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AIICTPAKT

[IlpeiMeT Ha oBaa Marucrepcka
paboTa ce HapOJHUTE Opa MPUCYTHU
BO JIOKYMeHTapHHUOT ¢uam Pumam u
38yk BO pexwuja Ha Tpajue Ilomos.
®uamoT e o6jaBeH Bo 1955 roguHa Bo
npoaykuyja Ha Bapdap duam wu
NMpeTCTaByBa €JleH OJi TpBUTe
MaKeJIOHCKH JIOKyMeHTapHU (UJIMO-
B 4He CIeHAapUO Cce TeMeJd Ha
HeMaTepUjaIHOTO KYJTYPHO HacCIen-
CTBO Ha MAaKeJJOHCKHUOT  Hapo/
v3paseH MpeKy urpa u necHa. lleara
Ha caMHOT UM e ]2 ce MpeTcTaBaT
HapO/IHUTE 0pa, HUBHATA CYLITHHA U
3Hauee TpPeKy OA6paHu NPUMEPH
KOU Ce  KapaKTepUCTHYHH  3a
oJipe/leHd HWrPOOpHH TMojjpadja Ha
MakeznoHuja. Kako eJUHCTBEH
VWHTEPIPETAaTOp Ha OPCKUTE WrpHU
aBTOPOT ro o/16upa AHcamoJ10T TaHey.
CuTe MprMMepHy Ha UTPU MPUCYTHU BO
0BOj GUJIM Ce Jies1 01 pENepPTOapOT Ha
aHCaMOJIOT u HCTOBPEMEHO
npeTcTaByBaaT 6a3WyHa Mporpama
Koja ce M3Be/JyBaja BO MEPUOJOT Ha
HEroBUTE MOYETOIH, HO BpeJH aa ce

ABSTRACT

The subject of this master’s thesis is
the folk dances presented in the
documentary Rhythm and Sound,
directed by Trajche Popov. The film
was released in 1955 as a Vardar Film
production and constitutes one of the
first Macedonian documentaries
with a story revolving around the
Macedonian intangible cultural
heritage, here in the form of
traditional dance and music. The
objective of this film is to portray the
traditional dances, their essence, and
their meaning through select
examples typical for certain
Macedonian ethnographic regions.
The filmmaker chooses the National
Folk Dance Ensemble Tanec as the
only performer of the folk dances.
The entirety of the dances presented
in the documentary were part of the
ensemble’s standard repertoire and
therefore constituted its base
program, which was performed
during the ensemble’s beginnings.
However, it might be noteworthy to
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HaroMeHe Jieka J06ap Jiesl of OBHUe
WT'PH Ce U3Be/IyBaaT ce JI0 JIeHeC.

KJ/IYYHHU 360POBH
ETHOKOpeoJsioTHja; HApoOAHU  0pa;
Wrpa; 0po; METO/IMKA Ha HAPOJHU 0Pa;
aHTPOIOJIOTHja HAa Urpa; UTPOOPHU
npumepu; AHcam6.1 TaHey; JOKyMeH-
TapeH QuJM;

BOBE/]

Quamor Pumam U 38VK  KOj
NpeTCTaByBa OCHOBEH IIpeJMeT Ha
HCTPaXKyBalbe M aHa/IM3a € CHUMEH BO
1955 roguHa BO MOpOAyKIMja Ha
Bapdap ¢uam Bo pexuja Ha Tpajue
[lonos, 1 npeTcTaByBa peJioK NpUMeED
Ha QUJIM KOj COApXHU eJeMeHTH Ha
urpa. Bo ocHoBa cueHapuoTo Ha
dwIMOT ce 0GasWpa HAa HUTPOOPHHUOT
peneproap Ha AHcam6si0T TaHey BO
pesanja co MHUHATOTO WJIM TOCTOU
0o6u/ Ja ce IOBp3e MNOTEKJOTO Ha
oJipeJieHa OpcKa Urpa Bp3aHa 3a HeKoj
€THUYKU Tpejies, o6pesi, 3aHaeT WU
NaK, 3€eMjo/IeJICKO-CTOYapCcKa aKTHB-
HocT. Bo moman fen craHyBa 360p 3a
TPaJAULMOHAJHU  WUIPU  HACIPOTH
CTWJIM3UPAHU WM aBTOPCKH Opa KOU
HeKoramr Owie  MOPUCYTHU  Ha
penepToapoT Ha TaHey, a ie1 01 HUB ce
3aJjp>kajle Ha CLleHaTa [0 /JeHec.
ETHOKOpeoJIomIKa aHa/M3a e
HanpaBeHa Ha CHTe 3acTalleHH opa BO
OJie/lHA  BapWjaHTH, Kako U
K1HeTorpadcky 3anuc v Mesorpaduja
Ha OCHOBHATa MeJIOJMCKa JIMHUja Koja
KOPEeCNOH/Mpa €O O6pOjOT Ha TaKTOBU
NPUCYTHU BO UTPOOPHUOT 06pasell.
AHasnv3aTa Ha Koja e TOJJIOKEH
éuwiMoT He ce 06asdpa camMo Ha
WUIpOOpHUTEe NpuMepH. [IpuMeHeTa e
KOMIIapaTMBHaTa MeTo/ia BO OJJHOC Ha
CTWJICKUTE  KAapaKTepUCTUKU  Ha
HauYMHOT Ha Wrpawme Bo TaHey
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say that a significant part of these
dances is still performed today.
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INTRODUCTION

The film Rhythm and Sound was created
for this reason and is therefore the
principal subject of research and
analysis of this thesis. Filmed in 1955 as
a Vardar Film production and directed
by Trajche Popov, it represents a rare
example of a film containing dance
elements. The film’s scenario revolves
around the dance repertoire of Tanec
and its relation to the past, as well as
around the attempt to relate the origins
of certain dances to a certain ethnic
region, a particular custom, or a type of
agricultural activity. Another focus of
the plot, although to a lesser extent, is
the comparison of traditional dances to
stylized dances or original dances by
Tanec that used to be part of its
repertoire, or have even remained in it.
A methodical analysis and depiction
were performed on all included
traditional dances in different
variations, as well as a cinetographic
recording, a melography of the base
melody line accompanying the
traditional dances, and textual and
musical notations of the folk songs
included in the film.

The film analysis, however, is not only
based on the traditional dances. The
comparative method was performed
as well, analysing the stylistic features
of the dance performances in Tanec at
the time of filming as opposed to now,
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HeKoraul 4 ieHec, aHTPOII0JIOrMjaTa Ha
urpa, c106oja BO MHTeprpeTaunyjaTa
BKJIYYYBajKH UMIIPOBU3alMja HACIPO-
TU IUIACTUKAaTa BO KpeHWparmeTo Ha
Kopeorpadcky peleHuja.

CTUJICKUTE KAPAKTEPUCTUKH
HA MAIIKUTE U ) KEHCKH
HUI'POOPHU INTPUMEPH BO
AOKYMEHTAPHUOT ®UJ/IM
PUTAM U 3BYK - 1955

Ona 1ITo Bo rosieMa Mepa ro 3aJpXyBa
KOHTEKCTOT € [JeJIOT Ha aHTpoIo-
JIOTHjaTa Kaj HApOJHUTE UI'PH, OJHOCHO
noJiesbaTa Ha opara cropes poz,. Ilpu
WUCTpaKyBamaTa OBOj  JeJl  Of
aHTpPOII0JIOTHjaTa BO roJieMa Mepa He ce
NOTBpPJyBa INpPU OJpelileH!u TepeHCKU
WCTpa)KyBaba, HO Cellak Nojesib6ara Ha
MallKM M JKEHCKM OpCKM HIPHU
OICTOjyBa HA ClLEHaTa ce J0 JeHecC
(JaneBcky, 2013: 32). 3a Taa uen
aBTOpUTe Ha oBa (QUIMCKO [eJo
0/I0VpaaT OpCKM NpUMepU KOM ce
HoJie/IeHW Ha MallKh W JKeHCKH, I
OTTYKa Ce Npelo3HaBaaT M pas/In4HU
CTUJIOBU Ha UT'patbe.

Cnopes, KHMraTa Ha CHUMame
NpeJBUJIEHU Ce TPU KEHCKU U OCYyM
MalllKd OpPCKHM MIpH 3a Ha KpajoT
penepToapoT JAa ce CBeJile Ha JBe
»KEHCKH U 0cyM Mauku urpi (Ilonos,
1954). HanpaBeH e u360p Ha e/JHU O/
HajBlleYaTJUBUTE OpPCKU  UTPH,
OJIHOCHO pparMeHTH OJ UCTUTE BO
KOU ce u3BeAyBaaT (OpPMHU WU
eJleMEHTH Ha WTPOOPHHUOT obpasel
KOM IO [J0JIOBYyBaaT KapaKTepoT,
CTHJIOT, 3HAYEHmeTO WU
CUMOO0JINKaTa Ha UCTHUOT.

[Ipexy n360poT Ha opaTa
Kanaajyuckomo n Cmapo mukgewko
aBTOPOT ce 06uJes [a ja peTCTaBU
cuM06oJIMKaTa Ha caMmaTa Mrpa.
JIB>KewaTa KOU UIPOOpPLUTE TIH

dance anthropology, and freedom of
interpretation including improvisation
as opposed to the rigidity of creating a
fixed choreographic solution.

THE STYLISTIC CHARACTERISTICS
OF THE MALE AND FEMALE FOLK
CHAIN DANCES IN THE
DOCUMENTARY FILM ,,RHYTHM
AND SOUND” - 1955

What largely keeps the context from
anthropology aspect in folk chain
dances, is the division of the dance
according to gender. During
research, this part of anthropology is
largely not confirmed during certain
field researches, but still the division
of male and female folk chain dances
persists on the stage until today
(JameBcku, 2013: 32). For this
purpose, the authors of this film
choose folk chain dances examples
that are divided into male and
female, and hence different dancing
styles are recognized.

According to the recording book,
three women's and eight men's
dances are planned, so thatin the end
the repertoire is reduced to two
women's and eight men's dances
(ITonoB, 1954). A selection was made
of some of the most striking folk
chain dances, that is, fragments of
them in which forms or elements of
the folk chain dance pattern are
performed that capture the
character, style, meaning or
symbolism of it.

Trough the selection of the
“Kalajdjisko” and “Staro Tikveshko”
folk chain dances, the author tried to
present the symbolism of the folk
chain dance itself. The movements
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npaBsaT BO u3Bejbara Ha
Kanajyuckomo ce nouctoBeTyBaaT
CO HAUYMHOT HA KaJlahCyBambe
Telncuu: Uepoopyume gpaHamu npeky
pamo 20 cmupysaam Kopakom, Uu
npasam KpyjicHU 3aMABHY8aHA CO
Ho3ume, my Ha edHama, my Ha
dpyeama cmpaHa ucmo Kako 0da
yucmam mencuu. Kaeknysaam no
pumamom Ha My3ukama, NOHO80 ce
duzaam npasam packopak 8UCOKO 80
803dyxom, CKOKHys8aam noHO80 U
KsaekHysaam umH. (ITomos, 1954).

Ha cavyeH npuHOMOD BO OpOTO
Cmapo muksewko ce J0JIOByBa
HAaYMHOT Ha cobGHpame pOro3uHa.
Hepaopyume 60 memnepameHmMHU
CKOKOBU mpeHysaam Hanped mpu
Kopaka, nadaam Ha KoJeHd, ce
ucgpaysaam kako od 2yma u NOHOB0
naéaam Ha Ko/eHa U Ha paye,
umMumupajku 20  npoyecom  Ha
Habujare Ha pozy3u 00 pozyxicap-
ckuom 3aHaem (IlomoB, 1945).
Cnopes, HaBeJleHUTe NOJATOLU OJ
KHUraTa HaMeHeTa 3a CHUMame Ha
0BOj GuJM aBTOpPOT Trd U36pal
HajBIeYaTJMBUTE MOMEHTH  Of,
JlBeTe WIrpU KOW ce MOTBpAyBaaT
criopesi NpUMEHa Ha BU3yesJHATa
MeTOoJla Ha HUCTpaxKyBawe IpH
aHaJM3a Ha  CaMMOT  BH/J€O-
Matepujas. OTTyKa ce 3a6esiexxyBaaT
BUCOKM TOTCKOLHM, KJIEKHYBama,
CKOKOBHY, 3aBpTyBama IpU H3Bej0a
Ha OpOTO BO OTBOPEH Kpyr Cco
Jip’Kere Ha WIPOOpLHUTE 3a paMo, U
NojaBa Ha WHAMBHUAYyaJHA Hrpa BO
opoto Cmapo mukeewko 3a Koe NpH
caMaTa KHHATa Ha CHUMame TOYHO e
YTBpZIEeH KaJapoT KaJe  ILITO
KamepaTa ce NpUOJMKYBa KOH
M30paHUOT  WUrpooper, U  TO
NpUKaXXyBa BO KPYIIeH IJIaH.
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that the dancers make in the
performance of “Kalajdjisko” are
identified with the method of tinning
casseroles: The dancers with their
hands over each other’s shoulders
slow down their step, and make
circular swings with their legs,
sometimes to one side, then to the
other, as if they are cleaning
casseroles. They kneel to the rhythm of
the music, rise again, make a leap high
in the air, jump again and kneel, etc.
(Momog, 1954).

On a similar principle, the way of
collecting straws is captured in the
“Staro Tikveshko” (Old Tikveshko
dance). In temperamental jumps, the
dancers take three steps forward, fall
to their knees, throw themselves out as
if from rubber and again fall to their
knees and hands, imitating the process
of making straw mats from the straw
carpet craft. (Ilomo, 1945).
According to the data provided in the
book intended for the recording of
this film, the author has chosen the
most striking moments from the two
dances, which are confirmed by the
application of the visual research
method during the analysis of the
video material itself. From here we
can notice, high jumps, kneeling,
jumps, twists during the
performance of the dance in an open
circle with the dancers holding each
other’s shoulders, and  the
appearance of individual dance in the
“Staro Tikveshko” dance, for which
the shot where the camera
approaches are precisely determined
in the recording book towards the
selected dancer and shows him in
close-up.
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C/IMYHU CTUJICKA KAapaKTEpUCTHUKHU ce
3abesieKyBaaT IIpH H3BeJbaTa Ha
opoto bepaHue KajJle IITO TIOKPa]
JIBIDKEHETO KOH JIECHO BO OTBOpEH
MOJIYKPYT APKEHETOo 33 pakKa e BO KOco
MOCTaBeHa MO3UIKja CO palieTe CBUEHU
BO JIAKTUTE, U Ce TOjaByBa IapOBHA
Wrpa Kajie IITO BO JaJieH MOMEHT
urpoopuurte u3sBeAyBaaT ¢opMa Ha
Mel'yceOHH TApOBHH IOJIUTHYBaba.
ABTOpOT mak, Mpu OJOUpaETO Ha
caMuOT ¢parMeHT OJj OBaa urpa
BHMMaBa /la 6UAaT MPUCYTHU GOpMHUTE
Ka/le IITO e MpeTcTaBeHa 60pOeHocTa U
jyHamrtBoto: Tue npeo ce paHamu
30paeo 3a payeme cmezajku 2u OMce4Ho
Hazope mynaHuyume. Koea Ke ja
ucnpobaam  MoxcHocma 80  mue
Kopeozpagcku nomesu HA CUAHUME
y3acmonHu udapyu Ha manaHom
uzpaopyume ce 0080jy8aam u co jyHauKku
uekopu 20 Hazogecmysaam 08o6ojom.
Jeajya no deajya ce pakaam eo kowma
u ce ucgpsysaam edeH co dpya 60pejKu
ce 30 JyHawmeo Koj Ko2o noeevky ke 20
omgpu.

WupuBuayanHa ¢dopMa BO TEKOT Ha
urpara ce 3a6eJiexxyBa Kaj Pycasuume
npu wu3Befbata Ha Kywujama wu
Pycaauckomo opo. Crnopef,
CTPYKTypHaTa ¢popMa Ha 06pa3eror,
Kywujama iy cUTHO NMOTpUYyBame €
0po Koe ja iepuHUpa crieniuprKaTa Ha
o6pe/IHOCTa TPaBejKU MaruyeH Kpyr
32 3alITATAa H TMOJIE3HOCT €O
3aTBOpawme Ha  CEeJCKHOT  aTap
(JaneBcky, 2019: 132). Kaj
Pycaauckomo opo ce 3a6esnexyBaaT
MOCJ0KEHH (OPMHU Ha HUTPOOpeH
obpaser co HarJaceHd [BWXKewa M
OaslaHCH, TOJIYKPYKHHU YKpacu Ha
c060JiHAaTa  HOTa,  KJIEKHYBamha,
BHCOKHU MOTCKOLH, 3aBpTyBama. Kako
PEKBU3UT HUTPOOPLHUTE HOcAT cabju
KOU UWMaaT o6pegHO /[iejcTBUEe U

Similar  stylistic  features are
observed in the performance of the
“Beranche” folk chain dance where,
in addition to moving to the right in
an open semicircle, the hand holding
is in an oblique position with the
arms bent at the elbows, and a dance
in pair appears, where at a given
moment the dancers perform a form
of mutual pair lifts. The author, when
choosing the very fragment of this
dance, makes sure that the forms
where fighting and heroism are
present: First, they are holding their
hands, clenching their fists straight
up. When they try the possibility in
those choreographic moves of the
strong successive beats of the drum,
the dancers separate and with heroic
steps hint at the duel. Two by two, they
grab each other and throw each other
out, fighting for the heroism of who
will throw whom more.

An individual form during the dance is
observed among the “Rusaliite”
(Rusalians) during the performance
of the “Kushijata” and the “Rusalisko”
folk chain dance. According to the
structural form of the pattern, the
“Kushijata” or small running is a
dance that defines the specificity of
the ritual by making a magic circle for
protection and utility by closing the
area around the village (Janevski,
2019: 132). In the “Rusalisko”
(“Rusalian” dance), more complex
forms of dance pattern with
emphasized movements and
balances, semicircular decorations on
the free leg, kneeling, high jumps,
twists can be observed. As a requisite,
the dancers carry sabers that have a
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CTPYKTypa BO CaMHOT pPHUTYaJl.
Cabjute ce KOpUCTAaT BO TEKOT HA
1[eJlaTa Urpa U CO HUB Ce U3Be/lyBaaT
noBeke BUJIOBU 3aMaBHyBamba U
3abMBamba CUMYJHPAjKU GOpOGEHOCT.
[lokpaj mapoBHaTta ¢opma Ha urpa
KOja e IPUCyTHA BO MOMEHTUTE Kora
WUT'POOPIIUTE Ce YAUPAAT CO CabjuTe BO
pyca/iMCKUTe UWIrpu U3paseHa e
WH/JMBUJYAJHOCTA U CJ060JaTa BO
TEKOT Ha U3BeJ6aTa.

[Ipy aHa/M3a Ha oBaa ClieHa MOKPaj
M3BeJ16aTa Ha OPCKUTE UTPU CAMHOT
aBTOp cCaka /ila [I0JIOBH COOJIBETEH
aMOHEeHT KOpHUCTEjKH rojem
MPOCTOP O/ ABOP HAa ceMejHa KyKa U
MoBeKe CTAaTUCTH O JIOKAJTHOTO
HacesieHUe. Bo KHUraTa Ha CHUMatbe,
MaKo aKIeHTOT e CTaBeH Ha OIMUC Ha
HapojHaTa HOCHja 0Cco6eHo
YKEHCKaTa, 00peJHUTe PEKBU3UTH U
obuyad, BO MaJ JieJl e ONUIIAH U
HAaUMHOT  HA  WUTPambeTo Ha
pycanuure: Bo nocaedHume
Kopeozpagcku nomesu, mewkume
duzypu 80 CKOKOBU 3amMasHysaam
CU/IHO CO jamazaHume 4ac /eeo, Ydac
decHo 3a da ja yHuwmam Hecpekama
Koja dosada Ha 3emjama od ,.10wume
dyxosu” (Ilonos, 1954: 8).

C/IMYHU CTWJICKM KapaKTEPUCTHUKU U
dbopmMH ce 3abeselKyBaaT Bo U3BeAbaTa
Ha Apamuckomo opo. CoO TPUCYCTBO
€/IMHCTBEHO HAa WHJMBUyaJHA UTPa,
HO CO jaCHHU W OJIpeieHH JBMKera Ha
WCPOOPLMTE  HM3BEJyBajKU  IIOBeKe
BUJIOBU CIYIITarbe Ha KOJieHa Ha
MOJIOT, Ha JBeTe HOo3e HaeAHall U
HavM3MEeHWYHO Ha JIeBaTa Y Ha JlecHaTa
HOT3, BUCOKH HOTCKOIH, KJIEKHYBaHe
Ha JiBeTe HO3e HaeAHall U
Hau3MEHWYHO, TOJIYKPY)KHHM YKpacu
Ha cJ1060/1HAaTa HOTA U 3aBpTyBamwa. 1
BO OBOj CJIy4aj HIPOOPLUTE KaKO
PEKBU3UTH KOPUCTAT JAPBEH IMUIITOJ U
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ritual action and structure in the ritual
itself. Sabers are used throughout the
dance and are used to perform a
variety of swings and thrusts,
simulating combat. In addition to the
paired form of dance that is presentin
the moments when the dancers clash
with their sabers in “Rusalisko”
(Rusalian dance), individuality and
freedom are expressed during the
performance.

When analyzing this scene, in
addition to the performance of the
folk chain dances, the author himself
wants to capture a suitable setting
using a large space of a family house
yard and more extras from the local
population. In the recording book,
although the emphasis is placed on
the description of the folk costume,
especially the women's costume,
ritual requisites and customs, the
way of dancing of the “Rusalians” is
also described in a small part: In the
last choreographic movements, the
heavy figures in jumps swing their
scythes strongly to the left, to the right
in order to destroy the misfortune that
comes to the earth from "bad spirits”
(Moo, 1954: 8).

Similar stylistic features and forms
are observed in the performance of
the “Aramisko” folk chain dance.
With the presence only of individual
dance, but with clear and specific
movements of the  dancers
performing several types of kneeling
on the floor, on both legs at once and
alternately on the left and right leg,
high jumps, kneeling on both legs at
once and alternately, semi-circular
decorations on the free leg and turns.
And in this case, the dancers use a
wooden gun and a saber as
requisites, which at a given moment
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cabja Koja BO JIaJleH MOMEHT ja Jp»KaT
BUCOKO Ha/j IJ1aBaTa UJIM coCceMa HUCKO
H3Jl KoJIeHaTa M 3aMaBHyBaaT Ha
noBeke HaYWHU. Criope/T HaTPaBeHUOT
ONMUC Ha OpPOTO BO KHMUrara Ha
CHUMakbe aBTOPOT HAa PUIMOT OOpHAJ
BHUMaHHe Ha TOBeKe CTUJICKU
KapakTepucTuku: Opomo no4Hysa co
mewku U 00JAyYHU Kopeo2padcKu
cmanku. Co HaMAMOWHUOM PA38UMOK
uzpaopyume npasam 6a8HU cmanku Ha
Ko/ieHa, dsuicejKku ce 06pamHo 00
KO/IEHO HA  KOJIeHO  uzpaopyume
gHUMamesIHO 3azsiedysaam 60 dase-
yuHa, 2u eadam dpseHume nuwmo.1u 00
nojacom u ce npunpemaam 3a Hanad
(Momog, 1954: 9).

EnuHcTBEHaTa Wrpa Koja BO CBojaTa
Kopeorpadcka CoOAPKUHA U306MIyBa CO
JIpaMCK{ eJIEMEHTU OJ XyMOPUCTHUYEH
Kapakrep e 3gjaukama uzpa. Y4ecHU-
I[UTe BO HUTYy €JleH MOMEHT He
006JIMKYBaaT cTaHAapAHa ¢opMa Ha
OpCKa Wrpa Ipy IITO He MOXe Ja ce
HaBeJ]aT CTUWICKUTE KApaKTEPUCTHUKU Ha
WUIPOOpPeH 06pasel] Kako LITO € CIy4ajoT
Cco ocraHaTuTe mnpuMepd. OBojmaT
MOJUIKHA Ha aHa/lM3a ce TOYHO
YTBPAEHU YJIOTM KOW ja W3BeJyBaaT
JlpaMCKaTa Wrpa co THPUCYCTBO Ha
MMITPOBH3alMja, HO JpPXKejKH Ce [0
CTaHJapAHOTO crieHapuo. UHauBHya-
HaTa Urpa U306u1yBa co pasHu GopMU
Ha KJIEKHYBalbe U UMUTHpaAHe 33jak
JloJleKa paleTe ce MOCTaBeH! BO BUCHHA
Ha [VIaBaTa BO QYHKI[Mja Ha 32ja4KHU YILH.
[lokpaj omMcoT Ha IleslaTa JApamcka
COApKMHA, BO KHUTaTa Ha CHUMambe
CTOY KpaTKO NPUKaKyBatbe Ha HAYNMHOT
Ha wurpa: Hepaopyume umumupajku
3aeyu cKokaam nNpasejku  KOMUYHU
Kopeozpaghcku 0dsudicersa N0 Kapakme-
PUCMUYHUOM pUMam 00 ceUpKUMe.

Opo Koe u300WIyBa CO WU3pa3eHH
CTWJICKY KapaKTEPHUCTUKH BO NOTJIe] Ha

they hold high above the head or
quite low above the knees and swing
in several ways. According to the
description of the dance in the
recording book, the author of the film
paid attention to several stylistic
features: The dance begins with heavy
and determined choreographic steps.
With  further development, the
dancers make slow steps on their
knees, moving backwards from knee
to knee, the dancers carefully stare
into the distance, take out their
wooden guns from their belts and
prepare for an attack (Ilonos, 1954:
9).

The only folk dance that in its
choreographic content abounds with
dramatic elements of a humorous
character is the “Zajachka folk dance”
(“Rabbit Folk Dance”). At no point the
participants shape a standard form of
dance, whereby the stylistic features
of a dance pattern cannot be specified
as is the case with the other examples.
This time, precisely determined roles
that perform the dramatic dance with
the presence of improvisation, but
sticking to the standard scenario, are
subject to analysis. The individual
dance abounds in various forms of
kneeling and imitating a rabbit while
the hands are placed at the height of
the head in the function of rabbit ears.
In addition to the description of the
entire dramatic content, the recording
book contains a short presentation of
the way of dancing: The dancers
imitating rabbits jump making comic
choreographed movements to the
characteristic rhythm of the music.

A folk chain dance that abounds with
distinct stylistic features in terms of the
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MallKUOT HAa4WMH HAa Wrpame Koj
HeKOrail ce IpUMeHyBaJl BO AHCAMOJIOT
Taney e n3Beapara Ha Tewkomo. Ce 10
JleHeC ja 3aApKyBa CTpPyKTypaTa Ha
WIPOOPHHUOT o06pasel] KOj TJIABHO TO
COYMHYBaaT O6aBeH U 6p3 e ClieHaTa
3aM04YHyBa OJf MOMEHTOT KaJie IITO
OpOBOJIENIOT Ce KadyBa HA TamaH MU
Y3Be/lyBa JBIDKEEbA KOU 0OBa OpO TO
M3/IBOjyBaaT BO IOTJIEZ, HA CTHJICKUTE
KapakTepucTuky. Kako Haj3aHayaeH
MOMEHT  aBTOPOT IO  oj6upa
KJIEKHYBaH€TO Ha JeCHAaTa Hora Koe
OpOBOJIELIOT T'0 U3BeAyBa HA MANAHOM.
Mopa /1a ce HanloOMeHe /ieKa 0BOj MOMEHT
BO CLIEHATa TPae CaMo HEKOJIKY CEKYH/H,
Ma Ha TOj HAYMH ce Jioara [0 3aK/Iy40K
JleKa aBTOPOT CaKa JIa CTaBH aKIIeHT Ha
YHUKATHUTE U aTPAKTUBHA MOMEHTH Of,
oBa opo. Bo TekoT Ha Wrpamero
WIPOOPILUTE U3Be/yBaaT pasHu GopMU
Ha 3aBPTYyBatha, KJIEKHYBakba, IOTCKOITH,
v3pa3eHHW  OaJlaHCH, yKpacu Ha
c1o6oaHaTta Hora. Bo TekoT Ha urpara
OpOBOJIELIOT CO JleCHATa paKa U3Be/yBa
CJI000/THY JIBIDKEHHA, 2 KAKO PEKBU3UT
KOpUCTH  MapaMa. MOMEHT  Koj
NpUBJIEKYBA OCOGEHO BHHMaHHUE €
HAaCMEAHWOT JIMK Ha OPOBOJELIOT BO
TEKOT Ha Wrparta INTO BO JIEHEIIHO
BpeMe He MOXeE Jia ce 3abesieXd Kora
cTaHyBa 360p 3a Tewkomo opo. Mopa jia
Ce HamoMeHe JieKa BO CIIEHAPHOTO U
KHUTaTa Ha CHUMakhe KOY Ce pe/IMeT Ha
aHa/iM3a BO TIOIJIe[, HAa CTHJICKHUTE
KapaKTEPUCTUKHU HAa oparta BO GUIMOT
Ce M33eMeHU — OTCTPAHETH [IeJIOBUTE
Kajle ITo 64 Tpebaso Aa CTOU OMUC Ha
oBa opo. CJielyBa caMo KpaToOK OMKC Ha
Kajapot: Hepaopyume nomuHysaam 6o
mpemama JuUHaMUYHA U azo2uvka gasa
00 uzpama. Oposodeyom ce ucnywima oo
0pomo 3aspmyedjku ce HeKo/Ky namu
nped Kamepama u uckaia o0 kadapom
(Monos, 1954: 13).
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male way of dancing that was once
applied in the Dance Ensemble “Tanec”
is the performance of “Teskoto”. Until
today, it retains the structure of the
dance pattern, which mainly consists of
a slow and a fast part. The scene begins
from the moment when the dance
leader climbs onto the drum and
performs movements that distinguish
this dance in terms of stylistic
characteristics. As the most significant
moment, the author chooses the
kneeling of the right leg, which the chain
dance leader performs on the drum. It
must be noted that this moment in the
scene lasts only a few seconds, so we
come to the conclusion that the author
wants to emphasize the unique and
attractive moments of this dance. In the
course of dancing, the dancers perform
various forms of turns, kneeling, jumps,
pronounced balances, decorations on
the free leg. During the dance, the
dancer performs free movements with
his right hand, and uses a handkerchief
as a requisite. A moment that attracts
particular attention is the smiling face
of the folk chain dance leader during the
dance, which nowadays cannot be
noticed when it comes to the
“Teshkoto” dance. It must be noted that
in the script and the recording book,
which are the subject of analysis in
terms of the stylistic characteristics of
the folk dance in the film, the parts
where a description of this folk dance
should be written have been removed.
The following is just a short description
of the shot: The dancers are entering
the third dynamic and agogic phase of
the dance. The lead dancer leaves the
dance by twisting several times in front
of the camera and jumps out of the
frame (ITomos, 1954: 13).
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JKeHCKHMOT cTU1 Ha Urpame BO OBO]
buM Moxe Ja ce clefd TpeKy
v3Besba Ha ABeTe opa Yamuemo U
beposka. YamueTo e opo Koe ce
M3BeJlyBa eJIETAHTHO CO HWCKH
OasaHcUpaHud 4ekopewa. Cropep
CTWICKWTE  KapaKTepUCTHUKU  ce
OJJINKYyBa CO U3pa3eHa Ipalo3HOCT
(JaneBckn, 2019: 183). Ha ciuuen
Ha4YWH HAaIlpaBeH e ONKC BO KHHUraTa
Ha CHHMMame IpU LITO MOXe Ja ce
3aKJIy4YH KOU eJIeMeHTH Ha Urpa cakaJjl
Jla TH UCTaKHe aBTOpOT: Ha nosus Ha
KaapuHemom Jana u dpyaapka u ce
odeojysaam od epynama u 2o
nosedysaam co e/1e2aHmMHU packowHu
nomesu HegecCmuHcKomo opo
Yamuemo.. Hepama 2u y6p3ysa
Kopeozpagckume cmanku. JaHa U
LJeema na maneyom. JaHa 2o pazsusa
80 decHama paka eece/0 WAMUYEMO...
Kopeozpagckume cmanku Ha
uepaopkume cmaHys8aam ce noxusu u
noxcusu. JaHa npasu e/ne2aHmMHU
KDYX*CHU noKpemu, ce ucnywma o0
dpyaapka cu, ce 3a8pmyea U NOHOB0 ce
¢paka Ha maneyom ([lonos, 1954). Bo
TEKOT Ha Urpara Kaj UIPOOPKHUTe ce
BIIeYaTJIMBH HACMeaHW U BeJpHU
JvkoBd. H3pa3oT Ha JMKOT IpU
CLIeHCKH HacTall KaKo LITO e C/Iy4ajoT
u co Tewkomo 0po CO TEKOT Ha
TOJMHUTE J0OUJ IOCEPUO3eH U3pa3
BEpOjaTHO 3apaZu KapaKTepoT Ha
urpara ¥ 6aBHOTO TEMIIO.

CoceMa pasJn4HO BO TIOIJIeJ, Ha
KapaKTepoT U CTUJICKUTE
KapaKTepUCTUKM Tpyd aHajJd3a Ha
YKEHCKHOT CTHJI HAa WUIpame € OpOTo
beposka, co Koe aBTOPOT BO 0BOj UM
caka Ja [J0JIOBU  CLeHa €O
XyMOPHUCTUYHA COApXKUHa.
UrpoopkuTe ro ussesyBaaT OpOTO CO
TeMIlepaMeHTHU - Op3y JBWKEHa,
NOTCKOLY, TOJIYKPY:KHU YKpacu Ha

The female style of dancing in this film
can be traced through the performance
of the two folk chain dances:
“Chamceto” and “Berovka”.
“Chamcheto” is a folk dance that is
performed elegantly with low balanced
steps. According to the stylistic
characteristics, it is characterized by a
pronounced grace (JaneBcku, 2019:
183).In a similar way, a description was
made in the recording book, where it
can be concluded which elements of the
dance the author wanted to emphasize:
At the call of the clarinet, Jana and her
friend separate from the group and lead
the “Chamcheto” bridal dance with
elegant and luxurious moves... The dance
speeds up  the  choreographic
movements. Jana and Tsveta at the
dance. Jana cheerfully waves the
handkerchief in her right hand.. The
choreographic steps of the dancers
become more and more vivid. Jana
makes elegant circular movements, lets
go of her friend, turns around and starts
dancing again on the chain dance
(Ilonos, 1954). During the dance, the
smiling and cheerful faces of the
dancers are impressive. The face
expression  during the  stage
performance as in the case with
"Teshkoto” dance, has acquired more
serious expression during the years,
probably because of the character of the
dance and the slow tempo.

Completely different in terms of
character and stylistic features when
analyzing the female dance style is the
“Berovka” dance, with which the author
wants to capture a scene with
humorous content in this film. The
female dancers perform the dance with
temperamental - fast movements,
jumps, semicircular ornaments on the
free leg. In the script where there is a
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cno6oaHaTa Hora. Bo cieHaproTo Kajzie
IITO CTOU OIKC HA OPOTO UMEHYBAHO €
Kako Pameska, noieka BO KHUraTa Ha
cHUMawe Kako beposka. Cnopef,
CTPYKTypaTa Ha UTPOOPHUOT obpasel]
oaroeapa Ha opoto beposka koe ce
u3BeayBa Bo AHcambsioT Tawey.
KapakTepoT Ha oBa Opo aBTOPOT BO
KHUTaTa Ha CHUMame Tro /I0JIOBYBa
OpeKy OmWC Ha  3aMHCcJeHaTa
XyMOPHUCTUYHA JbyOOBHA NPHKa3Ha BO
Koja IJIaBHUTe yJIord ry Hocat CTojaH
v Jana: Opomo 20 nosedysa llgema, ja
noesuma 3a pakd JaHa, a no Hea ce
Hagamysaam ywme decemuHa 0egojKu
obsieueHU 80 pPA3HO0OPA3HU HOCUU.
Lleema Ui 20 nodaea wamuvemo Ha JaHa
u ce aka Ha Kpajom Ha opomo. JaHa e
Ha maHeyom co pasmagpmaro wamude
8’ paka. CmojaH eeces0 nodpunHysajku
HacMeaH 00U KOH Hed, 30/bY6eHO ja
a/1eda 8’ o4u U co wlyneskama 2o y6p3ysa
memnomo Ha opomo. JaHa 3aypeeHysa u
20 Hanywma opomo.

description of the dance, it is named as
“Ratevka”, while in the recording book
as “Berovka”. According to the structure
of the dance pattern, it corresponds to
the “Berovka” dance performed by the
dance ensemble “Tanec”. The character
of this dance is captured by the author
in the recording book through a
description of the imaginary humorous
love story in which Stojan and Jana play
the main roles: The dance is led by Cveta,
Jana takes her hand, and after her
another dozen girls dressed in different
costumes. Cveta hands the handkerchief
to Jana and catches up at the end of the
dance. Jana is at the dance waving a
handkerchief in her hand. Stojan
cheerfully hops and smiles towards her,
looks her lovingly in the eyes and speeds
up the pace of the dance with the
“shupelka” (Macedonian traditional
woodwind instrument). Jana blushes and
leaves the dance.

Ciuka 1: 3Ben6a Ha opoTo bepanue of duamot ,Putam u 3ByK”
Figure 1: Performance of the dance Beranche from the movie ,Ritam i zvuk*“
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Cnuka 2: U3Ben6a Ha opoto Yamue oz ¢puimor ,Putam u 3ByK”
Figure 2: Performance of the dance Chamche from the movie ,Ritam i zvuk“

Cnuka 3: M3Bes6a Ha opoTo Apamucko o, duamort ,Putam u 3Byk”
Figure 3: Performance of the dance Aramisko from the movie ,Ritam i zvuk”
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Ciuka 4: VisBen6a Ha opoTo Yyuyk o dpunmor ,Putam u 3Byk”
Figure 4: Performance of the dance Chuchuk from the movie ,Ritam i zvuk“
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