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FOLKLORE, DANCE IN THE CONTEXT OF
MODELING IDEOLOGICAL MESSAGES

Anotacija

Tyrinédami Makedonijos kulttira negalime nepaminéti ypatingo folkloro ansambliy vai-
dmens puoseléjant tradicine muzika ir Sokius, taip siekiant iSsaugoti nacionalines vertybes.
Siam procesui esmine jtaka daro ir auki¢iausi %alies politiniai organai, skleid¥iantys tautinio
tapatumo idéjas keletu aspekty. Visy pirma buvo aktualizuota tautiSkumo samprata bei jo
raiskos formos nacionaliniame liaudies ansamblyje Tanec, tapusiame sektinu etalonu visiems
Salies mégéjy folkloro ansambliams. Kita vertus, valstybiné Makedonijos televizija ir MRTV
radijas pradéjo transliuoti liaudies muzikos ansambliy programas, turincias konkrety nacio-
nalinio tapatumo turinj, t. y. tas liaudies dainas bei instrumentine muzika, kurios tiksliausiai
atskleidé krasto etniniy regiony kulttros paveldo apraiskas. Analizuodami minéto liaudies
Sokiy ansamblio Tanec istorija pastebime, kad $io kolektyvo meninéje veikloje (ypa¢ vado-
vaujant pirmajam reZisieriui, vyresniajam politiniam pareigiinui Manueliui Cu¢kovui) buvo
nuolat pabréziama folklorinés medziagos propagavimo svarba, tai skatinant ir aktualizuojant
visame Makedonijos socialiniy ir ideologiniy raisky kontekste. Keletas tuo metu ypa¢ aktu-
aliy M. Cuckovo metodiniy ir moksliniy straipsniy buvo skirti apibréZti bei praktiskai rea-
lizuoti tradiciniy liaudies okiy apraikas, j jas jtraukiant ir istorinj bei ideologinj turinj. Sio
laikotarpio sceniniuose liaudies choreografijos pavyzdziuose randame ir dramos elementy,
suteikianciy Sokiams specifines istorines savybes ir skatinanciy patriotinius jausmus. Folklo-
ras buvo naudojamas kaip tautinés tapatybés aktualizavimo jrankis socialistinio laikotarpio
Salies kultiiriniame gyvenime, jis lieka aktualus ir $iy laiky Makedonijoje.

PAGRINDINIAI ZODZIAL: Makedonija, socializmas, tradiciniai Sokiai, tapatybé.
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Abstract

Studying Macedonian culture, we can not help noticing the particular role of folklore
ensembles in fostering traditional music and dances, with a view to cherishing the
national characteristics. This process is directed by the highest political bodies, which
have disseminated the idea in a few spheres. Firstly, by means of actualization of certain
matrices in the national folk ensemble Tanec, which was the benchmark followed by ama-
teur ensembles. On the other hand, state television and radio MRTV, started broadcasting
performances of folk music ensembles and programs with specific contents, i.e. where
folklore prevailed. Analyzing the situation with the folk dance ensemble Tanec, we can
notice that its Statute, as well as its first director Mr Manuel Chuchkov (senior political
official) emphasized application, promotion and actualization of folklore in the context
of socio-ideological engagement. Several papers written by Chuchkov, consider the usage
of folk dances by placing them in historical and ideological contents. Such are the exam-
ples of folk dances from this period, into which drama elements are imputed, giving the
dances specific historical features and being supposed to encourage patriotic feelings.
Folklore used to be used as a tool in the socialist period, but it is still being actualized,
in Macedonia nowadays.

KEY WORDS: Macedonia, Socialism, traditional dance, identity.

doi

Starting points

Topics opened several decades after the collapse of the socialist block of
countries in Europe made it possible to readdress the processes that were
part of the political, as well as the cultural policy and agenda. Speaking of
cultural policy, worth mentioning are the researches made in the field of
sociology of performance, which consider the relationships between the
society and the performing practices.

Theatre director and prominent University Professor, Richard Schech-
ner has analyzed the reflections of society in the performing arts, and vice
versa. His detailed and extensive elaboration of the problem researched is
supplemented by a very interesting scheme-like image defining the rela-
tions between the areas researched. In the image, he presents this connec-
tion graphically in the form of number eight placed in horizontal posi-
tion, where the left site of the figure represents the social sphere — “social
drama” (Schechner 1988, 188), and the right loop represents the per-
formance sphere or “aesthetic drama” (Schechner 1988, 188). Schechner
presents them as an inextricably linked unit with interactive relationships
and influences. In this analysis, the section of reflection that moves from
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performing sphere to social processes will be omitted, for it is not an issue
of interest in the respective research field. This two-way process will be
discussed only in terms of social implication in the performance. Schech-
ner writes “Reciprocally, a culture’s visible aesthetic theater is informed —
shaped, conditioned, guided — by underlying processes and social inter-
action... There is flowing back and forth, up and down, characterizing
the relationship between social and aesthetic dramas; specific enactments
(shows) may “travel” from one hemisphere to the other, following the di-
rection of the arrow” (Schechner 1988, 190)!

Table 1.
Social drama Aesthetic drama
Works “in the world” Works “on consciousness”
Social and political action Theatrical techniques
Visible Consequential Staging Actual
Hidden Staging Consequential Virtual
Theatrical techniques Social and political actions

(Schechner 1988, 190)

This model is intriguing for many scholars and it was interpreted and
analyzed diversely by some of them. Commenting on this model, the an-
thropologist Victor Turner thinks of it as “something being dynamic and
effective” The complex composition of the presented relations incorpo-
rates elements from social sphere (political, ideological, propaganda) and
it shows how these elements impact the performances. Defining it, Turner
says “At the point of intersection between two loops, they descend once
more to form the hidden aesthetic model underpinning, so to speak, of
the overt social drama” (Turner 1980, 154).

So, artistic production and performance are a powerful medium
through which certain current attitudes can be instrumentalized, mes-
1

This text was first published in 1977 under the name The essays on Performance Theory,
New York: Routledge.
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sages can be sent and public opinion and views can be influenced and
shaped. However, it is not our intention to give the wrong impression that
art, through mutual relations with the social environment, always supports
the centers of power. It is enough to mention the form of socially engaged
theater or political theate, a type of theatre where the performance and “the
stage” were a place to activate the spectator, they were supposed to ‘wake
up’ his consciousness and conscientiousness, and to activate him in direc-
tion of correcting the existing deficiencies and imperfections in society.
Yet, culture in Socialism was mostly* used as part of the propaganda and
the ideological machinery current at that time. In this respect, folklore
plays important role and is actualized in Socialism. Because of that, we
will focus only on this layer of the complex system of elements that make
up cultural production. Many authors have analyzed and studied the use
of folklore and its instrumentalization, especially during the period of
Joseph Stalin’s dictatorship. “Folklore fell out of favor with the newly cre-
ated Soviet government for a time, but as the government became actively
involved in creating a new culture for its new society, ti realized the poten-
tial of folklore as a means to reshape the culture” (Goff 2003).

The extent, manner and form of the impacts of the social environ-
ment (in our study of the political environment) differs from the political
system, social structure, the processes taking place and usage of culture
in propaganda-related or ideological purposes, and so on. The ‘second
modeling system’ (using Lotman’s vocabulary) in terms of development of
the socialist society, activated the folklore as an intermediary medium for
renewal, creation and activation of contents that supported and reflected
the new relationships, features and ideological matrices.

Additionally, this research will restrict itself to dance as part of the
folklore activities and will analyze it as a separate segment connected not
with the authentic performance, but only with its stage projections and
presentations.

Macedonian case

This kind of actualization of folklore and its use for building iden-
tity and creating ideological markers important for the Communist party

* An excellent example of reactions to the current reality was “Black Wave” in Yugoslav

cinematography, which criticized myths about socialism.
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agenda was present in Yugoslavia, too. But it must be noted that Yugo-
slavia, after the break up with Stalin in 1948, built different so-called soft
Socialism, which was distinguished by a range of policies’ that gave some
extent of freedom to the individuals and groups.

Although Yugoslavia was building a different kind of socialist society,
folklore still played a significant role in highlighting the national identity
of the nations that constituted Yugoslavia, it was the very unifying ele-
ment”.

“In the Balkan countries, folklore and ethnography have therefore been
intricately linked to national politics — form the period of national libera-
tion and national building through the period of Socialism to the present
post-socialist period” (Roth 1998, 75). Macedonia, whose historical back-
ground is characterized by dominance of foreign rulers’, experienced the
period of Socialism (1945-1991) as a period of final national liberation
and the possibility of constituting a Macedonian state within Yugoslavia.
The lifelong President of Yugoslavia, Josip Broz Tito in his speech made
in the Parliament of Macedonia on August 3, 1969, said: “In the national,
social and democratic revolution of the Macedonian people in the Ilinden
Uprising and proclamation of the Krushevo Republic®, the people clearly

Establishing the Non-Aligned Movement in 1961, a group of states which are not for-

mally aligned with or against any major power bloc and united “neutral” countries, was
one of major projects in foreign Yugoslav policy; With constitution from 1974 and a se-
ries of laws were legally regulated Workers’ self-management where the workers received
the right to decide on a multitude of issues related to governance and management
of enterprise; Law of a collective presidency regulated with constitution from 1974,
established the political body which would have a single chairman of the presidency
and chairmanship would rotate among six republics; Yugoslavia had a liberal travel
policy permitting foreigners to freely travel through the country and its citizens to travel
worldwide etc.

The leading idea of “Brotherhood and Unity” of all Yugoslav nations and presentation
of their language, national characteristics and identity, received significant role through
the presentation of folklore.

The five centuries Ottoman’s occupation and oppression, followed by the annexation of
Macedonian territories to other Balkan countries, and ultimately the dismemberment
of the Macedonian territory between Serbia, Greece, Bulgaria and Albania with the
Bucharest Treaty in 1913.

The Republic of Krushevo — was established on 2 August 1903 and crushed after only
ten days existence, on 13 August 1903. In that 10 days Macedonian freedom fighters
had proclaimed the Republican constitution, organized the governing of the free terri-
tory and they formed governing bodies.
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expressed their determination to fight for national independence, regard-
less major obstacles, and as free people independently and on an equal
basis to cooperate with the other Balkan and non-Balkan peoples” (Tito
1978, 321).

After World War II, Macedonia as an integral part of six Yugoslav re-
publics started to build national institutions, including cultural ones, such
as Macedonian National Theatre’ (founded 1945), Macedonian Philhar-
monic Orchestra (1944), Macedonian National Library (1944), Macedo-
nian Academy of Sciences and Arts (1967), etc. Researching Macedonian
culture we notice the special place of folklore in building of national char-
acteristics, identity markers and identification process, especially in the
socialistic period. In these processes one of most significant institution was
the State Ensemble for Folk Songs and Dances Tanec, established in 1949.
Tanec, after almost 70 years of work is still the only professional ensemble
in Macedonia which cherishes and presents on stage Macedonian tradi-
tional dances and songs. The views of author Jean Francois Ballard ex-
pressed in his text Conflicts of Identity Strategy, which studies the creation
of the national characteristics of European peoples, were taken by Profes-
sor Zlatko Kramarich and applied in the material originating from Mac-
edonia. He notes “The intellectual elite have again found and appropri-
ated a selective ethno-history, derived from the existing myths, symbols
and traditions in recorded history and ‘living’ memories of people coming
mainly from the rural lower strata; because they were aware of the fact that
the basis of national identity may be just what is ‘original, initial’ and the
creation, in other words, of that total alchemy generated in the society”
(Kramari¢ 2011, 301). This process is guided by cultural policy makers
on the highest political level, whose idea is disseminated through several
areas. Opetceska-Tatarcevska writes: “In Macedonia in the second half of
20th century, the public narratives especialy of political establishment,
perceived the Macedonian folk dance scene as one of the constituents of
Macedonian statehood” (Opetceska-Tatarcevska 2011, 78). Filip Petrovski
takes a similar attitude on folk dance ensembles and there social position
“I link the appearance of national folk dance ensembles with the construc-

7 Drama Theatre on the territory of Macedonia was active from 1913, but it was under

the ruling of Serbian and Bulgarian authorities (it depends on the annexation of Mac-
edonia’s territory) and plays were performed on non-Macedonian language.
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tion of ‘national’ and ‘folk’ dance heritage, as well as national and ethnic
identity that is embodied through dance, choreographed for the stage and
later as spectacle for mass consumption® (Petrovski 2018).

We will analyze two documents related to the establishment and tasks
of Ensemble Tanec. The first document dated from 29th March 1949, was
Regulation signed by the President of the Government of the People’s
Republic of Macedonia at that time — Lazar Kolishevski. The second docu-
ment was created later on 1st December 1952 and it was signed by the
President of the Government, Kolishevski and by the Minister for Educa-
tion, Science and Culture, Dare Djambaz.

In the first document, apart from the decision for establishment of the
ensemble, where it is clearly stated that this institution will be under the
authority of the Ministry of Education, there are additionally some related
to its organization, constitutive units and the conditions for admission of
new members. Interestingly enough, in Article 2 of this document the
legislator lists the tasks of the ensemble, being:

* to cherish, develop and enhance the significance of folklore dances,

* to cherish, cultivate and elaborate folk songs,

* to prepare programs with folk dances and songs and perform them

at public art events...”®.

In the second document dated 1952, there was already a new formu-
lation regarding the ensemble’s tasks. Unlike the original formulation
which said — “to cherish, develop, and enhance the significance of folklore
dances”, the new formulation was: “The Ensemble has the task to cherish,
develop and enhance the folklore dance art™. This seemingly unimportant
change redefines the interpretation of folklore within the ensemble Tanec.
From a traditional performance, the expression “art” begins to be used,
an expression which sets different tasks and expectations. It is enough to
mention the Soviet ensemble Moiseyev, which was the benchmark for all
other folklore ensembles in the eastern block, and to realize that it meant
break with all the traditional models and its merging with ballet. Fortu-
nately, the ensemble Tanec avoided the tendency of “balletization” the
traditional dances (their dancing content) and some amendments were in-

8 Slizben vesnik, IV-1949, 8—-78
°  Dokument br. 1283/52
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troduced, supplementing the dances with drama content and pantomima
elements, which made them easier to understand and interpret, and put
the dances in an exact and definite historical matrix (see Figure 1 in At-
tachment).

Art defined in the latest document was primarily concerned with the
position and importance of the folklore presented by the ensemble Tanec
being the only professional folkloree representative. Thus, Tanec was
equalized to the other forms of art (classical music, ballet, opera). Luckily,
there were no interventions in the content of the performances, particu-
larly not in the dancing style. Although we can see changes in the way of
interpretation of the tasks set for the folklore, the folklore still continued
to be used as a way for materialization of certain ideas and messages. It
is very clearly manifested throughout the first decades of the ensemble
Tanec performing.

From idea to realization

The first Head of Tanec, Manoil Chouchkov, was an exceptional per-
son in the political and social life of Macedonia. He was the first Minister
coming from Macedonia in the Yugoslav Government in 1945 and a del-
egate in the period from 1946 to 1950. He was also Head of the National
Library (1946—47) and was founder of the Institute for Domestic Artistic
Handcrafts “Macedonian Folklore” (1947). After that, he was a Professor
and for some period of time, Dean of The Faculty of Economics in Sko-
pje. In Tanec Chuchkov was Head of the ensemble from 1949-1955.

In Tanec Chuchkov developed the idea of putting clear ideological con-
tent in the abstract dance structure. He made stage adaptation for several
traditional chain dances: Komitsko (staged 1954), Aramisko (1950) Rusalii
(1952) some of them are on repertoire of Tanec still. He linked these chain
dances with some historical events or historical period. For example, the
original dance Komitsko is a male dance which presented Komiti — freedom
fighters from the Ottoman period. First written sources about this dance
can be found in the beginning of the 20th century. The costumes show
warriors with guns, but the original dance doesn’t show concrete situa-
tion or dramatization. Chuchkov connected this dance with a very famous
battle at a site called Mechkin Kamen, when the first Republic on the Bal-
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kan Peninsula — the Krushevo Republic, collapsed in 1903. The battle at
Mechkin Kamen is a symbol of resistance and heroic spirit of Macedonian
fighters. They died (whole troop) fighting the much bigger and stronger
Ottoman army, and bravely defended Krushevo to the last living fighter.
The dance was amended with addition of some pantomime elements and
spectators could recognize shooting, battle, and at the end of the dance,
dying of all the warriors. This dance became a symbol of Macedonian
struggle for freedom and it is very popular even nowadays.

Tanec Ensemble repertoire included dances with clear content supple-
mented with dramatic elements, and they are authored by Chuchkov and
several other choreographers. Apart from these dances, also original (tra-
ditional) choreographies without intervention in the dance structure were
performed by Tanec, too. But even for these dances Chuchkov gave his
interpretation of the meaning. Excellent example for this type of putting
clear content in the abstract dance structure is the magnificent male chain
dance Teshkoto. The dance title Teshkoto translated into English means —
hardship, difficult. In the dance it is related to the way of performing it
and the character of its interpretation. The title is interpreted symboli-
cally, and the dance is associated with the image and self-perception of
the Macedonians and their own history. Many scholars recognize the sig-
nificance of Teshkoto on a wider, national level, acknowledging the thesis
of a historically determined content, which by means of dancing symbols
depicts the historical processes Macedonia had gone through. “With its
heavy, complex meaning and strong sentiment it evokes, Teshkoto exem-
plifies a unique and indisputable Macedonian identity, albeit in a differ-
ent way than that imagined by extreme nationalists” (Wilson 2014, 247).
Chuchkov stressed it was as a “prototype of Macedonian dances” (Uyuxos
1951, 65), and put it on a list of representative national dances, as a result
of interpretation which Teshkoto had as a symbol of struggle for freedom.

Chuchkov explained all these ideas in his text entitled The Idea Behind
Our Folk Dance published in Journal Kulturen zivot on April 23 1951.
Afterwards this text, in supplemented version, was published in the maga-
zine Sovremenost issued in November 1951, No 6, under the name Ideo-
logical Content and Rhythmic Processes in Macedonian Folk Dance. This
text is the key for instrumentalization of national folk dances and their
usage as a tool for setting some historical and ideological parallels. In
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this case, the tradition was interpreted in the spirit of the new socialistic
order, where folklore was very skillfully linked with some historical back-
ground and the Macedonian fight for freedom and independence. In 1952
Chuchkov published the same text in French (“Contenu Idéologique et
Proces Rythmique de la Dance Popular Macédonienne®) in the Journal of
IFMC — International Folk Music Council, thus allowing these ideas to
acquire their own international affirmation.

Chuchkov emphasizes that: “The Macedonian dance is far from its orig-
inal religious basis, it does not express tendency for praying or gratitude.
Macedonian dance is manifestation of a strong fighting spirit” (Uyukos
1951, 63). Excluding certain religious and ritual contexts of folk dances,
he gave the dance a pure social dimension, where it was a reflection of the
historical processes. He wrote: “From this point of view, Macedonian folk
field is a typical example which clearly indicates that every folk material
is socially determined” (Uyukos 1951, 63). In the following text Chuch-
kov added “It’s a silent epic, silent story about the distant past days, it
gives dramatic approaches with epic basis (Uyukos 1951, 63). His under-
standing of the folklore dance which reflects history, fight for freedom,
victorious spirit, all that is a great presentation of a new society in which
Macedonians got free from their oppressors and became independent. As
grounds of this point of view Chuchkov mentioned “Geopolitical position
of Macedonia had played crucial role in formation of this type of dances”
(Uyukor 1951, 71). Then in the text Chuchkov makes historical chronol-
ogy and he elaborates the effects of these circumstances on the folk dance
material.

Through actualization of certain matrices in the national folk ensem-
ble Tanec, which was the benchmark model taken by a number of ama-
teur ensembles, these choreographies and more important ideas behind
them became standard. Nowadays we can see in many amateur ensembles
Chuchkov's choreographies of Komitsko, Aramisko, Zaecko, Rusalii folk
dances. Chuchkov choreography of Komitsko is still on repertoire of Tanec
ensemble. These dances are preserved. American ethnochoreologist El-
sie Ivancich-Dunin, an expert excellent of Macedonian traditional dances
wrote: “The choreography (of Komitsko — autor remark) has become stand-
ard piece in Macedonia, and is performed by at least 35 groups in 1988
(Ivancich-Dunin, etc. 1995, 179). Komitsko, Aramisko, Teshkoto as other
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Tanec choreographies became part of many diaspora dance ensembles,
too. Through Tanec and then through the smallest non-professional en-
sembles, this dance with a very clear ideological content, where the author
shows fight, ideas of freedom and history fraught with hardships, became
universal symbol for Macedonian people which still exists in the new po-
litical circumstances.

On the other hand, the second area of actualization of dances as an
instrument for construction of ideological messages, were programs of
the state television and radio RTV (Ratio and Television) Skopje, the only
electronic media in the socialist period. Organized by RTV Skopje there
were several ensembles which played folk music such as the “Orchestra
for traditional instruments”, “the Chalgia orchestra” and others. They pro-
duced programs with folklore content. On national television we watched
folklore on a daily basis. In its TV programs Tanec or other ensembles with
previously mentioned choreographies were very often invited as guest per-
formers. In that way the strongest and the some of them are on repertoire
of Tanec still medium (television, when it comes to dance) became one
more important link in the process of spreading the idea that the content
of folklore is designed by the political authorities, thus reaching millions
of audiences.

Tours of the ensemble Tanec and other Macedonian amateur ensem-
bles were another factor for spreading the idea of historical and social
determination of folk dances within Yugoslavia, but even more important
for tours abroad (Europe, USA, Australia etc). Thus, the task of Folklore
was increasingly spread, accepted and affirmed.

Conclusions

We will conclude with a brief summary. Let’s go back to Shechners
figure. The first idea for folklore to be used as a tool was given by the
highest political authorities and they made a decision to establish the State
Ensemble Tanec. In those documents as a starting point they define the
tasks of this ensemble. Then folklore and its significance, as well as some
additional explanations for it can be found in Chuchkov’s texts. Tanec cre-
ated repertoare, and through “theatrical techniques” (using the Schech-
ner term) implement and realized ideas which was part of propaganda
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and cultural policy coming from political athorities. These ideas spread
through the activities of smaller ensembles and through the programs on
the national state television. In this way the dances were supplemented
with specific meanings that recognized historical contexts and the idea
of liberation struggle; recognized the image of a difficult history full of
sacrifices, which resulted in a new free socialist society. That resultet with
acceptance of certain ideas from population, audience and recipientes.

Folklore, as a tool for strengthening national awareness, encouraging
patriotism, but in some cases also fueling nationalism, was used in several
historical periods (Nazi Deutschland, Socialistic states). “The National
Socialist state — the party, and their institutions, put folklore to various
political uses, and by doing so proved that knowledge of the folk culture
of a given people can be highly relevant” (Roth 1998, 69). Folklore was
used in the socialist period, but its usage is still very common in Macedo-
nia nowadays. The dangers of adjusting folklore to the current political,
and nowadays much more commonly, economic and tourist requirements
still exist and they are active not only in Macedonia, but are apparent as a
trend in other countries as well.
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Sonja Zdravkova-Dzeparoska

FOLKLORAS IR SOKIS IDEOLOGINIYU NUOSTATU
MODELIAVIMO KONTEKSTE

Santrauka

Folkloras, kaip priemoné stiprinti tautinj samoninguma, skatinti patri-
otizma, tam tikrais atvejais absorbuoja nacionalizma. Taip jis buvo naudo-
jamas ir istoriniais laikais (nacistiné Vokietija, socialistinés valstybés). Na-
cionaliné socialistiné valstybé — partija ir jos institucijos jtvirtino folklora
jvairioms politinéms reikméms ir taip jrodé, kad tam tikry zmoniy liaudies
kultiiros zinios gali buti labai svarbios.

Tyrinédami Makedonijos kultiira negalime nepaminéti ypatingo fol-
kloro ansambliy vaidmens puoseléjant tradicing muzika ir Sokius, taip sie-
kiant puoseléti nacionalines vertybes. Siam procesui esmine jtakg daro ir
auksCiausi Salies politiniai organai, skleidziantys tautinio tapatumo idéjas
keletu aspekty. Visy pirma buvo aktualizuota tautiSkumo samprata bei jo
raiskos formos nacionaliniame liaudies ansamblyje Tanec, tapusiame sek-
tinu etalonu visiems Salies mégéjy folkloro ansambliams. Kita vertus, vals-
tybiné Makedonijos televizija ir MRTYV radijas pradéjo transliuoti liaudies
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muzikos ansambliy programas, turincias konkrety nacionalinio tapatumo
turinj, t. y. tas liaudies dainas bei instrumenting muzika, kurios tiksliausiai
atskleidé krasto etniniy regiony kulttiros paveldo apraiskas.

Folkloras buvo naudojamas socialistiniu laikotarpiu, jis vis dar yra labai
iprastas Makedonijoje ir Siandien. Folkloro koregavimo pavojus, atsizvel-
giant | dabartinius politinius ir $iandien daug labiau paplitusius ekonomi-
nius ir turizmo reikalavimus, vis dar egzistuoja, ir jie veikia ne tik Make-
donijoje, bet ir kitose Salyse.

Analizuodami minéto liaudies Sokiy ansamblio Tanec istorija pastebi-
me, kad Sio kolektyvo meninéje veikloje (ypa¢ vadovaujant pirmajam re-
Zisieriui, vyresniajam politiniam pareigiinui Manueliui Cu¢kovui) buvo
nuolat pabréziama folklorinés medziagos propagavimo svarba, tai skati-
nant ir aktualizuojant visame Makedonijos socialiniy ir ideologiniy rais-
ky kontekste. Keletas tuo metu ypa¢ aktualiy M. Cuc¢kovo metodiniy ir
moksliniy straipsniy buvo skirti apibrézti bei praktiskai realizuoti tradici-
niy liaudies sokiy apraiskas, i jas jtraukiant ir istorinj bei ideologinj turinj.
Sio laikotarpio sceniniuose liaudies choreografijos pavyzdZiuose randame
ir dramos elementy, suteikianciy Sokiams specifines istorines savybes ir
skatinanciy patriotinius jausmus. Folkloras buvo naudojamas kaip tautinés
tapatybés aktualizavimo jrankis socialistinio laikotarpio Salies kulttriniame
gyvenime, jis lieka aktualus ir $iy laiky Makedonijoje.
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Attachment

Na osnova (1.5 stav 2 od Osnovnata uredba za ustanovit
so samostojno finansiranje,po predlog na Ministerot-Pretsedatel n
Sovatot za prosveta,nauka i kultura,Vladata na Narodna Republika
Makedoni ja donesuva

,

R-® 8.8 N.1 ¥

za proglasuvanje na Driavniot onsambl za narodni igri
pesni na Narodna Republika Makedonija za ustanova so
samostojno finansiranje

1l.Driavniot ansambl za naroini igri 1 pesni na Narodna
Republika Makedonija (vo naredniot tekst: Driavniot ansamb) se
proglasuva za ustonova so samostojno finansiranjes

2.Driavniot ansambl gi ima slednite zada¥i:

a/ da ja neguva,razviva i podige narodnsta igraorna
umetnoe L

b/ da go neguva,obrabotuva i izrabotuva narodnio vo=-
kalen i instrumentalen melos;

v/ da gl obrabotuva umetnifki i scenski narodnite
opitastveni igrij;

g/ da gi sobira i razrabotuva onie narodni usmeni
umatnidki manifestacii koi odgovaraat za scena 1

d/ da gi prigotvuva programi od ovie narodni umetnil
manifostacii i da gi pretstavuva na javni priredbi i koncerti.

3.Drfavniot ansambl ima pravo na upravuvanje so seta i
vina na UrZavniot ansambl.

4.Dr% avniot ansambl nema fondovi

5eDrifavniot ansombl e pravno licae

G.Platite no slufbenicite vo ansomblot se opredeluvaat
sozlasno Osnovnata uredba za zvanjata 1 platite na slu’benicite o
drfavnite organi,a platite na rabotnicite po propisite na platite
na rabotnicite na driavnitc organl.

Te.S0 driavniot ansambl upravava i neposradno rakovodi
diroktorot.Dorektorot e naredbodatel za izvrSuvanje na pretsmetka
na prihodite i rashoditc na ansamblote

Direktorot go naznaduva Ministerot-Preteedatele na
Sovatot za prosveta nauka i kultura na NR Makedonijae

8.0rzan na Vladata,nadle¥en za rebotite 1 zadafite na
Driavniot ancambl e Jov:tot za prosveta,nauka i lkultura na NR Mak
doni jae

o )'u%zi’g/ - PRETSEDATEL NA VLADATA NA
s e 5;6@“ NARODNA REPUBLIKA WAKEDONLJ

TLeoliZcvaski,sere
MINI.. TLR=-PRETSDETELS
NA SOV&I'OT ZA PROSVETA,NAUKA I KULTURA,
Dare DZambaz,SeTe

Da e preplsot vercm na originalot TVRDI
/f SEKRETAR
Apagililka Iyanova
e

Figure 1



