HAa MKOHOCTa-
COT BO cTapaTta cpIicka 1pkBa Bo Cpemcka Mutpo-
BUIla OM MOXKeNo Jia Ouze pabora Ha MaKeIOHCKH
pesbap (ucrto, 61-62).

Bo 18. Bex Bo CBera ['opa ce pa3Buiio cakpai-
HOTO Pe30apCcTBO, KOE C€ MPOIIUPHIIO BO TPABO-
CIIaBHUTE 3€MjU Kajae ce J00(GopMyBajo CO CBOM
crienn(uIHU 0coOeHOCTH. Moxke aa 3a0eeKume
neka u Ha Ceera lopa curypHo mery OCHOBOIIO-
JIOKHUIMTE HA pe30apcTBOTO UMao MakeloHIH,
ounejku u camuort J{ocurej ObpamoBuK py cBOja-
Ta nocera Ha XujeHaap Bo 1765 roauna, qo1Ion
BO KOHTAKT CO Jiyfe o1 MakeqoHHja, KOU MOAOIHA
ke Hajaat Mecto Bo HeroBute aena ([lonenakoBuk,
137). Bo 18. Bex HacTaHasie HOBH pe30apcKu MKO-
HOCTacH, popMara cTaHaja TPUANMEH3NOHAITHA.

[Toxpaj pezbapute u 30rpadure o1 0BOj MEPH-
0Jl, CO CBOJOT cIieU(UYCH CTHII OuIle TIO3HATH U
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rpagutenuTe o MakenoHuja, ocodeHo Tajhute Ha
Mujarute Kou Oniie To3HATH U OapaHu MIHPYM Iie-
mot bankan. Bo 18. u 19. Bek Mujauure, ogHOC-
HO HUBHHTE Tajdu, ce HacelyBaJe HaceKale HU3
bankaHoT, ma Taka HUBHOTO BIIMjaHWE OWIIO TIPH-
CYTHO HAceKajle, PeYUCH BO CEKOja IIKOJIa MMaJIo
Mujak. Bo Haykara e yTBp/IeHO ieKa HUBHUTE Taj-
¢u Owie HajOapaHu M JEKa CUTE cCakaje Ja uma-
ar Kyka M3rpajZieHo ol HUB. Majctopute Mujanu
BO HayKaTa ce HOTHpaHM Kako JleGapcka mikona,
Jebpanu. Toa MoxeOH NpoM3IieryBa W OJ CaMu-
T€ MOJATOLH IUTO TM OcTaBale 3ax ceOe, Kako Ha
npumep Bo upksara ,,CB. Cnac Bo c. Poxnen: e
(ucriucana) Bo 1874 r. (crapara npksa Ouia ypHa-
Ta, a BO 1872 1. Oma u3rpajzieHa Hoa) oj 3orpad
[Terap u cun my ['purop, Jlebapcka npxasa c. Tpe-
conue (MBanos, 1970:78).

Beymnoct, MujannTe co3naie cBoj crierudu-
YeH YMETHMYKHM H3pa3 MO3HAT KAaKo MHUjauyKo pe3-
OapctBo. Tue Ha pacTUTETHUTE M TEOMETPUCKH-
T€ MOTHBH TH Brpajauie yoBeukute Gurypu. Mcro
Taka, KOH KpajoT Ha 18. u moueTokor Ha 19. Bek,
MHjadKUTe pe30apu co3fgajie HOBa TEXHUKA BO
cBojara pabora. Tue 10 oT(hpiuiIe Mo3IaTyBamkETO
Y IPEMavKyBamb-ETO Ha IPBOTO U 3all0YHAJIe CO Jia-
0OKO peKeme BO OPEOBO JPBO, CO LITO c€ J00MBa-
Jla TorojieMa TUIaCTUYHOCT W OpHAMEHTHKara J0-
OuBasa 1moJH m3pa3. Co Toa O CO3/1aJCH HOB TBO-
PEUKH YKH, CO ILUTO 3all04Haa pepoadara Ha Coll-
CTBeHHM OCHOBH. Mujaukute pe3dapu Ouie jampo-
TO Ha TIPOCBETHTENCKaTa yMeTHOCT. JInvurap Kop-
HaKOB 3a0eexall Jieka MHUjaukoTo pe30apCcTBO OIl-
¢akaino paauyc o jyrot Ha bankaHoT 10 cpenvHa-
ta Ha EBpona u ox Operot Ha JajpaHCKOTO ma Jio
Lproto Mope. Moxe c10007HO 1a KakeMe JeKa
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OCHOBHA JIEJHOCT (TIOKpaj CTOYapCTBOTO) HA KHTeE-
qure Ha ['anmnunuk, Tpeconue, Jlazaponone, ['apy,
Ocoj, Cenue n Pocku um Ouina pe3dapcTBOTO, UKO-
HOTIMCOT X KAMEHOTO pe30apcTBo, MTO TH adhupMu-
paite Bo CpOwuja, bocHa, Xeprerouna, [ 'puuja, Po-
MaHdja 1 byrapuja, oqHoCHO HU3 uenuot bankas.

MujadkuTe MajcTOpu CBOETO 0Opa3oBaHHe M-
BEHCTBEHO I'0 CTEKHyBasieé BO MaHacTHpOT CBeTH
Joan buropcku, koj 3aeHo co ClIemYeHCKHOT Ma-
HacTup, Manactupot IIpompom u co Ceera boro-
poauua [Ipeuncra — Kuuescka npercraByBaar 1y-
XOBHHM CBETHJIMIITA KOM HU3 BEKOBH I'O OZIP’KyBaJje
KOHTHHYHUTETOT Ha CIIOBEHCKaTa KyJITypHa Tpalu-
1Mja, 0codbeHo BO mepuonotT Ha 16. Bex. Manacrtu-
por Cg. JoBan buropcku Omn cpenumire Ha Kyi-
TYpHUTE U YMETHUYKHUTE PAa3BOjHU TCHICHLUH BO
Makenonuja co BekoBU. Bo Hero ce mikomyBaie
MOBEKETO OJ] Haj3Ha4YajHUTE MaKEJOHCKH KyITyp-
uu nejuu. Co manactupute Cs. JoBan buropcku u
[Mpeuncra KnveBcka ce Bp3aHU W TOYETOIMTE HA
My3u4YKaTa yMeTHOCT. Bo HuB pabotene Joan Xap-
MocuH U Kpcren-Kamucrpar 3orpadceku, xou ce
3aHUMaBaje CO UCTPaKyBambe HAa My3HMYKaTa KyJ-
Typa 1 KOMIOHUPAKETO BP3 OCHOBA Ha HEOBHU3aH-
TUCKaTa MEJIOJNKa U COBPEMEHHUTE TyXOBHH TEKO-
BU Ha HUBHOTO BpeMme (I’ po3zganos, 1994:17), a uc-
TOBPEMEHO TO cIie/Ielie U TBOPSUKHOT OITyC Ha KOM-
no3utopot Joan Kykysen.

Bo manactupor buropcku padorene Muxann
u Jlanuui, kou co cBojara pabora ja onurpaie 3Ha-
YajHaTa yJora 3a pa3BojoT Ha LPKOBHOTO CJIHMKAp-
CTBO BO Make/10HH]ja KOH KpajoT Ha mpBara IoJio-
BuHA Ha 19. BeK, a HUBHOTO JEJIO I'0 MPOMOJDKUII
n Haarpagun Juvmurpue — Jlngo Kpcres (1819-
1873) ox c. Tpeconue (Huxomoscku, 1994:119).
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Mujaukute pe3bapu ce U3ABOjyBaar of IpyTh-
T€ TI0 TOA INTO 32 HUB € KapaKTePUCTUYHO TPEeT-
CTaBYBamkETO HA CEKOjJHCBHHOT (3EMHHOT) JKU-
BOT, )KUBOTOT Ha MHjakoT MPETCTaBEeH BO HETOBaTa
HaIlMOHATHa 00JIeKa, Torall CeKojJHeBHa. ,,Make-
TIOHCKaTa MHjadka pe30a W3JIeryBaiie O ONIITHTE
CTHJICKA TEKOBH Ha €BPOIICKaTa MOCTPEHEeCaHCHA
YMETHOCT U 3aToa Taa He Ou Tpebaso na ce Bpen-
HYBa CIIOpe]l KpUTEPUYMHTE U KAHOHUTE Ha 3ama/l-
HoeBporckute cTuinoBu™ (I'po3ganos, 1994:16).

Mery HajmozHatuTe (HaMUIUH MajcTOpU-Tpa-
muTenw, 3orpadu W KOTMAaHWYapW OwWie: pojoT
PensoBuu, ponor Cranumenuu, Jocrnecku pox,
Hamjan Jankynos u HeroBnot cud Hukona amja-
HOB, pojoT JlaHamioBLHM, POAOT AHTEIKOBIH,
Juuo 3orpad, poaot [lauaposiu, ponor Miuesiwy,
pomot JKonrapoBmm, pomoT OrHEHOBIH, 30Tpad
Huko Komauer u napyru (Tpeconue); pomoBute
®puxocku, Ilymecku, Tacocku, ApHaynocku (I'a-
JMYHHK); podoT PununoBiy, pogoT OTmaHOBIH
(I"'apm), pogot ®ununosuu, pogot Mupuesny, po-
not I'maoBuu (Ocoj), ponot Jykoiwu, poaotr Ta-
HackoBIr (CmmiteBo), pomoT Uyukosnu (Jlazapo-
none) u apyru (Muponcku, 2003:3). On HEUBHH-
T€ MHOTYOPOjHU JieNla ke HaBeJieMe CaMO HEKOIKY
3a mpumep: upkBara Csera boropoauua Bo Ckonje
(xoja m3ropena Bo 1944 r.), ronemara 1pkBa BO Ma-
Hactupot CB. Joakum Ocoroscku co 12 xymonwu,
Cgeta boropoaura Bo Hoso Cerno, IlITumcko, npk-
Bata Cetu Mnmja Bo Crap ojpan, Ceru IlanTe-
nejmoH Bo Benec, Cobopnara npksa Bo Kymanoso,
upksutre Bo CamoxoB, ConyH, [lmoBnus, Capae-
B0 1 Hum. Cemnak, MKOHOCTAcOT 3a3eMa LEHTpa-
HO MECTO BO paboTara Ha MHMjauKUTE KOTTAaHUYapH.
HkoHOCTACcOT CTaHa MPENno3HATINBOCT Ha IIPaBO-

ciaBHara pksa. Toj ro 3aMeHuI1 cTapoTo pecKoc-
JIMKapCTBO U, Kako mTo 6enexu JI. KopHakos, cTa-
HaJl HAJMOHYMEHTAJICH W HajJIeKOPaTUBEH 00jeKT
BO BHATPEITHOCTA HA CEKOja MpaBOClaBHA I[PKBA.
Kora ce roBopu 3a moceOHOCTa HAa MHjaYKUTE PE3-
Oapu, Tpeba Ja ce ucTakHe Jieka KOHCTPYKIHjaTa
Ha UKOHOCTACHUTE € PEUHCH UCTa KaKO Kaj CUTE Pe3-
Oapcku mkoiu, MeryToa ,,co u300pOT Ha MOTHBH-
T€, CO HAUMHOT Ha PEeKEH-EeTO (TEXHUKATa) M CO BU-
COKHOT YMETHHYKH JOCTPEI — MUJauKUTE KOIIaHU-
Yyapy I'd HAAMHUHYBaJe CBOMTE COBPEMEHHLH. 3a-
TOAa U MOXE JIa C€ pede JeKa MHUjadKoTo pesdap-
cTBO e camoGuTHO* (Kopnakos, 1986:205). Opu-
THHAJIHOCTa Ha MHUjayKUTE pe3dapu € BO Toa LITO
THE CI00O/THO TH KOPHUCTEIIE PaCTUTEITHUTE (HOpMH
BO Pa3HOBHMIHH KOMIIO3UIIMY, OJHOCHO Ha MKOHOC-
TacUTEe C€ cpekaBaaT PacllyKaHU KaJIWHKH, CMOK-
BHU, LIBETOBM OJ HApLUCH, JIUCTOBH O] JICAHJAPH,
BHHOBA JI03a M TPO3I0BH, KPYILH, jaboiKa, sKenaau
U JPYTo, KOM C€ MCIPEILUICTCHN CO YOBEUKH H JKH-
BOTUHCKH (PUTYpH U €O ciieHn of bubnmjara, mro
JlaBa TIOJIHO IPAaBO Ja ce 3a0eexu JeKa THE CO3-
Jane HOB Ipasel Bo pe3dapcTBoro. KoH kpajor Ha
18. 1 moueTokoT Ha 19. Bek, 1oJ BIMjaHue Ha Mpe-
pOAOEHCKUTE, OJHOCHO MPOCBETHTEICKUTE HICH,
B0 PekaHckuot kpaj, Bo Mujaunjara, ,,ce co3aaBa
IIeHTap co pe3dbapcku PabOTHIIHUIIN, @ UCTOBPEME-
HO W aKTHBHU MKOHOIUCITH M 30Tpad)CKu pabOTHII-
HUK (ucto, 202).

KusorBopeukuot nat Ha J{u4o 3orpac
Juyo 3orpad e eneH o HajucTaKHATUTE Ma-
KEZOHCKH UKOHOTpadH, Koj MOBeKe 0] TPHECET ro-
JUHHU 6I/IJI npeaajacH Ha OBaa YMCTHHYKA I'paHKa.
3a Kajl, 3a HErOBHUOT XUBOT HEMaM€ MHOrYy 10-
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KyMEHTHPAaHH TOJATOIH, IOpPajf INTO HETOBH-
OT JKUBOTBOPEYKH MOPTPET Ke TO MPOCIETUME T10-
BeKe MPEKy HErOBOTO TBOPEILTBO, a H PEKy YCHU-
TE Ka)XXyBamka Ha MOMUTE POJIHOKpajiu. Jlo kpajoT
Ha 18. Bek M mo4yeToKoT Ha 19. Bek aBTOpUTE He
ce TMOTNHITyBajie Ha cBouTe nena. Ho mo Toj mepu-
O]l KOTIAHWYapuTe U 30TpaduTe TOYHAJE Ja h3Jie-
ryBaaT OJI CBOjaTa aHOHUMHOCT, I1a TaKa, 3a cpeka,
Juuo 3orpad peuncu cekoraul Ha CBOUTE JIeia I'
3aMuIIyBajl rofiiHaTa U CBOETO MME, CO IITO Ha
MpOCJeIyBaYnTe HAa HErOBOTO JIEJIO UM OBO3MO-
JKWIT JIa ja TIpocTieiaT HeroBara XKMBOTHA BPBHIIA.
Ce nornumryBan kako ,,Cmupenu 3orpad udo ot
Tpeconue®, ,,Ilomjanu ['ocnioge paba TBojera 30-
rpaga [duya ot Tpeconye®, a yecTonatu JoAaBal
u ,,Jebapcka gepkaBa‘“, Kako IITO € TOTIHUIIAH BO
manactupoT Ceetn Hukunra, Cxorncko, Bo 1847 ro-
nmuHa, Bo npkBara CBetn Kmmment Bo Oxpwuz BO
1869 roguna u Bo Csetu Cmnac Bo c. LpemieBo,
Ckoricko, o 1854.

Anue sorpadz @ ceas Toecanue Aeropeko Aepsragn 1854

TaneHTOT W JbyOOBTA KOH CIIMKAmbETO TH Ha-
cienun ox Tatrko My Kpcre IlepkoB, koj Owmi
3orpad, OMHOCHO IMOBeke Omi pe3dap W KOITaHH-
yap. 3a Jlu4yo mo3Haro € u Aeka Jo0po Tu Biaje-
€JI KHW)KEBHHOT T'PUKU M CTAPOCIOBEHCKUOT LIPKO-
BEH ja3WK, Kako U JIyXOBHHUTE Tpalliamka, U JIeKa OJ1
MIIaJl TH 00paboTyBal, MPENHIITyBal ¥ IPEBEIyBajl
SpPMHHHUHTE TIOPAJIN ITO O yIIaTeH BO HKOHOTpa-
(hujaTa ¥ TEXHOIIOTHjaTa HA IPKOBHATA YMETHOCT
0J1 paHu roiuHHM. McTo Taka, ce HTepecupa U Ko-
pHCTeN KHUTH 011 00rocIoBCKaTa JUTeparypa, rpa-
(uukuTe M3naHuja U crapute paxornucu. Criopen
MUCaHujara | OHA IITO IO 3HAaT MOTOMIIUTE, OCHO-
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BUTE Ha 30Trpa)CKUOT 3aHAET I'M COBJIAAAI BO Ma-
Hactupot Cseru JoBan buropcku. HajmMHory nay-
YU O] MajcTOPOT MuXann ¥ HEroBHOT cvH [lu-
MUTpHja, Hekajae okony 1830 romuna, kora Bo Ma-
HAcCTHPOT UryMeH Omn Apcenne. OTKako ro msy-
YMJI 3aHAETOT, CE BPaTUJI BO POIHOTO MECTO Kaje
3anovHan co pabota. Ilo u3BecHo Bpeme opraHu-
supan Taja Bo TpecoHue, a MoJOIHA U [TOCTOja-
Ha pabOTHJIHMIA CO CBOM yueHHMUH. Taka of JeH
Ha JieH J{u4o cé moBeke ro rpajen CBOjOT Mpero-
3HATJIUB CTUIL.

Jluuo BO CBOETO POAHO CEJ0, Ha BIE30T Of
upkBara Csetu Ilerap u IlaBie Bo Tpeconue, ru
HaCJIMKaJl CBETUTE aroCTOJIM BO MPUPOIHA Tojie-
MHHa, a HATIHCOT T10J1 0Baa KOMITO3UIIH]ja TIOKaXKY-
Ba JIeKa KUBOITMCOT ¢ 3aBpiicH Ha 27 maj 1849 ro-
JIMHA.
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OcBeH mTo paboTesn BO POAHOTO MECTO H He-
roBara OKoJuHa, paboren u Bo Oxpua u Oxpuu-
cko, Bo Cxoricko, Cepcko, pamcko, Bpamcko, Ky-
MaHOBCKO, Bo Anbanuja, byrapuja, Cpouja, Poma-
HUja, [pryja u yire Ha MHOTY APYTH MECTa 33 KOH
yIITe Ce BPIIM €BUACHIMja. BeymHocT, Hebmaro-
JTApHO € Kora ce muIryBa 3a Jum4uo mga ce Habpojy-
BaaT MecTara Kajie pa0doTell ¥ KOM WKOHH TH Ha-
ciukai, Ouejku HuUBHaTa OpojHOCT € OrpoMHa. 3a-
TOa Ke CIIOMEHE caMo €JIeH Jiell O]l MecTaTa Kako
c. Jlazapomone, c. Pocukwu, c. buryme, c. Cymmu-
1a, c. Pajunma, manactupor CB. JoBan buropckw,
c. bamwanu, c. T'opwanu, c. KyuyeBuuire, c. Uyuep,
c. JbyOanny, c. L{pemeso - Ckoricko, ¢. Knunnuna,
c. I'myBoBo - MaBpoBcko, npkBara Ceetn Hukona
Bo Kymanoso, ¢. Kaguno, c. 3y0oBile, BO LIPKBUTE
Bo Oxpua kako mro ce CBetn Hukoma ['epakommja,
Cgeta boropomnma Yemnanma, Cera boropomuria
Kamnecka, Ceetn [Iumutpue, Csera boroponuna
bonnnuka, Ceera boropoauia Ilepusnenta, uko-
Hute Ha cBetd Credan u cBetn Hukona BO mpk-
Bara Ceeru [laHTenejMoH, MOTOA BO MaHACTUPOT
Cgetu [Ipoxop [Tumnckn, Bo 1ipkBata CBera Tpou-
ua Bo Bpame, Bo IIpuspen, [Ipuiuruna, Hosu Ila-
3ap, Hum, Tupana, Enbacan, Mocrap utH.

TpeOa na ce nanomene aexa /luuo pabdoren Bo
Oxpun BO MmoueTokoT Ha 60-tute roguHu ox 19.
BEK, BO MMEpUoJOT Kora Bo OxpuJ ce Boxena 6op-
0a MPOTHUB MUTPOTIOUTOT MeNeTHj, Koj OWIT ToJIeM
MIPOTUBHUK Ha CIIOBEHCTBOTO. [la mokpaj nkoHm-
te [lokpcryBamero Ha Xpuctoc u Kperor co pac-
netueto, boropoauna u Joan Bo mpkBara Cse-
ta boropomuna (,,Cs. Knmument*), Bo oBaa 1pkaa
Judo Haj BIe3Hara Bpara I'M HACIWKAT HMKOHUTE
Ha KimmvenT, aa Kupun u Metoanj co mogonr Hat-

Mc 1 co notmuc ,,3 poxu [uua 3orpada, cupeu
xuBonucen ox Jlebopcka nepxaa ceno Tpeconue
1863, derpoap 20,

Heso3moxHo € 1a ce Habpou kaze ce 3orpadu-
cyBan Jlndo 3orpad. Hajmpeun nopamu 6pojHOC-
Ta, a ¥ TOpaau (hakToOT IITO eKCIIepTUTE oA obnac-
Ta Ha UCTOpHjaTa HAa YMETHOCTa c¢ ymrTe padorar
Ha Toa. Cropen LlBetan I'po3manos, c¢ ymre ce
Tpara mo 3.000 HeroBu ukonu. J{u4o uprain co ro-
JeMa JIeCHOTHja 1 Op3WHa, T1a caMo 3a JBE TOIAUHU
B0 Oxpun Hacnukan 40 ukonu. HaBuctuna crany-
Ba 300D 32 UMIIO3aHTHO JIEJI0 HE caMmo 110 OpPOjHOC-
Ta, TYKYy U IO YMETHUYKHUTE U €CTETCKUTE BPEIHO-
CTH TIPEKY KO OHJI CO3/1a/IcH HOB MpaBel] BO yMeT-
HOCTa Ha TepUTOpHjaTa Ha Make/IoHuja.

JludoBara TexHUKA

Hxonute xou ru 1npran Juyo ce co pazinyHa
TOJIEMHUHA, OJ MaJIM HKOHH 32 [IETMBAE JI0 TOJIEMHI
ONITApPHU UKOHOCTACHW WMKOHHW. HeroBarta TexHHKa
Oumsia pa3BHEHA JIO COBPILIEHCTBO: CEKOj HAIlpTaH
CBETeIl OMJI CrIope/T ONMIITONPU(ATCHUTE KAHOHCKHU
MpaBWiIa, YOBEYKOTO TEJIO HMAaJ0 HW3BOHPEIHU

+OMHPERH 30rPAD JIH40 OT TPECOHHE"

Coojum mAeroBpojiwe panoawwa, of Kojux SW Co MOFAO YPRAMTH 4MTaD Myse], o
is npoWen cnaRy HALWEr CNWWapcTea Wwkpow uanet Banwanckor MonmyocTpes

Yestpude 30rpaspa Suai Co pela .-.-:unu:}cn. Josans Luropouor) W Geropumeus {y upasn y
Ay
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HPOIIOPLUH, TIPH IITO CE CITyXKeT CO MOILIHE Oorar
KOJIOPHT, CO M300HMJICTBO O] IyTOBH, yIOTpeOa Ha
371aTOTO, PacKOIIHA OPHAMEHTHKa BO OOJieKaTa W
BO HabopuTe Ha JparnepuuTe. 3aToa HeroBara pa-
Oota OuIta 1ieHeTa HaceKaIe Kajie mTo padoren. 3a
0Ba CBEJIOYH M TEKCTOT BO BECHUKOT [{0uiliuka Ox
2 janyapu 1938 ronguHa, on b. AHTHK.

Bo Tekcror, aBTOpOT HMCTakHanm Jeka Jludo
3orpad Oun Mujak, Makenonen on Tpeconue, u
JIeKa BO HEroBaTa 3eMja IPKOBHOTO CIMKAapCTBO,
0J1 cUTe MaHU(ECTAIMU HA HAPOJHHOT YMETHUYKH
IyX, ycIeaso Ja 3a3eMe MoceOHO MeCTo MPeKy Koe
ce u3pasyBaJie KyJITYPHOTO HHBO, CTPEMEIKOT H €C-
TETCKHOT BKYC Ha HapOJIOT.

HeroBute nkoHu ce ncTakHyBaaT co KOJIOPUT U
CTHJIM3AIIMja, TOPaI IITO PETCTaByBaaT BUCTHH-
cka peTkocT. Toj HAOp30 ce MPOUYNI U CTaHAT BO-
Jedkn 3orpad. 3amoyHai ga maryBa o MECTO JI0
MECTO, OCTaBajKu TH CBOUTE Oe3BpeMEHH 3Hauaj-
HU Aefa. BeymHocT, HeroBoTo TBOPELITBO 03HATY-
Ba Kpaj Ha €JIcH WJIjaJIarOJIUIIICH HJIjHO-ECTETCKU
CHCTEM U MOYETOK Ha COCEMa HOB MEPUOJT BO MaKe-
JIOHCKaTa YMETHOCT.

Kako mro ucraknyBa Emun AnekcueB Mo
OLICHKaTa Ha HAIIUTEe COBPEMEHH YMETHHIU KOU
ro mpoyuyBaje ciaukapcTBoto Ha [uuo 3orpad,
0B0j Mujak Ou HajroieM civkap Ha MakenoHuja
Ha 19. Bek. ,,[maBHA o/yTMKa HA HETOBOTO CIIMKAp-
CTBO OWJIa COBPIIEHHOT pean3aM, IIacTHKa U U3-
BOHPETHOTO YyBCTBO 3a KOJOPHUT. MikoHOTpadcKa-
Ta YMETHOCT Ha HErOBOTO BpeMe ' UMaJIo BO cede
[IaBHO CHUTE 3HAIIM HAa BU3AHTHCKOTO BIIMjaHUE.
4o oBoj mpager ro 3aMeHmI co peanusam. Hero-
BUTE JINKOBH HAa UKOHUTE HE CE aBETCKH M3JI0JIKe-
HH, TyKy y0aBW, XyMaHH, CJIMKaHA CKOPO BO CTH-
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7ot Ha Benenujanckara mkona. Tue Bo cebe nma-
aT HEIlITO CEYOBEUKO. 3amTo J{n4o Bo CBOMTE UKO-
HY I'O BHECYBaJl HE CaMO CBOETO CEJIO0 CO OKOJIHUTE
Y KapaKTepPUCTUYHH THIIOBU Ha CBOjOT Kpaj, TYKY
1 c€ mITO Ke MOYyBCTBYBaJ BO cebe 1 OKoiy cele.
HeroBuTte MagoHu 1 CBETLH HE CE CaMO aIrlCTPaKT-
HU 00XKeCcTBEeHH OMTHja, TYKY HCTOBPEMEHO TOA CE
OuTHja o] KpB M Meco. 3aroa TOj rojeMO BHUMa-
HUE MY TIOCBETYBa Ha YHCTO CIMKAPCKUTE pellie-
HHUja, CTIIN3anuja Ha m1aBarta u pamere. Co romie-
MO 4yBCTBO 32 KOJIOPUT U CMHCJIA 32 CEHUEHE, TO]
OBOj MIPOOIIEM TO pelraBall Co MajCTOPCKA TPEI3-
HOCT ¥ COBPILEHCTBO.

Co cBOjOT CHJICH TAJICHT W rojieMa MpoIyKTHB-
HocT, Jlmdo 3orpad e enHa kpymHa mojaBa Ha Kyil-
TYPHMOT JKUBOT ... HA MAaKEJOHCKUTE IIPOCTOPH BO
19. Bek. Kaj Hac c€ ymre He € TOBOJHO ITO3HAT U
npoyueH...“ (Anekcues, 2003).

Buctunckuor obem Ha paborara Ha Jludo
3orpad He ce 3Hae. Co TOHOBUTE OTKPHUTH]ja CE 3a-
OelexxaHn HE caMO PACKOIIHU IMPECTOJNHH, IMpa3-
HUYHY 1 LIETIMBHU NKOHU, TyKY U CIIMKAHH Ha I1J1aT-
HO TUIAIITEHUIU, IPKOBHU KaCHYKU U MPECTOIHH
KpcToBu. Bo Haykata nonro Bpeme ce cMmerarie
JieKa Toj OMJ HajakTUBEeH BO mepuonoT ox 1840 mo
1860 rogmaa. Ho co OTKpUBamETO MKOHU TOTIIH-
manu o Jlmdo 3orpad Bo c. bennia, kon matupa-
at o1 1868 ronuHa, ce OCIOPU OBa MHUCIICHE U Ce
OTBOPH MOKHOCTA 32 HOBH HCTPaXXKyBarmba, 3a HOBA
norpara o Herosure aena. OIHOCHO, Kako HITO
ucraknan llseran ['po3mganos ,,I kora ke ce coc-
TaBH KaTaJIOTOT Ha /IMY0OBHOT OITyC, TOj TIOCTOjaHO
ke Oupe 300oraTyBaH co HOBHU OTKpuTHja. JleHec ce
3rojeMyBa 1 OpojoT Ha aHCaMOJIH Ha SHTHOTO CITH-
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KapCTBO BO OJTHOC Ha IOPAHO TTO3HATUTE XPaMOBHU
KaJie IITO OCTaBUJI Tpara‘.

[loTrparara mo HEroBUTE Tparu He € MPEaU3-
BHK CaMO 32 MaKEIOHCKUTE HAyYHUIIU, TYKY THE
C€ BHCTUHCKH TPEIU3BUK W 32 HAYYHUIIUTE OII
JIpyTUTE ApPXKaBH Kaje MTO padoTen, Typu MOHe-
KOTaIll Kako THE U J1a My MTOCBETyBaar OBEeKe BHU-
MaHue. 3a puMep Ke To HaBeJaM HaCTaHOT Off Jie-
kemBpu 2001 roanHa, Koj ce oapIKall BO rajepuja-
Ta Ha Cprickara akajieMuja Ha HAyKUTe U yMETHO-
crure (CAHY) Bo Benrpan, kora Ouiia orBopeHa
m31ok0a rmocBereHa Ha Jlmdo 3orpad u Ha HETOBH-
Te TpyaoBu of upkBara Ceera Tpouia on Bpame,
a TIOBOJIOT 3a OBaa U3JImkOa Omima o0eexKyBambe
Ha CTOTOAMIIHUHATA Off HeroBaTa cMpT. O BKyTI-
HO u3noxenure 95 nkonu, 80 Ouie of paiere Ha
Jwudo, xom, criopen MOTIHCUTE, OWiie CO3MaIeHU
Bo niepuof o 16 jyau 1859 mo 22 anpun 1860 ro-
muHa (Muponcku, 2003:97-98). o moBog u3m0K-
bara Bo CAHY, koja 6una moarorseHa op JluH-
ko JlaBujoB, Owi oTmevyareH W Karajuor J{umu-
wap Kpcitesuy Juuo 302pagh — Uxonu na cobop-
Haitia ypxea 6o Bparve, nuarorseH ojl lunko JlaBu-
noB, Anekcanypa Jlasunos Temepurcku n CtojaH-
ka Camapruk. M3znoxOara Omia mocraBeHa on 12
nekemBpu 2002 no 25 janyapu 2003 roguHa u Ha
Cop6ona Bo Ilapus.

Hapuctrra HE caMo IITO HETOBOTO JEJIO € T0C-
TOJHO 3a TOYHT TOpaay HeroBaTa yOaBWMHA W HE-
MTOBTOPJIMBOCT, TYKY 3a IOYUT € M Herosara Ipe-
JTAHOCT KOH HEeTo, OJHOCHO MOKTa CO Koja padoren
U 3a KOJIKY KycO BpeMe Iy cosfaBall. J{uduo pabo-
TEJI Ha HOBU MKOHOCTACH, ' OOHOBYBAJI U JIOTIOJI-
HyBaJ MOCTOJHUTE, OTCIMKYBAJ OICITHA SHIIHU
TTOBPIIUHH CO JKUBOIIHC, CO IITO CE MPOjaBUI KaKo

UCKIIyYUTENHO HajxapeH 3orpad. Cropen xenbara
Ha JIOHAaTOPHUTE, HATIMUCHUTE KaJUrpad)CKu T'H TMH-
IIyBaJl Ha IPKBEHOCIOBEHCKH ja3uK (CO MHOILITBO
€JIeMEHTH Ha MaKeJIOHCKHOT MHjauKd JHjaJieKT),
KaKO M Ha KHIDKEBEH I'PUky ja3uk. Yecto m3Beny-
BaJI HATIIMCH U Ha JBaTa ja3uka. 30rpa)CKuTe Npu-
paYHMLM TH TpeBelyBal U pelakTHpal Ha MHjau-
KU JI1jaJIeKT, BHECYBajKH COTNICTBEHH Oeneniku. Toa
O MpaBeli 3a Jia ja 300ratu CONCTBeHaTa JbyOOHT-
HOCT U KyJTYypa, 3a cBoute CHHOBM ABpaMm u Criu-
po (CrimpuoH) KOM TH MOJATOTBYBAI 3a 30rpadu,
KaKko ¥ 3a yueHuuure. Judo npeky cojara pabora
Oun moBp3aH u co Opakara PoGeBuu (3auyBanu ce
JIMKOBHHM CBEJIONITBA 3a BpckuTe Ha JInuo co Pobe-
BM). Bo BpemeTo kora paboresn Bo njpkBara CBeTn
Huxoa I'epakoMuja u BO APYTUTE OXPUACKU IPK-
B, BO 1862 roamHa, TOj O TOBUKAH 01 AHACTacC
—Tace PoOeB 3a nBe ceMejHM Hapaykd HA MPBUOT
KaT, BO HUILIATa Ha MpueMHara onaja [ludo m3sen
BHCOKO JICKOPATHBHO PA3BHEHO I[BEKE KOE CC yIITE
e 3agyBaHo (cera Mysej Ha OXpum), a 1Mo mopad-
ka ox compyrara Ha Tace, ®pocnuna Pobesa, [[udo
ja n3pabotmi ukoHara CeaMOYHMCICHULIUTE CO CB.
Epasmo u cB. JoBan Bnagumup. ndo copaborty-
Ban u co J. X. K [Iunot u co I'purop [Ipnuues. Bo
1864 romuna /ludo 3a Opakara [IpiuueBu ja Ha-
CIIMKaJl MKOHATa CO JIMKOT Ha cB. boropomuma of
tunot Crnarkonenysemra (Anekcues, 2008).
PasBojor Ha /lnueBara TexHUKa € MpoOCIeneH
HHU3 HEKOJKY nepuoan. Cnopen AJekcueB, IPBU-
OT MEPUOJ € O3HAYECH CO HETOBOTO IIIKOJTYBaHE IITO
3aBpmuiIo okony 1844 rogmnHa Kora ro mpeBen U
CTapuoT 30rpadcKu MPUPAYHUK, T.H. EpMunuja o
TpYKH Ha MHjadku nujanekt. Bo Epmunmjara ce
COAp>KaHU UKOHOTpa(CKUTE U TEXHUUKUTE Oesem-
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KM 32 HAQUMHOT Ha padoTara Ha UKOHUTE M Ha SH/I-
HUTE CUKU. Bo civkameTo Ha nunara kaj Judo
TOTAIl C¢ YIITE MPEOBJIAyBa OCHOBHUOT MACIIH-
HECTO-OKEp TOH, TPH IITO OKEPOT ja MOKPHBa Iiesia-
Ta TIOBPIIMHA, 0€3 HAIIACCHO OCBETITYBamkE HA HC-
TakHaTUTEe AeNO0BU. OONIEKUTE ce KPYTHU U TEIIKH, &
JUTUTATE HajuecTo co 3narHa 0oja. Cemak, JTUKOB-
Hara 00paboTKa Ha MKOHUTE € TeJaHTHA, a 0apo-
KHaTa JieKopanyja npucyTHa (Anekcues, 1995:30).

KapakrepuctryHo 3a Heroarta paboTa o1 0BOj
MEepUoJI € TIOBPIIMHCKOTO peliaBambe Ha GOpMUTE
W JIMHUjaTa KaKo OCHOBHO M3pa3Ho cpeacTBO. MKo-
HHUTE O] UKOHOCTAacHTe pabOTEHH KOH KpajoT Ha
40-tute ronunu ox 19. Bex BieryBaaT BO €Ha IO-
BHCOKa (ha3a 0J1 HETOBUOT JIMKOBEH Pa3Boj. ,,10j ja
oTKpuBa (DyHKIIMjaTa HA CBETIMHATA BO Je(UHU-
pameTo Ha popmuTe U monupepeHInpaHn MPEeMHU-
HHU BO MOJIeJIallfjaTa Ha JIMIAra U pareTe, co IITO
Kaj HEero ce jaByBa HOB MHTEpEC 3a MIACTHYHUTE
BpenHocTH™ (ucto, 30).

Beke ukonurte on MKOHCTacuTe pabOTEHH BO
50-TUTe TOOWHM C€ M3pa3 Ha TBOPEYKa 3PEIOCT.
Cnopen AnekcreB, HaKO UKOHHUTE ON PA3TNIHUTE
XpaMOBH C€ OJJICTTHH JTMKOBHU ISITUHH, CEMaK THE
ce MOJPEICHN Ha eMUHCTBEHAaTa (POPMATHO-CTHII-
CKa M MJICJHO-€CTETCKa KOHIeuja. JInkoBute Ha
NPECTONHUTE MKOHHM C€ TpelaBaaT BO 3TOJIEMEH
¢dopmar, co HarllaceHa BOJIyMUHO3HOCT H TUIACTHY-
HO 00JTMKYBame Ha POPMUTE IITO € TIOCTUTHATO CO
KapaKTepPUCTUYHUOT HAUYUH Ha OCBETIYBame, MO-
TOYHO TUIACTUYHHUOT €(EeKT ro MOCTUTHYBA CO Ha-
[JIACCHHOT KOHTPACT M CMAaJlyBamETO Ha MAaCaKH-
Te. ikoHHTE ce CMKaHu Ha HeyTpaliHa, HajuyecTo
3JIaTHAa OCHOBA, CO IITO JIUKOBUTE ja TOOWBAAT CIIH-
PHUTYaJIHOCTa BO €JICH HaTceTWiIeH npoctop. [1pu-
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CYTHH C€ M PACKOLIHM OOJIEKH Ha CBETUTEIHTE, a
HEyTpaJHaTa 3aJHMHA, WPEaTHOTO OCBETIYBarbe
W WIcallM3upaHuTe JTUKOBH Ha CBETUTEIUTE CE BO
OTIO3UIIMja CO MHCUCTUPAKHETO HA PEANTHU JeTaJH
U TPaHCIIO3MLIMja HA €JIEMEHTH Ol eMIIMpPUCKaTa
CTBApHOCT BO CTPYKTypaTa Ha ciukata (ucto, 30).

3a paborara Ha Manu opmaru, Kako IITO Ce
MpPa3HUYHUTE MKOHU, AJIEKCHEB OLICHyBa JeKa ja
npases 10 yIliel Ha CBOUTE MPETXOJHHIN U CO-
BPEMEHUIIN, IeKa I' UCIIOJIHYBa KOMIIO3ULIMUTE CO
MHOXKECTBO JINKOBH, CO (paHTACTUYHA apXUTEKTY-
pa ¥ 1ej3ax BO 3aJHMHATA. ,,KapakTepucTHUHO 3a
paborara Ha /M40 € mITO ¥ MOKPaj MaJuTe TUMEH-
3WH, IMKOBUTE ja 3aJpKyBaatr ¢popMara u u3pasor,
3a pa3iivKa o] HeTOBUTE YUCHUIIM U COPAOOTHUIIH
Kaj KOW JINKOBUTE CO CMaTyBamb-ETO HAJIECTO CE Je-
¢dopmupaar* (ucro, 31).

Kown kpajot na 60-ture ronuau, Audo 3orpad
r0 JJOCTHUTHYBa KPajHHOT JOCTPENl Ha CBOUTE TBO-
PEYKU MOKHOCTH CO MKOHHUTE O]l XpaMOBHUTE TIOC-
BereHu Ha Ceeta Tpowura Bo Bpame (1859-1860),
Csetn Koncrantura um Enena m Ceta boropomm-
1a Bo Cromje (1860-1861). Toj ce opueHTHpa KOH
CKJIaJHH MPEMHHU BO MOJENalyjaTta CMalyBajKH
ro MHTEH3UTETOT Ha 0ojara MITO ce KOPHUCTH INPH
CEHUYEH-CTO U ja OBEAYBa 10 COBPIICHCTBO HUIpa-
Ta Ha CBETJIMHATA W CCHKUTE Ha JIMIATa W paleTe
Ha CBETHUTEIINTE.

HenpukocHoseno e aeka /(4o nman BoHpe-
JICH TaJICHT, T1a BO JOCIIyX CO COBPEMEHUTE TEKOBH
CO3JaJ1 MPEro3HaTINBa, CONCTBEHa TexHMKa. He-
TOBHTE JIelIa, K& Ka)kKaM, IPETCTaByBaaT BACTHHCKH
YMETHHUKH [eJ1a, IIa KOra MUIIyBaMe 3a IPOCBETHU-
TEJICTBOTO BO MakesoHuja, co MpaBo r'o BpaMyBa-
M€ HErOBOTO JIEJIO U OBOj JIeJI Off YMETHOCTA BO HU-
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3ara rparaHcku npouecH Bo 19. Bek. 1 nokpaj Toa Juyo 3orpad HU OCTaBHI BOHPEIHO KYJITYPHO
IITO € TEIIKO J]a Ce HAaIlpTa HEeroBara >KUBOTBOPEY-  HACJIEICTBO KOe Tpeda Ja ro yyBame H Ja Io I0YH-
Ka KapTa, OMJejKH BO €JHa FOIMHA TOj IPECTOjyBal  TyBaMme OHJiejKu Toa e moceOeH Oener Ha MaKeJOH-
BO TIOBEKE MecTa, Cerak KpajoT Of HETOBHOT JKH-  CKaTa yMETHHYKA, ONHOCHO KYJITypHa TpaIHilHja.
BOT MOBTOPHO HE Bpaka BO HEroBOTO poxHo Tpe-

conue, Bo 1872/1873 roguua.

Boropoauua co Xpuctoc — Ilanronxapa, o 1844 r. Bo
npkBara CB. Joan borocios Kaneo, a geHecka e uzmno-
»keHa Bo OXpH/IcKaTa rajepuja 3a HKOHH
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Uyma Bp3ana ox CB. Xapanammnue, BO Brerysamwerto Bo Epycanum, Bo 1jpkBaTa
npxBara Ceetu [letap u [1aBne Bo Cseru Cnac Bo KyueBuire
Tpeconue, 1853 .
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Valentina Mironska-Hristovska

The Cultural Icon — Dicho Zograf
(Summary)

Tresonche is one of the Mijak village located in the Mijachija area, in the Bistra massif (the Radika River area).
Tresonche is considered to be one of the oldest villages in the Mijak region. The village of Tresonche is the birth-
place of many icon-painting guilds, icon-painters, the so-called ‘zografi’, woodcarvers and master builders.

The village of Tresonche is the birthplace of Dicho Zograf, who is one of the most famous icon and fresco paint-
ers in the Balkans in the 19" century. He painted more than 2.000 icons throughout many places in Macedonia,
Serbia, Bulgaria, Romania, Albania, Greece and so on. Dicho Zograf’s work marks the end of a thousand-year-old
conceptual and aesthetic system and the beginning of a completely new period in Macedonian art history. With his
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work, he established a new direction in which he painted the icons on a neutral, often golden background, thereby
emphasizing the spirituality of the saints’ characters. He also worked on new iconostasis, paint separate frescoes, as
well as whole ensembles in churches and monasteries. Dicho left and a book Erminia in which he wrote about his
life, his family and about everything he knew about of painting technique. Dicho and his work are one of the main
brands of Macedonian culture. That is why he is our national and cultural icon for all time.

Key words: Dicho Zograf, icon-painter, woodcarvers, Mijak, Macedonian culture, 19" century, Balkans, cultural
icon
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HOW FAKE NEWS AFFECTS ACADEMIC LITERACY:
A CASE OF A SMALL COUNTRY ENHANCING US

ELECTIONS

Key words: fake news, elections, digital literacy, academic literacy, critical education

Introduction

We live in a digital environment which makes
evaluating fake news more difficult than in the
past. Educators who have been teaching argumen-
tative writing, media literacy skills, rhetoric, for
decades understand that the role we must play in
this environment is getting more complicated due
to the quantity of unreliable information produced
and the ability of everyone who has access to inter-
net and basic literacy skills to post and create con-
tent. There seems to be an absence of a critical so-
cial perspective on the digital education which af-
fects the whole process of acquiring proper litera-
cy.

Perceptions of digital literacy nowadays stress
the need to empower learners and news readers
with critical awareness and social participation.
This empowerment is accomplished by intersect-
ing the notion of media and civic literacy. The re-
sponsible use of media (social and other) is crucial

for creating democratic participation in education.
If this responsibility can be implemented in educa-
tion, it can be later transferred to society.

Social networking venues (e.g., Twitter, FB)
are offering alternative ways of gaining and re-
sponding to knowledge. The produced content of
these venues is open and dependent on audience
engagement and creation. For example, on Face-
book, the content is scaffolded and co-constructed
to such an extent that numerous readers and writ-
ers, i.e., users, participate in the discussion. The
problem that occurs in these situations is that par-
ticipants do not have full control or awareness over
the truthfulness of the news. Fake news, once de-
livered by a digital platform or channel, becomes
more dangerous if the participants do not realize
how it has been created.

As professors of academic writing we play a
major role in teaching students on how to evaluate
a book, an article, a website, news, or a story for
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currency, reliability, accuracy, and purpose or point
of view. Those analytic and critical thinking skills
are very important. But how to fight against ma-
nipulation by web authors and the wobbly aware-
ness of the readers whose critical skills are serious-
ly challenged?

Evidence of this reality is a recent study by the
Pew Research Center which found that only 11%
of the participants were not confused by current
events news stories, with the vast majority expe-
riencing some or a great deal of difficulty discern-
ing a story’s legitimacy (Barthel, Mitchell, & Hol-
comb, 2016). News is now delivered to us by so-
cial networks in short video clips and sound bites,
with an unknown or non-existent review. In a dig-
itally polarized environment, distinguishing the
real from the fake happens (if it happens at all) at a
much later stage than through the traditional pub-
lication or broadcasting modes. This implies the
need that both as individuals we have to distin-
guish fake from real news on a daily basis and as
educators, especially as teachers of writing and lit-
eracy development, we play a major role in teach-
ing students how to evaluate an article, a website,
and a news story for currency, reliability, accuracy,
and purpose or point of view.

In this paper, fake news is conceptualized as a
distorted signal uncorrelated with the truth. Fake
news is faster and cheaper to produce than re-
viewed news because readers access fake news
items openly through social media that are free.
Fake news may generate utility for some consum-
ers, but it also imposes private and social costs by
making it difficult for consumers to infer the truth
that is presented in the news. Or as Baym (2005)
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noted, “Fake news necessitates assumptions about
some kind of authentic or legitimate set of news
practices, ideals that one rarely hears articulated or
necessarily sees as evident today” (p. 261). Read-
ers ought to re-examine the standards that journal-
ists employ. For example, journalists present in-
formation through a discipline of verification (Ko-
vach & Rosenstiel, 2001) while creating defensible
standards such as reliability, truthfulness, and inde-
pendence when communicating knowledge about
the social world. The ultimate goal of journalists
as well as educators is helping citizens participate
meaningfully in the public sphere (Borden, 2007).
Several reasons explain why fake news is of grow-
ing importance: media and knowledge sharing are
losing credibility; it is now easy to set up websites
and to profit from web content through advertising.
Furthermore, social media are very suitable for dis-
seminating fake news because they have very lim-
ited editorial review.

In this paper, I will present a case of fake news
generated and spread in Macedonia, a small coun-
try in Europe, then review the literature on how
fake news affects literacy and knowledge co-con-
struction. Finally, I will offer approaches to what
educators should pay attention to when addressing
literacy in academia. The paper explains the para-
digm for implementing academic literacies in ap-
proaching fake news when both writing and fake
news are perceived as social practices.

Fake news in the periphery affecting US

elections

After the 2016 US elections, the effect of
“fake news” has become a concern, especially in
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that it has been emphasized by its rapid circula-
tion on social media. Findings show that (1) six-
ty-two percent of US adults get news on social me-
dia (Gottfried & Shearer, 2016); 2) many people
who see fake news stories report that they believe
them (Silverman & Singer-Vine, 2016); 3) the
most discussed fake news stories tended to favor
Trump over Hillary Clinton (Silverman, 2016) and
4) the most popular fake news stories were more
widely shared on Facebook than the most popu-
lar mainstream news stories (Silverman, 2016). A
significant number of journalists and analysts have
suggested that Donald Trump would not have been
elected president if it had not been for the influence
of fake news (see Read, 2016). This paper offers a
theoretical and empirical background to frame this
debate and to connect it to the literacy endeavors
of educators.

In September, 2016, Facebook informed U.S.
congressional investigators that it sold around
$100,000 worth of political ads to a so-called Rus-
sian online “farm” that was targeting American
voters during the 2016 election. Some fake news
producers in a small city in R. N. Macedonia, Ve-
les, said they had also paid Facebook for U.S. ads,
but the company refused to comment on sales of
political ads in Macedonia. In June, 2016, several
sources reported that some residents in Veles, be-
cause of its unemployment and depressed econom-
ic condition, opened “news” websites and Face-
book pages, with sensational click-bait pro-Trump
headlines. Their only aim was profit. The published
content consisted of stories about Trump and false
stories about his opponents. The websites used do-
main names such as UsaNewsFlash.com, 365Us-

aNews.com, and WorldNewsPolitics.com. These
producers from Macedonia, who ran hundreds of
popular pro-Trump fake news websites were not
aware of the influence they may have on the re-
sults. Several teens and young men who run these
sites told BuzzFeed News that they had learned the
best way to generate traffic is to get their political
stories to spread on Facebook — and the best way
to generate shares on Facebook is to publish sen-
sationalist content that is satisfactory for the sup-
porters of Trump. A report from the Macedonian
website Meta.mk identified six pro-Trump sites
being run from Veles. A Guardian report identi-
fied 150 politics sites. When interviewed by me-
dia one of those fake news website administrators
said, “I do not believe I influenced the victory of
the Republican candidate. I no longer work on the
website and do not know whether I will continue
to work on websites related to politics in the US.”
Others claimed that their websites were not active
any more.

The problem lies in the global social replica-
tion of fake news by any media, sponsors which
do not care about content, and by clickbaits. What
matters is the market and hence the profit, not
the truthfulness of the news. Another way of en-
hancing fakeness is the practice of website own-
ers using aliases. For example, one of the Mace-
donian website owners takes on a different perso-
na at night and presents himself as “Jessica,” an
American who frequently posts pro-Trump memes
on Facebook, aimed at conservatives. All the in-
terviewed participants claimed that they earn three
times more than an average salary. “It spread like
fire,” reported one of the interviewed website own-
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ers. And he estimated that around 100 of his pu-
pils are now operating U.S. political news sites and
know well how to spot a story that will go viral. It
is hard to judge the ethics behind these processes
when economics plays the major role, as explained
by one interviewee who stated: “I don’t care, be-
cause the people are reading. At 22, | was earn-
ing more than someone [else] will ever earn in his
entire life.” When users click a link, it sends cash
back to the content creator. Another interviewee
stated, ““In Macedonia the economy is very weak
and teenagers are not allowed to work, so we need
to find creative ways to make money. I’'m a musi-
cian, but I can’t afford music gear. Here in Mace-
donia the revenue from a small site is enough to
afford many things.” Some of these websites sites
were reported and closed down but informal dis-
cussions point to the possibility of a more orga-
nized fake news distribution network for new elec-
tions in powerful countries. The Google ad ac-
counts of some of these fake news web creators
were suspended or their Facebook fan pages were
blocked.

The question raised here is what role ethics
plays when a huge number of young people in fi-
nancially deprived countries are unemployed, as in
this city of Veles? And who is to blame if there are
no moral values in either political campaigns or re-
porters? The web content creators read a story on
the Internet, copy the content and add a sensation-
al headline. Next, they share it on Facebook or oth-
er platforms so that more people see it. The more
people who click through from Facebook, the more
money they earn from ads on their website.
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Following the 2016 US elections, politicians
and various governmental and non-governmen-
tal organizations all tried to understand how fake
news production and distribution had affected
the outcome. According to CNN, Hillary Clinton
“publicly castigated the guys over in Macedonia
who are running these fake news sites and suggest-
ed they may have been working with Russia.” The
New Yorker reported that President Obama “talk-
ed almost obsessively with advisers about the sto-
ries coming out of Veles.” Other examples of fake
news published on these sites was the claim that
the pope endorsed Trump, and the fake claim that
Mike Pence said Michelle Obama is the “most vul-
gar first lady we’ve ever had.” Such posts resulted
in enormous traffic and significant profits. Accord-
ing to CNN, Google declined to share specific data
on the number of advertising accounts it has closed
in Macedonia. But it said its automated system de-
tects “bad publishers,” and is evolving all the time.
It also has a dedicated enforcement team that re-
views sites (Global Voices, 2016).

To conclude, over the past year, residents of a
small Macedonian town, Veles, launched at least
140 US political websites. These sites have Amer-
ican-sounding domain names such as World-
Politicus.com, TrumpVision365.com, and Don-
aldTrumpNews.com. Those apparently pro-Trump
sites played a noticeable role during the 2016 US
presidential elections in promulgating fake con-
tent. Such digital platforms, which are also influ-
ential literacy-building venues, give an economic
incentive for producing misinformation, specifi-
cally for the wealthiest advertising markets such as
Facebook or Google. This financial angle demon-
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strates the importance of social media for fake
news creators and distributors.

Previous research on fake news

Fake news websites are very common in spite
of academia, which works on improving the mech-
anisms used to better recognize such sources. One
example is a list of fake news websites just over
half of articles on each appear to be false and these
websites received 159 million visits during the
month of the US elections, or 0.64 per US adult
(Allcott & Gentzkow, 2017). Their database shows
760 million instances of a user clicking through
and reading a fake news story, or about three sto-
ries read per American adult. It is assumed that
because young people are fluent in social media
they are equally perceptive about what they find
and read there. But research shows the opposite.
For example, Barclay (2017) discusses the com-
plicated history of information literacy instruc-
tion through fake and look-alike predatory jour-
nals, fraudulent peer review, and the ways repli-
cation studies are conducted. A report by Barthel,
Mitchell and Holcomb (2016) presents the findings
of a survey of over 1000 adults in the United States
concerning awareness, understanding, and use of
fake news sources and stories. Findings showed
that even though Americans overall feel confident
in their ability to spot fake news, they often ex-
perience confusion about the basic facts of a sto-
ry, although they share these stories through social
networks (Mitchell, Gottfried, Stocking, Walker
& Fedeli, 2019). What is intriguing is that respon-
dents never felt any responsibility for choosing to
pass along these stories, but usually blamed politi-

cians, social network sites, and search engines for
presenting fake news stories.

Another important issue is readers’ ability to
assess credibility of news. A 2016 report by the
Stanford History Education Group (SHEG) re-
vealed students’ inability to reason about informa-
tion they see on the Internet. They had difficulty
distinguishing advertisements from news articles
and identifying the source of the information. Both
academia and journalism try to fight fake news and
explain credibility. Researchers at the University
of Western Ontario, Canada, who explored news
hoaxes believe that an intersection of library sci-
ence, information science, and journalism “holds
promise for automated news verification and what
they term ’online content credibility assessment’”
(p- 4). Silverman (2015) explored the relationship
between rumors, awareness about them, and ways
to discredit them. Silverman recommended some-
thing that we do when teaching academic writ-
ing, which is asking four questions before spread-
ing any news story: What is the source? What is
the background of the story’s creation? What other
sources are saying the same thing? What is the mo-
tivation behind the story? Such questions are use-
ful for any critical thinker about any type of con-
tent, not just fake news.

The key conclusion is that news websites dedi-
cate more time and resources to propagating ques-
tionable and often false claims than they spend
on verifying viral content and online fabrications.
Among other problems, there is lack of verifica-
tion, which makes journalists easy marks for any
group or individual who seeks to gain credibility
and traffic by getting the press to cite their claims
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and content. News organizations spread problem-
atic and unreliable content without adding report-
ing value. All of this results in a context in which
lies spread much faster than the truth, and fake
news creators in combination with social media
play a crucial role in the process.

Varga and Tully (2016) suggested that a com-
bination of media literacy education and public
service announcements may be the most effective
way to address critical thinking skills and abilities
to verify news. When they tested the effectiveness
of media literacy education, their findings suggest-
ed that “the ability of media literacy messages to
influence students’ processing of the subsequent
political program is conditioned by [students’] pre-
existing media literacy education” (p. 440). Unfor-
tunately, public services announcements do little to
help students judge the reliability and validity of
news received through various social networks and
devices.

A significant body of research focuses on how
rumors propagate (Friggeri, Adamic, Eckles &
Cheng, 2014), on effects of media exposure (Spen-
kuch & Toniatti 2016), and on ideological segre-
gation in news consumption (Bakshy, Messing &
Adamic 2015). Reducing the negative impact of
fake news has been proposed in various research.
Borden and Tew (2007) discussed the possible im-
pacts of fake news on voting patterns in the US
2016 election and how the negative impact of fake
news can be reduced.

The phenomenon of “fake news” has been ex-
tensively covered by academic literatures in vari-
ous fields such as political science, education, and
computer science. Research shows that two main
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motivations for providing fake news: 1) advertis-
ing revenues, i.e., when readers click on the web-
sites whose content goes viral, especially on social
media and the providers draw profits and 2) the
ideological motivation, which happens when one
perceives the opportunity to enhance the chances
of a particular political party to win elections.

The above mentioned research relates to the
idea that the absence in education of a critical so-
cial perspective on digitally produced news and
knowledge is due to diminished meaning and val-
ue of literacy in general.

Fake news affects academic literacy

The term “literacy” refers to different aspects
of communication, including media literacy, busi-
ness literacy, and digital literacy. Traditionally per-
ceived it means the “production of knowledge in
textual form” and is central to educational prac-
tice, regardless of the media used. Literacy prac-
tices address the activities around textual produc-
tion. What matters is that texts and practices should
be purposeful for a certain community. Research-
ers in education have stressed the essentially social
character of textual communication. Their main ar-
guments focus on the role that literacy practices in
meaning-making throughout the university (Lea
& Stierer, 2000; Lillis, 2001). Academic literacies
in digital contexts contain the multi-layered social
practices involved in creating, communicating and
evaluating textual knowledge across this range of
modes (Goodfellow, 2011; McKenna, 2012). The
complex multi-layered nature of literacy makes it
harder for fake news to be tracked in terms of or-
igin, creator and sources used because it is usual-
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ly impossible to know the real creator; digital tech-
nologies and environments offer many possibili-
ties in terms of texts and practices. As educators
we need to understand better the implications of
this new textual world in terms of authorship and
truth value or, to put it in modern terms, to recog-
nize the so-called “alternative facts.”

Through the case presented from the Macedo-
nian city and the pro-Trump websites producing
false information we can see that Internet users all
around the world may lack the ability to assess the
values of produced digital work. It is an issue that
cannot be justified by proper curriculum in schools
which addresses the development of critical think-
ing skills. In order to help students it is valuable to
know how the conventional literacy practices are
being disrupted. The role of values in higher educa-
tion has been explored in the research on academic
practice. For example, Macfarlane (2004) argued
that the discourse on academic practice is largely
concerned with competencies and skills and gen-
erally fails to engage with the ‘ethical complexi-
ties’ of teaching in higher education. Higher edu-
cation is about teaching students to develop strat-
egies in which personal and professional values
frame or inform practice. However, Macfarlane
does not consider values within the digital context
and in general, my exploration of sources points to
the lack of literature discussing the values related
to truth, trust, control in e-learning, and digital lit-
eracy. As Weller (2011) argued, higher education is
in a transition in relation to digital scholarship, but
academics see blogging and tweeting (and similar
practices) as a core part of academic discourse. For
example, blogging is changing the way the field of

economics is articulated and practiced. Academic
literacies approach enables us to think about issues
of power, context, and identity in relation to digital
literacy, with an emphasis on practices as members
of certain communities of practice. But despite the
rhetorical complexity of working with a range of
texts, attention should be paid to the complex pro-
cesses of meaning-making and distinguishing be-
tween false and true values since “students are in-
fluenced by what they believe their teachers see as
valid, reliable, and authoritative knowledge” (Lea
& Jones, 2011). In other words, students often rec-
ognize the role of the teacher as the final arbiter of
truth-values. That role becomes more complicated
when the context requires educators to engage crit-
ically with their students in examining the mean-
ing-making and knowledge-construction practices
that are characteristic of the digital world.

What should readers and educators do?

If digital literacy is a tool for assessing the abil-
ity of users to perform such tasks in digital envi-
ronments as 1) using the computer’s digital repro-
duction capability to create original products (re-
production literacy), 2) possessing the flexibility
of thinking that enables them to construct knowl-
edge from multi-layered contexts, and 3) having
the ability to critically evaluate the quality of digi-
tal information (information literacy), we as educa-
tors should promote the development of intellectu-
al infrastructures, specifically, the ability to access,
analyze, and evaluate information while keeping in
mind the values of power and truth, values which
assert that literacy is the basis of democracy.

That said, the activities suggested for academ-
ic writing classes consist of collecting evidence
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on the level of overall exposure to fake news. Stu-
dents can bring news into class which they believe
is trustworthy and this can give some sense of how
persuasive fake news would need to have social
impact. Students and readers can do research on
the types of news citizens in their local community
are exposed to during elections and what content,
exactly, changes the way people vote. Spenkuch
and Toniatti (2016) showed that exposing voters
to one additional television campaign ad chang-
es vote shares by approximately 0.02 percentage
points. This suggests that fake news changes vote
shares. To spot fake news, all students should be
informed about what fake news is and how it has
been used to date in election campaigns. In addi-
tion, educators should use real-world examples to
teach students how to spot fake news. One question
that works in class when students start the analysis
is: Why would I believe this? Then they design a
list of check points. There are several key ques-
tions students can ask when presented with news
that can help identify what is or isn’t fake news:
1) author (has the author published, written, creat-
ed other content apart from the analyzed content,
discourse (any instances of manipulative discourse
which alter facts), 2) audience (aimed at promoting
a certain candidate over another) and 3) voice (the
voice being unique or it looks like a repetition and
redistribution of other news).

For example, Facebook reports that it uses
steps to identify fake news articles, one of which is
called “disputed news by third parties.” This step
helps users avoid accidentally sharing false arti-
cles by notifying them that a story is “disputed by
third parties” before they share it (Mosseri, 2016).
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In building the sense of active citizenship that was
mentioned earlier in the text, students can become
those 3™ parties and inform the local community
about the truth-value of the news.

To conclude, educators need to embrace a sub-
jective stance and react when they spot false infor-
mation rather than hiding behind objectivity, not
believing that they should influence the opinions
students might form independently.

Conclusion and discussion

We read a huge number of false stories regard-
less of whether we believe them or not. The effect
is enormous largely due to the speed of fake news
distribution. This was shown in the case study of
website creators in Macedonia who influenced the
US elections. The economic instability in some pe-
ripheral countries motivates fake news production
because of the quick and high ad revenues gathered
from unscrupulous websites. Media literacy inevi-
tably affects academic literacy due to our everyday
exposure to online news created by those who have
access to the Internet.

Educators can learn valuable lessons from their
direct encounter with “fake” news and can analyze
fake news in classes on various subjects related to
their disciplines. By treating the strengths and lim-
itations of fake news as a form of media criticism,
teachers can effectively teach students, who are
current or future voters, how to develop their integ-
rity and make well-informed choices. In practice,
Facebook and other social media platforms and ad-
vertising networks have faced pressure from users
and civil society activists to reduce the prevalence
of fake news on their systems. This was the case
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with the fake websites in Macedonia: both Face-
book and Google are reporting to be removing fake
news websites from their advertising platforms on
the grounds that they violate policies against mis-
leading content. These actions seem to increase so-
cial welfare. Additionally, identifying fake news
sites and articles raises important questions about
who becomes the creator and validator of truth-val-
ues. The role of the educators should be to encour-
age students to focus on the skills or activities in-
volved in co-producing and receiving news while
paying attention to context. The roles of journal-
ists, educators, and students include the expecta-
tions regarding what standards we need in order to
accomplish our performances and with which pur-
poses. Trust in information accessed through so-
cial media seems to be still high, as is supported
by the fact that research has confirmed that fake
news was widely shared in favor of Donald Trump.
Pro-Trump fake stories were shared on Facebook a
total of 30 million times, and 41 pro-Clinton fake
stories were shared only 7.6 million times.
Academic literacies research has paid criti-
cal attention in conceptualizing literacies as social
and cultural practices. Research gives significant
weight to meaning-making around textual practice
and to a critical perspective for examining learn-
ing while using technologies. Language and liter-
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Mmupa Bexkap

Kako J1a’kHuTe BeCTH BJIMjaaT BP3 aKa/leMCKaTa MUCMEHOCT:
Ciy4ajor Ha MaJIa IPKaBA IITO ' 3aIBPCTH Pe3yJTATHTE O
uzdopute Bo CAJI
(Pe3nume)

DEHOMEHOT ,,JI)KHHU BECTH™ c€ IIMPH CO ajlapMaHTHa Op3uHa BO MociieHUBE J1Be Jekaan. Co3/1aBameTo Jax-
HH BECTU U HUBHOTO paclpoCTpaHyBamkE€ Bijae Bp3 HallaTa AUruTajidHa NMCMEHOCT U HAIIUTC KOMIICTCHIINU KaKO
YUTATEIIU U eayKaTtopu. [IpobIeMOT ce yCIIOKHYBaA CO OTCYCTBOTO Ha KPUTHYKA MTEPCIICKTHBA KOH JUTUTAIHOTO 00-
pasoBanue. OBaa CTy/Mja ja aHAIM3Upa BpCKara oMery co3/aBameTo JIUKHE BECTH BO nepudepHa 3eMja Bo EBpora
u npetcenarenckute n3d6opu Bo CAJl. IlenTta Ha oBa HCTpaKyBamke CO KOE ce aHAIM3UPa BUCTUHCKH HacTad o 2016
e 11a ja ne(rMHUpa TUrUTalIHaTa MUCMEHOCT, JIa IIOHYAMX HOB IIPHUCTAIl KOH HEJ3MHO Pa3BUBAE H Ja IOHYH HAYUHH
ITO 6I/I UM IIOMOTHAJIC Ha CTYACHTUTEC, KO BOCIHO C€ U AKTUBHU YUTATCIIN HAa BCCTH, da NPECIIO3HaAT Hp06neMa-
THUYHA COApXKHA. BoemHO OM UM 1ajie moBeke MOK Ha YMTATEIMTE 33 YCICUIHO MapTHIIMITUPALE BO IEMOKPATCKO
OIIITECTBO.

Kayunu 300poBu: aKHH BECTH, IPETCEAATEICKH U300pH, AUTUTAIIHA THCMEHOCT, aKaJIeMCcKa ITUCMEHOCT,
eyKamuja
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ECTETHKATA U HAYKATA

Kiyunu 300poBu: HHCTHHKT, yOaBUHA, YMETHOCT, EKCIIEPUMEHTAJIHA €CTETHKA, EBOIYLH]ja

ExcrniepuMeHTa/IHA €CTeTHKA

AKO pa3MmmcIyBaMe 3a €CTeTHKara BO BpeMe-
TO Ha HayKara, IMPBUOT LITO HU mara Ha yYM € Mu-
OHEPOT Ha eKCIIepHMEHTAalIHATa ecTeTHKa, ['ycran
®Oexnep. Toj Bo 1786 1., ja 00jaBu kHHUTaTa Boseg
80 ecilleiliukailia, K0ja ce CMeTa 3a TpBa CTyAHja BO
JOMEHOT Ha eMITUpUCKaTa ecTeTHka. Bo oBaa KHU-
ra QexHep ru MOCTaBU TPUTE IIIABHH 3aKOHU: TIp-
BHOT C€ OJIHECYBa Ha (aKTOT JeKa HAIIUOT YM H
CBETOT CE MOBP3aHM IO OPEJICH CUCTEM H TIPEKY
MIOCTOjaH! 3aKOHUTOCTH; BTOPHOT 3aKOH CE OfIHE-
cyBa Ha (haKTOT JeKa IIOCTOM BHATpPEIIHA M HAJ-
BOpELIHA TCHXO(U3MKa, OTHOCHO HaJIBOpPEIIHA-
Ta MCUXO(U3UKa My € CBOjCTBEHA Ha CBETOT KOj €
MOBP3aH CO HAIIUTE MEHTAJHU CIIOCOOHOCTH; Tpe-
THOT 3aKOH Ce TOBP3yBa O (PaKTOT JieKa HE TIOCTOH
CHT'YypEH CHCTEM, Taka IITO Tpeba Ja ce CMEHHU
MPaBEeLoT, J1a ce MoYHe 0f] (paKkTHTE, OJ] MOCIHHEY-
HOTO KOH OmmuToTO. Baka ®exHep ja mpoMuciyBa-
1ie ,,JJOJTHATa* eCTEeTHKA Koja Tpeda J1a CITy»KU Kako
OCHOBA 3a CO3/laBam¢ Ha TOpPHATA €CTETHKA, HaMe-

HeTa 32 GUI030(CKU U MeTa(U3NUKH [TPOMHUCITY-
Bamba Ha yOaBUHATA U YMETHOCTA.

,Hue ru umame npeasua Guino30pCKUTe CUc-
TeMH Ha ecteTukaTa Ha [lleaunr, Xeren un Ha KanT,
MeryToa OHa LITO yIITE HEJOCTUra € eMIIUPUCKaTa
OCHOBA M 0] Taa NPUYMHA, CUTE CUCTEMH Ha (uiio-
30(¢)cKara ecTeTHKa MU U3INIEeAaaT Kako MOKHHU Be-
nukaHu co Ho3e ox minHa™, (Fechner, 634)

MefyTtoa, emnupuckara ecretuka Ha dexHep,
3a ga Oume 1enocHa, ke Tpeba Ja copaboTyBa co
JOPYTUTE CPOIHHU AMCLMILIMHU, KAaKO LITO ce: Ou-
osorujata, (U3MOIOTHjaTa, IICUXOJIOTHjaTa, €THO-
Jorujata, conuonorujata u Ap. EneH TakoB mort-
(ar ke HajreMe BO MHTEpecHarTa CTy/lWja Ha HEeB-
pormorot Anjan Yarepnu, objaBera Bo 2015 romm-
Ha. Toj BO IpeAroBOpOT Ha OBaa CTyauja ro oopas-
JIOKyBa CBOjOT ONTHMHU3aM, IIOCTaByBajKH IO Mpa-
HIaKETO: ,,30ITO HAYYHUKOT Tpeda J1a ce 3aHnMa-
Ba co ecteTtuka? [lamm ucTpaxxyBameTo Ha ecTe-
TUKara MpeKy HayKara Ke MPHUJIOHEece 3a MOT0JIeMO
3HACH-¢ U TOUTA00K YBH]I BO OHHE MTPOOIIEMH KOU
XyMaHHCTUTE T HacoOpaie co romuHu? Oaroo-
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POT Ha MPETXOHUTE Mpaliamka Yarepu ke ro aaje
MPEKy CIEAHUOT IUTAT:

,,VIIeuTe Ha HEBPOHAYKAaTa U Ha €BOJyTHBHATA
TICUXOJIOTHja HEe OWJIe UCTOPUCKH JIOCTAITHU 3a Ha-
YUHHUOUTE O XYMaHUCTUYKUTC HAYKU. Tue J0cCe-
ra He Owre KoMOMHUpaHu. Hue, HaydHHUITNTE, KOU
MUCITUME JIeKa HEeBPOHAyKaTa Ke HH IO MOKaXKe O/
TOBOPOT KAaKO HACTAHYBa C€CTETUKATA U CBOJYTHB-
Hara TICUXOJIOTHja U K€ HU TO MOKaKEe OATOBOPOT
30IIITO HACTaHaJla ECTETUKATa, MOXKEME J1a OujieMe
ontumuctu®. (Chatterjee, 2015: 1)

NHCTHHKT

Bo mnouerokor Ha 20-THOT BEK, aHTPOMOJIO-
rot ®panc boac ja mocraBui ujaejaTa Ha KyJITyp-
HUOT peJIaTUBU3aM, KOj 3HA4YH JIeKa HE CIIMYHOCTH-
T, TYKy Pa3IUKUTE CE THE KOU CE BAKHH BO OII-
penenbara Ha oxpencHa KynTtypa. Meryroa, OMiIo
MoTpeOHO J1a ce T0jaBM MapajurMaTcKara JOTHKa
3a Jla ce KOHIITITyaJu3upa HA4yesloTo ,,eJUHCTBO
BO pasznuuHocTa“. Hoam YoMmcku ru mocraBu ma-
pameTpuTe Ha e/JHa YHUBEp3aHa rpaMaTHKa, a Toa
nonorHa CtuB [IuHKEp ke TO IMEHYBa KaKO JIMHT-
BUCTHYKH WHCTUHKT. bpajan burtep ke 360opysa 3a
MaTeMaTHYKAOT WHCTHHKT, a Pwmmn bon 3a my-
3UYKHOT WHCTHHKT UTH. Onpenendara Ha JleHuc
Jlaron na 300pyBa 3a OHOJIOIIKUOT WHCTHHKT BE-
POjaTHO € MOTTUKHATA M MPETCTaByBa pe3y/ITar Ha
MPETXOIHUTE HHCTUHKTUBHU Hapaaurmu. Toa mro
€ 3aeJHUYKO 32 TapaJIurMHUTE € Te3ara JeKa IIo-
CTOjaT ¥ YHUBEP3AJIHU BPEAHOCTH HA U 332 YOBEKOT.
YHUBEp3ATHUTE BPEIHOCTH ce 00jacHyBaaT MpeKy
MOCTOCHETO Ha 3a¢IHUYKA CTPYKTYpa Ha MO30KOT
u renute. [locTojaT u3BoHpenHU (aKTH JeKa eHa
BaKBa Te3a € TOYHA. Bo KOHTEKCT Ha €BOTYTHBHUTE
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MPOIECH HAa XYMAaHHCTHYKHUTE HAYKHW CE€ CO3J/1aBa-
aT YCJIOBM 32 €eH HOB XyMaHu3aM. Co3/1aBambeTo
Ha HOBHTE O0JACTH, KaKo IITO c€ OMOJIMHIBUCTH-
KaTa, HEBPOCTHKaTa M HEBPOCCTETHKATA, CE JIOKAa3
3a Toa. Kako pesynrar Ha MCTpaxxyBameTo Ha Of-
HOCOT YMETHOCT — MO30K, YMETHUYKHOT HHCTHHKT
€ TIOCTaBEH BO IIEHTapOT Ha XyMmaHosorujara. Bo
TOj KOHTEKCT, mHTpurupa Jenuc Jlaron co Hero-
Bata KHHUra Ymeiunociua xaxo uncitunxiv (2009).
Bo xuwmrara /laton o0jacHyBa Kako yMETHOCTa Ce
co3/aBa oJ1 OMOJIOMIKUTE WMITYJICH, KOW BO OCHO-
Ba ce yHuBep3aIHU. Toj mocTaByBa TakBa TEOpHja
Ha yMETHOCTA, KOja MOKaXXyBa JeKa Halllara rpakx-
THKa M HAIIMOT CyJ 3a yMeTHOcTa Tpeba ja ce uH-
(dbopmupaar npeky pazdoupamero, 1 Toa Bp3 0aza Ha
HUBHUTE BPOJICHN, MHCTHHKTUBHU OCHOBH. T0j ke
3a0eIexu JIeka BO MOJIEPHOTO BpeMe MOCTOM CHJI-
Ha MHTEJNIEKTyalHa U €KOHOMCKa 3ajiox0a 3a pas-
JIUKUTE Ha YMETHHYKATa MPaKTUKa, Taka 1To, (a-
BOPU3HPAjKU TH Pa3jIUKUTE, T'M 3a0opaBaMe YHU-
Bep3aJHUTE BPEAHOCTH Ha yMETHOCTA. BeymHocT,
mTo Toapa3oupa JlatoH Kora yMeTHOCTA ja BTEMe-
JTyBa Ha YHUBEp3aJHUTE Ononomrky uMiryiacu? Ogu-
TOBOPOT TO TJIe/a BO JIaJIeYHOTO MHUHATO, BO TLIe-
HCTOIIEHCKOTO BpeMe, BO BpeMeTo Ha homo erectus
u homo ergamnes. CTo mijajiv TOAUHY TPEJ Jia ce
MojaBu MUCMOTO, HAIIUTE TMPEIIH 3Haele Ja To
mpemno3HaBaaTr yoaBoto. Jlokas 3a Toa ce Amryio-
BaTa CEKWpa, KaKko YKpaceH JW3ajH BO ¢opma Ha
JIMCT, U CAaBAaHCKHTE I1€j3a)KH, KOU U JICH-JICHEC Ce
npugakaar kaxko copuiero yoasu. Crnopen atow,
WHCTUHKTOT 32 y0aBOTO ce 0jaByBa BO CUTE €BO-
JYTUBHH TIEPUOJIH, & © BO MOJIEPHUOT CBET CO CJIU-
kapctBoTO Ha Ban Tor, co my3ukara Ha betoBen
WIH CO aMepHKaHCKara IIe3-My3uKa, MpudQareHu
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BO CHTE KYITYpH. 3Ha4H, YMETHOCTA € OHOJIONIKA,
YHHUBEP3aJlHA U TPAHCKYATypHA.

»YMETHOCTA € TIaHKYITYpHA, a Toa € IpuMap-
HaTa INpu4yvHa Ja NOMUCIUME [I€Ka IMOCTOU €IHO
OMOJIOIIKO 00jacHyBarme 3a Hallara TeHJICHIH]a
Jla co3/IaBaMe YMETHOCT WM J1a ja KOHCyMHUpame'.
(Dutton, 2009: 99-101)

Ecternkara crioHTaHO ce 1ojaByBa HU3 CBETOT,
Taa He € caMO €IHOCTaBHA OMOJIONIKA aJanTaluja,
TYKy MMa ¥ Tpujiarojyimea GyHkiuja (CeKkcyanHa-
Ta CeJeKIfja) 3a HAmMOT orncTaHok. CekcyanHa-
Ta CEJICKITH]a ja OIUIITyBa OOHOBEHATA €BOTyTHBHA
TEJICOJIOTH]ja, TIOBTOPHO BOBE/yBamhe HA MHTEIH-
TeHTEeH JM3ajH BO MPOILEcOT Ha eBomyuujara. He-
COMHEHO, Pa3MHUCITyBambara 3a yMETHOCTA U €CTeT-
CKHOT BKYC BO €BOJIYTUBHUTC TCPMHUHHU MOXKE da
(hpu HOBa CBETJIIMHA BP3 TPATUIIMOHAIHUTE TIpa-
[Iaka BO €CTETHKATAa M Ja TH PEBONYIIMOHU3UPA
YMETHHYKATa KPUTHKA, TEOPHUjaTa HA YMETHOCTA U
YMETHUYKATa MpakThuka. Bo Toj koHTekcT, Permu
Touxwu ja npudaka onpeadara Ha Jonang Cumn-
COH KOTa YKa)KyBa JIeKa:

,»33JI0BOJICTBOTO, KaK0 M CEKOE JIPYro HCKY-
CTBO, € MTPOM3BOJ HA MO30YHHUTE MEXaHU3MH, & MO-
30YHHUTE MEXaHU3MH ja IPOU3BEyBaaT CBOTyIINja-
Ta... npexy cenexnuja“. (Thornhill, 1998: 23)

Ecrerckn M0o30K

Ce mocTaByBaar CJeIHUTE Ipalmama: 30IITO
TOJIKY TIPUCTpacHO M30p3yBamMe KOH y0aBoTo? 30-
IITO JIyf'eTO HaMeCcTO Jla BHUMaBaar Ha cebe, To-
roJIeM JIeTl Off BpEMETO 'O MHHYBAaT BO MIpa, My-
3MKa WK TpeJ CIUKU? 30IITO TOJNKY MOCaKyBa-
Me Ja coszaaBaMe yOaBu mpukazHu? Bo pamkute
Ha MMOHOBUTE OTKPHUTHja BO HEBpPOHAyKaTa M €BO-

JynycKaTa OMOJIOTHja ce KpHUe OATOBOPOT Ha BeKe
MOCTaBEHUTE Ipalllamka, Ha OHA IITO Ce Haora 3aj
Hamiata HeoOuyHa (acuuHanmja ox yoasoto. [lo-
TOYHO, OJATOBOPHTE Ha Baka MOCTAaBEHHTE Mpa-
IIama ce Haoraar BO KHuWrara Ecideilickuoii mo-
30k o5l AmaH Yarepyu. YMETHOCTa U €CTETHKa-
Ta J1ab0KO Ce MHKOPIIOPUPAHU BO XyMaHHUCTHY-
KUTE HayKH. VCTpakyBameTo Ha eCTeTHKaTa mpe-
Ky HayKaTa MOXe Jia PUIOHECE TPH MPo1adouy-
BamhC Ha [TIOCTOJHUTE XyMaHUCTUUKHU 3Haewa. Crio-
pen Yarepuyu, mocTojar ABe CYIITHHCKHA UIEH: TIp-
BaTa WJeja MOKaXKyBa JIeKa BO CEKOE YOBEYKO OfI-
HECyBame IIOCTOHW HEBPOHCKa OCHOBa. He Moxe na
MOCTOjaT MUCIH, KEJIOU, EMOLIMH WJIM CHUIITA KOH
HE ce MOBp3aHu co (pyHKIHMjaTa HA HAIIMOT HEp-
BeH cucreM. Bropara uzeja mokaxkyBa JieKa eBO-
JYTUBHUTE CHUJIM C€ CYIMITHHCKH (DaKTOp BO CO3-
JIaBarbeTO Ha HAIIMOT MO30K W HAIIETO OHECY-
Bame. [loBp3yBameTO Ha ecTeTHKara co HEBpO-
norujata (Kako (YHKIMOHHpA €CTETHKATa) U eBO-
JYLMCKAaTa MCUX0J0ruja (301mTo Tpeba J1a mocTon
€CTEeTUKaTa), U MOKPaj CKeNTHIIM3MOT Ha JIPYTUTE,
3a Yatepym e MoxHa. McTpaxkyBaunTe ko 300py-
Baar 3a €BOJIyIIMjaTa Ha YMETHOCTa, OOWYHO 3a3e-
Mar eIHa OJ CJIeIHHUTE MO3UIHNU: YMETHOCTA KaKO
WHCTUHKT MJIM YMETHOCTA KaKo €BOJYTHBEH HYC-
OPOYKT. 3acTalHUIUTE HA Te3ara 3a YMETHOCTa
KaKO MHCTHHKT, IOCOYYBaar Jeka yMETHOCTa € ce-
MIPUCYTHA, 0€3 pa3jInKa Jajau ke MonieIHeMe HaHa-
3aJ1 BO aHTUYKHUTE KYJITYPH WM BO Hajpa3IUIHATE
pas3nuKy BO coBpeMeHHTe KynTypu. LLITom e Tonky
HIMPOKO PaclpoCTpaHeTa, YMETHOCTa € OMOJIOIIKH
WHCTUHKT. Ha mpumep, Kako ITo BUIOBME ITOTOPE,
Henuc JlaToH Bo Heropara nomyjapHa KHUTa cMe-
Ta JIeKa yMETHOCTA € OMOJIOIIKA WHCTHHKT.
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[IpuBp3anunnTe Ha Te3aTa 32 yMETHOCTA KaKo
HYCIIPOAYKT ja HarjlacyBaar ujejara Ha ,,yMeTHOC-
Ta 3apaJii YMETHOCT™ U CMETaaT JIeKa YMETHHUYKH-
TE TIPAKTUKU C€ PA3HOBUJIHU U OOJUKYBaHU O] OJI-
penenara Kynrtypa. Maejara Ha ,,yMeTHOCTA 3apajiu
YMETHOCT" 3Ha4M JiIeka YMETHOCTa HE € KOPHUCHA,
Taa Mopa J1a Ou/ie HyCIpOIyKT Ha APYTH MPOU3BO-
JI1 TITO OWJIe KOPUCHU 3a HamuTe npeanu. Beym-
HOCT, KaKO € MOYKHO, C€ IpalllyBaaT TeopeTuIapu-
Te, a €JIeH O]l HUB ¢ U Yarepyu, Ja uMa TOJIKy MHO-
Iy HaBUIYM Pa3IMYHHU MPEIMETH KOM MOXKaT Ja
Omaar u3pas Ha MHCTUHKT?

,Ke Bu mokaxxaMm Jieka HUTY MejaTa 3a yMer-
HOCTa KaKO MHCTUHKT, HUTY HJIejaTa 3a yMETHOCTa
KaKO €BOJIYTHBEH HYCIPOAYKT HE € coceMa 3aj10-
BonyBauka. Hu Tpeba TpeT Ha4MH 1a pasMUCIUMe
3a YMETHOCTA, CO IIeT Ja ja pa3depeMe U Hej3uHa-
Ta YHUBEP3AJIHOCT W HEj3MHATa Pa3sHOBHIHOCT.
(Chatterjee, 2014: 5)

Enurmaruunoro nune Ha Mona Jluza e
HajImo3Hara ciMKa Ha cBeToT. Hej3uHoTo nne Oyk-
BaJIHO IO 3rparuyBa IJeaadoT, OUIejKu ¢ eHUrMa-
TUYHO. JINIeTo n3pa3yBa HEIITo, caka Ja MOKake
HEIITO, Hej3UHOTO JIUIIE HE aHTaKHpa, He BO30yIy-
Ba, Taa ¢ penamucka. Jlamu mumara xou ce yoasw,
He ¢acunnupaar? Crnopen Yarepnu, mocrojar He-
KOJIKY YHUBEP3AJIHU IPUHLIUIIN 3apagu KO JIUIE-
TO M3nIeaa yoaBo. YOBEYKMOT MO30K aBTOMATCKH
pearupa Ha yOaBuTe JIMIIA U TeJa, a MOHEKOTaIl 1
HE CMe CBECHH 3a Toa. /leka He cMe CBeCHH 3a Toa
JIOKa)KyBa CIICJIHUOB EKCIIepUMEHT. Bo ekcriepu-
MEHTOT O] e[[Ha TpyTa Jyre ce modapajo Ja crope-
JIaT JIB€ KOMIIjyTepCKH reHepupanu juna. Of HUB
010 mobGapaHo Ja MPOIEHAT KOJIKY CE CITMYHU JIH-
mata. Mako o yuyecHUIIUTE HE OWIIO MMOOapaHo na
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ja oueHar y0aBHHaTa Ha JHULATa, HUBHUTE BU3YEJI-
HU KOPTEKCH MOKa)kaJie 3rojieMeHa akTHBHOCT, 3Ha-
Y1 HUBHUTE MO30I[M HECBECHO M aBTOMAaTCKH pea-
rupaie Ha yoaBuTe nuia. Bo mpuior Ha oBaa nzeja
€ W Wjejara 3a yHHBep3aiHara yoaswHa. Ho, 30-
IITO THE JINLA T'M cMeTame 3a yoasu? [locrojar Tpu
OCHOBHH IapaMeTpH CIIope]l KoM yOaBUTE JIHLA Ce
MPUBJICYHU: IPOCCYHUOT, CAMETPUYHHUOT U CEKCY-
aTHUOT TUMopdu3am (PU3NIKUTE 0OCOONHU KOU T'H
pasnuKkyBaar nonosute). [IpocednnTe mapamerpu
ce OIHeCcyBaaT Ha CTAaTUCTHYKUOT MPOCEK Ha Of-
pereHo yoaBo JIMIE KOe € MONPHUjaTHO Of] JHIETO
KO€ T'M HeMa [IPOCEYHHTE napamMeTpH (HOC Off cpel-
Ha BEJIMYMHA, OYU KOH HE CE€ MPEMHOTY OJHCKY, HH
MPEMHOTY JaJIeKy); CHMETpHjara Kako Ipecy/IHa 3a
OIICHYBamETO HA yOaBUHATA (CHMETPUIHHTE JINIIA
MOKa)KyBaaT 3/[paBje M CHJICH MMYHOJOIIKHA COC-
TaB); CEKCyaJTHHOT IUMOp(H3aM ce onHecyBa Ha
JUIaTa KOM MMaaT THUIMWYHO MAIlKH WU JKEHCKH
ocobunM (Ha mp. OpajiaTa Kako Malika 0COOMHA €
MpHBJIeYHA). 3HAYH, HAIIMOT MO30K KOPECTIOHANpa
1 ja TIocaKkyBa yOaBHHATA.

,Cexoram Kora BeJIMMe 3a HEKOj (DU3UUKH
o0jekT jieka e nedopMHUpaH, Kora 3a HEKOE TeIlo
BEJIMME JIeKa BPaToOT € MOKYyC, & HO3eTe MOJOJTH,
HUE BCYIIHOCT IO IMOKa)XyBaMe HAIIHOT BPOJCH
WHCTHHKT 3a coBpiienu u yoasu ¢opmu‘. (Clark,
1984: 8)

CuMeTpUyYHHUTE JILIA U Tela M MOCaKyBaMme,
OuJejKu ce 3HaK Ha 3/IpaB MMYHOJIOLIKH CUCTEM U
Teso. Bo Toj KOHTEKCT, eHa O KITyYHHTE HJIEH 3a
oJlpe/lyBame Ha yOaBOTO ce TIOBP3yBa CO €CTETCKa-
Ta MPUBJICYHOCT Ha IMIMPOKHUTE CaBaHU, OCOOCHO
Ha adpukaHCckuTe caBaHu. CTynuuTe MMOKaXKyBaaT
JieKa JIyreTo, 6e3 pa3iinka Ha HUBHATa CTapOCT MIIH
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€THUKYM, ITOBEKE y>KHBAJIC BO CIMKUTE HA CABAHU-
Te, OTKOJIKY Ha Koja OWIJIO Apyra JIOKaiuja, TIypu u
OHHME KOM HHUKOTAIll He OHJie BO CaBaHa.

,,VIeaIHUOT CaBaHCKU Tej3aK € J0Ka3 JeKa
NyreTo Ofi ceKajie, YHHBEP3aJIHO ja JIOKHBYBaaT
yOaBWHATa TIPEKY CIMYHH BHU3YCITHH HCKYCTBa‘.
(Dutton, 2009: 25)

Wnaky, caBaHCKHTE I€j3aKU C€ KapaKTepu3u-
paar co OTBOPEHU MPOCTOPH, CO HUCKA TPEBa, CO
MIPUCYCTBO Ha BOAA, CO MAaT KOj € OTBOPEH, CO pas-
HOBHUIHOCT Ha 3€JICHWJIO, BKIYyYyBajKH IBETHH U
IJTOTHU pacTeHHja, CO Pa3HU )KUBOTHH U IITHIIH. 32
CaBaHUTE MOCTOM XMIIOTE3a JIeKa €AWHCTBEHO Ha
TAaKBU MECTa, MOKOHKPETHO BO CeBepHOoadpHKaH-
CKUTE CaBaHH, JyI'eTO MPeKHUBYBaje, CBOIyHpae.
Konky e TouHa oBaa xuroresa MoKaxyBa (akToT
JieKa JTyIeTo MUTpUpae O] €JHO Ha JPYro MECTO,
07l €€H KOHTHHEHT Ha APYI, Taka IUTO BepojaT-
HO Ce MPHCIIOCOOMIIE U BO ApyruTe KpaumTa. Bo
IUIEUCTOIIEHCKO BpeMe JIy'eTo MmoceyBaje pa3Bu-
€HH a/IalTHBHU CIIOCOOHOCTH 3a Jla MPEKUBeaT U
Ha JIDYTH MecTa, MeryToa ocTaHyBa (hakToT JieKa
HajMHOTY €BOJIyHpaje Ha MecTara KOM MMaar He-
KO €JIEMEHTH Ha CEBEPHOA(PPUKAHCKUTE CABaHH.

Be3unrtepecnoro nonarame Ha Kanr

[TocTon 1 MOMEHTOT Kora ce npugaka KiryyHa-
Ta UJeja JeKa CO31aBambeTo Ha YMETHOCTA € yHU-
BEpP3aJIHO YOBEYKO OJIHECYBame, JOJCKa camara
YMETHOCT MHOTY TEUIKO ce JeHuHupa. YMETHOC-
Ta € HaceKaJie, BO KOj OMIJIO MpeJien Ha YOBEYKOTO
JKHMBECHE, 10 YIHLH U SHIOBH, BO HTpara Ha Jiela-
Ta, BO HUBHOTO Teewe 1 urpame. He mocroun ncro-
pHCKa enoxa Bo Koja He ce M0jaByBaaT yMETHUYKH
tdhopmu. Iemrepckute cnuku ox mpen 30 000 ro-

JIMHU, WK cKyanTypara Ha Benepa on Tan-Tan on
npen 400 000 rogHu. 3HaUM YMETHOCTA € CYIITHH-
CKa IMMEH3Mja Ha 4oBeYKaTa mpupopaa. Meryroa,
HE CaMO MPOMOPIMOHATHUTE MU XapMOHUYHUTE
npeIMeTH ce YOaBH, TyKy ce yOaBU M JHCXapMO-
HUYHHUTE U IpanTe npeameru. Mako Hamero dyB-
CTBO 3a yOaBHHA, BO IOT0JEMa MEpa, € OJPEACHO
0]l CTPYKTypaTa Ha HallMOT MO30K, M OMILITECTBO-
TO BJMjae Ha OHa LITO ro HapekyBame ybaBo. Bo
ecTeTHKara Mo3Hara € pasjifKara nomery yoaBoro
U CyOJIMMHOTO YyBCTBO, yMETHOCTA HE € camo yOa-
Ba TYKy U BO3BHILECHA, TparuuHa, OOJHA WIH TPO-
rarenHa. HeBpoecreTnkara MokaKyBa JieKa IpH
nepueniyjara Ha OAPEJCHO YMETHHYKO JIEJI0 Ce
aKTHBHMPAaT CEH3yaJIHUTE, EMOLIMOHAIHUTE U KOT-
HUTHBHUTE MO30YHU MPEXH. 3HAYM, YMETHUIKO-
TO A€JI0 HE CaMo ILTO Ce JOKUBYBA €MOLIMOHAJIHO,
TYKY M KOHLENTYaJHO CE IPOEKTHpaaT 3Hauema, a
0/l HUB YyBCTBYBaM€ €IHAKBO 3aJJ0BOJICTBO.

MeryToa, €CTETCKOTO HCKYCTBO € OIPEICHO
Kako Oe3uHTepecHo jomarame. BeymHocT, oBa e
cnaBHata hopmyia Ha KaHT, Koja mOTEeKHYBa 0] 3a-
SIHUYKOTO CETHIIO (Sensus comunnis), peaxu3upa-
HO IIPeKy TpaHCLeHAeHTalHaTa arepuenuyja. Crio-
pel HeBPOJIO3UTE, [TOCTOjaT JBa PA3IMYHH MOBP3a-
HHU CHCTEMH BO MO3OKOT: €l€H OJTOBOpEH 3a JI0-
narameTo, a IpyruoT 3a xkenbdara. bugejku orcexo-
raii ro nocakyBaMe Toa IITO HU ce Jionara, H T0a
LITO HU Ce JloMara ro ocakyBaMe, OBUE JJBa MeXa-
HU3MH (yHKIIMOHHUPAAT 3aeIHO, THE CE Pa3JIHKYy-
BaaT MPEKy HEBPOTPAHCMUTEPHUTE KOM pearupaar
Ha 33JJ0BOJICTBOTO, HO OJ1 pa3inyeH Bua. MerfyToa,
MPU €CTETCKOTO JOKUBYBAbhE, PH JOKUBYBAHETO
Ha YMETHHUKOTO JI€J10, HUE €JHOCTaBHO Y)KUBaMe,
0e3 pa3yiuka Ha [IeHaTa Ha AeJ0To.
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YMeTHOCTA: NPUPOIEeH MHCTHHKT WJIH

KYJTYPEH HYCHPOAYKT

[Tocrojar 1Ba aprymeHTa 3a Toa 1ajl yMETHOC-
Ta € TMPUPOJICH MHCTUHKT WJIM HYCIPOAYKT Ha 40-
Beukara eBojiynuja. [IpBHOT apryMeHT ce ojfHeCy-
Ba Ha €BOJIYTUBHHTE TEOPHH. EBOIyTHBHATA eCTe-
THKa, Ha mpuMep, Gpopmynara Ha KaHT ja ogpemysa
KaKo Bpakame KOH PajoT, (haKT IITO MMOKaXKyBa JAeKa
YMETHOCTA C€ CMeTa 32 OMOJIONIKYA HHCTUHKT, JIeKa
Taa UMa CBOJYILMCKAa MOK. JIaTOH W HEKoW Jpy-
M MUCJIMTEIM CMETaar Jieka yMeTHOCTa Onia u3-
MHCJICHA 32 JIJa MOYKE YOBCUKHOT BUJI Ja TIPCIKUBY-
Ba. YMETHOCTa OTCEKOTall ja MpojradodyBaja co-
[[jaIHaTa KOXEe3Wja, U TOoa MPEKy PUTYaJIUTE, Wr-
pute, niecaute u jap. OHUE TPYNU BO KOU TO MMa
YYBCTBOTO Ha COIMjaJTHA KOXE3H]ja, IPUPOTHO MMa-
aT TOroJIEMH IIAHCH 3a MPEeKUBYBame. MerfyToa,
criopen Yarepru, oBa u He ¢ coceMa mpudarim-
BO, OWJIejKH, HA TIPUMEp, CIMKAPUTE WM THcare-
JUTE CBOWUTE HAj00pH Jieia TH CO3/aie BO Hajro-
JeMa camortdja. BTopuoT apryMeHT ce moBp3yBa
co (akToT neKa yMETHOCTA € HYCHPOIYKT Ha 4O-
BeUKkaTa eBonyidja. [Ipupogara HU mama MO30ITH
KO MMaaT BUCOKA KOTHUTHBHA MOK ¥ M3BOHPEIHU
(IreKCHOMITHY CTTOCOOHOCTH 32 Y)KHBamke€ BO CIIH-
KapCTBOTO, MUIIYBAKHETO, KOMIIOHUPAKETO U JIPY-
'Y yMETHHYKH (popmu. 3HaUU, yMETHOCTA HE € Ou-
OJIOLIKA MHCTHUHKT, TYKY HYCIIPOAYKT Ha YOBCKOT.
MeryToa, ¥ 0BOj apryMEHT € HEKaKo HEyOeIIHB,
Omejkn yMETHOCTa € MHOTY TTO/yTa00Ka O] HAIlH-
TE€ KOHIIENITyalTH! MOKHU. Bo T0j KOHTEKCT, toarame
JIO KITyYHOTO Ipaliambe:

,»Moxebu He Tpeba TOJKY JIECHO J1a CE€ OTKa-
JKEME OJ MHCTUHKTHBHATa TEOpHja Ha YMETHOC-
Ta, MOXXeOH He Tpeba TOJKY JISCHO /1a C& OTKa)e-
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Me O]l YMETHOCTa Kako HyCHpoAyKT. Moxkebu mo-
CTOM TPET Ha4YMH 3a MPOMHUCIYBake Ha YMETHOC-
ta?*. (Chatterjee, 2014: 171)

3Hauu, ako yMeTHOCTa He ¢ OHWOJIOIIKH HH-
CTHHKT, TOTall Kako ke ro oOpa3ioxume (QakToT
JIeKa HUE CME OINKpYyXeHU co ymeTHocT? Kako ke
ro objacHuMe (PakTOT JieKa OCTATOLUTE O yMET-
HOCTa MOCTOjaT Kako (DaKTH KOM JIOKaKyBaaT JeKa
OTCEeKoTaIl uMaio morpeda 3a ymeTHoct? MaxkToT
JIeKa YMETHOCTa HE € OMOJIOMIKY MHCTUHKT U HE €
azanTuBeH (pEeHOMEH, MHOTY TEILKO C€ UTHOpHpA.
MeryToa, HUTHpaHaTa JInTeparypa NOKaxyBa JeKa
HE MOJKE J1a ce Herupa (hakToT JieKa yMETHOCTa He
€ eIMHCTBEHA, TYKY JieKa € Pa3HOBHUJIHA, TIOCTOjar
pasnvHu yMeTHHYKH (popmu. VcTo Taka, He MOXKe
Ja ce Herupa (paxToT JeKa yMETHOCTa He € co3/a-
JIeHa of ucropHjara u Kyntypara. Kora 300pysa-
Me 3a YHHMBEP3aJIHOCTa Ha YMETHOCTAa, MHUCIIUME
Ha YMETHOCTa Kako OWOJIOIIKM WHCTHUHKT, Mery-
TOa Kora 300pyBaMe 3a pasjauuHoCTa Ha (hopMuTe
Ha YMETHOCTa, 300pyBaMe 32 YMETHOCTa KaKo HyC-
MPOIYKT Ha YOBEKOT. BO TOj KOHTEKCT, BO KHUrara
Ecineitickuoiti mo3ok, Yatepyu ro mnocraByBa Ko-
HEYHOTO MpamameTo: Jlamy mocTou HeKoj TpeT Ha-
YHH 32 IPOMHCITYBakhe Ha yMETHOCTA?

OAroBOpoT Ha OBa WU3BOHPEIHO KOMILIEKCHO
npaniamke, Yarepim ro J0JI0BYBa TpeKy OeHra-
cKara JOMallHa NTHULA, 33 Ja HU ja IIOKa)Ke CUTya-
[Mjara Ha KOj HAYMH MPHUPOJATa ja co3jaia yMer-
HOCTa BO *MBOTOT. OOMYHO NTHLHUTE MeaT 0J] €BO-
JYTUBHH NPUYUHH, [1€€jKU THE CH Haoraar mpHja-
TEJH, ja OpaHaT COICTBEHATa TEPUTOPUja M IIPe-
Ky I€CHaTa 'l UICHTU(PUKYBAaT CPOJHUTE ITULH.
MeryToa, HUBHUTE IIECHU C€ €IHOCTABHU U CTe-
PEOTHITHH, OHOCHO NpuponHu. MMa cirydam kora
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NITUIIATa, KaKO ITO € OeHTalicKaTa JOMAIlHa MTH-
11a, MpunUTOMeHa Bo Jamonuja npen 250 roauHwy,
T'M [IPECKOKHYBa OnonomkuTe cenekiuu. Co TeKOT
Ha BpPEMETO, IECHUTE Ha 0Baa MTHUIa, kou ouse 00-
WYHHM, TIOYHAJIC J]a BapHUpaar, Taa IovHaja 1 Jia M-
MIPOBH3HpPA BO 3aBUCHOCT Of OKonnHara. CIMIHO
Ha MTHIATa, HAIIMOT MO30K Pa3BWJI CIIOCOOHOCTH
MOTPEOHHU 3a €BOITyIHjaTa, KaKo IITO CE: CHUIIITa-
Ta, CIOCOOHOCTA 3a alCTPaKTHU Pa3MHCIYBamba,
pa3IMYHU €MOIIMM M WHCTHHKT 3a urpa. Beyi-
HOCT, 3a Yarepiu, Kako pe3yJsiTaT Ha €BOJYLHUCKU-
TE€ YCJIOBH M MOTPeOH, HUE cMe Omie CIIo00IHM /1a
'l KOPUCTHME TAaKBUTE BEIITWHU KOW ja CcO3/alie
YMETHOCTA.

»JIyFeTO Teprumnupaar HEKOM padOTH KakKo
y0aBH rmopaay eBolyTUBHATA KOPUCT o HUB. OBOj
MPHUHIIMII € BUJJIMB HACEKaje, 01 yOaBHUTE JIULIA JI0
arpakTuBHUTE mej3axku. Cropen Toa, yMETHOCTa
HacTaHalla OJ TTIOBEKe €BOJYLMCKU CITOCOOHOCTH,
KOHM KOTa ce KOMOWHHMpAaaT BO CHUTYpPHAa OKOJIMHA,
JIOBEJyBaaT JI0 KPEaTWBHO H3pa3yBame U yMET-
Huuku criocodnoctu™. (Chatterjee, 2014: 56)

3akiayuyox

Wmajku ja mpeaBuI €BOyTHBHATA €CTETHKA HA
Henuc JlatoH, ko] ymMeTHOCTa ja neduHUpPA Kako
OMOJIOLIKY UHCTUHKT, M UMajKU TH IPEABHU U JIPY-
THTE €BOJyTHBHU TEOPUH, KOPUCTEJKH ja JOTHKA-
Ta Ha eKCIICpIMEHTaJHaTa e€CTEeTHKa, KOja BO HC-
TOpHjaTa Ha eCTeTHKaTa IoyHa co PexHep, OqHOC-

Jluteparypa

HO WIMajKH TH TIPEIBUJ JOCTUTHYBamaTa Ha HEB-
poecrterukara, Yatepuu co cBojata KHUTa Eciteil-
CKUOT MO30K eMITMPUCKH ycIea 1a ja mpoanado-
4y, Jla ja MM0jacHW HajMOKHATa TEOpHja Ha yMeT-
HOCTa, T. eBOJlyTUBHara ecteTuka Ha Jlenuc [a-
TOH. VIHTEepeceH € HEroBHOT EMITMPHUCKH pPe3yll-
TaT Jieka HEBPOECTETHKaTa He MOXKE BO IIEJOCT Ja
ja omdaru yMETHOCTa M JieKa HE IMOCTOM HEepBHA
Mpeka mocBeTeHa Ha ectetukara. Ol H3BOHpEIHA
1oJI3a 328 €CTETHKATa € U HETOBUOT OOM/I /1a N3HAj-
Jie pelleHre 3a JuiieMara Jiajld yMeTHOCTa ¢ Ou-
OJIOIITKYA MHCTHHKT WJIA KYATYPEH HYCIPOAYKT Ha
JKUBOTOT. Miejara 3a yMeTHOCTa KaKO HHCTHHKT €
npudariuBa, 3aroa MTO MOApPa3Oupa JeKa yMerT-
HOCTa € MHOTY NoiaboKa, Jieka € MHTEerpajeH e
O]l HaIeTo OWTHE, YHUBEP3aJlHA YOBEYKA TPEOKY-
naryja. FMako HayqIHUITITe OOMYHO ja onpenenyBa-
aT yMETHOCTa KaKO OMOJOIIKK HHCTHHKT HJTH KaKO
€BOJyTUBEH HYCIIPOAYKT, Yarepu eMIMpHCKH ja
OJIpelyBa YMETHOCTA KaKO YHHBEP3aJIHO HETyBaHa
BO HAIIMUTE MO3OIIH, U KAKO Pa3HOBUIHO OOJIMKYBa-
Ha o1 uctopujara. IHTerpupajku ja HEeBpOECTETH-
KaTa CO EBONyIMCKaTa €CTETHKA, JOBEIYBajKA TH
JI0 TIPEU3BUKYBadKa CHHTE3a, KOPUCTEjKU TH TIO-
JIATOIMTE OJ] TICUXOJIoTHjaTa, Onosorujara, (Guio-
3o¢ujara, UCTOpUjaTa HA YMETHOCTA M O] HEBPO-
Jlorvjara, T0j eMIMPUCKU YCIIeBa Jia JJOKaXKe JeKa
Bpckara Mel’y OMoJiordjara U YMETHOCTA € MHOTY
nmoJTadoKa.
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Afrim A. Redzepi

Aesthetics and Science
(Summary)

Bearing in mind the evolutionary aesthetics of Dennis Dutton, which defines art as a biological instinct, taking
into account other evolutionary theories, utilizing the logic of experimental aesthetics that began in the history of
aesthetics with Fechner’s aesthetics, Chatterjee with his book The Aesthetic Brain, empirically succeeded in deep-
ening, clarifying the most powerful theory of art, namely Dennis Dutton’s evolutionary aesthetics. Interestingly,
his empirical result is that neuro-aesthetics cannot encompass art as a whole and that there is no neural network
devoted to aesthetics. Of great benefit to aesthetics is his attempt to find a solution to the dilemma, Is art a biologi-
cal instinct or a cultural by-product of life? The idea of art as an instinct is accepted because it implies that art is a
much deeper, integral part of our being, a universal human preoccupation. Although scientists usually define art as
a biological instinct or as an evolutionary by-product, Chatterjee defines empirical art as universal cultivation in our
brains, and as diverse shaped by history. By integrating neuro-aesthetics with evolutionary aesthetics, leading them
to a challenging synthesis, utilizing data from psychology, biology, philosophy, art history, and neurology, he will
empirically prove that the link between biology and art is very deep.

Key words: instinct, beauty, art, experimental aesthetics, evolution
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THE QUESTION OF BELONGING IN THREE
MACEDONIAN NOVELS BY WOMEN WRITERS

Key words: belonging, Macedonian novel, women writers

Women writing as a specific literary sphere
(or a sub-genre) has been intensively argued and
discussed in Macedonian literature (I must admit
with different and even opposite opinions) during
the last two decades. There were published sever-
al theoretical books on this topic, doctoral thesis
and what is most important, many literary prod-
ucts, novels, short stories, essays and poems which
contributed to summarizing the specificities of the
artistic world of women, the original stylistic ap-
proach, motifs, and the specific gendered point of
view... Mainly influenced by the postcolonial the-
ory and gender studies, these literary works, in one
or another way, deal with the crucial question of
identity, sense of belonging and home/homeless-
ness. Focusing my attention on this layer, [ will an-
alyze three novels written by contemporary Mace-
donian women writers: Hidden Camera by Lidi-
ja Dimkovska (2004), The Snow in Casablanca by
Kica B. Kolbe (2005) and 4 Doodle House by Oli-
vera Nikolova (2012).

Hidden Camera is a novel of the nomadism
and the journeys of the heroine; her hesitations be-
tween the home and foreign lands, or between all
foreign lands that become her home. As the author
makes a point, the most consistent theoretical plat-
form for experiencing the home and the foreign
land has been explained by a Romanian émigré in
Amsterdam, Sorin Aleksandresku, who wrote the
following words in his book: “Home does not ex-
ist anymore, or it does in different places... I was
at home only when I asked myself if and where at
home I was. I had an identity only when I knew
not any other alternative. The road from identity to
dual identity goes through the loss of the self, thus
from home you arrive there, yet always through
different lines of here, and at the same time all are
crossroads”. The journeys, lives and stays in sev-
eral different countries are the basic materials for
the motif, which has been organized in this book
into a story for a certain period of time spent in an
apartment in Vienna where the writer resides in the

93



Sonja Stojmenska-Elzeser: THE QUESTION OF BELONGING IN THREE MACEDONIAN NOVELS...

capacity of a so-called writer-in-residence, i.e. as
an eastern European writer who is financed by a
western European foundation with a task to write
a literary work. The Macedonian writer shares the
apartment with a photographer from Albania (Edli-
ra) and a musician from Pakistan (Joseph). The
story about these three artists united into a Vien-
na community is only a framework story intertwin-
ing the notes on Lila’s childhood from her past in
Shlegovo (Macedonian village), her life in Roma-
nia as a student and a lecturer, for the many trips
around the world upon participating in various po-
etry festivals (France, Sweden, The Netherlands,
the USA, Taiwan, the Czech Republic, Lithuania),
and for her final home address in Slovenia, where
she lives due to a very curious reason — love. For-
eign lands are Lila’s destiny foretold in the visions
of an astrologist, who convicts her that the “world
would be her home”.

The curious diary notes from various countries
are a sort of kaleidoscope of images from all types
of events, experiences, impressions, scenes, histor-
ical facts and current events — waiting in lines for
visas and documents; experiences in the Romanian
lecturer’s dorm; intimate and love sequences; par-
ticular resonations of military events; and notes on
the Struga Poetry Evenings and the treatment of
the Macedonian poetry in the world as well as of
Macedonia in general. The linkage between the Al-
banian and the Macedonian into an honest friend-
ship and between the Albanian and the Pakistani
into a warm and tragic love affair presents, per-
haps, a constructed or simply a real superposition
of emotionality over all theories, stereotypes and
clichés about national mentalities. The selection of
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these particular nations present in the artistic apart-
ment is not by chance and thus it allows the author
to develop the issues of the Macedonian-Albanian
relations in the context of real events from the be-
ginning of the 21st century, as well as the current
aspects of differences, stereotypes and other image
theories of how one people perceives the other or
the mutual “philies” (sympathies) and “phobias”
(intolerance).

The presence of these problems in the novel is a
part of the “given task™ and it represents a necessity
to ensure the attractiveness of the text for the current
European reader, to whom issues of ethnic, nation-
al and gender stereotypes are especially provocative
and which have been discussed for a longer time at
relevant international literature and academic meet-
ings. Nonetheless, the specific quality of this nov-
el is the ironizing tone to all such euphoria which in
theory results in numberless pages of never-ending
discussions, and in practice, in real life, it collapses
as a tower of cards because neither love nor friend-
ship ask for nationality or religion. Interpersonal re-
lations rise above all divisions and classifications
when they are real. This is proved by Lila’s hybrid
identity, by her friendship with individuals from dif-
ferent nations and religions, and finally by her mar-
riage with a person from a different nationality. Lila
faces the “otherness” every step of the way, and she
does not find it hard to accept it with an open heart,
with a good thought and piercing glance, and to in-
corporate it into herself as a part of her own being.
In the process, landscapes, countries, peoples, and
individuals, whom she becomes fond of, permanent-
ly become a part of her; and others, unfortunately,
remain burdensome and foreign.
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In that sense the foreign lands become her home
after she gets to know and love them; hence what
stays in and what out of the threshold becomes rel-
ative — home can be anywhere she can establish
the connection between the place and her own in-
ternal world. Thus Eldira’s thought has quite a rad-
ical note when she utters it in the last moments of
her life, as a result of a terminal illness — “home
is everywhere where you are healthy!” This nov-
el as its own motto carries the words of Herta Mill-
er, “Neither Jesus is at home”, thus the solid con-
nection of the subject to a home with a concrete lo-
cation, planet, or universe becomes illusionary and
unnecessary. Dimkovska summarizes her point by
her thought saying that the fireside as such is not
important, but the fire we carry in ourselves and
the ability to make homes out of various constella-
tions. A person carries his or her blaze with which
he or she can light a fire, as does Lila in all kinds of
rooms, apartments and spaces, and beds and sleep-
ing bags. She manages to adapt the space to her-
self and make it her home. When she finally meets
with herself and feels both as an “irremovable ker-
nel” and a part of the world at the same time, she is
at home. That is the end of the novel in which the
“hidden camera” as an emblem of Lila’s divided
personality leaves her in order to let her find her-
self, see herself from her own perspective and fi-
nally be home.

The story in Dimkovska’s novel is sponta-
neously narrated, with an accentuated humor and
charm resulting from the synthesis of the inceptive
poetic and even naive view of matters, with a ma-
ture, discerning and even a philosophical stance on
them. There is a great number of lucid notes which

serve as an outline, a detail or prophecy of the most
challenging dilemmas of the present time.

The second novel concerned with the question
of belonging is the novel The Snow in Casablanca
by Kica B. Kolbe, written and published in almost
the same time as the previous novel (year of pub-
lishing is 2005). This novel is also devoted to the
identification question of migrants, because also
Kolbe and Domkovska as authors, and also their
main characters Lila and Dina Asprova are mi-
grants. The young woman Dina Asprova builds her
complex identity crucified between the European
cities experience and the experience of her native
town Skopje. Long walks in her town evoke her
memories of her childhood and youth and help her
find her spiritual harmony. The feeling of the na-
tive city Skopje is deeply connected with a love
story. Young intellectual Dina, who temporary
lives in Florence (and works in Ufficci gallery) is
forced to come back in her town of birth Skopje to
take care of her empty family apartment. She has
left her town for more than ten years and lived for
a while in Rome, Paris, Prague, and finally in Flor-
ence. This is the key contrapunct of the novel: Eu-
ropean urban centers versus Skopje. Dina Asprova
describes Florence with those words:

Believe me, in the last ten years I've lived
in all the beautiful cities in Western Europe,
but none of them is like this unearthly pearl.
Florence is not just a city. It is embodied
artistic vision... (p.7). On the other hand, her
native Skopje is “behind the back of Europe”
(72), as she sais: For me, Skopje was always
far from Europe and the world, it was always
provincial and narrow that strangles me... 1
must escape from this spirit of narrowness.
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Here. From this suburb of Europe. Macedonia.
1 dream of Europe! (p.169)

The novel The Snow in Casablanca is based
on ironic discourse which can be recognized in the
playful toponimia: Dina Asprova makes her virtu-
al biography in which her country Macedonia is
named Casablanca and her town Skopje is named
Justiniana. That is irony towards the position of the
Macedonian state and people in the contemporary
world:

. the picture of Casablanca is created by
weakness, due to constant defeats in my
conquest of the West Europe. We were not
a province in that time, when we recited
Rimbaud on the edge of the river Vardar. We
are province now! If we are province, than let
us be a true one. With style! Exotic. That'’s why I
figured all that stuff: Casablanca, Justinijana,
Balkanija. Codes of powerlessness! (p.251)

The urban landscape in this novel is a modus
of finding and building the identity of the main
character (and of the authoress herself). Walking
through the cities is the most common form of nar-
ration. Dina Asprova walks in museums of Europe-
an centers in their famous places and feels herself
as a spiritual relative with all the precious icons of
the European culture: her closest spiritual relatives
are Frantishek (France Kafka) from Prague, Proust,
Musil, Man, Becket, Dostoevsky and all the great
writers from the European tradition whose cre-
ations are her own spiritual treasure. They all build
her complex identity which struggle the stigma of
not being accepted and not being recognized:
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1 told myself that it shouldn't bother me that
those famous ancestors in Western Europe
don 't consider me for their relative ... Anyway,
I am sure that I didn't go into the heart of
Europe by chance. One day, even those
invisible spiritual ancestors in the eternity
will have to understand and accept that their
European spirit has always lived in my heart.

(p.113)

The European spirit from one side and the native
town and native country with all its dirty, dust, pro-
vinciality, and all the backwardness, are in struggle
in the character of Dina. But what happens when she
turns back to Europe and returns to her ugly town?
(She admits that her city is not beautiful, it is beau-
tiful only when is covered with snow as it is during
the almost whole period of the novel story, mainly
because of the metaphoric role of the snow.) From
the corners of the city come over her memories of
the happy childhood and especially of the love of
her life which unfortunately lasted only one night.
The young painter whom she fell in love with left
Skopje the day after their meeting. But it seems that
he was her destiny. In her walks through Skopje in
one of the most beautiful streets of the town she rec-
ognizes the house that she walked past very often as
a child to enjoy the music played by one mysterious
woman. The love is found again after many years
and it is symbolized with the nice stylish house, the
home that she finds with her beloved man, his old
dying mother, her friends from the youth etc.

It happens that her life, which was concentrat-
ed on the European art and culture, museums and
theatres, walks through the streets of most beauti-
ful European cities, suddenly gets a new center —
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she finally finds her own home in which all the val-
ues that are considered to be European for her can
be in harmony with her intimate life. In such an
outcome the terms like European spirit and home
get together, and the oppositions get lost.

But Europe makes fun of our yearning for
world culture! She herself has forgotten this
yearning long time ago. That’s why she is
cynical towards us! She wants to squeeze out
our vital liquids, even the last drops, that keep
us alive. Do you know how painful it is to wish
one’s whole life to go to live in the land of
Proust, to live a year in Paris, to be foreigner
there and everybody to look at you as at an
ox with three heads when you pronounce the
name of Proust? Because they all believe that
you are the Barbarian from the Balkans to
whom they have to make a primat, to teach
you to read and write! But you go there to tell
them that even when you were fifteen, when
you were sitting by the waters and smells of
the river Vardar you also enjoyed the aroma
of the Proust’s linden tea. You will tell them
passionately that we, Nora and I, your
students, recited Rimbaud and Mallarme all
the nights standing in Stone Bridge! We, the
dreamers of the world culture. ... I was not
taught to love Proust by any non-governmental
organization or any old European Foundation
during my wanderings through the European
wasteland! You are the one who taught me
that love, here, in Skopje, the town for which
in Paris they asked me whether it is a suburb
of Istanbul or of Tirana? ...Europeans, they
will never believe me that my father has
taught me of that admiration for world culture
before Europe came to Macedonia and made

big mass from our lives. They want to believe
that we have always been barbarians because
if they don't believe in it, than their truths
about Macedonia will be false. And they are
lies. Europe doesn't know Macedonia. We are
a secret for her ... (p.313)

In these words can be felt the stigma of the
Macedonian intellectual who has always consid-
ered herself as a part of one European spiritual
community, but formally isn’t accepted in it. This
double standard for what is and what is not Eu-
ropean tradition bothers the Macedonian writer.
The problem of the location of the European cul-
ture through the spatial terms contribute to its re-
thinking as much more complex phenomena than
just a simple characteristic of one of the world’s
continents. In the main point this story argues that
the way to overcome those contradictions is to
find one’s own identity which doesn’t stand to be
thrown by force on geographic pieces and different
sides of the world. Dina Asprova in the novel says:

1 live over the all geographic determinants.
(p-109)

Therefore, this novel shows us that the iden-
tity is built up somewhere out of geographic lay-
er, somewhere between, (in this particular exam-
ple between different geographic places in Europe
and different cultural backgrounds) and is always a
kind of mixture, a kind of cultural and experience
compendium.

The third novel in our selection is written by
the writer who is not migrant herself (Olvera Ni-
kolova lives in Skopje all her life, Dimkovska and
Kolbe are migrants- they live in Slovenia and in
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Germany). That’s why migration and spatial/geo-
graphic dislocation is not central in the novel 4
Doodle House. Zujka, the character in the novel
is out of home in her own home. She doesn’t live
an authentic life: she lives with a man whom she
doesn’t love, she is friendly to woman who is not
her friend, but mistress of her husband and moth-
er of his child, and finely, as a young girl she has
delivered a child and gave it to adoption and af-
terwards she is empty for any other emotions. Her
emotional death is broken when she meets one or-
dinary women in a village, who is working hard for
getting from life as better as she can. On the con-
trary of Zujka case, Menka has born nine children
but she lost all of them mount or two after their de-
livery. She finally adopted one child, but when he
grow up and get married, his wife didn’t want to
live with Menka, so she had to left him. Between
two women erases a real friendship concentrated
on one unusual mission — two of them tried to help
one young couple to hide from the police, because
the man was suspected for committing a murder.
The women was expecting a child, so for Menka it
wasn’t important who was guilty, but her instinct
of maternity decided that she must help them until
the child come up. One great topic of the women’s
writing is reconsidered in this novel — this is the
motif of motherhood. Motherhood as uncondition-
al love and devotion is put in question through the
stories about two women: one so willing to give
mother’s emotion and the other who unnaturally
stopped this emotion with feeling of guilt that ru-
ins all her life.

He has to be near his wife. She is going to
deliver a child in few days, in a week, and
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that is more important than anything else. The
children are saint, Zuika. The children are
most important to us, or everything will go to
hell, do you understand? ( p.97)

Children are present all over the novel as a
light-motif and as a reminder of the meaning of
giving love and care, because the sense of belong-
ing is more matter of giving, not just of receiving.
That’s why her two heroines find themselves when
they care for others: it doesn’t matter if they have
born the child by themselves, or this is foreigner’s
child, or even child of own husband from anoth-
er woman... As long as they truly care for others,
they can fell who they are and can sense that be-
long somewhere, with somebody. The whole nov-
el is built on the metaphor of home, on longing for
belonging. Zuika’s mania to draw doodle houses
when she is nervous and depressive underlines the
idealistic and idyllic notion of home where lives
the happiness. Such home doesn’t exist but at list
everybody could keep trying to find it.

What have you drawn in here? A house?

A doodle house.

No people inside it.

No.

How can a house be without people? Is it empty?
No. All that you could wish for and imagine
is inside.

Ah, I see! Dreams’, says Menka.

And fantasies, guips Zuika.

Dreams and fantasies. I see.

You see? asks Zuika, confused.

[ do, Zuika. I live in a hovel lust like that. 1
live in a hovel but it feels like my old home.
So that must mean that I live in the hovel with
my dreams and fantasies. No one can guess
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that I actually live at home, in the city, not in
that hovel. It is the same when [ stay at the
General s. I do understand Zuika, I certainly
do.

Well...is all that Zuika manages to utter.
And... are your dreams inside that house?
Well... says Zuika, but chokes.

Well, they might be anywhere. One leaves bits
of one’s dreams all over the place, doesnt
one? As though ones skin gets thinner and
peels. I'm telling you, one leaves a handful
wherever one goes, isnt it so? (p.57,58)

All places where somebody incorporates the
own care, emotion and involvement become layers
of his/her virtual home.
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Coma Crojmencka-Enzecep

IIpamameTo 32 NPUNATHOCTA BO TPH MAKETOHCKH POMAHH OJY
JKeHH-aBTOPKH
(Pe3ume)

Hartrero BHMMaHuE BO OBOj TPY/ € HACOUEHO KOH TPHU COBPEMEHH POMaHMU OJ] MaKeAOHCKH rucarenku: Creloil
60 Kazabnanxa on Kuna b. Konbe, Cxpuena xamepa on Jlunuja JlumkoBcka u Kykuuxa ox Onuepa Hukososa.

['maBHUOT JIMK HA MPBUOT POMaH, Mitajara skena JluHa AcrpoBa ro rpajif CBOjOT KOMIUIEKCEH WACHTUTET Paci-
Har Mely HCKYCTBOTO BO €BPOIICKUTE I'PAJIOBU U UCKYCTBOTO BO poaHKOT rpan Crorje. Bo 0Boj npumep Mmoxeme z1a
ro BuauMe rpajgot CKolije MpeKy IKEeHCKO OKO, M Toa € MOKeOH IPHUYMHATA 301ITO 4yBCTBYBAHETO HA FPAJIOT € Jjia-
0OKO ITPOHMKHATO CO JbyOOBHATA NpuKa3Ha. Milajiata unTenekryanka J{iHa, koja mpuBpeMeHo xuBee Bo upeHiia,
e TIpUHYJ/IeHa Jla Ce BpaTh BO POJHUOT I'Paj 3a Jia Ce IPUKU 32 HEJ3MHHOT Mpa3eH ceMeeH craH. Taa ro Hamymruia
POTHUOT JIOM | MTOBEKE O] IeCEeT TOANHU XHBee moBpemMeHo Bo Pum, [Tapus, [Ipara n xoneuno Bo @upenna. Kiyu-
HHOT KOHTPACT BO POMAHOT Ce€ OIlie/ia BO OJHOCOT Merl'y eBpOICKUTE ypOaHu LeHTpH u poaHoTo CKoIje, IpH IITO
ce TI0CTaByBa MpallameTo Kajie BCYIIHOCT ce Haofa JoMoT Ha J{uHa?

HUcro taka, pomanot Cxkpuena kamepa € poOMaH 3a HOMaJM3MOT U [aTyBambaTa Ha XepOUHATA; HEj3UHUTE JABO-
yMema MoMery JOMOT U CTPAHCKUTE 3€MjH, WK TOMEly CHTE CTPAHCKH 3€MjH IITO CTaHyBaar HEj3HMH J0M. Kako
IIITO BEJIM aBTOPKAaTa, HajOIPIKIIMBaTa TEOPETCKa miaryopma 3a J0KMBYBak¢ Ha JOMOT M CTpaHCKaTa 3eMja ja objac-
HUJI POMAHCKHOT eMUTPaHT BO Amctepaam, CopuH AJIeKCaHIPECKy, KOj M HAIUIIAI CJISIHUBE 300poBH: ,,JloMOT
BeKe He MOCTOM, WIK TOj ce 30M/HYBa Ha Pa3jIM4YHU MecCTa... beB jjoMa camo Kora ce 3arpaliaB Jaid ¥ Kaje CyM
6ui noma. MiMaB MIEHTUTET caMo Kora He 3HaeB Jpyra antepHaruBa. [1atoT oj WAEGHTUTET O ABOCH HIICHTUTET
MOMHHYBa HU3 TyOeHe Ha cede, Taka of JoMa MPUCTUIHYBATE TaMy, HO CEKOTalll HU3 Pa3JIMuyHK JMHUH O]l OBJIE, a
BO HUCTO BPEME CUTE C& KPCTOCHHIIU .

Bo tpernor poman Kykuuxa, MOUMOT JIOM € IOBP3aH CO KOITHEXKOT Ha IIABHUOT JIMK 32 JbyOOB M ceMejHa
cpeka, cuMOoIM3upaHa MPeKy Hej3uHATa HECBECHA CTPACT 3a [[PTAbe MAICUKH KyKHYKH.

OBO3MOXKYBajKH KOMITapaTHBHA [TPE3CHTAIIM]ja HA OBHE TPH POMaHH, c€ 00MIyBaMe J1a AajeMe KOMEHTapH 3a
JKEHCKOTO pa30Hpame Ha MOMMOT JIOM U TMPHIAJHOCT BOOIIILTO.

KJIy‘lHI/I 360p0Bl/II OpUINIaAJHOCT, MAaKE€JOHCKH pOMaH, JKCHU-aBTOPKU
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Ana Onayug

YIK 316.7:349.25
Review article / Ilpecnegen nayuen iupyg

KPATKA UICTOPHUJA HA TPHU PA3JIMYHU KAPHEBAJIN U
HUBHATA COIUMOJJIOIIKA ®YHKIUJA

Kuiyunu 360poBu: Macka, kapuesaii, Benenyja, Pueka, Crpymuna, penuruja, MUT

Yoesexoi e HajMATKy c60j Ko2a 300pyea 60

ceoe ume,
gajitie My MACKa u Ke 8U _ja Kaxice GUCTHUHATIA.
Ocxkap Bajnn
Bosen

BbpojoT Ha KOHOTaIMK 32 OHA LITO MOAPa3OH-
pa KapHEeBaJIOT BO CEKOjIHEBHUOT )KUBOT € TOJIeM
U IIMPOK U COJPIKU MHOIITBO Pa3IUuHK 3HAYCHHA
n acornujaruu. HeMHHOBHO € 1a ce mocTaBy Ipa-
IAFbETO IITO MM € 3a€AHUYKO Ha MOJIYyTOIUTE CH-
pomariHu TaH4apu mynatu on Puo me XKanewmpo,
Ha BeHelHjaHcKara rpoteckna Medico della peste,
MacKHTE CO JOJIT HOC, KOj M3IVIe[a Kako MTHYjH
KJIyH, KOM Ha CaMHOT TOYETOK OWJie HOCEHU Off
JIeKapy MPEKPUeHN CO LPH IUIAINT MM SBOHAYH-
Te 00JICYCHU BO )KUBOTHHCKA KOKa KOM HEKOHTPO-
JMPaHO ce yaupaar efieH Bo Apyr? HaunHoOT Ha Koj
HajMHOTY OJroBapa Jia ce corjiiea oBoj (peHoMeH
e kiacudukaiujara Ha Huue Ha yoBeukara mpu-
pozia Ha aroJIOHCKU M Ha JMOHU3UCKU HaroH. O

¢/IHa CTpaHa, YOBeK MMa morpeba ja Ouje omme-
PEH ¥ CEKOjAHEBEH, CO CaMOTO TOA M MPEIBUJINB,
JI07IeKa, OJ1 Jipyra CTpaHa, Kako MITo Beidu baxTuH,
HECOMHEHa e ToTpedara Ha YOBEKOT 3a JHOHU3HUC-
KHOT HaroH, BO KOj BO CEKOj O] HAaC JISKH pa3urpaH
MUjaHWIIa, PacKajallleH ¥ HECKPOTIIHB.
KapHeBasior € U3BOpHO I'pYKHU MpoJieTeH (dec-
THBaJ BO YECT Ha OOroT Ha BUHOTO — JlWoOHHC.
PumjanuTe ja ycBomMIie mMcTaTa TpaaWIHja CO TO3-
0a BO Wect Ha bax, pUMCKHOT OOT Ha BHHOTO, U
Ha Carypuanuure. Ha oBoj nieH, rocrnogapor u po-
00T cu ja pazMeHyBaaT obJekara cpeie JACH MOTH
co mujaH pymOymi. PumokaTtonnykara IpkBa Io-
JIOIIHA TO MPOMEHMJIA Mpa3HUKOT Ha CarypHaiu-
uTe BO (eCTUBAN KOj My TIPETXOAHM Ha ITOYETOKOT
Ha Benukuor noct. Meryroa, oHa WITO ce pa3BU-
JI0O € MacOBHA TPOCJIaBa Ha MPOIIKATa CO MY3HUKa,
TaHIl, XpaHa U Muewme, HemTo mTo [[pkBara He ro
umasia Ha yM. KoJiky ¥ Ja e TeIIKo HEKOU TIOUMH U
HACTaHM €IHO3HAYHO Jia ro JehUHUpaaT KapHEBa-
JI0T, ce comiacyBaM co Muxaun baxTuH U HEroBO-
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TO neno Tsopewingoiio ha @pancoa Pabne u na-
PpogHaiia Kyiypa Ha cpeguuoil 6ex U peHecanca-
iia, o6jaBeH Bo 1965 roquna. Kapuepanor 3a bax-
THH € MOCEOHO PacIoJIOKEHUE, COCTOj0a HA CBEC-
Ta, HAYMH W IPUHIIHIT Ha )KUBOT, ¥ BO THE TIPA3HIY-
HH JECHOBU C€ ypHUBaaT YHUBEP3AJIHUTE HOPMHU, CE
KpILH 3aKOHOT U ce MeHyBa xuepapxujara. Kapue-
BAJIOT ¥ KAPHEBAJICKHUOT IIEPHOJ TPaaTr BO TEKOT Ha
LEeNUOT Mecell, peBpyapHu, HO KAPHEBAIOT HUKAKO
HE € 3UMCKH 00MYaj, a UCTO Taka He ¢ HH MpoJie-
teH. KapHeBanoT e Heliro nomery, ja Opka 3umara
W ja HajaByBa mpoierta. CtaHyBa 300p 3a 00HMUaj
Ha MPeMUH. MUTOJIOLIKY U PETUTUCKH, TOA € TIpe-
MHH MeTy parameTo Ha jyHaKOT WK OOrOT U HEro-
BOTO HECPEKHO MOTYOyBame, KaKo U BOCKPECEHHUE-
TO — CBETOTO parame.!

Co 3aBpiyBameTo Ha MpazHUKOT CBETHUTE TPH
KpaJjla WIH, Kako IITO ce HapekyBa borojasnenue,
6 jaHyapH, € MOCIEIHHUOT JeH Ol OOKUKHUOT ITH-
kiyc. Bo Crap Pum Bo TOj mepuon oz ronuHara ce
oap:KyBasie OpOjHH CBEUEHOCTH 1moj Macku — Ca-
TypHaJIMU U JaHyapcku KajeHau. Tue maraHcku
obuuan [lpkBara HacTojyBana Jia T XPUCTHjaHU-
3Upa, T1a TOj Iepros ro Hapekira CBeTa TBaHaeCceT-
nuesHuna. Iloroa MackuTe ce pacnpcHaie BO Bpe-
METO KO€ UM OcTaHajo, Mery borojasnenue u Be-
JUKHOT NOCT. Hekon o] maraHcKUTe MacKu HUKO-
rai He ce MCKOPEHETH, a MOXKe Jla Ce Kake U JeKa
IpkBara HaMepHO T'M MOIITEMIa BAKBUTE HACTa-
HH, TOKMY KaKo HajaBa 3a OHa ILUTO CJIEAH, LEJIOC-
Hara CIPOTUBHOCT, Benukuor noct.

300poT KapHeséan HE ce KOPHCTH, ce pa3ou-
pa, caMo BO KOHTEKCT Ha pacKaJallHHOT MEPUO]

1

Braica, Silvio. Godisnji obicaji. Split: Marjan tisak, 2004.
(str.18)
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BO TOIMHATA, TOKMY Tpell BEPHUYKUOT MOCT. T0j
CO BpeMe ce TpUMEHYBaJl 3a Iejla HHU3a pa3urpa-
HU ¥ BEJIPY KOJICKTUBHU CITydyBamba, Kako IITO Ce,
Ha mpumep, OeNrpajiCKUTe KOJICKTUBHHU MPOTECT-
HU MpomieTky Bo 1997 1. uiiu aHTUTII00aTMCTUYIKH-
Te nporectH 110 [leHona. ['pejr Mapkyc Bo 1emoTo
Lipstick Traces mypw npoHaora Bpcka Mel'y HaBH-
JTlyM HETNIOBP3aHU T0jaBH, KAaKO IITO CE J[aJauCTU4-
koro KabGape BonTep, CUTYallHOHUCTHUYKOTO J(BHU-
JKeHE M TIOYETOIUTE Ha MaHKoT. Bpckara, ce pas-
Oupa, € BO paJlOCHOTO CII000AAPCTBO, KapaKTepHC-
THYHO 32 KapPHEBAJICKUOT MEPHOL.>

[TpBOOUTHOTO 3Ha4YEHE HAa KAPHEBAIOT UMAIIO
3allITUTHA TIe]1 — 3aCTpallyBamke Ha JEeMOHHUTE, Ha
3IIUTE CUJIM U JAYXOBHUTE, CO LIEN Ja ce Ojialieuar
oJ1 IyfeTo, O] CTOKAara... 3a CaMOTO TOTEKJIO U 3Ha-
Yemhe Ha 300POT KapHesasl TTIOCTOjaT TTIOBEKE TOJIKY-
Bama. EnHo on HUB e m3BUKOT Carnevale xoj 3Ha-
9n ,,300ryM, Meco!®, a ICTO Taka M YecTo Ce CIIO-
MEHYBa U JJATHHCKUOT TePMHUH carrus navalis, mro
03HauyBa OpOJI Ha TPKaJia KOj HEKOTaIll Ce BO3EeJI 110
Cpenna EBpora Bo kapHEBaJICKUTE IOBOPKH.

Yiorara Ha Mackara

MokeMe camoO Ja MpeTIoCTaBUME Kora ce
T0jaBwJIa TIPBaTa MackKa, CIIope]] HEKOU U3BOPH TOa
owno Bo Heonurot, 7000 romuHM Tpen Xpucroc,
HO NPYKa3 Ha MaCKU Haorame yITe MopaHo, BO Ma-
JICOJIUTOT, BO Tiemrepara Jlacko Bo dpanimja, koja
ymiTe ja HapekyBaaT CHKCTHHCKATa Karea Ha mpa-
HCTOPHCKHUOT Tieprof. Bo memrepara ce Haorane
LPTEXKH HA KUBOTUHCKU MAacKH KOU MMalie TIoceo-
Ha pUTYyaJIHA yJIOTa, HUB YOBEKOT T'Y LIPTAJI CaKajKu

2 http://www.zarez.hr/clanci/ideja-karnevala-izmedu-

stvarnosti-i-utopije
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MIPUTOA ¥ CAMHOT J1a UMa OCOOHHH ¥ CITOCOOHOCTH
Ha OJIpe/ICHH KUBOTHH. [IpBara Macka Ouia o Ka-
MEH W ¢ HampaBeHa MOpaad YOBEKOBaTa MOTpeE-
0a 3a ciobona. ,,ParameTo Ha Mackara BOEIHO €
U parame Ha JICHCIIHUOT YOBEK — Ha OHOj KOj CO
MacKa Ha JIMIIETO U3JIEr0jI 0/ PajoT CO LI KOHEYHO
Jla MOXKE JIa 3all0vYHe KOMYHHKAIHMja CO OHOCTpa-
HOTO.*?

[ToumoT Macka e CenpucyTeH BO CEKOjIHEBHU-
OT JKMBOT M JIECHO MOXXEME Jla HaBEJIeME HEKOJIKY
nebununmu. Bo ,,XpBarcKUOT JIEKCUKOH Macka
[IPETCTaByBa:

1. Obrazina, krinka;, oOudHO BO OONHMK Ha YO-
BEUYKO JIMIE, CO MHO3MHCTBO HarllaCeHU T'po-
TECKHH LPTH, U3padOTEeHA O] pa3lIuYHU MaTe-
pHjany u co pasHOBUAHM QyHKIMHU (0OpeaHa,
TaHIIOBa, MTOKJIa/IHA, BOCHA, TeaTapcKa).

2. T'umceH oTme4aTok oA JHIE Ha IOKOJHUK
(mocmpTHa Macka).*

3. Macka e HCTO Taka HampaBara 3a IVaBa Koja
LITUTH O Pa3InYHU MOBPEIH, 1a UMaMe Mac-
Ka 3a aHecTe3uja, Macka CO Koja ce€ IUTHTUME
07 3araJicH BO3/lyX, Macka cO KUCIIOpPOJ Koja ja
HOCAT HypKauuTe 3a J1a MOXKaT Jla IpecTojyBa-
aT ToJ BOAa, Myelapcka Macka, Kako M Macka
LITO ja KOPUCTAT MEUyBAaJILIHUTE.

4. Bo xo3MeTHKaTa, cMeca Koja ce cTaBa Ha JIMLie-
TO, 32 UUCTCHE U OCBEKYBAbhE.

Cumbonukara Ha Mackarta Ha VICTOKOT ce me-
HyBa 3aBUCHO Of ymoTpebara. Hajaxxau ce Tea-
TapCKUTE, KApHEBAJCKUTE W IMOCMPTHUTE Mac-
ku. Mackara MoHEeKorall eKCTepHOPHU3Upa IEMOH-

> http://www.matica.hr/vijenac/448/Maske: a.htm%20
simboli%200grani%C4%8Denosti%20i%20slobode/

*  http://www.hrleksikon.info/definicija/maskl

CKH CTPEMEXH, Kako BO OaJMCKHOT Tearap, BO
KOj ZiBaTa aclekTa (HeCTBAPHHUOT U KMBOTHHCKH-
0T) ce crnpoTuBcTaByBaar. Ho Toa ymire moBeke e
CIIy4aj cO KapHEBAJICKUTE MaCKH, Ha KOM UCKITy4YH-
BO CE MCYMTYBA HIDKHOT CaTaHCKH acIieKT, KOj Ha-
CTOjyBa Ja ce UCTepa, MackaTa 0CJI000IyBa; TaKBa
Ouia 1 BO CTapUTE KMHECKH CBEUYEHOCTH KOM Of-
ropapaar Ha OOHOBYBamETO Ha roguHara. Macka-
Ta JICjCTBYBa Kako KaTap3a. Mackara He T COKpH-
Ba, TyKY, HallpOTUB, T'M OTKPWBA HUCKUTE HATOHH
Ko Tpeba ma ce ucrepaar.’ [IoMMOT KOj € TeCHO
MOBP3aH €O 300pOT Mmacka € mackapaga, KOj uMa
HEKOJIKy 3Hauewma. Bo MHHATOTO MOMMOT Macka-
paga 6w 3a06aBa 3a UTATUjaHCKUTE apUCTOKPATH,
BO KOja y4yecTBYyBajie JTHYHOCTH KOHM NpUpPEAyBa-
Jie pa3HU aJleTOPUCKH U MUTOJIOIIKU CLIEHH U Ha-
crarmu. Mackupamero jocera ajmaboKo 10 aHTHY-
KO BpeMe€, CTapHOT BEK, KOra Ce OIpKyBaje pa3HH
CBEUYEHOCTH BO yecT Ha Apremuza u Juonuc. py-
rOTO 3HAYEH-E € OHAa KOE CE OIpPIKaJlo U 10 ACH-JIe-
HEC, a Toa € OBOpKa Ha MacKHpaHH, NpeNnpaBeHH
nyfre. Ho caMmuoT nmouMm mackapaga wmain M Hera-
THUBHA KOHOTAIIMja U YECTOIATH Ce YIoTpeOyBal 3a
Jla ce OMHIIE HEKOPEKTHA, JINLIEMEPHA MOJUTHIKA
CHUTyaluja, pacupana.

[ToBpzyBame mHory noumu 3a Crapa I'pumja,
na HULITO Pa3jIn4yHO Off TOA HE € HU MacKata, Koja
TECHO ja TIOBP3yBaMe CO Taa Jip)KaBa U CO HEj3MHA-
Ta MUTOJIOTH]ja. YIITE Kaj MaluTe Jiela ja BOody-
BaMe 1oTpedaTa 1a ce MacKupaaT BO PasHU Uylo-
BUILITA, & TUE Yy0BUIITA Onile KpajieBu Ha [ pimja
KOM C€ CyaMpalie CO eruneTcKuTe O0XKecTBa, a mo-
Toa U PUMjaHuTe TM OCBOMIIE M UM JaJie JTaTHHU-

5 Chevalier. Jean, Gheerbrant Alain. Rijecnik simbola.

Zagreb: Naklada Jesenski i Turk, 2007. (str 358)
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3upaHd UMuma. CBETOT Ha TpyKara UCTOpHja ce
TEMeJH Ha MUTOBH, JIETEH/IH 32 OOTOBHTE, XEPOH-
Te, jyHaluTe, 3a KOW Ce HAIMIIaHW MHOIITBO KHU-
TH, KaKo WTo ce: Hajybasuilie dpuxasnu og Kia-
cuunaita ociuasuna on I'ycras 11IBa6, I puku mu-
iiosu ox Pobept I'pejBe, bocosuite na I pyuja (Xo-
mepcku 6oZosu) on Bantep ®. Oto u apyru. Ip-
LUTE CBOUTE OOTOBH, KOM [TOCEIYBajIe HATIPUPO-
HHU CHJIM, TU CIIOpEAyBalie CO JBMKEHara Ha JKH-
BOTHHTE, TH MpOHAoraje BO IIYMHUTE, BO BOAATA,
MOTOIUTE, BO TUIIMHATA, U TOKMY IOPAJIN Taa ce-
MIPUCYTHOCT OOYKeCTBaTa ce MpB eleMEeHT Ha Tpd-
KaTa peJuruja.

3EBC JYIIUTEP |0or Ha HEOOTO
XEPA JYHOHA |6oxwuia Ha OpakoT
XECTHUJA |BECTA 0O0KHIla HA OTHOT
JEMETPA |LIEPEPA |0oxuIiia Ha 3eMjOICITHUETO
ADPOJIUTA |BEHEPA OoxuIa Ha yOaBHHATA
XEGECT BVIIKAH 0or Ha KOBavyKara
BCIITHHA
APEC MAPC 0or Ha BOjHaTa
ATEHA MUHEPBA |6oxuma Ha MyapocTa
XEPMEC MEPKYP 0or Ha TproBujara u
YMETHOCTa
JUOHUC BAX 00T Ha BHHOTO
ATIOJIOH | ATIOJIOH |00 Ha corueto n
WHTEJIUTEHIIN]jaTa
APTEMUIA |ANJAHA OOKHIIa Ha JIOBOT
XA [UIYTOH | 0or Ha MpTBHTE
ITOCEJAOH |HEIITYH |6or Ha MopeTo
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ITopamm Toa, HE Tpeba ma ce yyaume aexa 0o-
JKeCTBaTa BO Pa3HU JIPIKaBH BO CBETOT CE MOjaBy-
BaJIe BO IOBEKE OOJUIM, IMa THE OOIULHM CE EACH
0]] TIOBO/IUTE 32 HACTaHOKOT Ha Mmackarta. Co cra-
BamCTO MacKa Ha JIMIIE, YOBEKOT caka Jia Ouje He-
KOj JIPYT, caka Jia UM C€ MIPETCTaBH Ha JIyT'eTO KaKo
npyr. Co caMHOT TOj MOJATOK JIeKa YOBEKOT BO ITe-
PHUOAOT Ha MAJIICOTUTOT UMaJ MOTpeda aa ce mac-
KHpa, MIOCTOEJIC ¥ PEIMTUH KOU CaKaye Jia TH YKH-
HaT Mackute. Bo xpucTujaHCcKara penuruja, Ha
Mackara ce TJie/la Kako Ha HEIlTO JEeMOHCKO, Ma-
TaHCKO, BO HCIIAMCKaTa pellurdja Mackara BOO-
MIITO W HE MOCTOM, HO OJ I0CEra HaBEJCHOTO CO-
ceMa € jaCHO MOCTOCHETO Ha MacKaTa Koe He MOXKe
Jla ce Herupa: ,,Taa ce Tpancopmupa Bo CHUTe, a He
caMo BO Haj3aocTaHaTute 3emMju*.° OTceKorai mo-
CTOEJIe IMCKYCHU 32 TOYHOCTA Ha peYCHUIIaTa JeKa
o0Jiekara ro mpaBM 4YOBEKOT, IIITO €, CEKaK0, TOYHO,
HO €O 00JIEKYBamETO HA HEKOU OJIOPU WIIH CO CTa-
BambCTO OJ[pE/icHa Macka He Tpeba Jia 3Ha4H U JieKa
K€ TH MOMPUMHUME CUTE OOJIECTH U MaHU KOM TH
HOCH TOj KOCTUM, Taa Macka. Mackara e coCTaBeH
JIeJT OJ1 HalllaTa OKOJIMHA, OM MOYKEe JIypH U Jia Ka-
KeMe JieKa He TIOCTOM YOBEeK KOj HeMa Macka, Taa
Kako Jla ¢ BKOpeHeTa BO Hac. ManuTe Jeria uMa-
ar moTpeba Jia ce MacKhpaar W Kora He € KapHe-
BaJICKO BpeMe, KCHHTE KOHCTAaHTHO C€ MacKHpa-
aT Taka IITO Ce pa3y0aByBaar, a MOCTOjaT U pa3HU
CEKTH YUHU YICHOBH HOCAT OAPEACHU CUMOOJIHY-
o1 Macku. OHOj THIT MacKH Koj ke To 00paboTyBa-
Me € MacKapajara Wi KapHeBaJoT, MOBOPKa Jyre
KOM BO BTOPHOT MECeIl Of TOHATa ja Hcrpaka-
aT 3UMara M T YeKaar JIeTOTO, KOU uMaat (oJIKiIo-

¢ Lefort, Genevieve. Lefort Pierre. Maska. Zagreb: Kulturno

informativni centar Naklada Jasenski i Turk, 2010 (str. 114)
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PEH KapakTep, ¥ BO TOj TIEPUOJ O] TOAMHATA YOBEK
caka Jia cosznaje apyro ,.Jac. Mako kapHeBajor ce
OJIp>KyBa BO 3UMa, TOj HUKAKO HE € 3UMCKH HaCTaH,
a HU TMPOJIETEeH, MaKO JIYI'eTO Ce Becenar mpen aa
3arMovYHe MEPHOAOT Ha BETUKHUOT MOCT, TyKy € He-
KOj 00MJaj Ha TIpeMuH (OBO3EMHO parame, OJl ¢IHa
CTpaHa, OBO3eMCKa CMPT M HEDECHO BOCKPECHY-
Bame, OJI JIpyra u, ce pa3dupa, peIuruno3Ha u Mu-
TOJIOIITKA CMHCJIA).

Beneuncku kapHeBaJ

Benenmja 3a Kanr 6una Never Neverland, ne-
rosa ytonuja. Taa My naBaa mpoctop 3a (hanTazn-
parbe, HaKo BO TEKOT Ha IIETMOT KUBOT HUKOTAI HE
ce nmoMpaHai ox pogauot Kenursoepr. AMepukan-
cKHOT KHMKeBHUK E3pa [Tayny cBojara npsa 30up-
Ka necHu, 4 lume spento, ja 06jaBui Bo Benenyja,
a u Tamy u ympen. A Tomac MaH 1 TOCBETHIT KHH-
ra Ha Benennja — Cupiu 60 Beneyuja, HO cé 3armod-
HyBa co Tanec, npBuot ¢uinozod Ha 3ananort, Koj
TBpJeJ JIeKa BOjIaTa € OHa O]l ITO TPOU3JIETyBa Ce
U BO INTO c€ ce Bpaka. BeHelnuja e rpajx Ha Boja
BO OoONMK Ha puba, Koja € cUMOOI Ha TYIICBHUOT
JKHBOT, HA OHOj BHATPEITHUOT, MPAUCH CBET, TIPEKY
KOT'O KOMYHHUI[pamMe co 00ra Win co raBoJoT, KOTro
HEYHCTOTHjaTa cO BEKOBH IO jaJie, CEKOjIHEBHO C&
o/s1a00K0 TOHE BO MaTHHOT JIaryHCKH KpeBeT. He
MOCTOM TIOWJICATHA CLIEHa OJ] OBaa 3a OJ[PIKYBaIbe
Ha €JICH JICKaJICHTeH HAaCcTaH KaKkoB ITO ¢ Benenu-
CKMOT KapHeBal. Mcropujara u moreksiaoTo Ha Be-
HEIMCKUOT KapHEBaJ ce TPEAIMET Ha OKymaluja u
HWHTEpPEC Ha MHOTY Jyfe, a MOceOHO Kako M Kora
3aMovHal KapHEeBaJIOT, EBOIYIMjaTa Ha MACKUTE U
KOCTUMUTE KO CC MOCYITUIHU O] OHHUE BO Puo Je
JKanenpo. CuMO0I 1 eceHITMjaTHa KOMITOHEHTa Ha

Benenucknor kapHeBasl ce TOKMY padyHO H3pado-
TEHUTE MAacKH KOW MOTEKHYBaarT YIITE O] aHTHKa-
ta. OHa ITO MOKeMe Ja TO MOCBEJ0UYNME, CEKaKO,
ce IMOoJIaTOIUTE KOM TOBOPAT 32 OM3apHUTE KOCTH-
MU 1 niephUIHT MAacKH Ha HEOSCHUTE W MOPCKUTE
OOXKEeCTBa, CO OTPOMHH KOJIMYECTBA 3J1aT0, OHcepH
U CKallOLCHH KaMema, KaKo U 3a MEePHOJUTE KOora
KapHeBasioT Oun 3a0panyBaH. [lotexnoro Ha dec-
THUBAJIOT TO HAaofaMe ymre Bo gamHemHara 1094 r.
BO JIOKYMEHTOT Ha 1ykJ10T Buraie ®anuepo, Be-
HELHMjaHCKHOT BOJAY, KaJle 3a IPBIAT CE CIIOMHY-
Baar jaBHUTE 320aBH, HO BO 1926 1. Benenujancku-
OT KapHeBaJ CTaHyBa Mpa3HUK co AekpeT ox CeHa-
TOT, KOj C€ CJIaBH JI0 OYETOKOT Ha Benukuor mocr.
Opn npuunHa mTo Bo BeHenuja Ouie nmocraBeHu u
Jne(UHUPAHU OMIITECTBEHUTE KIIACH KOW HE CMe-
ene ja ougar Bo Mer'yceOHa MHTEpaKIHja, IPeKpH-
BambCTO Ha JIMLETO M HOCEHETO MacKa UM J03BO-
JyBaJIO /1a ja COKpHjaT koja ouio hopma Ha UaeH-
TU(UKaLMja, HEOUTHO Aajy ce padOTH 3a MOTEKIIO,
TOJIMHH, TI0JI... J10 IOYEeTOKOT Ha peHecaHcara Mac-
KHTE OMJIe TIOCTOjaH WHBEHTAp, 1a BO 16. Bek wite-
HOBHUTE Ha Tearapckute rpynu Komenuja nen apre
OuIle MaCKUpaHU BO TEKOT Ha cBowuTe slapstick xo-
menun. Bo 18. Bek 0B0j HacTaH JOOHMI CBOj CTa-
Tyc Bo EBpona u cranan ceprozHa MHCTHTYIIH]a,
a TyreTo mMalie paBo Ja OumaT MacKHpaH! MIECT
MecelH BO IOINHATa, a HE CaMoO BO JCHOBHUTE BO
YyecT Ha joarameTo Ha mnposierra. Ho, Hu3 cama-
Ta ucTopuja (hecTUBAIOT OMII 3a0paHeT Mmopaau ce-
PHO3HUTE UCHIAIU KOH CE CIydyBaJie TIOpaIy Jax-
HOTO KOPHCTEHE MACKU M KOCTHMH Off KPUMHUHAJI-
HU puauHU. OBa OWII0 HABUCTHHA HEOITXOIHO OH-
Jiejkn Mery >KhTennTe Ha BeHemmja cexojaHEBHO
ce 3rojieMyBaJj IPOLIEHTOT Ha Jyf'€ CO COMHUTEJICH
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MOpaJI KOH Jroaraiie mo/Ie/IHaKBO U 071 3anaioT 1 O]
HUcrokor. [Topaau Toa, 6mimo 3abpaHeTo HaBedep Aa
Ce HOCaT KOCTUMHU, CO HHB JIa CE BIIETYBa BO CBETH
MPOCTOPHUH U, UCTO TaKa, a Ce MPECTOjyBa MACKH-
paH Bo KollkapHHIa. Taka 1mTo, He MOXKeMe J1a Ka-
Keme Jeka (DecTHBANIOT Tpaes IMOCTojaHo, TTOYHY-
Bajku on 1926 roamHa, TYKy H IOJIeKa, CO KPajoT
Ha 18. Bek, mocreneHo omaran. Jdyxnor Bo 1703
TOJIMHA JIOHEJ 3aKOH CO KOj Mackute Ouie 3a0bpa-
HETH, OCBEH IPH CIIy:)KOCHU OaHKETH W 3a BpEeMe
Ha kapHeBasoT. Co manot Ha Benenmjanckara Pe-
myonmka Bo 1797 1. m co moarameTo Ha Harmome-
OH Ha BJIACT, MACKUPAKETO OUIIO TO3BOJICHO CaMO
Ha MPUBATHU 3a0aBH, a 10 JioarameTo Ha Mycouu-
HHU Ha BJacT goara A0 IelocHa 3a0paHa Ha yIo-
Tpebata Ha macku. Ho, Bo 1979 r. xapueBajoT e
O’KMBEaH | JIO JCH-JICHEC TOj € €IeH O] HajroJe-
MuTe npas3Huly Bo Mramuja. Kapuesanor tpae He-
KOJIKY HE/IeTIH, HO HajBa)XHU CE OHHE JICHOBU Mery
YETBPTOK U BTOPHHUK KOHM HA UTAJIMjaHCKU CE BUKa-
ar giovedi grasso w martedi grasso, mto Ou 3Ha-
ueno /leben ueitispitiox u /lebena cpega, oHa TO
n mperxoau Ha Yncra cpema — [lenennniia, koja ro
o0ee)xyBa Mo4eToOKOT Ha BemnknoT mocT u oape-
KyBambeTO.

Kpeupamero macka € yMETHOCT, Tpaauigja
cTapa CTOTHHA T'OJIMHU W OJarojiapeHue Ha HUB,
BeHenuckroT KapHeBasl € HEIlITO IITO C€ UCTAKHY-
Ba O]l CEKOjAHEBHHTE HacTaHU. Mackure ce pas-
JUKYyBaaT OJl CHTE JAPYTH OUIEjKH ce MOeKCTpaBa-
TaHTHHU, HO ¥ TOCO(DUCTUIIPAHU, UAKO JCHEC Ipe-
BJIaJlyBaaT €BTHHU MACKH, BO CTapUTE JIyKaHU CC
VIITE Ce HAao'aaT MacKH KOW He ce Mpasart o/ Iiac-
THKA, TYKy C€ KalllUpaar, ce Ipasar o] Koxa, 1mop-
TeJIaH, CTaKJIO, C€ yKpacyBaar co Mepje U KaMema.
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Hajmosnaru ce Tpu BHIa Macku: Mackara dayiida,
KOja ro MOKpHBa caMo TOPHUOT JIEN O JIULETO, J10-
JieKa JTIOJTHUOT JIeNl, KaJie IITO ce Haora ycrara, €
OTBOPEH 3 JIa MOXE JINYHOCTA IITO ja HOCH JIa pa3-
roBapa, 11a jaze, 1a (haepTyBa u Taa Haj4ecTo € Mo3-
nareHa. Bropara macka e mopeitia, koja € oBaiHa,
co 1pHO Kaaude U mpese3 U cTaHyBa 300p 3a TH-
nu4YHa KeHcka macka. [locnennara, zapsa, uma
Oerna 0oja M Taa e HAjTHIIMYHATA M HAJIIPEIIO3HAT-
JMBaTa BEHEIHjaHCKa Macka m3paboTeHa 011 BOCOK
U TKaeHWHa, I1a JJUYHOCTA, TIOKpaj Mackara, Hoce-
Ja yIITe [Ianka v IUIaliT.

Camara mectononox0a Ha Beneuuja, ocTpos
CO TCCHHU, KaMCHU YJIHIHU NPEKY KOU HAJABUCHY-
BaaT MOCTOBM, HU Cyrepupa Ha kiayctpodoluja-
Ta Ha TOj MIOMOPCKH Tpal, Koja ce 3adeyexyBana
Kaj JIy'eTO KO TPECTOjyBaje BO IpasioT, TPTOBIIH,
ABaHTYPHUCTH, YMETHULHU, U UM Ouiia morpedHa ao-
MOJHUTENHA c1000/a Koja ja 1o0uBajie co Kopuc-
TEHhC HA MACKHUTE.

Pueuyku kapHeBaJ

Ha xpBarcku jasuk, 300poT KapHesan uMa He-
KOJIKy CHHOHUMU: HOKIAgU, MAwKapu, oyuapu,
dawnux, iyciu, mecoiycii, wagunzapu. Cute Tue
Ha3MBH C€ OJJHECYBaar Ha nepuogot o Hosa roau-
Ha 10 Yucra cpena wnu Ilenennuua. Jlenec paznu-
Kara Mery TpaJicCKUTe U CEIICKUTE KapHEBAJIU € BH-
JUTABA TIO TOA IIITO TPAACKUTE CE CEKOTalll OPTaHH-
3UpaHU OJf CTPAaHa Ha HEKOE 3/IpYKEHUE WIH TyPHC-
TUYKa 3a€HULA, 10/I€Ka BO celara c¢ yIITe CETO
TOA CE OJIBUBA ITOCIIOHTAHO U, OM MOXKeJe Ja Kaxe-
Me, MMOXa0THYHO. YpOaHHTE W PypajHHUTE KapHe-
Balli TW TJIeJJaMe Of JBE MEPCICKTHUBH, CaTypHa-
JUCKHA M JyTepKaaucku. [IpBHOT € oHOj Tpajacku
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KapHeBaJl KOj IPETCTaByBa HEINITO HOBO, ypene-
HO, BEIITA4YKO W TyrO, JI0/Ieka BTOPHOT, pypaHU-
OT, T. €. CEJICKHOT, € OHOj BUCTUHCKHOT, HAIIIHOT,
JIOMAIIeH U UCKOHCKH. Ho, rpajickuoT kapHeBas e
ApPUCTOKPATCKHU M CO MPEe(PUHET BKYC, 10/ICKa OHHUE
MIPUTPAJICKATE C€ MPOCTH, BaJKaHU M HEIMBUIIN-
3upaHu. PHEYKHOT KapHEBaj € €BpOIICKH, IUBU-
JIU3UPaH KapHEeBaJl, CO J0/IaTOK Ha CIIOBEHCKA MHU-
TOJIOTHja U €JIEMEHTH Ha (hOJKIOPOT, UMAHCHTEH
3a TOj POCTOP, HO KaKO KOHTPACT, O]l JApyra cTpa-
Ha, T0 UMaM€ NpUrpagCcKuoOT KapHEBaJl, KOj II04YH-
Ba Bp3 (OIKIOPOT, O KOj TH H3IBOjYBAME SGOHYA-
puitie. Ce pabOTH 3a HajUCTaKHATA JPYKUHA, TPY-
Ia MoCTapyu MOMYHUEa U €PreHH Ha KOW 3allTHT-
HO CPEJICTBO MM € BpeBemeTo. Hocar koxkyBU 011
OBYa KOXAa, a Ha IJIaBaTa MMaaT MAacKH CO rojieM
HOC, pOroBH UTH. Bo pariere Hocar majaku u 4opa-
IM CO TIETIeI, a Ha 110jacOT MMaar SBOHA CO 4Hja To-
Mo1i mpaBar Bpea. Co CBOHTE JIBUXKEHA, CO TaH-
1IOT, TW TUTAIIAT JIelaTa U TH IPOTOHYBAar JyreTo,
cakajku Ja ru norypar co nenen. OBoj oduyaj ou
MOJKeJIe Jla TO HapeueMe Marucku, ropajad MojIda-
JUBaTa CBPTEHOCT KOH MPUpPOIaTa U Mopau 0cTa-
TOKOT OJ] Mar#jara ¥ IJIOAHOCTA U TPArUTe O] KyII-
TOT Ha MPE/IIIUTE KOU ce Hasupaat Bo Hero.” He mo-
JKeMe Jia OJIBOMME €JIeH KapHeBaJI O IPYT, HO Xp-
BaTCKUOT myOnuuucT u nonmutudap MmoOpo Tka-
nar (1824-1912) Bo cBoute Citomenu og Xpsaiu-
cxa 1749-1843 3anumain: ,,Iue mackapaau Bo Kap-
nosart pornure ox Mtanuja npeky Prueka; Bo 3arpe6
M BO JIPyTUTE XPBAaTCKU IPaOBH TOA IO HeMayo.
Kaxko mTo Hanuman toram, Bo 17. Bek, Taka ocra-

7 Dmitrovi¢, SaSa. Rijecki karneval, Rijeka: Turisti¢ka

zajednica Rijeke, 1995 (ctp. 6)
Dmitrovi¢, SaSa. Rijecki karneval, Rijeka: Turisticka
zajednica Rijeke, 1995 (ctp. 3)

HaJI0 HEeIIpOMeHeTo U AeHec. Bo ctapa Pueka 6mino
o0n4aj 3a BpeMe Ha KapHEBaJIOT JIyI'eTo Jia ce Haj-
nat Ha KoOnepoBuoT miiomra, Kajae noarane ¢a-
MUIIUH CO JIela M Taka Ke ce 3armo3HaBaje co MpH-
CYTHHTE, HO U TIOKPaj IIEJIHOT TOj Cjaj U OJIecoK Ha
IUTOIITA0T, HE MOXEJN Jla Ce CIOPEIN CO PACKOMI-
HHUOT Oy KOj TO OpraHu3Mpall PHEYKUOT HApCKH
KameTaH BO cBojara Buia. Ha tue GanoBu, noble
balls, xako 1ITO ce BHKAJE, IMOA MACKU, HCTO KAKO
u Bo Benenuja, ce cobupane u Hajoorarure pucya-
HU co HuBHUTE (hamunun. Jla ce Ouzme Ha TOj Oan
3Ha4yeno craryceH cumOon. KapHeBamor o3Hawy-
BaJI TPU MOMMHM: XpaHa U MHjaj]aK, CEKCyaTHOCT U
HacwicTBo. Toa Omia noba Ha 3aHec, Kora Jryre-
TO HOCEjKM MacKH Bp3 JIUIETO C€ YyBCTBYBaJIE TO-
CUT'YpHO M TIOCJIO0O0JHO, 112 M CO TOA ja KPUTHKY-
BaJIe BJIACTa, IITO JIOBEJIO JI0 HEPEJOT KOj KYJIMH-
HHpaa Bo 15. Bek, Kora ce BOBeJe 3a0paHu 3a HO-
ceme Macka. CiomeHarara oapenda rimacu: ,,Nulla
persona audeat vel preasumat induere larvas sive
aliquam rem ponere supra faciem, qua facies esset
coperta aut intuentibus non bene nota sub poena
librarum 50. Aut truncations unius manus vel
standi per mensem in carcere.” (Hukoj Heka He ce
OCMEITH, HUTY J1a c€ OXpaOpH Jla CTaBM MacKa WIIN
mTO OWIJIO JPYro HELITO Ha JIMIETO 3a Toa Aa Ouje
COKPHEHO M cllabo NpEeno3HATIMBO 32 IIEAayoT,
0J1 3aKaHa oJ1 Ka3Ha o1 50 TMBPYU WM OTCEKYBambhe
Ha pakara win Mecell Bo 3aTBop’.) Ho, 0Boj 3akon
HE Ba)KEJI 3a TOCTHTE HA [TAPCKHUOT KareTaH Ha 0a-
JIOT KOj TO OAPIKYBaJj BO CBOjOT Bopert Bo Kamrer.

Hcro kako mro Benemnmja e omnkpyxkeHa co
BOJIa, Taka U Preka e rpaji Koj ce Haora Ha Mope, BO

° Dmitrovi¢, SaSa. Rijecki karneval, Rijeka: Turisti¢ka

zajednica Rijeke, 1995 (ctp. 5)
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KOj JKMBeaT MOPEIUIOBLIHY, 114 UMaaT CJIMYEH TeMIIe-
paMeHT u MeHTanuTeT. Mma onpenenu cnenuduy-
HOCTH, HO OHa IUTO TO PA3IUKyBa O OCTAaTOKOT
OJ] CBETOT € TOa IITO PUEYAHU MMaar U MEeTTO To-
TUIIHO Bpeme. MimeHo, ce paboTu 3a KapHEeBaJICKH-
OT IEPHOJ, KOj Ol CBOUTE MOYETOLH JI0 JIEHEC UMa
MMOBEKEBEKOBHA TPA/INIINja KOja PEYNCH HHKOTAII
He Ouiia MpeKrHaTa, He3aBHCHO BO KOja AprKaBa ce
Haoraj caMuoT rpai. [1eTToTo rogumHo Bpeme 3a-
noyHyBa Ha 17 janyapu, Ha npa3HUKOT CB. AHTOH,
M CO KpPEBamheTO Ha KAPHEBAJICKOTO 3HAME, CEKO-
rau Ha Apyro Mecto Bo rpaznot, ®enepanujara Ha
€BPOIICKUTE KapHEBAJICKU I'PaZ0BU CTaHa rnodora-
Ta 3a ymTte efeH wied. Ha 10 janyapu 1502 roau-
Ha, MOPTYTAJICKATE MOPEIJIOBIM Ha 4eno co ['ac-
nap ae Jlemoc nomoBmiie no 3anuBot ['yanGap u
ro Hapekie Puo ne XKaneupo, 11To Bo npeBoj 3Ha-
uu Janyapcka Peka, Mucliejku Jieka BO Tpalliamke
€ peKa, HO He HM HaceTyBaJe [IeKa TyKa BO HIHU-
te 500 roquHM ke ce Jocenar mecT MUIHOHH JKH-
TEJIW U JIeKa BO TOj TpaJl CO CEKOTall MpHjaTHa KIIU-
Ma Ke ce O/IBMBa HajII03HATHOT KapHEBaJ BO CBE-
toT. Ho, BO TOA Bpeme, Bo apyra Pueka, Bo EBpona
CO MHOTY IIOMAJIKy HaceleHue, cMecTeHa Ha Ksap-
Hep, Bo CpenozeMHoTo Mope, Beke oflaMHa IOCTO-
en kapHeBai. KapHeBaickute oOenexja kaj Xpsa-
TUTE C€ pa3fIuKyBaaT Of Tpaj BO Ipaj, IO CBOUTE
KOCTHMH, 110 camara COIp KHHA 1 MaHU(ecTaImja-
ta. KapHeBasckute oOMJam ce Hajcirabo pa3BHe-
HHU Ha MJIAHWHCKHUTE NPOCTOPH, BEPOjaTHO IOpa-
IIM camata KJIMMa 1 HEMOXKHOCTA 1a CE OAP>KyBaaT.
Pueuknor kapHeBan 3aMHTPHUTHpaAN MHOTY Jyre,
na Taka W MO3HATHOT (PaHIyCKH POMAaHOIIMCEIl
Mapu- Anpu bex Crengan. Bo nucmorto xoe Omito
ymateHno no 6aponot Jle Mapecte, Ctennan ja or-
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umyBa Pueka. Crennan Benu aeka Pueka e mo-
cleiHaTa TOYKa Ha HUBWIM3anujata. MUIoOBHICH
rpag ox 6.000 qymu. YosekoT koj Bo Pueka uma
40.000 ¢panmm e 6orar u mountyBaH. My pekie
Jla He TIpaBU CTPAIHU JOJTOBH KO HE OM MOXKeT
Jla TH ucIiaty. Toa ro HampaBWil eieH o7 HeTOBH-
Te nmperxoaHui (ce muciau Ha rpodort /e Jla Py,
¢dpaHIycKu KoH3yN Bo TpcT), HO TOj MMan Jo0H-
€HO JiBa KpcTa 3a 3aciyru. [Ipuponara na Pueka
ro marericana. TorumHaTta U MecTomonox0ara ce
npekpacHu. Toa e kako [Topro Maypuuuo Ha ura-
nmUjaHcKara puBHepa. Toa e HHTEPEeCHO MECTO BO
KO€ TOj € y0aBo MmpeveKaH U KaJe ILITO cIaBell Kako
CEeKOj JIeH Jia € KapHeBaj. 3a MeT JeHa UMaJIo TeT
KapHEBaIH, cingue carnavaux, Beiu 1oj.'°

Bo Texor Ha 19. Bek, Pueuknor xapueBan go-
OWJ1 HOB M3IJIE/ CO 3rOJIEMYBamETO Ha OpPOjOT Ha
KHUTEIH, Ce Tpeceimie JIyre Of APYTH CPEeIvHH,
a Taka ¥ KapHeBaJOT CTaHall mo0orar, HO TojeKa
WCYE3HYBaJIe CTapUTe OOMYau KOU OMIle 3aMEHETH
co HoBU. On 1997 roguna ce oapiKyBa cera Beke
TPaJUIIMOHATHHOT U300p Ha KpaJnuia Ha KapHeBa-
JIOT, JICBOJKHUTE M JKCHUTE BIIOXKYBAaT TOJEM TPY/
pu M3paboTKaTa Ha CBOjaTa Macka, UMaaT CBOja
MpHUJIPY)KHAYKA KapHEBAJICKa TPyIia ¥ OHA IIITO CH-
TYPHO HE € YCIIOB 3a IIpHjaBa ce TOAMHUTE, 11a TaKa
elHaIl cBeJoYeBME Ha mobOedara Ha TeTka Mma
on Kpasberuiia, koja umaiie 84 roxunu. Pueuka-
Ta KapHEBaJICKa KPaJHIIa, 3aeTHO CO MEIITAPOT, BO
TEKOT Ha IIeJaTa ToJHa NMa 3a/1a4a Jia MpeHecyBa
Y J1a IAPH J00ap ri1ac 3a KapHEBAJIOT U 32 MECTOTO
0]] Koe Jtoara, mpuToa J00UBajKH TH CUMOOTUYHU-
Te KJIY4EeBH Ha IPaJ0T KOM TM UMa aKTyeJTHHOT rpa-

10 Dmitrovi¢, SaSa. Rijecki karneval, Rijeka: TuristiCka
zajednica Rijeke, 1995 (ctp. 6)
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JOHA4YaJIHHUK U CO TOA UM ja 1aBa ceTa BJIacT 3a Bpe-
Me Ha kapHeBaioT. [IpB odunujanen memrap oun
Brnano Hltumar, xoj nman 3agada mto moaoopo aa
ce 3aI03Hae CO KapHEeBAJICKUTE TPYIIH, 32 J1a MOXKe
IITO € MOXKHO 1M0/1I00pO Jia TH MPETCTaBH U Jia TH
mo3apaBu on 6amkoHOT Ha Pamgmo Pueka. Kapmre-
BaJICKaTa [IOBOPKa pacTeia co TOAUHUTE, OJf IOYEeT-
HUTE TPH Ipynu Jocturxana o6poj oxn 150 Bo 1982
TOJIMHA U TOA ja HaTepaino TypucTuikara 3aeIHHUIA
Ha Pueka 51a ro orpaHnyu OpOjOT Ha KapHEBAJICKU
rpymu Ha 100, HO HUKO] HE MOXKE JIa TO OTPaHUYIHU
OpojoTt Ha TemadynTe, Koj u3Hecysa Ham 100 wmija-
. KapHeBasickara oBopKa CUTypHO HE MOXKE A2
noMmuHe 6e3 mukoT KapHeBai, Koj BO HAIIUTE Kpae-
BH CTUTHAJ Hekaje of 3ananot. Ce paboTH 3a He-
yIienHa cKyanTypa u3paboTeHa o ciama, co cra-
pu anuimuTta U ce HapekyBa Kapuesan wim Kprpo
Bo Mammanwmja, [lycii Bo Uctpa u cnuuno. Ilo-
kpaj KapHeBas 0OM4HO ce Haora u NpUAPYKHHK, U
MOXe J]a cTaHyBa 300p 3a cyAMja, KPBHUK WIIM He-
KOj IPYT, KOj MMa MPHKJIaJHA TPOTecKHa Macka. Ha
KpajoT KapHeBain cBedeHO ce majiu 1 Ha TOj HauuH
ce ciaBu nobenara Haja 3uMara U ce OpkaaT cure
HeBou 1 Hematud. CumOon u MackoTa Ha Pueu-
kuoT (ectuBan Bo 1994 cranysa nprenot LlpHu
Mopo. Toa e xpBaTcKu aBTOXTOH HakuT. Hajmpe-
no3HamiMB cuMOoi Ha Pueka u Keapuep, koj Oun
3HAK Ha UJIEHTUTETOT U c€ Haora Ha (peCTHBAJICKU-
Te 3HamMuma. L{paror Mopo ce 1mojaByBa HajuecToO
BO 00MHK Ha O0ETKH, UMa IpHA TJIaBa co Oel Typ-
0aH. 3a co31aBamb-ETO HA OBO] IIPHELL FOJIEMO BIIHja-
HUe uMaja Benenuja, koja Ouna moa BiaMjaHue Ha
OpuenTor Bo 17. u 18. Bek, co OpHEeHTaIHHUTE 3a-
YUHH, TKACHUHHUTE, OOJIeKaTa, na Oorarure Bene-
LIMjaHKU BOBEJIC U MAXXEBU M CIIyTH, OOJHOCHO ILIp-

HIM BO OpUEHTajHa obOieka. Toa ' MOTTUKHAIIO
WTaJMjaHCKHUTE 3JIaTapy Ja TOYHaT J1a mpaBaT yK-
pacHu UM Bo OOJIMK Ha LPHIM cO TypOaH, Oora-
TO YKpPaceHH CO CKaIlOIIEHNOT KaMEH KOj Ce BHKall
morreto. Bo ucto Bpeme, Bo Pueka HactaHyBa mo-
CKpOMHa Bep3Hja Ha BEHEINjaHCKUOT morreto.

CTpyMHYKH KapHeBaJ

MackupameTo BO MakKeIOHCKaTa TpaJuLo-
HaJlHa KyJITypa UMa JUTa00KH KOPEHH, Yhe TTOTEKIIO
€ marancko. Bo MMHATOTO cexoe HaceleHo CeJo U
rpaj opraHusupaine MackupaHu mnoBopku. Crpy-
MHYKHOT KapHEeBaJ BO Make[oHHWja € HajIOo3HaT,
HajeKCIUIOaTUpaH, HajMHOTY HMCKOMEPIIH]jalln3n-
paH, a ce mpeTnocraByBa 1 HajcTap. [latonucenot
Ernuja YeneOuja ja ciomenyBa CTpyMmHIla yIITe
Bo 1670 roguaa m MuHyBajku HuU3 CTpymuIa 1o
3amuiuan ciaegHoBo: ,,Jl0jooB 1o exeH rpan, pac-
MOJIO’KEH BO IMOJIMTE Ha €eH BUCOK O0aup U BUJOB
KaKo Taa HOK MaCKMpPAaHU JIyre MpeTpuyBaa of Kyka
710 Kyka, HU3 cMea, MUCOK U mecHa. ! OBaa peue-
HHIIa HA YK2)KyBa JIeKa ce paboTu 3a KapHeBaJCKa-
Ta cBeueHocT BO Crpymurnia. OCBEH MacKUpame-
TO BO mepruonoT ox boxkuk mo CB. JoBaH, ogHOC-
HO BO HEKPCTEHWUTE JCHOBH, CAMHMOT YHMH Ha Mac-
KHpame OniI KOHCTaHTa M 32 BpeMe Ha cBaJOMTe,
KypOaHOT | 3eMjoieICKUTe akTUBHOCTH. Toramr ce
CMETaJIO JIeKa CO KOPUCTEHhE Ha CTPAITHUTE MACKH
HETPHYjaTeloT, WIM KakBa OWJIO 371a cujia WU JyX,
Ke ce ncIiamm u ke moderne. Yecto ce criomMeHy-
Baar JIOLIUTE CUJIM, KOM BO THE JICHOBU OAEJE IO
3emMjaTa u ce oOuayBasie 1a UM Mpeau3BUKaar mpo-

1" Cysapues, Unuja. Obuuau co macku sacivaiienu 60 3um-

CKUOW Kalengap Ha HapogHu UpPAZHUyu co O0C6pil Ha
Cipymuukuoiti kapueean u He2osowio ioitexno, Cxormje:
My3ej Ha Maxkeznonuja, 1998 (ctp. 180)
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Onmemu Ha JyreTo — Yymara, Kojepara, KapaKoHIIO-
JOT M Apyru. Mackara Bo OBOj CiTy4aj OWiia HauuH
3a 3alITUTa U HAajYecTo ce u3paboTyBaja oJ] JKHUBO-
TUHCKH JIETIOBH, KaKo HITO CE POTOBH, 3a0H, MepIy-
BH, HO W OJ] TaMyK, BOJIHA U JIeH, a Bp3 cebe mma-
JIe HU3W KPOMHU/ ¥ IPBEHU numiepku. OKOy moJo-
BHHATa UMalle SBOHA CO KOM TIpaBeJie rojieMa BpeBa
camo 3a Ja Oujar WTo MOCTPAIlHU, J0AEKa BO pa-
LeTe ApiKelie cTal.

Co BakBHOT Tiep(hopMaHC JyreTo cakaie Ja '
HCTEpaar IeMOHUTE, a Ja TH moaodpar 31pasjeTo,
TUTOIHOCTA, BUTAJHATA CHJIA M J]a UMaar IITO TI0-
Beke cpeka BO IepuoA0T MTOo I'i 4yeka. Co 0BOj YUH
THE ja Opkaje 3uMaTa, OOKHIlaTa Ha 3umara, Mo-
pana, w1 Ha MakenoHcku baOa Pora, xoja Owmiia
cllaMeHa KyKJia, U Jia ja JloueKaar mposierra. Mac-
KHUTE KOU TH cpekaBaMe Ha CTPyMHUUIKHOT KapHE-
BaJl ce aHTporoMophHU, 300MOP(HH, aHTPOII030-
omopduu u putomopdHU. Ha 1eHOT Kora ce crnaBu
Bacununa, Bo cute cena ayfeTo u3jieryBaar mac-
KHPaHH, BO HEKOJIKY TPYIH, CO PUTYyalTHH UTPH, CO
o0peaun. [Tocrojar nBa BUa Macku, €THHOT ce [ja-
MaJuuTe, a BTOPHUOT ce apmbadamapute. [IpBu-
Te ce oOJedeHn BO OBYapcka oOneka, rpboT 1o-
MIOJTHUTEITHO TO TIOJHAT CO CjaMa 3a Jla W3TiieaaT
noArpOaBeHo, OKOJIY 10jacoT U OKOJIy BParoT HO-
car HHM3a SBOHA, a JIUIIETO UM € ITPEKPUEHO co Oena
KpIIa Koja € U3Be3eHa CO I[PBEH KOHEI[ BO NPEJICIIOT
Ha ycTara W OYHTe, J0/eKa BTOPHUTE ce OOIeueHn
BO MHOTY CTapa, M3HOCeHa 00JIeKa, MMaaT ormalika,
HajuecTo Of BOJI, HOCAT CTall BO pakara U 'M UMH-
TUpaar CTapuTe JIyre, CTCHKAar J0/eKa ce IBUKaT,
Jo7ieka Bo OepoBCKOTO ceno PaTeBo, OcBeH 1ITO ce
CIIMYHO OOJICUCHH KAaKO CTPYMHYAHH, BaKa Mac-
KHpaHU yIITE JOTIOTHHUTEIHO CH To 00jaT JUIETO
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co 1pHa 00ja, T OesiexxaT IEBOjKUTE U CUTE JIpY-
T'M KOM K€ TH CPETHAT BO TEKOT Ha moBopkaTa. Kaj
MakeZloHIIUTE BO TpaJWIMOHAIHATA OCHOBA Ha
o0n9anTe coO MaCKH € MUTOJIOIIKATa eCXaToJI0THja
BO IOIVIE] Ha (DEPTHIINTETOT, pEreHEPUPABHETO Ha
BPEMETO, UCTEPYBABETO Pa3HU OOJIECTH U BPEMEH-
CKHM HETIOTOJI M PAa3HUTE MHHULIMjallMH IITO IO Clie-
JIaT YOBEKOT BO TEKOT Ha )HBOTOT.'? Ce pabotu 3a
Iyann3aM Mery 1oOpoTo U 3710TO, PEaIHOTO U upe-
AJTHOTO, CBETOTO U IPEIIHOTO, II0T0A U caTupara u
Tpareaujara, U, Kako 1 Bo Benenuckuor u Pueu-
KHOT KapHEBaJl, CTaHyBa 300p 3a pacKajalleH, Xa-
OTHYEH NEPHOJ MOJH cOo eporr3aM. CTPyMHUUKHOT
KapHEBaJI CBOJOT MOYETOK I'0 OENeKU Ha IOYeTOo-
KOT Ha BenuraeHcknoT moct, BO paMKUTe Ha TpH-
MEpPCKUTE JICHOBH, KOW CEKOTalll [TOYHYBaar BO He-
nena HaBedep, Ha [Ipouka, U Tpaar 70 cpefa, a Bo
BTOPHUK HaBeuep MW3JIeTyBaaT MACKUpPaHU TPYIH
Jyfe o7 pa3IuIHy BO3pacTH U Aeduimpaar no rpa-
JOT 10 YTPUHCKHUTE YacoBU. MoxkeMme /1a BUIUME
TpyIH Jyfe KOW OJHANpE] ja JOTOBOPWIIE TeMara
Ha CBOMTE MAacKH, a HajuecTo Ce IMOBP3aHU CO MO-
MEHTAJTHUTE W aKTYCITHATE COCTOjOM BO IprKaBara.
Hajuecrto myfero camu ru n3paboTyBaar MacKure,
HE KyITyBaaT Beke roTOBH (paOpUUKHu MacKu, U THE
MOYHYBaaT CO MOJATOTOBKH HajMaliKy TPH MECEIH
npes MOYETOKOT Ha KapHeBaioT. Cexoja rpyna 3a-
JIOJDKUTEITHO HOCH MHCTPYMEHT, 03 pasiiuKa Jaju
ce paboTH 3a XapMOHHKa, Aajpe win rutapa. [lopa-
JI1 TOJIEMHOT OZISHB U 3a Ja Ce BOBEJAT HEKOU IPo-
MEHH, TPAZCKUTE BIACTH OUTyYHIIC JIa BOBEJAT pe-
BUja Ha MacKH, Koja ce OAp>KyBa Ipe[ TojJeM ay-

12 Boues, Bnagumup. Kapresaiuitie kako coepemeno 2pag-

cKo tpasnysarve Ha upumepoil Ha CupyMudkuoiti KapHe-
ean, Ckormje: 3ApyKeHHE Ha €THONO3WTe Ha PemyOnuka
Makenonuja, Mysej Ha Makenonuja, 1992 (ctp. 92)
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JIUTOPUYM, a Ha HAjyCHEUIHUTE UM C€ JOIeyBa-
ar Harpaau. HarnpeBapoT ce onBUBa BO HEKOJIKY
rpyIy, 3a Hajao0pa noeArHeYHa MacKa 1 3a Hajao-
Opa rpymnHa Macka (rpymna g0 10 npercraBaunm, 20
U MOBEKe), a UMa U MoceOHa KaTeropuja 3a rnaraH-
cka Macka. Kora ke ce kaJyaT Ha ClieHa, yUeCHUIH-
TE MMaar MoceOHO CMHUCIICHA TOYKA IITO ja CIEAH
TEKCT KOj TO YHTa BOIUTEINIOT Ha IPOTpamara, rna Hu
ce JaBa Ha 3HaeHE 3a KaKBa Macka CTaHyBa 300D.
Mackupanata JIMYHOCT YECTONaTH Ha IMyOIuKaTa i
nenu ne0, anBa WM 603a, NITO HE yIaTyBa Ha IIBp-
cTa MoBp3aHocT co (omknopot. Bo xuputo cenar
YMETHUIIY, YWICHOBU Ha [paJiCKHOT COBET U €THO-
n03u. OTBOPamETO PEIOBHO € MPOCIIEIEHO CO Or-
HOMET, a TIOYETOKOT Ha KapHeBaJoT To 00jaByBaar
KpaJoT ¥ Kpanuiara. Mery MackuTe 4ecto cpeka-
BaMe MaKH OOJICYCHU BO YKEHHU, XOMOCEKCYaJIIH,
Apann, [luranu, mo3HaTH JTUYHOCTH O jaBHHOT
xuBoT. U Ha CTpymMmuknoT MackeHOan ce Oupaar
KpaJl ¥ KpaJuiia, KOM Ce MEHyBaaT CeKoja TojnHa,
Y Ha TaKOB HaYMH C€ CUMOOJIM3HMpa BEYHOTO MOB-
TOpyBame U MoamiaayBame. Ha oBoj HaumH, npe-
Ky NPUBPEMEHHOT HEpeJ — XaocC, Ce BOCIIOCTaBY-
Ba KOCMOCOT, OTHOCHO OIIITECTBEHHUOT MOPEIOK.

Bo 1995 romuna, Crpymuna Bie3e BO
npymrsoto FECC, u cekoja roguHa oCBEH CTOTH-
Ha ayfe ox CTpymuna, KapHEBaJOT I'o IMOCETyBa-
ar jyre oj neia MakenoHuja, a MOCeOeH aKIEHT €
CTaBEH HA MACKUPAHUTE TPYNU O JAPYTUTE ApKa-
BU M Ha TOj HAYMH C€ Pa3MEHYBaaT KyJTypOJIOMI-
Ku 100pa. Koiky Ha cTpymMu9Yanu UM 3Ha4M KapHe-
BQJIOT BO HUBHHOT CEKOjIHEBEH JKUBOT CBEIOYH M

3 Boues, Bnamumup. Kapresaiuitie Kako cogpemeno 2pag-

cKo tipasnysarse Ha ipumepoild Ha CUpyMuduKuoii KapHe-
san, Cxomje: 31pyKeHHE Ha CTHONIO3MTE Ha PemyOmuka
Makenonuja, Mysej Ha Makenonuja, 1992 (ctp. 97)

TpajCKUOT TPO, HA KOj Ce Haola Macka Koja yrary-
Ba Ha KapHEBaI.

3akiay4ox

Wako Haykara HampenyBa, JCHEIIHATa CUTY-
anyja € eJHaKkBa Ha TpaucTopuckara. Otroramt
CM€ 3aMaCKUpaHu ¥ HUIITO He ce npomeHuno. Co
MCUYE3HYBAbETO HA MAacKUTE OM MOXKeJIe J1a Hcues-
HEME U HUE, OHAKBH KaKBH LITO CE [T03HaBaMe Jie-
Hec. Konky 3060poT Macka BO MPEHOCHO 3HAUCHE
Jla 03HavyBa MPUBUJICH, HAJBOPEIICH M3pa3 Ha JIU-
LIETO, TOJIKY Taa ja MpeTcTaByBa YOBEUKaTa MHUCIA,
CpJKTa KOja HE TIPaBU YOBEYKH OWTHja M OTTyKa He
MOKeMe JIECHO Jia ce opeuemMe of Hea.'* Ho, nako
HU3 HCTOpHjaTa 4yecTomaTH Ol (parMeHTUpaH,
MapruHaJIM3UpaH U perpecupan, 3a baxtun kapHe-
BAJICKMOT XXHBOT € BPOJICH BO YOBEKOBATa MOTpeoa.
YosekoBara xes0a 3a 3a0aBa u ci10001a € HECOM-
HeHa. Ho, Bpakajku ce, max, Ha OHaa IpBa IMOMHC-
Ja Ha 300pPOT KapHesa, a TOA € MacKara, HOKpUBad
3a 1IEeJI0TO TEJO MIIH JIEN Of1 JIULETO KOj TH 3a0aByBa
WJIY TH TN IPYTUTE, OTCEKOTalll OHiia COCTaBeH
JIell Ha [IePEeMOHHUTE, pUTyainTe U 3ab0aBute. Hus-
HUTE LPTU Ha JHULETO YeCTO MOXaT Aa Oujar mpe-
TepaHH, MOCTHOCTABEHN WJIM MCTOBPEMEHO yBeEp-
JIMBO YOBEYKH, HO CENaK HEHAMETIMBO BEILTAYKH.
['menajku o neHenHa yMeTHHYKA CTpaHa, MaCKUTe
c¢ yIITE Ce CENPHUCYTHHU KAKO IITO OWJIe HEKOTalll
BO TPUYKUTE TeaTapcKku npercTaBu. [lounyBajku of
HajpaHuTe (QUIMOBH, Kako MTO ce Danitiomoin og
otiepaiia (Pynepr [lynmujan, 1926 r.), Kenesna-
wwia macka (Anan JIpan, 1929), Onubaba (Kanero
Hlunno, 1964), Texcawxuoii macaxp (Todu Xy-

4 http://www.matica.hr/vijenac/448/maske-simboli-
ogranicenosti-i-slobode-767/
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niep, 1974), Koza jacnuraitia ke ciuusnaii (1lona-
tan Jlem, 1991), Koorcaitia 6o xoja scuseam (Ile-
Ipo Anmonosap, 2011) u yBepauBO HajImoO3HATHOT,
Ouu wiupoxo saiueopenu (Crennu Kjyopuk, 1999),
3a KOj Ha MOCTapUTe TePMAHCKH TYPHCTH, KEITHH
3a HACTPAHHUTE OPTHjaCTHYHH UIeH KOU TH TIeiaMe

JIuteparypa

BO TOj (hmiM, HE UM OWIJIO TEMIKO Ja IjIaTaT Bie3-
Huna ox 200 eBpa U /1a Kymnar KOCTUM O] HajMaJIKy
HEKOJIKY WITjaJii €Bpa, U Taka Jla IpucTarnar Ha Oa-
sot Bo Jly’kjaoBara majiata, Koja Ha BUCTUHCKUTE
BEHEIHJIIM UM € CaMO XEIOHHUCTHYKA MepBep3uja
KOja HE ja IoceTyBaar.
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CONTEXT / KOHTEKCT 20, 2019

Ana Opacic

Short History of Three Different Carnivals and their Social
Function
(Summary)

This text provides an overview of the origin and history of the carnival through the religious, sociological, aesthetic,
cultural and historical aspects, on example of three European cities; Venice (Italy), Rijeka (Croatia) and Strumica
(Macedonia), and although geographically located relatively close, each of them has its own customs wich have
been retained until these days (whether it be masks and costumes or food and drinks consumed during that period)
but they also have changed and adapted over time and today the mythological and religious connotations are already
quite forgotten, while in the second part text provides an overview of the function of the mask, the phenomenon
that has existed since prehistoric times (the oldest mask character The Wizard was created on a rock in a cave in the
Pyrenees, from the Stone Age) for which the Greeks, from where the carnival traces their roots keep repeating that
‘carnival without masks is like bread without flour’.

Key words: mask, carnival, Venice, Rijeka, Strumica, religion, myth
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Kpucruna Xpucrosa Hukosioa

YK 316.772.5:791.65.079
Professional article / Ciupyuen iupyg

MOBHJ ®UJIM PECTHUBAJI KAKO IIPUMEP 3A
INJIAT®OPMA 3A KPEUPAILE ITUT'MTAJTHA KYJITYPA

Kiyunu 360poBu: HOBU MeauyMH, GUIM, JUTUTATIHA KyITypa, GUIMCKH (ecTuBa, TUruTaaHa

iatgopma

[IpomeHuTe BO CBETOT KOM T'M HOCH HOBO-
TO TEXHOJIOIIKO OIKPY)KyBame, Ha APACTUYCH Ha-
YUH TH MEHyBaar HamwuTe KkuBoTH. Co TpaHchop-
Maljara Ha Mac-MeJINyMHTE BO IUTHTAJIHH Me-
JTUYMH, C€ MEHYBa HAaUMHOT Ha KOMYHHUKaI{ja KOj
ce peduieKkTHpa Ha CUTE COLUjaIHU CepHu: TEXHO-
JIOUIKA, KOMYHHKOJIOIIKA, €KOHOMCKA, MOJUTHY-
Ka W, CEKaKo, HajBayKHATA 32 HAC — KYJITYPOJIOII-
Ka, KpEeupajKl HOBH KYJITYPHH TTPAKTHUKH, OTHOCHO
JTUTUTATHA KYATYpa.

CornenyBajky T HOBUTE MOKHOCTH, KOU CIIO-
MEHATUTE TEXHOJIOIIKM MPOMEHH TH JIOHECYBaaT
HU3 TEOPHCKa MIEPCIEKTHBA, O IIOJIPadjeTo Ha TeO-
pHja Ha METUYMH, HOBH MEANYMH U OHJIAjH TEXHO-
JIOTH]ja, OBOj TPy Ke ce oOmIIe Ja TO pacBeTiH de-
HOMEHOT Ha eJIeH KYJITYPEeH MPOHU3BOJ] KOj € TpeT-
CTaBHUK Ha HOBATa JTUTMTAIHA KYJATypa M Kako Ta-
KOB T'M YXHBa OECKpajHUTC MOXXHOCTH 3a yMeT-
HUYKO U3pa3yBame M Kpealfja Kou ce OTBOpaaT BO
Hej3uauTe pamku. Ctanysa 300p 3a MakeToOHCKH-

oT QecTrBal Ha MOOMJICH (PUIIM, OJHOCHO (heCTH-
BaJ Ha (UIMOBH CHUMEHH cO MOOWieH TenedoH,
i MoOwin GuiM ¢ecTrBai Kako MITO TOITyIap-
HO € HapeyeH.

3a momecHo na ja paszOepeme moTpedara 3a
nojaBa M MOCTOCHE Ha (ecTuBanud kako MoOun
¢unm  decTuBam M COIMjATHO-KYJITYPOJIOIIKOTO
BIIMjaHUE KO€ TO OCTBapyBaaT THe, MPBO Tpeba ma
ro caTrMe MOIMMUPOKHOT KOHTEKCT BO KOj HacTa-
HYBaar 1 32)KMBYBaaT Kako peHOMeH. 3aroa, Hajp-
BO, OM cakaJsia Jja ce OCBPHAM Ha HajBaKHU YMHU-
TEJIM KOU BJIMjaesic UM BIIMjaar Ha 0BOj (heHOMEH.

OunMckuTe (PeCcTUBAIN 3aKUBYBaaT BO EBpo-
na ymre Bo 30-TUTe rOAMHU Ha MUHATHOT BEK U BO
HApEHUTE JICIICHUN CTAHYBaaT BAXKCH KYITYpO-
7ok (peHOMEH Koj, cO Pa3BOjoT Ha QuiIMcKaTa
WHIIyCTpHja, C€ IUPU HU3 LEIUOT CBET U UMa 3Ha-
YajHO BIIMjaHHWE BP3 KYATYPHUTE M ONIITCCTBEHH
texkoBH. OCBEH MpoOMOIIMjaTa Ha HAJHOBUTE (HUIM-
CKH{ OCTBapyBamba, CeKaKo HajBakKHA yIiora Ha (-
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McKkuTe (hecTHBAIN OWIia U €, KYATYPHHUTE U yMeT-
HUYKHUTE acleKTH KOM T'M HOCH (uiMoT BO cele,
Ja TH TpaHc(hOopMHUpa BO COLMjaHAa KOMIOHEHTA.
Henec, punMcku (ecTHBaIl UMa PEYUCH BO CHUTE
3eMjU Ha CBETOT, CO Pa3HU MPOTPAMCKU KOHIIETI-
TH ¥ Pa3JIMYHU IPUCTANH IPHU peann3anujara. Pas-
JUYHUTE KapaKTEPUCTUKU BO KPEHPAHETO HA KYJI-
TYPHUTE MOJUTUKH ¥ MOCEOHUTE KYJITYPOIIOLIKH
crieun(UKU BO Pa3IUyHU ACJIOBU HA CBETOT Pe3yJ-
THpaa co noTpedara opraHU3aToOpuTe Ha PecTrBa-
nuTe 1a OujaT KpeaTuBHU BO CBOMTE CTPATETHH.

On npyra crpaHa, TUTUTATHATE MEAUYMH Jie-
HEC He CaMo IITO 'O MEHYBaarT CBETOT, TYKy HE Me-
HyBaaT U HaC CaMHTE U HAYMHOT Ha KOj CE CaMo-
pazoupame. Tue MeHyBaar c¢, ma U MOUMOT ,,Me-
muymu’“. Jlee Manosuu (Lev Manovich, 2015:48)
BpPEMETO Ha TOjaBara Ha JUTUTATHUTE MEIMYMH
ro HapeKyBa ,,MeIUyMCKa PEBOJYIHja" W Harma-
CyBa JIeKa CO HWBHATa I10jaBa JI0je 10 TpaHchop-
Mallija Ha KyJlTypara Bo HOBHM Hacoku.' IIpm Taa
TpaHncopmalja ce paraat HOBH TEXHOJIOIIKO-Me-
Jucku (GOpMH Ha TPOAYKLHja, AUCTpUOyLHja, KO-
MYHUKallMja W TPOMOIHja, IITO O]l CBOja CTpaHa
BIWjac Ha cuTe (HOPMU HAa MEIUYMH — OF TEKCT,
npexy dororpaduja, 10 GuIM.

Tosiem 6poj dakropu Biujaat Ha (QuIMCKUTE
¢decTuBany: yMETHHYKH, €KOHOMCKH, TEXHOJIOII-
KHAOT Pa3Boj, KYITYPHU TIOJIMTHKH, T€OMOTUTHYKH
UMILTUKAIINY, CTaTyC W TUM Ha (DECTHBAI U MHOTY
IIpyTH. 3a CHBE OBHE BIMjaHH]a, MOXKEME J1a Hajae-
Me MHOTY UCTpaKyBama. Ho, HanpaBeHu ce MHOTY
MaJIKy aHaJIM3H IMOBP3aHM CO BIIMjaHHETO Ha (ec-
TUBAJIUTE BP3 CO3/IaBabETO Ha KYJITypHAaTa pa3Ho-
BUIHOCT M HOBH MOJIE/ N Oa3upaHy Ha HOBH TEXHO-

1

Manovi¢, Lev. 2015. Jezik novih medija. Beograd, Clio.
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noniky npuMeHu. Cemnak, IPEeTXOIHUTE JBE BIHja-
HUja ce KpyIHjaJHH 3a I0jaBaTa Ha HOBa (opma
Ha TPOMOLIMja Ha ayuO-BU3YEIHHUTE Jelia, eIHO-
TO KaKO MCTOPHCKH KOHTHHYHUTET U BTOPOTO KaKoO
TEXHOJIOIIKO Biujanue. [lokpaj Toa, CO pa3BojoT
Ha WHTEPHETOT M OHJIajH aKTUBHOCTHUTE, CO pa3-
BOJOT HAa HOBHTE T€HEpAIMH MaMETHU Tele(OoHH,
CO Pa3IMYHA MOOWIIHU alUTMKAIUW KOU JOOIMKY-
Baar pasInyHu (QUIMCKHU alaTKH PEUUCH 0 CEKO-
ro, APacTUYHO Ce MEHyBaaT paboTUTE BO (QHIM-
cKara YMETHOCT, a Toa UMa JAUPEKTHO BIIMjaHHE U
Bp3 QPHIMCKUTE (ECTHUBAIIH.

3aroa BO CTyaMjaBa ke ce o0ugam Jia T aHa-
JU3UpaM OBHE NMPOMEHU MPEKy MpUMepoT Ha Ma-
KEJOHCKUOT (heCTHBAII Ha MOOWIJICH (PUIIM, €JICH O]
npBuTe QectuBanu o TOj BUA Bo EBpomna u cBe-
TOT. ,,Mo0m1 M ecTuBan, Kako MTO € Hape-
YeH, CBOCTO MPBO U3IaHUE IO UMAIIIE BO JICKEMBPH
2010 romuHa, Kako GUIMCKA (pecThBal 4Mja mem
e Jla ro ,,JeMOKpaTH3upa“ mpoCTOPOT 3a MPOMO-
1Mja u TUCTpUOyIMja Ha ayMOBH3YEIIHA COIPIKHU-
Ha, OBO3MOXKYBajKH M Ha CHTE KOM C€ KpEaTUBHH
W cakaar Jia co3JaBaar cBoj (MM, 1a IMaaT CBoja
JIOKaITHO-TII00aTHA TUTaTgopMa Ha Koja ke MO)KaT
Jla TH TIPUKAXKaT U MPOMOBUPAAT CBOUTE COAPIKU-
HU. HeroBoto mHMIMjasHO HM3JaHHME € CaMO He-
KOJIKY TOJIMHH TI0 IPBUTE HACTAHU OJ] BAKOB BH/ —
»Pocket film festival® (mpBuoT dpecTrBan o1 TakoB
BHI, K0j ce oapxa Bo [lapu3 Bo 2004 u ,,Kenrtan
¢unmm pectuBan Bo Toxmo Bo 2005 romuna. Ha
cuTe OBUE (PECTHBAIU HJIgjaTa U MOOWIIHUOT Telle-
(OH ce IIaBHUTE AJIaTKH 33 CHUTE YYCCHUIIH.

Toa HOCHM HOB mpHCTaN KOH Iieyiara Meplier-
[Mja Ha ayIMOBU3YEITHUOT TIPOU3BOJl M UCTO TaKa
HOB TIpHCTaI KOH HiejaTa 3a puiMcku (ecThBa-
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M, KOja BO CBOjOT MPBUYEH CTaHIAp NMPETCTaBY-
Ba €JIeH BH/JI €IMTU3aM H ITPOMOIIHja Ha ,,MOKHATa*
UHIyCTpHja.

Tpruysajku oz yaorara mrTo Tpeba ja ja urpa-
ar OBHME KYATYpHHU HACTaHHM 3a OMIITECTBOTO, HO M
yJoraTa Ha TIOCTUHITUTE KOM HajuecTo He ce (uiI-
MCKH TTpo(eCHOHAIIIN 1 UMaar ,,HeIITo Ja Kaxar",
CBECHH 3a (PaKTOT JieKa KHBEEME BO HOB CBET KajIe
TO MMame HM300MmiIcTBO MHpopManuu, chakame
JieKa OHa IITO HEAOCTHra € YOBEUKOTO BHUMAHHE.
3atoa, OBUE COIPKUHM KOM MOXAT jJa OuJar Io-
CTaBEHU Ha BaKOB (pecTUBAJI, MOXKAT /1a IIPUBJICUAT
BHUMAaHHUE Ha pa3IM4YeH HAUYMH M Ha Pa3JInuyHU Ka-
TErOPHH BO OIIITECTBOTO.

dectuBanOT MHOTY Op30 'l TOCTHTHA €(PEKTH-
Te kou My Oea uen. [IpuBneue BHUMaHue Kaj pas-
JIUYHU KaTeropuu Jiyre — ox miaau mery 14 u 20
TOJIMHH JI0 IOCTAPH BO3PACHU KAaTETOPUH, KO UCII-
paruja cBou (H)MIMOBHU HAIPaBeHHW HA MOOWITHU Te-
7AeOHM M MOKakaa JieKa MMaaT IITO Ja KaxaT U
MOJKaT Ha JISCEH HA4YMH CBOjaTa YMETHUYKA HJIEja
Jla ja TIpeToyar Bo ayAHOBH3yelHO jeio. DecruBa-
JIOT, YIITE BO CBOETO MPBO M3JIaHHE, TO MPHUBIIEYE
BHHMaHUeTo Ha myoOnukara. Hax 500 myfe tu mo-
ceTHja IpBUTE JBE Bedepu Ha DecTUBAOT, KOj ce
onpka Bo npocropute Ha MKI] Bo Ckorije. Mobun
¢uiM ¢ecTruBan npuBIedYe BHUMAHHE U Ha CIIOH-
30pH, Bo ciy4ajoB — T-Mobile, kou o charuja mo-
TEHIIMjaJIOT ¥ 3HAYCHHETO Ha eHa TakBa MaHHU(pe-
cTauyja. YIrTe BO IpBaTa roinHa HEKOJIKY y4eCHH-
1y Ha pecTuBanoT JOOUja MOXKHOCT JIa TOCTyBaaT
Ha HajrojeMuTe (EecTUBAIN O]l BAKOB BUJ BO CBe-

2 ]. Hart, ‘Celebrating the art of film-making on your phone’,

wired.co.uk, 15 April 2009.

TOT W J1a TY TOKaXXaT CBOUTE (HUIMOBH IIpe] my0-
JIMKA Ha MOBEKEe KOHTHHEHTH.

I'maBHara nen Oeme nocrurnata. [Ipeky oBoj
(dectuBan ce adupmupa MOKHOCTA KYJITYPHUTE
MOTEeHIIMjaJId Ha MJIaJIUTe TBOPIH OJi OBHE MPOC-
TOpH, BO HOBATa JUTHTAIHATA €pa U NPEKY HOBH
(hopmu Ha M3pasyBame, 1a J00HjaT CBOja COIMjall-
HO-KYATYpOJIOIIKA JUMEH3Uja M Jla U3rpajar BU-
JUIMBY PE3YNITaTU YIITE P MIPBOTO U3JaHUE.

Opannycknor coruonor bypaue (Pierre Félix
Bourdieu, 2005:102) paznmukyBa Tpu dopMu Ha
MOK: COIIMjajTlHa, CHMOOIMYHA U KYJITypHa.>

Bo nururannara epa, KyaTypHara MOK MocTe-
MIEHO Ce 3roJieMyBa MOPad 3rOJIEMEHUOT Opoj Ha
YUECHHIIM KOM CO3/1aBaaT YMETHHYKH COAPIKHUHH,
KaKO pe3y/iTaT Ha pa3BOjoT Ha TUTUTAIHUTE MEIH-
YMH ¥ JJOCTAITHOCTA Ha JJUTUTAITHUTE aJlaTKH.

Cnopen KomOpunk (Kombrink), ,,kynTtypHu-
T€ BPETHOCTH MOXE Jla Ce aKyMyJIupaaTr BO Kyll-
TYPEH KalmuTal KOj ja MOTTUKHYBA YOBEYKATA WH-
crMpanyja 1 UMarvHanyja u ro 30oraryBa KBaJ-
TETOT Ha XXUBOTOT U conMjaHnuTe quMensuun’.* Co
naMeTHUTE Tele(OHU M COIMjaTHUTE MEIMyMH
KaKo aJlaTK{A, OBOj IOTCHIHjaJl TIPOTPECHBHO CE
3rosieMu. KynTypHHOT KamuTaln He UM CIYXHU TIp-
BEHCTBCHO HAa CKOHOMCKHTE PE3yJITaTH, TYKYy T'eHe-
pupa Kyntypau BpegHocTH. Tpocou (Throsby) 3a-
OeJexKyBa JleKka KOHLENTOT Ha byprnue 3a Kynrtyp-
Ha MOK € OJM30K Ha TOMMOT YOBEUKH KaITUTall BO
eKOHOMHjaTa. 3ropa Ha TOoa, 3aJTUXUTE Ha KYITyp-
HU BPETHOCTH MOXE Ja TPEIU3BUKAAT MPOTOK Ha
WIeH KOM MOKaT Jja UMaaT M KyJITypHa U €KOHOM-

3 P.F. Bourdieu. 2005. The Social Structures of the Economy,
Polity 2005.

4 Kombrink, D. 2003. Cultural Capital and Well-Being,
Roterdam, Erasmus Universitet.
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cka BpemHocT. Toj ro meduHmpa OBOj PeHOMEH
Kako 30HMp Ha KYJITYPHU KOMIIOHEHTH U BPEIHO-
CTH KOU BKJIy4yBaaT €CTETCKH, JyXOBHHU, COLIH]jal-
HU, UCTOPUCKH, CHMOOJIMYHU ¥ aBTEHTUYHU BPE/I-
HOCTH.’

CriocoOHOCTa 33 aKyMyJIHpame Ha OBHE BPEIl-
HOCTH MOXeE Jla TeHepUpa MPOTOK HA MO3UTHUBHH
eheKTH Bp3 KyATYpHUTE CONPKUHH, Kou JlanreH
(Dahlgen, 2009) ru HapekyBa ,,HeHaMEPHH IPUI0-
OWBKM 3a TperieBame .6

Oga e, BCynHOCT, U QyHKIIMjaTa Koja ja ole-
MUHYBaaT IUTUTATHUTE TUTaTGOpME BO cede, KakBa
mTo € 1 Mobwnn ¢punM decTruBall Ha HEKOj HAYWH.
BeymrHocT, Toa € U 0ATOBOPOT HA KOj HAYMH Ha-
cTaH kako Mooun ¢punm pectrBai, Moxe BO HCTO
BpeMe Jia Oujie U M3BOP 3a CO3/aBam-e HOBA ayaHO-
BU3YyEJIHA COJPYKMHA M TOTCHIMjall 32 KpeHpambe
HOBH COIVjalTHH 3a¢THUIIH.

IToxpaj Toa, cocTojbara Ha KyITypHHUTE BpEI-
HOCTH, TaK, MOXKE€ Ja NPEeIW3BHUKAaT NMPOTOK Ha
U/Ier KOW MOXaT Jia IMaaT U KyATypHa U €KOHOM-
cka BpegHocT. CriocoOHOCTA 32 CKIIaIupamke Bpe/-
HOCTH MOXeE JIa TeHepHpa NPOTOK Ha BPEIHOCTH
Y TIO3UTHBHH E€KCTCPHAIMH HA KYITYpHHUTE COJp-
JKUHU, Kou J[anreH ru HapeKyBa ,,HeHaMEepHH MpH-
JIOOMBKH 3a TIpeJieBame™, a KOU MOXKE Ja 00jacHaT
30ILTO TAKOB HACTaH Kako (pecTUBasl Ha MOOHJICH
¢unM Moxe 1a Oujie TIOBEKEKPATeH M3BOP 3a CO3-
JlaBam-¢ HOBA aylMOBH3YyEJHA COAPIKMUHA, O] eJTHA
CTpaHa, W JIBUKEYKa CHJIa 32 CO3/[aBarhe HOBU CO-
[[1jaJTHH 3a¢/THUIIH.

5 Throsby, D. 1999. ‘Cultural Capital’, Journal of Cultural
Economics, Vol. 23(1-2).

P. Dahlgren, 2009. Media and political engagement:
citizens, communication, and democracy, Cambridge,
Cambridge University Press,
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Cnopen [le ®anx (De Valck, 2006) drmm-
ckuTe (ecTuBany, NOCEOHO OHME KOM Ce MOBp3a-
HH CO HOBUTE JIMTUTAJIHU aJaTKH, QyHKIHOHUPAAT
KaKO CaMOOJIPIKIIMBA MPEkKa Koja € CIIOCOOHa J1a ce
MPUCTIOCOOU Ha MPOMEHIIMBHUTE OKOJTHOCTH BO O/I-
penena cpenuna. [lopann oBaa cBoja ocoOuHa, Ta-
KBHUTE (pecTrBaIy — rmarGpopMu MOXKar Jia ja omu-
rpaar ,,KiIy4Hara yJiora BO OIICTaHOKOT Ha CBETCKa-
Ta KuHeMarorpaduja, yMETHUUKUOT (GUIM U He3a-
BHCHaTa KuHemarorpaduja‘.’

[Mopamu WHCTaHTHHOT ycrex, Koj Oemie To-
CTHTHAT yIITE I10 IPBOTO M3aHUE, IOPAIH CBOjaTa
KOHKYPEHTHOCT BO OJHOC Ha NPHKAKaHHUTE COMp-
JKMHU U TeoCTparelKaTa Mo3uIfja Ha OBOj peru-
oH, Mobun ¢unM QectuBai, BeAHAII MO MPBO-
TO M3aHue, Oellle MPUMEH BO HajrojeMara Mpexa
Ha CIIMYHM MaHu(ecTanuu oJ 1eanot ceer. OBaa
(dectuBasicka Mpexa Oere wHUIMpana on Dectu-
BaJIOT Ha MoOwiHUTE QuamoBu Bo Can Jluero, a
JIeNt of1 Toa ,,cemejcTBO Oea 13. HajroeMu CBET-
cku (ecTHBaIN 32 (PUIMOBHU CO3/IaJICHU CO MOOU-
nen tenedon. Ha Toj Haumn Mobun ¢unm dectu-
BaJI HAOP30 10 CBOETO MPBO U3/IaHUE UMAIIE MOXK-
HOCT J1a pa3MeHyBa MOJIE3HU HCKYCTBA, COAPKUHA
Y 3a€JHUYKH [IPOTPaMHU, KOM CO TEKOT Ha TOAWHH-
T€ aHUMHpaa OrpoMeH Opoj YUECHUIH U ITyOnKa.

3a BpeMeTpaemeTo Ha OBHE (ecTHBANHU, CE
OJIpKyBaar M OHJIQjH 1 o(rajH akTuBHOCTH. Jlyre-
TO Cce MOBP3yBaaT co 1IN Ja Iyieaar, KOMeHTHpa-
aT, mebarupaaT WM 3a¢THUYKH J1a CO3AaMaT UM,
na 3aeHO T ClieJaT TUIOJOBHUTE Ha CBOjaTa Kpea-
TUBHOCT.

7 De Valck, M. 2006, Film festivals: history and theory of
a European phenomenon that became a global network,
Amsterdam University Press.
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Co noBp3yBame HAa CBOMTE KPEAaTHBHU AKTUB-
HOCTHU IIpHU NpOAyKLHjaTa Ha (HUIMOBM HampaBe-
HU €O MOOHJTHH TeJie()OHH, TIPH CAMHOT NpoLeC Ha
co3JaBame ayJAnOBH3YEIHO AEJ0 Of Hjeja 10 pe-
anu3aiyja, yYeCHUIIUTEe Ha OBHE (PECTHBAIH CO3-
JlaBaaT JIOKAJIHH, HOBH, IVI00AJIHM 3a€JHULU U J0-
OMBaar IIaHca aKTUBHO Ja y4eCTBYBaaT BO KpeH-
pameTo Ha CBOj WM 3aCTHUYKH MPOIYKT.

Mobun ¢uim decTuBan Bo HEKOJIKY HaBpaTy,
BO nepuoaoT Bo 2013 u 2014 roguna, Bo copadboT-
Ka co pa3nuuHH yuninumra Bo Ckorje u Bo buto-
J1a, OpraHu3upaiie pabOTWIHULM CO YUYCHHLH Of
16 no 18 roqunam 3a BoBex u Kopucteme Bed 2.0
aJaTKHTe.

Bo 2015 ronguna, Mobun ¢unm ¢ectuBan Ha
WCT HA4YMH OpraHu3upaiie pabOTWIHUIM 32 BO-
3pacHa rpyna ydeHuiu on 14 mo 18 rogunu, xou
Oea 00y4eHH KaKko ce KOpPHCTaT ajaTKd 3a MOOWII-
HU TenedoHH 3a co3aBamke aHUMalja U Kako 1o-
TOA J]a TW eAuTHpaar u Jopadortysaar. Hexou ox
COJPXKUHHUTE KOU Oea Jesl ojf oBaa pPabOTHIIHU-
1a, Bo 2016 roguna 6ea MpOMOBUPAHU BO paMKH-
te Ha kinactepotr Ha YHECKO, dunmckn rpamosu
Ha YHECKO, Bo Smnargao (Qingdao) Bo Kuna, a
on 2017 roguHa 110 cobupot Bo Emxuen ye ben
(Enghien-les-Bains), Bo ®pannmja. Cute ¢Quam-
cku rpajosu Bo kiactepotr Ha YHECKO, no npu-
MepoT Ha Mo6un ¢unm ¢ectuBall, BO CBOUTE Ipa-
JOBU BOBEIOA UCT WM CIMYEH HAa4uH 3a (UiIM-
CKa eyKallija v mpoMoIiuja. Bo momenTOB M0OOWMNI
¢um dectuBain pacronara co rpynu HU3 LET CBET
kou Opojar Hax 20.000 npujareny.

BakBuTe akTHBHOCTH [10BeZoa A0 Pa3BoOj Ha
TEPMHUHOT ,,produser,® kpenpaH u momynapu3upan
on Akcen bpanc (Axel Bruns).

Criopej Hero, CeKkoj MOXe Jia cTaHe ,,produser’
— Japoxayuep” (u3BeneHka oj producer, Tpoiy-
ILICHT) Ha COTICTBEHATa COAP KMHA 3a J1a CTIOJICIIH Ba-
YKHU TEMH, WJIM 32 J1a TO MTOTTUKHE WJIM JIa TO 3roJie-
MU UHTEPECOT Ha IOroJieMa rpyma Jiyre 3a pa3ind-
HU Ipamiama. Taka, BO paMKUTE Ha ayAHOBHU3Yell-
HHUTE COJPKMHU KOHM CE€ Pa3MEHyBaar, IIPeKy OBHE
(hWUIMOBH ce ciylIa ceuuj IJ1ac U ceuuj Iiac 100u-
Ba BAKHOCT 32 MHOTY Ba)KHH OIIIITECTBEHH TEMH.
bunejku ¢uiamoBuTe CHUMEHH CO MOOWIJIEH Tele-
(hOH ce co CBeXH UIEH U HajuecTo I0NUpaaT TEMH
KOM T'Ml TAHTHUpaaT MJaanuTe, OBUE (PUIMOBH CE Haj-
4YecTo CHUMEHH BO ypOaHa CpeirHa, IITO Moapas-
Oupa Jieka peannu3aTopuTe W YUYECHHUIIUTE MOpaar
aKTHBHO J1a Ce NMPUCIIOCO0aT 1 Ja IO eKCIIOHNpaar
¥ jaBHUOT MPOCTOP, LITO YECTO CE MPETBOPA H BO
Ba)XEH MEIMYM 32 YUE€CTBO Ha rparaHuTe.

Co Mobun ¢punm pecTrBai 3arouHyBa parame-
TO Ha MOOWITHOTO ,,(PHJIMCKO TBOPEIITBO' BO Ma-
KeJoHMja. Bo M3MMHATHOT AeCeTromumeH NepH-
oxn, moBeke on 450 dbuma om MaKeIOHCKH aBTO-
pH y4ecTByBaJe Ha ()eCTHBAIOT CO CBOM (PMIIMOBH.
Hapn 25 ¢unma yuectByBane Ha noseke ox 80 dec-
TUBAJIU HU3 LEJIHOT CBET, OCBOjYBajKH MPECTHXK-
Hu Harpaau. Cute oBUe (PUIMOBH HajuecTO OMIIC
KpeHupaHu o1 MJaau (PWIMCKH SHTY3HjacTH, ama-
Tepu u ipodecuonanm. Moowun ¢punm dectrBan e
pB (hecTUBaI BO NOMKMPOKUOT PErHOH LITO ja TOo-
TBp/yBa KOHCTaranujara Jeka TeJeoHHUTe co Ka-

8 Axel Bruns, 2008. Blogs, Wikipedia, Second Life and
Beyond: From Production to Produsage. New York: Peter
Lang.
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Mepa, co Ao0pa ujaeja ¥ MUHAMYM 3Haema 3a KO-
pUCTEHEe Ha MOOWITHUTE ajaTKd 3a eIUTUpPAE,
CEKOMY MY OBO3MOXKyBaaT Jia Ouje pexucep WiH
MPOAYIICHT. 3apajid CBOJOT IOTCHIMjal 3a CHH-
Mambe (0cO0eHO CO HOBUTE TeHepaliu TeleOHN),
CEMpHUCYTHOCTA, MOXKHOCTA J]a c€ CHIMa 0e3 pedn-
CH HUKaKBH TPOIIOIX W €THOCTAaBHOCTA TPOIYK-
TOT Ja ce ,,JUCTPHOyupa’ MpeKy COIUjaIHA Mpe-
KU, C€ MOBEKe MJIAH Jyre TO KOPUCTAT KaKO ajaT-
Ka 3a M3pa3yBambe Ha CBOUTE HJICH.

Maxkc IInecep (M. Schleser, 2011:28) tBpmu
JleKa ,,BUICOYMETHOCTA ce TT0jaBrjIa BO KOHTEKCT
Ha ranepuute. On Apyra cTpaHa, BUjaeara co3Ja-
JeHH CO MOOMIHHMTE TeleQOHH r'o HaJMHHYBaaT
OTpaHNYyBaETO Ha TaJepUHUTE U, OnaromapeHue
Ha CBOjara CeNpUCYyTHOCT, MOYHYBaaT Jia JIOMUHH-
paar BO MeaMyMCKHOT mej3ax’.’ OBa MOKeOU He
€ coceMa TOYHO, OWJICjKM PaHUTE BUICOYMETHHUITH
Ha IEECETTUTE U CEAYMAECETTUTE TOANHH TO TIPO-
HIMpHja TIOJETO Ha eKCIIEPUMEHTUPAHkE CO BHUJICO
HaJBOp OJf YMETHUYKHTE MPOCTOPHU, HO pasiiuKa-
Ta € BCYIIHOCT BO TOa JieKa PaclpoCTpaHyBambe-
TO Ha OBO] BHUJI COJIPIKHHU, IITO TIPEKY Mpexu hec-
THUBAJIM IITO TPEKy COIMjaIHA MEIWyMH, TH Tpa-
BU TIOTIPUCYTHHU U OMIITECTBEHO MOAKTHBHU. Toa
HE 3Ha4M JIeKa UMaat 1orojieMo Biujanue. Toa 3Ha-
YM JieKa Ce MOMHTEPAKTUBHH U JIeKa JIOMHUPaar J1o
norojiemu rpymnu jyre. Cemak, HajBaXKEH aCICKT
Ha BIIMjaHWE IITO IO TIOCTUTHYBA OBOj THII Ha ay-
JTMOBH3YEITHA COAPKUHA € COITHjaTHHOT KapakTep,
KOj € TECHO TIOBP3aH CO HOBHOT KOHIIETIT Ha Kpea-
tuBHOCT. OOnacra koja mopaHo Oerie pe3epBupa-

® M. Schleser, 2011. Mobile-mentary: Mobile documentaries

in the mediascape, Saarbriicken, LAP Lambert Academic
Publishing,
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Ha caMo 32 YMETHHIIUTE, CO (PHIMCKUTE COIPKHU-
HU KOM MOXKaT Jla ce€ TpaBaT co MOOMIIHU Tenedo-
HU, Cera € MpeAn3BHK 3a CEKOj KOPHCHUK Ha MO-
OuTHaTa TEXHOJIOTHja KOj caka Jia Oujie KpeaTHBeH
Y MHOBATHBEH.

Bo cBojara xuura Making is Connecting, The
social meaning of creativity, from DiY and knitting
to YouTube and Web 2.0, lejpun l'ontier (David
Gauntlett, 2011:76) ja pasmiemyBa KpeaTHBHOC-
Ta BO paMKHTE HA HEj3WHHUTE COIMjaTHU TUMEH-
3un. Toj ja TpeTnpa KpeaTnuBHOCTa KakKO CII0CO0-
HOCT KOjaIlTo ja ImoceayBa CeKoj U Koja He € pe3ep-
BHpaHa caMO 3a YMETHHIM WIN HayyHunu: ,,Ce-
KOjJJHEBHATA KPEaTHBHOCT € BCYLIHOCT IIPOLIEC KOj
MOBp3yBa O6apeM ellcH aKTUBEH YOBEYKH YM CO Ma-
TEPUjAITHUOT I TUTUTATHHOT CBET BO AKTHBHOCT
Ha MpaBeke HelITO KOe NMPE/IM3BUKYBa YYBCTBO Ha
pamoct.'

Te3ara Ha [OHTJIET MOKa)XXyBa JIeKa YWHOT Ha
CO3/1aBamke Ha €THO YMETHHYKO JIEJI0, MOXKe Ja Ce
pasriienyBa oIl TpU ain: o GU3UUKU aroji — Kaje
paboTuTe ce mocraByBaaT BO paMKHTE Ha e/IHa Lie-
JIMHA, O] OTIITECTBEH aroil — Kaje KOHEKTHpambe-
TO Ha JyreTo Tpeba maa MpUaIoHEece THE 3aeTHO Ja
TBOPAT, U O] aroJI Ha YYECHHUK — KaJIe CEKOj TOe/IH-
HeI MOXKe JIa CIIOJISITyBa WITH J1a Kperpa Ha JIOKall-
HO WJIN TJI00aJTHO HHUBO.

TonTiner ro o6jacHyBa TBOPEIITBOTO KaKO JIMY-
Ha aKTUBHOCT BO KOja MOEIMHEIOT IViefia U Haora
onpenena cmucia. MakToT neka MoeanHeIoT Ha-
ofa cMHCJa BO TaKBaTa aKTHBHOCT €, BCYIIHOCT,
CYLITUHCKa MOTHMBalMja TOj Ja y4ecTByBa M Ja

10 David Gauntlett, 2011. Making is Connecting, The social
meaning of creativity, from DiY and knitting to YouTube
and Web 2.0, Polity.
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mpe3eMa KOHKPETHH aKIMK BO OJHOC Ha MOBP3Y-
Bambe U copaboTka co apyru.'' Jac 6u ja momomHmIa
OBaa KOHCTaTallfja Co Pa3MUCIyBambETO JIeKa Kpe-
aTMBHATa aKTHBHOCT HAjuecTO € JBIKEUKa CHia
KOja He caMmo IITO 0 MOTHBUPA HAIIIETO JINYHO aH-
raxuparme, TyKy IpUJI0OHeCyBa 3a 3roJieMyBambe Ha
HAaIllaTa CaMOCBECT BO OJJHOC HA CETO OHA IITO HE
OTKPYKYBa, HE3aBUCHO JAJTH TOA € HAIIETO HEro-
CPEIHO COCENICTBO, JIOKAJTHU WM TI00AIHU TEMH
KOW HE TaHTUpaar, KaKo CKOJIOTHjaTa WU TeXHO-
JIOLIKHAOT pa3Boj, Ha mpumMep. Toa BO HUKO] CIIy4aj
HE ToApa3onpa TUPEKTHO Mpe3eMarbe akIlfja, TYKy
€ CYyIITHHCKH MPEIYCIOB 3a aKTUBHO YUECTBO.

Mob6un ¢unm dectuBan He € camo (GpUIMCKH
¢decrusan. Toa e menuym u miardgopma Koja gaBa
MOYXHOCT TOEIUHIN W 3aeIHUIN JOKAIHO H IJIO-
0anHoO, HA KPEaTWBEH M JOCETIMB HAYUH, TPEKY
cBOUTE (DMIIMOBH CHHMCHH Ha MOOWICH TelleOH,
Jla MOTTUKHAT Ha Pa3MHCITyBambe 32 TEMH U HacTa-
HU KOW C€ ONINTecTBeHO BakHU. OJ Apyra cTpa-
Ha, MeryceOHO J1a copaboTyBaar W 3aeAHUYKU Ja
TBOpAT.

Bo u3munaruse 10 rogunu akruBHoCcT, MDD
OTBOpPH HajMAlIKy JIBE TEMH: KaKO CO3/aBarbe-
TO ayJMOBH3YyelHa COAPKHHA CO MOOHWIIHH Telie-
(hoHH MOXE Jia Ce KOPHCTH KaKO MapTUIUIIATH-
BEH U KPEAaTHBEH MEIUYM U KAaKO KPaTKUTE (PHiI-
MOBH HAalpaBeHW HAa MOOWJIHH YPEIud U HAYHMHOT
Ha KOj THE Ce MPOMOBHpAAT M PacIpOCTpaHyBaar,
MOXaT JIa TO 3roJieMaT y4eCTBOTO Ha myOmukara?
OpxroBopute ce J00MBaaT HU3 JIOKAJTHUTE H TJIO-
OaJIHUTEe MCKYCTBAa Ha OBO] BHJ| IPOM3BOJICTBO U
nuctpudynmja. McerpaxyBamara BO CBETOT IIO-
Ka)XyBaar Jieka oBue (DMIMOBH ce MOMyJapHU Kaj

" Gauntlett, 2011, p. 114.

myOnrKaTa nako He Hy/IaT HelITO HOBO, OUIEjKH ce
CTIO/ICNTyBaaT BO I'PYNH HA 3aCTHUYKH WHTEPECH,
3aToa IUTO Ce aBTOXTOHM MO CBOjaTa COApIKHUHA H
n3paboTKa | 3aToa IITO TOMIEAO0T KOH TeMaTa Koja
ja 00paboTyBaar ja laBaaT HU3 Ipyra CBETJINHA OT-
KOJIKY (PMIIMOBHTE KOHM C€ MpaBaT cO KOHBEHIHO-
HAJTHM TEXHUYKH cpencTBa'’. OBa ¢ Moxebu 3aroa
HITO OBHE (PUIMOBHU CE CIIOHTAHU M HE IO KOPHUC-
TaT UCTHOT (PUIIMCKH ja3WK IITO CME HAaBUKHAJIE Ja
ro mename. [lopaau cBojara 10CTaTHOCT U €JHOC-
TaBHO MMPOU3BOACTBO, (1)I/IJ'IMOBI/ITG IIpaBCHU Ha Ba-
KOB Ha4YWH c€ C¢ MTOOPOjHHU U MTOJIeKa CTaHyBaar aJ-
TEpHATHBA HA MEJHCTPUM (DUIMCKUTE COJPIKHUHH,
0COOCHO 3a TEMH KOH I'Ml 3aCeraar MoBEKETO MITA M
Jyre ¥ 0COOCHO KaKo ce M3paboTyBaar.

[IpomonmjaTa Ha OBHE COAPIKUHU, OCBEH Mpe-
Ky (1)eCTI/IBaJ'II/ITe OJ BaAaKOB THII, C€ OJIBHBA MU CO
CTIOJICITyBamba MPEKY COLUjATHUTE METUYMH, IITO
NpaBy OBOj THII HA COJIPIKUHA J]a € MHOT'Y TMOIyJia-
peH u enad. Hecnopen ¢axr e neka opue puiM-
CKU COJIPYKUHHU C€ HEIITO HOBO 3a MyOJInKara, Koja
OCBEH IITO MOXKE J1a TH IVIeJla, MOXKE U J]a KOMY-
HUIIApa U Ja Ouje WHTepakTHBHA. MHOTY BaKeH
acrekT Ha (UIMOBHTE IPaBEHU CO MOOWJICH Te-
nedoH € HUBHATA MOY4YHA, OJHOCHO €IyKaTHBHA
cTpaHa, 0cOOCHO Ha TEMH 38 KOPHCTEHE OAPEIICHH
BCIITHUHU U aJIaTKH.

Moo6uaHnOT TenedoH TOMHHA JIONT MaT Off MO-
MEHTOT KOTa 3a IpBMaT Oelre KOMepIHjaTHo TuTa-
CHpaH, JI0 OHA IITO JICHeC ce HapeKyBa MaMeTeH
tenedoHn. Kako mrro 3abenexysa [lepapa ['oyrun
(Gerard Goggin, 2006:2), MoOWIHHOT TenedoH

12 http://www.filmfestivalresearch.org/index.php/ffrn-
bibliography/9-specialized-film-festivals/9-4-online-film-
festivals/
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,,CTaHa MHOTY TIOBEKEe OJ] YpeJ 3a IJIaCOBHU ITOBH-
1 — TOj TIpepacHa BO IIEHTpaJIHa KYJITypHa TEXHO-
JIOTHja Ha HOBOTO BpeMe*‘, IOBp3aHa CO MOeHHe-
LIOT @ HE CO JOMaKUHCTBOTO. 3

MoOuHHUTe TalleTH CcTaHaa CeNpHCyTeH
00jeKT, ajmaTka Ha CEKOjIHEBHUOT >KHBOT, OCHOB-
HO CpEICTBO, a HE aNTEPHAaTUBHO WJIM ITOMOLI-
Ho. OBOj pa3Boj ce JOKH Mpes ¢€ Ha MPHOIMKY-
BambETO Ha MOOMITHHOT Tele(OoH KOH Ipyry MeIu-
YMH, KaKo HITO C€ JUTUTATHUTE MIaTGOpMH, TeJle-
BH3MjaTa, PaJuOTO M BEO-OPHEHTHUpPAHUTE BECHU-
II1 U cajTOBU 3a mpoxaxoa. [lameTanre Tenedonun
npepacHaa BO yHHBEp3aHa CEKOjJHEBHA ajlaTka.
Oga npean3BrUKa OPOjHU MPOMEHH BO HAIIWTE Ce-
KOjJTHEBHU aKTUBHOCTH, BKIY4YyBajKu: IOCTOjaHa
JOCTAIHOCT, POJ0JDKYBakhe Ha paOOTHOTO BpeMe,
TEKCTyaJTHa KOMyHHKaI[1ja eJHAKBO yIoTpeOyBaHa
BO Mer'yceOHaTa KOMYHHKAIHja Kako 1 TITacOBHATA
KOMYHHKaIlija, TPOMEHH BO yroTpedara Ha jasu-
KOT, IJIeJlatb¢ BUACO COAPKMHA HaJBOP Ol HAIlH-
Te JOMAaIlHH eKpaHH, cypdarme Ha HHTEpHET BO Ce-
KO] MOMEHT, YHUTake BECTH BO CJIEKTPOHCKA (op-
Mma. Cemnak, criopen Ctus Bymnrap (Steve Woolgar,
2005:39-40), xopuCTEHETO HA MOOWITHH Tele(hoHN
CYIITHHCKH 3aBHUCH O] COIMjaTHUOT KOHTEKCT JIO-
KaJHO, Ha IPUMEP, JOCKa Pa3roBapare co HEKOTo
Y BO MCTO BpEMe Ce JIONHUIITYBaTe CO OPAKH IPEKY
MOOHMITHHOT CO HEKOj JPYT MOXKe Jia Oujie HempH-
¢datmuBo Bo llIBencka, HO He u BO Ppannmja. Byi-
rap, HCTO Taka, J0/1aBa JIeKa KOJIKY MOOMJIHA TeX-
HOJIOTHja CTaHyBa IOTII00aHa, TOJIKY U30MBaar Ha
MOBpILMHA MTOBEKE JOKAIHHU acrekTH. OBa e mpen-

13

Goggin G. 2006 Cell phone culture: mobile technology in
everyday life, New York, Routledge.
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HOCT Ha MoOm GpriM ecTuBai, M Ha CUTE TaKBU
(decTrBaNM HU3 ENHOT CBET.'

Bunejku rmaBHa Tema Ha oBaa cTynuja e gpectu-
BaJIOT Ha MOOWIHK GuiMOoBH, Mobui ¢puiM dec-
TUBAJI, U KPEUPAHETO Ha ayJTMOBU3YEITHA COAPIKHU-
Ha CO TIOMOII Ha MOOWITHY TenedhoHu, Tpeda 1a Ka-
KeMe M HEKOJIKy 300poBH 3a (y3ujaTa Ha MOOWII-
HUTE TeJIePOHU U Kamepara.

,»llopaay cenpucyTHOCTa Ha MOOMJIHUTE TeJe-
(oHU, BU3YEITHUOT MaTepHjall MPOU3BEICH O Te-
neOHN CO Kamepa ce Pa3luKyBa O] MaTepHjaIoT
CO37aJICH O OOMYHHUTE TUTHTAIHU (pOTOAIraparm.
Jurnranaure (1 aHamorHUTe) QoToanmapard Tpa-
JTUIMOHATIHO Ce KOPUCTAT O] CTpaHa Ha MOTPOLIy-
BauUTE IJIABHO BO CIELUjaIHU MPUTOIH KaKo IMITO
ce Mpa3HUIIM, NaTyBamba, CEMEJHU COOMPH U CBa/I-
0u, mo/ieKka maMeTHUTE Tele(OHU, KOU ce TTOCToja-
HO CO HAac, MO)X€Me J]a TH KOPUCTHME PEYrCH BO
CEKaKBH OKOJIHOCTHU H JIa CH OBO3MOXKHME JIa OBe-
KOBEYHME CIIOHTAHH U HEOUEKYBaHU MOMEHTH "

Bpenu na ce HanomeHe Jeka MpBHUTE KaMepu
HAMEHETH 3a IHMPOKa yroTpeda He ce MojaBuja co
rojaBata Ha JUTUTAIHHOT (OpMart, TYKy IOCTO-
eja ymre maneky mpex toa. IlpBa Taksa ,,momari-
Ha ayarka“ Oerne 8-MuIMMeTapcKara Kamepa pas-
BHEHA 0] ,,Komak* ymre Bo TEKOT Ha paHUTE TPU-
€CeTTH TOAMHY, KaKo ajTepHaThBa Ha 16 MM KaMme-

4 Woolgar, 2005 Mobile back to front: uncertainty and
danger in the theory — technology relation, in R. Ling
and P.E. Pederson (eds.), Mobile Communications: Re-
negotiation of the Social Sphere, London, Springer

5 0O. Daisuke and M. Ito, Camera phones changing the
definition of picture-worthy, Japan Media Review, 29
August 2003, http://www.douri.sh/classes/ics234cw04/
ito3.pdf (accessed 17 March 2014).
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pa, XKoja Oerie MPUIIMYHO ToJieMa U He Oar moroj-
Ha 3a J1a ce co3mane Gopmar Ha gomaricH Gpuam. '

Cermak, ynorpebara Ha BakBUTE KaMepu Oapa-
I JIOTIOJIHUTEIIHU TEXHUYKU BEIITUHU TOBP3aHU
U CO CHUMambeTO Ha GUIMOT (0JHOC CBETIIO/OeH-
IIa) U CO ,,pa3BUBAKETO" HA (DHIIMOT.

3ropa Ha Toa, paclpoCTpaHyBambETO HA BAKBHU-
TE JOMAaNIHA (QUIMOBH HA MPUjATEIH U POAHUHH
Oelle KOMIUTMIPaHa orepanyja u ryoeme Bpeme,
CO OTJIeJI Ha Toa JieKa Oapalie mMpocTop BO Koj Ou ce
cobpase JyfeTo 3a 1a rienaaT 3aeqHo Wid (Hu3ud-
Ka TUCTpHUOYIIHja Ha (PHIMOT.

JleHelHUTe MaMeTHU Telle()OHU UMaaT MHOTY
MIPETHOCTH KOU TH PA3IMKyBaaT O] IPETXOAHO TI0-
CTOCYKUTE ypeIu 3a CHHMAame: THE C€ MOCTOjaHO
Kaj Hac, OBO3MOXKYBajKH HH J]a CHUMaMe CIIOHTa-
HO ¥ HEOUCKYBaHO; THE c¢ KOMOWHAITM]ja Ha HEKOJI-
Ky BHJIOBH MEJIUYMH; U THE HYJIaT TIPUCTAII JIO WH-
TEpHET, OlaroJjapeHne Ha IITO HAIIETO ,,BU3YEITHO
CEKOjTHEBHE  ISCHO MOJKE JIa C€ CIIOZCITU BETHAII
U JIUPEKTHO OJ MOOWJIHHOT Tesie)OH CO HAIIUTE
MpUjaTesn, U JIOKaJTHO U rodanHo. TokMmy oBa ce
KapaKTEPUCTHKHTE IITO TO Pa3INKyBaaT MpaBeHe-
TO Ha BUJICO COIPXKHMHATA CO MAMETEH ypel U Tpa-
JUIMOHATHOTO TIPABCHE HA ayIHOBU3YEIIHA COAP-
xuHa. [I[pBOTO € JoCTanmHO PeuncH 3a CEeKOro U BO
OIHOC Ha MOCEIYBAmETO Ha anaTKara U BO OIHOC
Ha I[IeHaTa Ha MPOMU3BOJICTBOTO/AUCTPUOYLIHjaTa 1
BEIITHHUTE TTOTPEOHH 3a HEroBa paboTa, a BTOPO-
TO € MPWINYHO CIOKEHO U 3aHACTUHUCKO-TIPOIYK-
IMCKK TIOKoMIUIeKcHO. Kora ce mojaBuja mpBu-
Te (UIMOBU CHHUMEHHU CO MOOWIJICH TeleoH, The

16 “Super 8 mm Film History’, Kodak Cinema and Television,

http://motion.kodak.com/motion/Products/Production/
Spotlight on_Super 8/Super 8mm_History/index.htm
(accessed 6 May 2014).

Oea co HUCKa pe3oiyIja M CIuKara Oerre BHCO-
KO TIMKCEJIM3UPAHA, & CO HU30K KBAJTUTET BO OTHOC
Ha ,,COAPKMHATA WX TIPUKa3HaTa ™ BO criopenoda co
CJIMKUTC KpEUpaHu O AUTUTAIHUTC q)OToanapaTH
JIOCTAITHU BO TOA BpeMe.

3aroa BHIEOTO HAIpaBEHO CO MOOWIICH, Ha
CBOUTE TIOYETOIM, IMIABHO Oelie CPe/CTBO 33 M3-
pasyBamkbe Ha YMETHHIIH: ,,... MOOWMJIHOTO BHUIEO
3a MpBIAT ce MojaByBalle BO rajiepuu, Ha JINKOB-
HU M3JI0KOM U Ha QUIMCKH (ecTuBald, a 1moToa
CTaHa JIeN OJ MAacOBHATa KyJTypa M HHJIYCTpHja-
Ta 3a 3a6aBa”, TBpau Maxkc lllmecep (M. Schleser,
2011:36)."

[IInecep TBpAM JeKka rajJepuuTe U GUIMCKUTE
(ecTuBanM Ouiie rIaBHaTa MOTOpHA CHJIa 33 pa3-
BOJOT Ha MOOWJIHMOT BUACO(POpMAT, 3aT0a LITO CH
JI03BOITyBaJie TIOToJIeMa CJI000/1a KOTa ro HCTPaxKy-
Bajie HOBHOT (hopmatr. Ox mpyra cTpaHa, WHIYC-
TpHjara Koja TH POU3BEAyBajia MOOWIHUTE Tele-
(donu ce hokycupana caMmo Ha HHOBAIMU KOU Tpe-
OaJie 1a ja 3a10BOJIAT MacaTa MOTPOLIyBadn.

yMeTHI/IHI/ITe IMOoYHaJIC Ja I' UCTpaKyBaar ,,HE-
COBPIIIEHOCTUTE HA BUICO3AMUCUTE O MOOWITHH-
TE KaMepH U JIa T'M KOPUCTAT KaKo CPEJICTBA BO HUB-
HUTE yMEeTHUYKHU zAena. Buneoto Ha Cru Xonu
(Steve Hawley), ,,.Speech Marks®“, ce cmera 3a
e/ieH O/ HajpaHuTe IPUMEPH 32 MOOMITHO (PHUIMCKO
octBapyBame.'? Co3naneHo HemoCpeIHO M0 BOBE-
JlyBamkeTo Ha MOOMIHHMOT Bujcodopmar Bo 2004
TOfMHA, OBa (PFIIMCKO JIEJI0 OCBOM OpOjHU HArpaan
Ha mpecTmkKHU GrmMcku dhectuBaid, Bo KupoHa,

17" M. Schleser, 2011. Mobile-mentary: Mobile documentaries

in the mediascape, Saarbriicken, Academic Publishing

18 Ibidem, p. 36.

9 S. Hawley, Speech Marks 2004, http://www.stevehawley.
info/speech_marks.html (accessed 8 March 2014).
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Mexkcuko Cutu, Can @panuucko, XKenesa u Kiep-
MoH-DepaH. OUIMOT BO LENOCT € CHUMEH CO MO-
OomHuOT TenedoH Ha XOJd, U TH UCTPaXKyBa Kpe-
ATMBHUTE MPEAU3BHUIIM CO KOU CE€ COOUyBa yMeET-
HUKOT JI0JIeKa CHUMa co TenedoH, co kamepa co
HHUCKa pe3onyirja. Ciukara e co ciiad KBaJIuTeT U
Maua 1o rojgemMuHa. CeKBEHIUTE BO PUIMOT ce CO
MakCHMaJiHa A0JbKuHa o1 9 cexynan.”’ Mako Xomu
Oellie CBECEH 3a CHTE OTPaHUYyBamka Ha MOOMITHA-
Ta Kamepa, TOj Celak ' UCKOPUCTH KaKO YMETHUY-
Ka ajiaTka MpH COo3JaBambeTo Ha (UIMOT. Tpumu-
HYTHOTO BHJI€O, TUTHTATHO MOHTHPAHO, € KOJIaX
O] MaJIH ,,KBaIPATHU* TPO30PIIX KOM IPUKAKyBaaT
(parMeHTH OJ CEKOjTHEBHUOT KUBOT Ha YMETHH-
KOT. XO0JIi pabOTH aKTUBHO CO BPEMEHCKHU U TPOC-
TOPHU OTPAHUYYBama M, KaKo IITO BEJIU CAMHOT,
paborata Ha oBa (YUIMCKO OCTBapyBame ro Ipa-
BeJIo 11a ce uyBcTByBa kako [lon bepn (John Logie
Baird), enen on npoHaoraynTe Ha MEXaHUYKaTa Te-
aeBusdja Bo 20-TUTE TOIMHUA Ha MHHATHOT BEK.”!
Wnaky, npBoTto u3nanue nHa Mobun ¢puim dectu-
Baj Oellle OTBOPEHO CO OBa YHUKATHO (DUIIMCKO
OCTBapyBame, CO IITO Ha MaKeIOHCKaTa MmyOInKa 1
ce Jazie MOXKHOCT Ja Oujie Mery IpBUTE KOW MMalIe
MOYKHOCT JIa TO TJIeJlaaT OBa BaKHO (DUIIMCKO JIEITO.
BakBOTO yMETHUYKO €KCIIEPUMEHTHPAE CO PAHO-
TO MOOWIJTHO BHJICO TIOTCETYBa HAa EKCIICPUMEHTHUTE
co TB-Buzea, xou Bo CoequHeTTe AMEPUKAHCKU
Jlp>kaBu BO IIEECETTUTE TOAWHM T'M MPEIBOJICILE
Hawm Ilyn ITank (Nam June Paik) n ox xou mpons-
ne3e Bujeo apToT. HuBHara e Oerre 1a ja ,,pa30y-
JIaT" IacMBHATA TEJIEBU3MCKA TyOIMKa U Ja U3rpa-

20 S. Hawley, ‘Speech Marks 2004°, http://www.stevehawley.
info/speech_marks.html (accessed 8 March 2014).
S. Hawley, ‘Speech Marks 2004’, http://www.stevehawley.
info/speech_marks.html (accessed 8 March 2014).
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JIaT ,,III00aTHO CeNo‘‘ MPeKy alTepHATUBHU HAYH-
HH Ha KOPUCTEHhE Ha TEJIEKOMYHHUKAIIUUTE.?

Kora Mobun ¢uim ¢ectuBan ce 1mojaBu Kaxo
¢dectuBan Bo 2010 roauna, mpoMoBHpalle U MIaT-
(dopma Kajie anTepHaTHBHATA yroTpeda Ha MOOUII-
HUOT TenedoH (Kako CPEemCcTBO 3a IMpaBeme (Guil-
MOBH) K€ TH aHUMHPa KOPUCHHUITUTE Mel'y TIOTpPO-
IIyBaduTe.

ExcniepuMeHTHpajkn cO MOOMJICH BHUJEO apr,
cimyHo Ha CruB Xomu, Makc Illnecep mnpasu
¢unm ,,Maxcco Kenran® (2008), criopes Ha3UBOT
Ha MobmieH Tenedon Bo Jarmonwja (Keitai). Can-
MEH CO JIBa MOOWJIHH Tene(OoHH, BO IIEHTapOT Ha
CBOjaTa BU3yeJIHA H7Eja IO MOCTaByBa IHMKCENOT.
[Tnomran Bo Gopma Ha MHKCEN € EHTpaJleH elie-
MEHT, KOj KpYKHO ce OpaHyBa Kako BOZa BO Koja €
¢pren kamen. Hamepara na Illnecep e onummana
Bo (popma Ha CMC-TEeKCT Ha eKpaHoT: ,,OBaa eKc-
MeprMeHTaHa paboTa uMa 3a el 1a Co3/ajie BU-
3yeJIeH ja3uK 3a Mald eKpaHH U MOOMIIHM YpEIH.
Hogsa ¢opma Ha MOOHITHO-MEHTAIHO KHHO. %

Kora ke ce criomene MoOuieH UM, CUTYPHO
CUTE MMOMHUCITyBaaT Jieka popMara My € orpaHuue-
Ha camo Ha kpatok (rmMm. M Toa Taka u 6erre ce 10
2005 romuHa, kora Ha MeryHapogHHOT (ecTrBan
Ha JokyMmeHTapeH ¢uiM Bo Amctepmam (IDFA)
Oemle MpUKakaH TPBUOT KPAaTOK JOKYMEHTapeH
¢unm ,,Cell Stories™ va Ensapn Jlaxman (Edward
Lachman, 2004) 1ietocHO CHUMEH Ha MOOHIICH Te-

22 E. Hugetz, ‘Experimental Video’, Museum of Broadcast
Communications Chicago, http:/www.museum.tv/eotv/
experimental.htm (accessed 6 May 2014).

3 Max with a Keitai, dir. Schleser, Max, UK, 2008, [online
video], https://www.youtube.com/watch?v=1jc2iLI5SMxO0,
(accessed 9 March 2014).
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nedoH, a croHzopupan on Moropona.?* TIpome-
HaTa JI0jJe €/IHa TOjWMHA TIO/I0IHA Kora € Hampa-
BEH NPBUOT MIpaH (QHUIM cO MOOWIEH Tele]oH,
,,HOBH JbyOOBHM cocTaHouu™ ox Mapueno Men-
kapuHu u bapOapa Cerenu (Marcello Mencarini
& Barbara Seghezzi, 2006). ®uimot Oerrie mpuka-
»ad B0 MOMA (My3ejoT Ha coBpeMeHa YMETHOCT
BO Ibyjopk) u Ha UJIDA Bo Amcrepaam.” Co 0BOj
¢uIM ce 03HaYyBa MOYETOKOT Ha Mpoiudepanuja-
Ta Ha MOOWJIHHMOT (pUJIM BO MOJIETO HA UTPAHHOT
¢um. IloToa cnenysarre yute eieH urpad Gpuim
—,,SMS Sugar Man* Ha jy)XHOA(QPHUKAHCKHAOT pe-
xucep Apuan Karanod (Aryan Kaganof, 2008).
W nBara ¢uiMa ru KopucTart ,,HeOCTaTOIUTE " Ha
MOOWJIHUTE KaMepu 3a Jja CO3AajaT MHTHMHA ar-
Mocdepa co KOPUCTECHE Ha KPYIHHU KapH, IITO €
OJ] BAKHOCT aKO Ce 3eMe Npe/IBUJI IeKa TemMaTa BO
nBaTa (GUIMa € CeKCOT.

Bo xoHTHHYHTET 0€a CHHUMEHU HEKOIKY eKC-
MEpUMEHTAIHA UTrpaHu (HUIMOBH, Kako ,,Nausea“
on Mertjy Hoen Ton (Metthew Noel-Tod, 2005),
CIMYHA ,,MMIIPECUOHUCTHYKA™ aTMocdepa Kako
Bo (unmot Ha Anzaepc BeGepr (Anders Weberg)
»Why didn’t anybody tell me it would become this
bad in Afghanistan* (Cyrus Frisch, 2007), ekc-
TPEeMHO CyOjeKTHBHA IICHXOJIOIIKA JpaMa LITO
I'M MOKa)XyBa yIWIUTE HAa AMCTepAaM HH3 OYH-
TE HA TpayMaTH3WPAHUOT XOJIAHJICKM BOJHUK
KOj TYKYIITO C€ BpaTwWi o ABraHWCTaH, ,,24“ u
,Immobilité*“ om Mapk Amepuka, (Marc America,

24 IDFA, “Cell Stories’, http://www.idfa.nl/industry/
tags/project.aspx?id=38A560FC-D995-4194-
976 AAE049D2FED3E (accessed 10 March 2014)
2 M. Mencarini, ‘New Love Meetings’, http://www.
marcellomencarini.net/page13.php (accessed 10
March 2014).

2008), huaMOBH KOM TPBEHCTBEHO CE MPHUKAXKY-
Baa BO rajepuu u myseu. Pexucepor Mapk Ame-
pHKa HaMEPHO ' CHUMAaJl aMarepcku uinu Bo DIY
[do-it-yourself] cTun cnuuen Ha ¢opmuTe HA BU-
Jea KO ce JAMCTpUOyHpaaTr Ha COIMjaTHUTE Me-
muymu U Jytjyo. Co cropendm Ha HHUCKOTEXHO-
JIOIWIKM pelleHuja ,,KOHQPOHTUPAHU CO IOCO-
¢uctunupanu ¢GopMH Ha E€BpPOINCKUTE apT (ui-
MoBH, Mapk AMepHKa ro MocTaByBa Ipallame-
To ,,Koja ¢ maHuHara Ha KHHeMarorpagwujara?*.?
Cute morope crioMHatd QUIMOBH Oea Jien OJl u3-
nmanvjata Ha MoOwr ¢uiaM (ecTuBal, BO TEpH-
on mery 2011 u 2014 roxuHa, co MOCEOHH MPOEK-
UM WM KaKo /e o7 paOOTHWIIHUIM M TTaHel-11C-
KyCHH ,,3a MJHUHATa Ha (UIMOT™ M 3a TOAa KaKo
Jla ce MpaBaT HUCKOOYIETHH WJIM EKCTIePHUMEHTAI-
HU QUIMOBH co MOOMIHHM Tenedonu. [a He ro 3a-
o6opasume u Gmimot ,,Olive og Xyman Kammmn u
ITer I'ajnic (Hooman Khalili & Pat Gilles, 2011),
KO] KOPHUCTEJKH MOCO(QHUCTUIMPAHU aJaTKh Kako
ajanTepu U npoecuoHaHa ONTHKA, BO KOMOWHA-
1uja co MmoOwmieH teiedoH ,,Hokua H8®, ycnea na
OTBOPH HOBM BHIMIIK 3a MOOMITHHOT (rm.?” Yiro-
rara Ha MoOun ¢uimm pecTuBai BO CBETOT HA JIH-
rUTajgHaTa KyaTypa Ha MakeJoHHja TeIKo € J1a ce
ondaTy UK OLEeHH BO eiocT. On mepcreKTrBa Ha
[IOMHUHATH AeceT nznanuja, MO®D e mecto Ha Koe
ce Hamuie noBeke of 450 aBTCHTHUHU ayJUOBHU3Y-

26 M. Amerika, ‘The first feature-length mobile phone art
film’, http://www.immobilite.com/film/ (accessed 10
March 2014)

H. Barnes, ‘Olive, first film to be shot entirely on
Smartphone, heads to cinemas’, The Guardian, 2
December 2011, http://www.theguardian.com/film/2011/
dec/02/olive-film-shot-on-smartphone (accessed 10 March
2014).
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enHu gaena, a Hag 3.000 xou amuunupane 3a me-
CTO BO IMIaBHaTa nmporpama. Bo ckion Ha ¢ectuBa-
JIOT C€ CO3/JaJie MHOT'Y BUPTYEJIHHU 3aCJHULH, 3APY-
JKCHU 3apajiil HEKOW OMTHH WJIM COCeMa CIIOpPETHH
NOJIMIba Ha MHTEpec. Toj ce MPeTBOpH BO MECTO 32
0ercTBo 07 0CaMEHOCTa IPEKY APYKEHE U KOMY-
HHUKalllja Ha CBOWUTE 000KaBaTesld, MECTO Ha KOe
ce pa3MeHyBaaT UJIeH, 3HaeHha U UCKYCTBa IIOBp3a-
HU €O (QUIIMOT.

[enepanno, GUIMOT U ayAHOBU3YEIHUTE Jeiia
Oea mery mpBUTE MEIWYMH KOHM ce TpaHChHOpMU-
paa texronomku. CIojoT Ha KylITypara U TEXHO-
JIoTHjaTta ceKorall OWJI TOJeM IMPEeIu3BHK. 3aToa
ce YMHM JeKa (GUIMOT IpB OAroBapa Ha Op3uHa-
Ta CO KOja ce pa3BUBa CBETOT HA KOMYHHKALMUTE U
MHQOPMAIMUTE U pearupa co crnenuduyHa Memia-
BUHA Ha TpaHcopMalHja U KPUTHUKU OJTHOC KOH
Hea. 3atoa MoOwt M GecTuBaI U HoBaTa TeHe-
panmja Ha (pUIMCKHU TBOPIIH, KaKko o MakenoHuja
TakKa 1 OJl CBETOT, KOM I'Ml Ipudakaar nmpeau3BULU-

Jlureparypa

Te JIa Kpeupaar BO CKYIHH TEXHUYKO-MATCPHjaTHH
YCIIOBH ayJMOBU3YEITHU JieJia 332 HajBAKHHUTE TEMU
Ha JCHEIIHHUIIaTa, ycreBaar Op30 Ja ce HaMeTHAT.
decTUBaANOT MOKaKa IeKa HOBaTa eCTETHKA Koja ce
Kpeupa MpeKy HOBU U3pa3HH (JOPMH U TEXHOJOTHH
CBp3aHM CO CE TIOHANIPEIHUTE MTAMETHHU TEICPOHH,
Haora ce IMmoBeke CIeJOSHUIN U O/ acTIeKT Ha TBO-
pIM W Of acmekT Ha myOnuka. BeymHoct, fa Ou-
JaM TOTpelr3Ha, ce paboTH 3a MPETOoIyBamke Ha
OBHE JIBE KaTETOPHH, 3aT0a IITO ceondaTHOCTa Ha
MoOwTHHTE TenedoHu o myOnrKaTa co3aBa TBO-
pIy a of TBopIUTe Imyomka. Kako mro e MoOmi-
HUOT ypeJ e ceondareH, Taka COAPKUHUTE CTaHY-
Baar cenpucyTHH. Kako copp»KHHNUTE CTaHyBaar ce
MOTPUCYTHH, TaKa CE 3roJieMyBa COIMjaliHATa aK-
TUBHOCT Ha KOPUCHHULIUTE U CE€ 3rojeMyBa MOTpe-
Oara 3a Kpeupame TPYIH CO 3aeJIHUYKH UHTEpeC.
Hosuot m3pa3 e ocnobonyBame Ha (haHTa3mjara,
HO W pearrnpame Ha HOBaTa IIMBMIIM3AIlH]ja KOjaIlTo
TYKYIITO CE para U BO KOja JKUBEeMe HHUE.
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Kristina Hristova Nikolova

Mobile Film Festival as an Example of a Platform for Creating
Digital Culture
(Summary)

The changes in the world that are the result of the new technological surroundings, are changing our lives rapidly.
Changing the mass media into digital media is changing our way of communication which reflects on all social
spheres: technological, communicological, economical, political, and the most important for this article, culturolog-
ical, by creating new cultural practices such as digital culture. Digital medias are transforming our culture in new
directions and that transformation is creating a new ways of production, distribution, communication and promotion
that effects on every field of culture especially in film. This article is focused on one particular example of new
cultural practices in our country Mobile film festival as a platform that is bringing cultural diversity based on new
technological tools.

Key words: new media, film, digital culture, film festival, digital platform

127






CONTRIBUTORS / 3ACTAIIEHHU ABTOPU

1-p Caasuo KoBuiocku, Yausepsuret ,,CB. Kupnn u Metonnj*, THCTUTYT 3a MakeTOHCKa JINTEPATypa,
Ckomje (Maxkenonuja) / Slaveo Koviloski (PhD) Ss. Cyril and Methodius University, Institute of Mace-
donian Literature, Skopje (Macedonia)

n-p Banren HomueBcku, YumpepsuteT ,,CB. Kupmn m Metoamj“, ®wmrozodcknu dakynret, Cxorje
(Maxkenonuja) / Vangel Nonevski (PhD) Ss. Cyril and Methodius University, Faculty of Philosophy,
Skopje (Macedonia)

n-p Pucro CoaynueB, Yumpeps3uteT ,,CB. Kupmn m Metommj“, ®unozodckn dakynrer, Cxorje
(Maxkemnonmuja) / Risto Soluncev (PhD) Ss. Cyril and Methodius University, Faculty of Philosophy, Sko-
pje (Macedonia)

M-p Aaekcanaap Kosunocku, Yausepsurer ,,CB. Kupun u Metonnj*, ®umo3odcku daxynrer, Crorje
(Maxenonnja) / Aleksandar Koviloski (MA) Ss. Cyril and Methodius University, Faculty of Philosophy,
Skopje (Macedonia)

n-p Hejan Mertonujeckn, Yuusepsuter ,Jlome Jlemues”, dakynrer 3a Typuzam U OU3HHC
noructuka, [lItun (Makenonuja) / Dejan Metodijeski (PhD), University Goce Delcev, Faculty
of tourism and business logistics, Stip (Macedonia)

Marija Girevska (PhD), Ss. Cyril and Methodius University, St. Clement of Ohrid Faculty of Ortho-
dox Theology, Skopje (Macedonia) / n-p Mapuja I'mpeBcka, Yausepsuret ,,CB. Kupun u Metonmj*,
IIpaBociasen 6orocnoBcku dakynret ,,CBetn Kimvent Oxpuncku‘’, Cxorje (Makenonuja)

n-p BajgentuHa MupoHncka-XpucroBcka, Yampep3uteT ,,CB. Kupmm m Meromuj“, UHCTHTYT 3a
MakemoHcKa ynteparypa, Cxorje (Makenonuja) / Valentina Mironska-Hristovska (PhD) Ss. Cyril and
Methodius University, Institute of Macedonian Literature, Skopje (Macedonia)

Mira Bekjar (PhD) Ss. Cyril and Methodius University, Blaze Koneski Faculty of Philology, Skopje
(Macedonia) / n-p Mupa Bexkap, Yausepsurer ,,C. Kupnin u Metonuj*, @uIomomku GpaxyaTeT ,,biaxe
Konecku“, Cxomje (Makenonuja)



a-p A¢ppum A. Penenn, Yausepsuret ,,CB. Kupun u Metonuj“, MUHCTUTYT 3a MakeOHCKa JTUTEPaTypa,
Crormje (Makenonuja) / Afrim A. Redzepi (PhD) Ss. Cyril and Methodius University, Institute of Mace-
donian Literature, Skopje (Macedonia)

Sonja Stojmenska-Elzeser (PhD) Ss. Cyril and Methodius University, Institute of Macedonian Liter-
ature, Skopje (Macedonia) / n1-p Coma Crojmencka-Emszecep, Yuusepsurer ,,CB. Kupui u Meroauj*,
WuctutyT 32 MakeoHCcKa quTeparypa, Cxorje (MakenoHuja)

M-p AHa Ona4umk, nokropan Ha Kyntyposomkute ctyauu npu THCTUTYTOT 32 MakeOHCKa JINTEpaTypa,
VYuusep3urert ,,CB. Kupuin u Metonuj, Crorje (Makenonuja) / Ana Opacic (PhD candidate) Ss. Cyril
and Methodius University, Institute of Macedonian Literature, Skopje (Macedonia)

M-p Kpucruna Xpucrosa HukosnoBa, noxropana Ha Kyaryposnomkure ctyauu npu MHCTUTYTOT 3a
MaKeJJOHCKa JIuTeparypa, Yausep3urer ,,Cs. Kupnn u Meroauj“, Cronje (Makenonuja) / Kristina Hris-
tova Nikolova (PhD candidate) Ss. Cyril and Methodius University, Institute of Macedonian Literature,
Skopje (Macedonia)



Publisher / U3naBaa
Institute of Macedonian Literature at Ss. Cyril and Methodius University in Skopje / UHCTHTYT 3a
MaKeJOHCKa TnTeparypa npu YauBep3uteToT ,,CB. Kupnn u Metonuj* Bo Ckomje

For the Publisher / 3a u3gaBauot
Maja Jakimovska-Toshikj, PhD / n-p Maja JakumoBcka-Tommk

Macedonian Language Proofreading / JIektypa (MakeOHCKH ja3uK)
Deniz Testorides / Jlenus Tecropuzec

Printed by / [ledatn
MAR-SAZ / MAP-CAXK

Number of copies / Tupax
150 npumeponu



