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JuceprauuoHHUAT TPYH ,,MakenoHus B kuHoTo Ha bwarapus,
Copbust 1 FOrocnaBust mpe3 mbpBara mojoBuHa Ha XX Bek™ e
OoOCBJIEeH M HAcOYEH 3a 3alluTa Iped Hay4dHO >KypH OT KaTeapa
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O0ma xapakTepuCTHKA M IePHOAU3ALHS HA
AUCEePTALMOHHUS TPYA

JucepTanMOHHUAT TpPyd HOpOCIeAsBa HUCTOpUsATa Ha
reorpadckara obiract MakexoHHs, oUepTaHa ¢ TIOMOINTAa Ha KHHOTO
— KynTypeH (peHOMEH, KOWTO KOHCTPyHpa €MIIUPUYEH €CTETUYECKU
ONUT W OMHKCBA KJIIOYOBU ACIEKTH OT CTOMAHCKOTO, OOIIECTBEHO-
KyATypHO U TIOJIMTHYECKO OWTHE Ha HACEJIEHUETO B HCTOPUKO-
reorpadckata obnacT mpe3 €AMH OCOOCH BI'BJI UM OHOBA, KOETO €
OCTaHAJI0O W3BBH ,,HAOMIOOATEJIHOTO OKO*“ Ha KOHBEHIMOHAJIHHUTE
W3BOPH U JOKYMEHTH.

BankanuTe ca equH 0coOeH reorpa)CKu PeruoH, OTINYaBall]
ce C HalUOHaJHA, KOH()ECHOHANIHA M IOJUTHYECKA MBCTPOTA OT
UICHTUYHOCTH, MOACIIUpPAII Y€CTO HEIIPCOAOJIUMHU ITPOTUBOPEUUSA U
HEBB3MOXHOCT Jla C€ MPEBb3MOrHAT KakTO YHAacleAEHHUTE
CTHOKYITYPHHU KOMIUIEKCH, Taka U OcCOOeHaTa YyBCTBUTEIHOCT U
HETOJICPAHTHOCT KbM PA3JIMYHOCTTA HAa KOJICKTUBHHUTC BB3NPUATUA.
Juec, BBB Bpeme Ha JePUHUTHBHO (OPMHUpAHH IHPKABHU
UICHTUYHOCTH, € MNOBCYEC OT BAXHO Ja CC THPCAT AWMHAMUYHUTE
MecTa OT OOIIOTO WCTOPHYECKO MHHANO, KOUTO TMPEJCTABAT
MPUEMCTBEHOCTTa Ha JyXa, CXOACTBOTO HA ILIEHHOCTH, MHUPOIVIE] U
HAYMH Ha J)XKUBOT, U KOWTO ca YCIIOBHE 32 TOJIaraHe Ha yCUJIHMe JIa ce
pa3bepeM. YacT OT TIX € BIIEKIAHETO B KYITYPHUTE (PEHOMEHH,
KOWTO O4YepTaBaT TPaeKTOpHs Ha pa3BuThe Ha bankanute, Oim3ka 10
Ta3W Ha ocraHanmara EBpoma, W KOWTO pa3KpWBaT BaKEH MOJACTHII
KbM apXMBHPAHOTO MHHAJIO B pPa3jIMYHU JIENa, apTHKYIUpaIn
HCIMO3HATH JOKYMCHTU W CTpaHU OT HMCTOPUYUCCKHA OIIMT Ha
noiyoctpoBa. TakbB )eHOMEH € KHHOTO.

[outn MUTHOBEHO cien n300peTsIBaHETO Ha
kuHeMaTorpada, TOW CTHIBA B HAW-OTJAIECYCHHUTE EBPONEHCKU
MpOCTpaHCTBA — B TOBa YMCJIO WM Ha bankaHuTe, W 3amousa Ja
Ch3/laBa €AWH pa3jnueH (IMHAMHYEH) pa3Kka3, KOHTO camo 3a
HSIKOJIKO TOZIMHH, TIOBIUSIH OT HOBOTO BpeMe (IPOEKTH, HaIEKIH,
OYaKBaHUs, yCUINA) Ha OpOPMHUIIUTE CE MOJEPHH HALMH, 3a1104YBa 1a
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M3rpaXkaa U 3allliTaBa YCTOMYMBU BU3YAJIHU MPEACTABU 32 POIHOTO
1 9y)JI0TO. B enoxara Ha paxkganero Ha punma MakenoHus (Torasa
gacT or OcMmaHckaTta HUMIIepHs) € reorpad)Ccko TMOHITHE C IbJra
WUCTOpHUS:  3apaad  MPOCTPAHCTBOTO,  KOETO  TOKpHUBa  C
MHOT000pa3neTo OT HAPOAHW M €THOCH B MPOIECUTE Ha HAI[MOHATHO
W3rpaKIaHe B MOAEPHOTO BpeMe, TO TOCTENEHHO Ine 3ajsira B
OCHOBAaTa Ha HAI[MOHAIHUTE KOMHEHUS U TEONOIUTHUYECCKU
CTpEeMEXH Ha HOBOBB3HUKBAIUTE OAIKAHCKH IBPYKABH U 1€ TEXH B
CKCIIaH3UOHUCTUYHUTE TUIAHOBE HA TOJIEMUTE MMIICPHH B OWMTKaTa
¥M 3a oHacnensBaHe Ha OcMaHcKaTta umrepus. B To3u reorpadcku u
HMCTOPUYECKH KOHTEKCT HOBOTO HM3KYyCTBO — KHHOTO, MHOTO CKOPO
CJICA BB3HHUKBAHCTO CH U 6’bp3OTO HﬂCﬁHO U TCEXHHNYCCKO
M3rpaKAaHe, 3aeMallki BaKHU MPOCTPAHCTBA B KyITypHara cdepa,
e ce MPEeBPBIa B CPEACTBO 32 HUICOJIOTHUECKO BIUSHUE C BAXKEH
OTHOCHTENIEH s B W3IPaXJaHETO Ha KOJEKTHBHATa mameT (B
cMuchiIa Ha M. XanbBakc).

3HaunTeNIHATa CAHTUMEHTAIHA TPUBBP3aHOCT HA OBJITapHHA
KbM MakenoHusi B HadalioTo Ha XX BeK, MOBJEKJIa I0 KbM [IBE
HAI[MOHAJTHYU KaTacTpodu, Mpemomnpeness roisiMOTO MparMaTudHoO
3HAYEHUE Ha B3UPAHETO B PECYPCUTE HA MAMET, KOUTO U3ITU3aT U3BHH
paMKWTE Ha TPaIUIIUOHHUTE apXuBH. J[BmkemuTe ce GpparMeHTH ot
JKUBOTA, YJIOBCHU C KamepaTa U OdepTaBallld OCOOCHU aCIEeKTU OT
OallkaHCKaTa TpaBMAaTHYHA PEATHOCT, HU3TPaXKIaT eCTETUICCKUS
OIUT HA HAIIETO NpPHIIO3HABaHE B 0oOIIHOCTTA. B Hero MakemoHus
3aeMa Bb3JIOBa POJIS.

C omren Ha 3HAYEHHWETO Ha MaKeIOHCKHS BBIIPOC, 3apaau
JHCIIHUTEC HETOBU ITOJINTUYCCKN yrIOTpe6I/I u a(beKTI/IBHaTa peaIHOCT
Ha UCTOPHYECKHS OMHUT (KOATO HAMUpPA Pa3IMYHU TPOSBICHUS), U
Koraro npen 3amagHuTe bankanw e oTBOpeH (HO 0aBeH M JocTa
TpYJZleH) MPUCHETUHUTETHUAT BT KbM EBpomeickus chio3, caMmoTo
TEeMaTU3UpAHE Ha CSKall BCE OIll€ HEMO3HATH CTPaHU OT HEroBara
ucropus me O0nae aktyanHo. OT IJIeIHa TOYKa Ha ChBPEMEHHOCTTA,
TeMara Ha JUCEPTAlMOHHUS TPyHd YIECHSIBA OCMUCISHETO Ha
MUHAJIOTO ¥ O Morya Objie U3KIIOYUTETHO MOJIE3Ha B Pa30HpPaHETO
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Ha TIONUTHYECKUTE MPOOJIEeMHU Ha HAceleHHeTo B MakemoHus,
npuOaBsSiiKM HIOAHCH, IPEMECTBAWKM aKLIEHTH, MPEOCMUCIINKN
HEBEpHH MHTEpIpEeTalyy Ha KyATypHH (pakTu, KOUTO ca GpyHaupau
HAI[MOHAJTHOTO BHhOOpaKCHHWE U paloTAT 3a CTa0WIM3UpaHe Ha
CHMBOJIHAaTa e(PUKACHOCT Ha 0OpaswTe, TpaCHPAIH Pa3ACITUTEITHUTE
JUHAN MEXAY IBE CbCelHH IbpkaBu — bearapus u Pemy0imka
Cesepna Maxkenonus. TpynbT ce BOHCBa B HayyHHTE YCHIIUS 3a
YCBOSIBAHE IPOTUBOpEUMATA Ha HACIEICTBOTO HAa  OOLIOTO
HUCTOPUYECKO MUHAJIO U JISTHTUMUpPaHe (C aBTEHTUYHHU JOKYMEHTU U
apryMEHTUpPaHU U HayYHOOOOCHOBAaHM MHTEPIIPETAalluM) IpaBaTa Ha
BHIHU JIMYHOCTH OT OOIIOTO KyATYpHO MHHaIO (Karo ApceHu
MoBKOB HampuMep) Ja HMaT MPABO HA 3aBElaHHE, KOETO Jia He Ce
MIPEHANNCBA cJiel CMbPTTa UM. Taka BU3yaIHUAT 00pa3 — OCHOBHHAT
00EKT Ha W3CIIEABAHETO, HE CaMO JIOMIBJIBA UCTOPUYECKOTO 3HAHHE,
pa3uuTalIo OCHOBHO HAa NMUCMEHUS NOKYMEHT, HO M3BEXIa Ha Osi1
CBST HEONPOBEP)KMMH apryMeHTH, OO0OpBaIlM HICOIOTU3UPAHUS
MOAXON KBbM HMCTOPHYECKUS pa3Ka3 W 4YacT OT MHUTOBETE, KOUTO
BnactBar B PenyOnmuka CeBepHa MakenoHusi, cIeACTBAE Ha
MOJIMTUYCCKU HaAJIOKCHATa HWHTCPIIPETAallud Ha HCTOpHUATA Ha
MaKeI[OHHH B IPOABJDKECHUC Ha IMTOBEYC OT IMOJIOBHUH BCK.
JucepTaOHHUAT TpPyA, B KOHTO ca BKJIIOYEHH OIPOMEH
Opoli MUCMEHH W BU3YyalTHH JOKYMEHTH, OTXBBPIISl HeapryMeHTUPaH!
W HEHayYHd TE€3W Ha CEBEPHOMAKEIOHCKUTE HW3CIEAOBaTeNd U
MapKupa MpeIuMcTBaTa Ha 3ablI004YeHrs] aHAllM3, OCHOBAH, OCBEH
JIPYroTo, W Ha SICHM KOHIEMIIMU M OCMHCICHU HW3CIICA0BATEIICKU
METOIM, 3a Ja C€ MNpOocieddT TICHEAJOrMYHUTE CBbP3aHOCTH,
HaBJIN3aHKU TaKa B UCTOPUYECKHUS M KYJITYpPEH KOHTEKCT Ha eroxara,
OTKBJAETO caMO OM M3IUTyBaJla MO-pa3inyHa KapTHHA Ha MUHAJIOTO,
JIOKOJIKOTO 3a]] Hesl 1ll€ HACTOSBAT HEBUAMMH NMPOLECH U (EHOMEHHU
Ha UCTOPHYECKO Ch3psIBaHE, WICOJIOTHUECKO OCh3HABAHE U KYITYPHO
(dbopMHpaHe Ha eNIUTH U MacH — IPOLECH U SBICHUS, U3IBECHH PE3
cujiaTa Ha KWHOTO M BJIaCTTa Ha HETOBUA BU3YAJICH OKYMCHT.
dunmure, epeKT 1 Ha MHOTOKPATHO yBEIMYEHUTE BH3MOKHOCTH Ha
YOBEIIKOTO OKO Tpe3 Kamepara Ja yjiaBi M 3aledyarBa peasiHoCT,
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OuBaT M 0COOCHO MSCTO Ha CYOEKTHUBH3AIlMs Ha HMCTOPUYECKOTO
MUHAJIO ¥ 3aTOBa Ype3 HayYHH METOJH JOMYCKaT Jia Ce JIOCTHra JO
CYOCGKTUBHOTO HM3MEPECHHUE Ha YOBCHIKWS OMUT — YYyBCTBATa,
HACTPOEHUSATA, YUATO 3arajika OCTaBa NMPEAU3BUKATEICTBO 32 BCSKO
WHTEJICKTYaJlHO YCHUIIHE Jia C€ TIPOHUKHE B OHOBA, ,,KOETO MPEYH Ha
HapomuTe na ce pazbupar”’, 3a ma ObJe IOHATHETO ,,B3AMMHO
pasbuparencTBo” npasHo kinuie (Jumumposa, Ch. ,,3a xonmexcma
u ucmopusama na ,,3awo eouna’ — Atinwain An. u 3. @potid. 3awo
80UHA?).

MakeoHUSI B KHHOTO Ha JIBE ChCEHHU OANKAHCKU JbPIKABH,
Ha MPaKTHKa, He ¢ Ouiia MpeJMET Ha WU3CIIEJ0BATEICKA ThPCEHUS OT
HCTOpUYECKaTa Hayka. Mcrtopuorpadusra Bce oOIle TPYIHO
MPUIO3HABA BBHB BH3yajHATA MaMET CEPHUO3HHS JIOKYMECHTAJCH
n3TouHUK. KuHouctopuorpadusta, OT CBOsS CTpaHa, HaBIU3a B
HCTOPUYECKHS KOHTEKCT, H3CIEBAWKA (DUIMHTE Karto KyITypeH
¢daxT, ouepraBam] OOJMKA HAa KWUHOTO M HETOBHTE JBUTATCIH B
obOmHocTTa (Tpajicka, perroHaliHa, HAIMOHAIHA), 0e3 Ja HaBJIH3a
IBIOOKO B CHIBPIKATCITHHUTE TOCIAHUS, KOUTO (QUIMUTE HOCST, U
TAXHOTO 3HAYCHHWE 3a M3TPaXKIaHE Ha KOJCKTUBHA MaMeT |
odopMsIHEe HAa MCTOPUYECKHS pa3kas. BbIpekd TOBa, IPUHOCHT Ha
KHHOUCTOPHATA 33 MU3CJICJBAHE HA BU3YaJHHUS JICTOMUC € OTIIPAaBHA
TOYKAa 3a BCEKHM H3CienoBaTell, BIbXHOBeH oT Kimo. Kunoro 3a
MakeoHusI 3aeMa OCHOBHO MSICTO B U3CJICABAHUATA HA CPHOCKUTE U
CEBEPHOMAKEIOHCKM KMHOM3CIIEA0BATEIH, a OTCKOPO, OyarogapeHue
Ha Thpcenmsita Ha Kocramun KoctoB u Ilersp Kpbpmxuios, ce
HACTaHABA U B OBJITAPCKHS KWHOJIETOMHUC. [IpeMeT B U3CieIBAHETO
Ha MCTOPUIIMTE Ha KUHOTO ca (DUIIMUTE, a HE UCTOPUSITA, Ha TOBA CE
JIBIDKAT W MHOXXECTBOTO NPONMYCKH W HETOYHOCTH, KOHTO CamoO
3abJIOOUYCHHSAT ¥ KPUTHYCH HCTOPUUYCCKH aHATN3 Ha (QUIMUTE MOXKE
J1a TIOIPAaBH.

dotorpadusra, moceereHa Ha MakeqOHUS, 32 pa3jiuKa OT
KuHeMaTorpadusiTa, ce pajJBa Ha MOBEYe BHHUMAHHWE OT CTpaHa Ha
HCTOpUYECKaTa Hayka. ToBa ChC CHUTYpPHOCT C€ JBJDKH Ha
MHOTOOpOHHHUTE anOyMHu, W3AaBaHH B TOAMHUTE Mpeau Bropara
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CBETOBHA BOWHA — ,,Makenonust B obpasu” (1919 r.); ,Ununnen —
KpymoBo. 1903-1928“ (1928); ,Anmanax MakegoHusa”“ u
,bopuecka Maxkenonus (1931); ,,Makemonckun amvanax“ (LIK ma
MIIO — 1940); ,JIuxkpt Ha Makenonus. Penopraxu ¢ 94 cHuMku*
(JIrobern AntoHOB — 1943 1.). Tesan MHOTOOpPOIHN W3MaHUS ONa3BaT
HE caMo M3IIeW OT MaKenoHHs, HO U PaJeTeInTe U 3a JYXOBHO U
HaIMOHATHO TpoOyxmane. KbM TAXx ce mo00aBiIT W odunmaiHuTte
MEYaTHU OPraHW HAa PEBONIIOIMUOHHWTE OPraHU3allid M JICTATHUTE
(dhopMary Ha MakeJOHCKUTE ObITapu B bhirapus, mpeau BCUYKO —
»Pedopmu u , Umocrpanms UnmaneH. BcHYky Te3W BU3yaTHH
CIIOMEHHM, CB3aJCHH B II'BPBOTO JeceTueTHe Ha XX BEK, ca
OMMa3eHM W MNyOJMKyBaHM, OnarojapeHue Ha JeHIMTe Ha
OCBOOOJUTEITHOTO JBIDKEHHE, KOMTO OCB3HABaT BAXKHOCTTA Ha
3puMaTa mamer 3a Oblemero. MHTepechT KbM BU3YaIHUTE 00pasu
Ha WIMHJACHIM HapacHa MPOMOPIUOHATHO Ha Bh3POAWIUS CE B Kpas
HAa MHHAQIHS W HAYaJloTO HAa TO3M BEK WHTEPEC KbM HAIMOHATHO-
ocBobomuTenHuTe O00pOM Ha MakelOHCKHTE Objirapu. ToBa moBene
JI0 TIOSIBA HA W3CJICABAHUS, B KOUTO €THH OT OCHOBHHUTE aKICHTH Cca
BHU3yaJIHUTE 00pa3u; 0 NyOauKyBaHe Ha anOymu ¢ dororpadum; 10
Ch3/1aBaHe Ha OuorpaduuHO-OMOIMOTPaCKU CIIPABOUHUIIM. A Te ca
B)XHHU, 3all0TO IMO3BOJISBAT Ja pazdepeM BuepallHUTEe XOopa B
HecnipHata WM Oopba Cbc 3a00MKANSAIIMS CBAT, BOAGHU OT
KEJTAHUETO J1a TO TIPOMEHSIT.

OUIMBT — Karo 3puM JIOKYMEHT, € 0COOeHO HeoOXomuM 3a
HUCTOpHUYECKaTa HayKa — BbB BU3YAJIHUTC JOKYMCHTU TA 6I/I OTKpHJia
MHOKECTBO OMOPHH TOYKH 332 OTCTOSIBAHE HA MO3MIIUHU U 3aIUTa I
ONPOBEP)KCHUE HA BeYe HAJO)KEHH CTAHOBUINA; 32 OOIIECTBOTO,
KOETO B CHBPEMEHHHS JTUHAMHUYCH, KOMYHHKATUBEH W BHUPTYaJICH
JKUBOT BCE TIO-PSIKO TOCSATa KbM IIMCMEHHsI HapaTuB, HE Ha
MOCJIETHO MSICTO — 3a 00pa30BaHHMETO, KOETO MpOAbIDKaBa aa Oble
3aTJIa4€HO OT UCOJIOTHATA HA MAKPOUCTOPUSTA.

Hcroprsara Ha KUHONPOLYKLUMUTE W KU3HEHATA TPACKTOPUS
Ha TEXHHUTE aBTOPU HAcO4yBaT (OKyca KbM Hail-BaXXHUTE aCIEKTH OT
OOIIIECTBEHO-TIOINTUYECKUS W KYIATYPEH J>XHBOT B reorpadckara
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obnact MakenoHus mmpe3 IbpBaTa MOJIOBHHA Ha XX BEK M MOKa3Bar,
4e (QUIAMBT € BU3yaJlleH JOKYMEHT, CKBHBAJCHTCH Ha CIOBECHHUS
paskas, 3aJ YMHTO CB3HATEIM C€ OTKPHBAT COLMAJIHM HAarlacH,
W3MBKBAT BaXKHU Hanuodopmupamy (HeHOMEHH, TOBOPAT MpOolecH
Ha MoOIepHM3alMs (BKIIOYMTEIIHO HA  YCKOpEHa  JKM3HEHa
WHANBUAYaTU3ALNA).

3aKOHOMEPHO, U3CIE0BATEIICKUIT UHTEPEC CE€ HACOUBA KBM
HUCTOPUYECKUS KOHTEKCT, B KOMTO ca Ch3Ja/leHH KMHONPOLYKIIUUTE —
0e3 TAXHAaTa KOHTEKCTyajM3alus, CIeJ0BaTeNHO — paz0OupaHe Ha
CbOUTHS, CHUTyallud, BPB3KM M OTHOUICHUS, B KOUTO T€ CTaBaT
BB3MOXKHH, TO3H U3CIICIOBATENICKU TPy OM M3IJIEKAal He3aBbPILICH.

B wucropumueckum KOHTEKCT, 3a OKOJO IIOJIOBHH BEK,
Makenonuss kKaTto reorpadcko  IOHSTHE OPETHPISiBA  pex
TpaHchopmanuu. 3eMsTa, 3aKiIroueHa Mexxay Pogonure (Ha H3TOK) U
Oxpupackoro e3epo (Ha 3anan), [llap mianuHa (Ha ceBep) u Ereficko
mope, Onmmn u [Iuep (Ha foT), 10 BOMHHUTE OT BTOPOTO JAECETUIIETHE
Ha XX BEK € B CBOsATa ISJIOCT KAaTro 4YacT OT €BPOIEUCKUTE
teputopun Ha OcmaHcKaTa umnepus. B obmactra ChXUTENCTBAT
pa3IMYHMA €THOCH W KOH(ECHMOHAHM OOLIHOCTH: OBJITapH, I'bPIH,
anbaHIM, TypIM, ChpOM, BIAacH, €BpEH, IUTaHW; MIOCIOJIMAHH U
xpuctusHu. Hemz0exHo, koraro npe3 XIX B. uMnepusita 3amoysa ja
aroHM3Wpa W Ha JHEBEH peJ W3JM3a BBIPOCHT 3a MOJsuUI0a Ha
0aJKaHCKOTO ¥ HACJIEICTBO, 3apaid CTPATErMYecKOTO reorpadcko
nosnokeHne Ha Teputopusita (MopaBcko-Bapaapckara monuHa
cpp3Ba Cpenna EBpoma cbe Conyn u Ereficko mope, a oT npyra
CTpaHa, Mpe3 loroszamazHara 4yacT Ha MakeloHUSl € CyXOIlbTHaTa
BpB3Ka mo ApeBHarta ,.Bus Ermamus® mexnmy Anpuatuka, Ereiicko
Mope u llapurpan), TS cTaBa HeM3MEHHa 4acT OT amleTHUTUTE Ha
CbCEAHNUTE HOBOC(HOPMHUPAHH IBP)KABH, KOUTO IBPBU CE€ OTKHCBAT
OT omekaTa Ha cynTaHa. [Iperennuure Ha bearapus Han obnactra ce
000CHOBaBaT HE CaMO OT MCTOPHYECKH (Te Jajed He ca NPUOPHUTET
€MHCTBEHO Ha bbirapus), HO W OT MPaBHU, MOJIUTUIECKH U TIPEIH
BCHYKO €THHYECKH M JAEMOrpa)CKu apryMeHTH — ObJirapuTe ca He
caMo Hal-MHOTOOpPOMHOTO XPUCTUSHCKO HaceleHue B 00IacTTa, HO
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WHTEJICKTYATHUSAT W TIOJNUTHYECKH €JUT Ha TOBAa HAceJlCHUE ce
caMmooIpeieNis KaTo OBIrapcku, a €3UKbT My — KaTO AMAJeKT Ha
KHIKOBHHSI Obarapcku e3uk. Cnen bepmuackus gorosop ot 1878 1.,
cnopen Koito MakemoHuss ocTaBa IMOJ OCMaHCKa BIAcT,
OpirapckaTa TIOJWTHKA s pasriexia B IEpPCleKTUBaTa Ha
aBTOHOMHa o6nacT (MO cuiara Ha IIOCTAHOBJICHUSITA Ha CaMUs
BepnuHcku koHrpec), Kosto BrmocieacTBue (mogobHo Ha M3TouHa
Pymenusi) na crane Hepa3genmHa dYacT OT ObBJTapckara AbpKaBa.
Cp3naBaHeTo Ha BbTpemHara MakegoOHO-OAPUHCKA PEBOIIOIIMOHHA
opraamzanus (BMOPO) npe3 1893 r. BpTpe B MakenoHuss u Ha
BrpxoBuus makenono-onpuacku komuteT (BMOK) mpes 1895 r. B
KuspokecTtBo bhirapust ca gBere Obarapcku  (opMaiuu, KOHUTO
MOJYMHSBAT ISUIOTO CHU OPraHU3MPAaHO MIOBEJCHHE HA eIHa Led —1a
ce OTXBBPJIM BIAcTTa Ha CyJITaHa M Jia c€ MOCTHUTHE aBTOHOMHS Ha
o0iacTTa KaTo IbpBa CTHIKA KbM IPUCHEAMHSIBAHETO N KbM
benrapus. Ha Obnrapckure Qopmm 3a HampoHaHa caMoOM3SBa
CppOust TpOTHBOIOCTaBS CBOM — JpyxkecTBo ,,CB. CaBa“ wu
IpY>KeCTBOTO Ha ,,cbpO0-MakenoHIMTE . OCHOBHATA 3aj]ada € Ja ce
Chb3/1aBaT CPHOCKH II'bPKOBHO-YUWJIMIIIHA OOIIWHH, Ja CE€ YCHIIH
CpBOCKOTO TpPHUCHCTBHE B O0JIaCTTa M Jla C€ MPOTHBOCTOM Ha
OpirapckaTa IIbPKOBHA, IPOCBETHA W KYyJITypHa JeHHOCT B
MakeioHusi, KOSATO Tpe3 BTopara TojoBuHa Ha XIX B. Oenexu
3HaunTeNHU ycnexu. Ha cppOckute ametutn kbM MakenoHust ce
IBJDKA W TIOSIBaTa Ha €JHO HOBO SIBJIGHHWE —MakKeIOHW3MBT. [Ipe3
1888 1. cppOckuaAT monuTHK u IbpkaBHUK CrossH HoBakoBnd
JaHCUpa HJesTa, 4Ye CIABIHCKOTO HacelleHMe B MakeloHHsI HE €
HUTO CPHOCKO, HUTO OBJTAPCKO, a € OTAEICH HapoJ — MaKeJIOHCKH,
KOHTO B Obaeme Moxe J1a craHe U cpbOcku. B ToBa otHOmeHue Cr.
HoBakoBuu npoabinkaBa U pa3BUBa HAKOM TEHJICHIIMHU B ITOJUTHKATA
Ha KuspkectBo ChpOusi, MposSIBUIIM ce 3a MPBB IBT otie npe3 70-te
ronuau Ha XIX Bek. Toil Bb3MpHeMa MakeJOHU3Ma KAaTO CHJIHO
OpbKHe 32 aHTHOBATapcKa nponaranaa. CpsockusT reorpad Mosan
L[Buitu, OT cBOs cTpaHa, ITycKa B X0 CBOE TBBPACHHUE, CIIOPE] KOETO
HAaceJICHHeTO B 00JacTTa HsAMa SICHO HALMOHAIHO CaMOCh3HaHHE U
9



JIECHO MOXKE€ J1a MOMaJHE MOJ BIMSHUETO Ha BCSKa elHa AbPXKaBa,
KosiTo r0 Biagee. KoHuenmmuute mnpuaoOMBaT M COOCTBEHO
,»BBTPEIIHOMAKEIOHCKA HHTEPIIpEeTalA’ Ype3 KHUraTa Ha CpbOCKUs
crunieHauanT Kpbscre Mucupkos ,,3a MakenoHukute padotu’ (1903
r.). Benukure Te3u uHTEpIpETAlIMY HUKOTa HE ca OWIN MOMYJIAPHU B
camara MakeOHUS U KaTo IUIO ca 3a0paBeHU B HABEUCPUETO U IO
BpeMe Ha BOWHHUTE OT BTOPOTO AeceTminerrve Ha XX BeK, HO I ce
BH300HOBAT U III€ HAMEPSAT CBOM IIOCIIEAOBATEIM B TOAUHUTE CIE[
[IbpBaTa cBeTOBHa BOIfHA, ciex KaTo OBAAT NperbpHaTH OT
KomunrepHna B onutute My 3a ch3aaBaHe Ha bankancka denepanms.
Taka wnm wHave, B HadanoTo Ha XX B. B CPHOCKATA MOJIUTUKA KBM
obmacTra  HaAnensBa  CTPEMEXBT KbM  ,,00CMUHEHHUE U
OCBOOOX/IEHNE Ha CPHOCKHA HApoA“ W TPOTHUBOIOCTaBSHE Ha
ObarapckaTta mpomaranaa B MakemoHus. ['bpims, oT cBOS CTpaHa,
3acThIIBA Te€3aTra 3a ,,ClaBOGOHHHTE TBpPIU’ (HACEICHHETO €
MOCTAaBSIHYEHO TPBLUKO) M pa3uuTaiku Ha TOAKpenara Ha
Hapurpanckata rpblKka MOaTpuapmiusgd H Ha Ch3JAJCHUTE C
MpoTaralgHa Imel BBOPBKEHH 4YeTH (aHAapTH), (WHAHCHpPAHU OT
oumanHara rpblKa BIACT, C€ CTPEMH Ja NPOTHUBOJEHCTBA Ha
breirapckata ex3apxus, Ha BMOPO, Ha pymbHCKaTa mpomnarasia
CpeA BJacuTe W Ha AIOAHCKOTO PEBOJIOLUMOHHO HAIMOHAIHO
nBwkeHne. Jlo TpeTeHIMHTE Ha ChCEJHHTE JbPXKABH KbM
HaceleHHeTo B MakenoHusi ce Hapexnaa u PyMbHHA, KOATO,
BB3MON3BAIKM Ce OT KYLOBJIALIKOTO (apOMBHCKO) HaceleHHe, He
MOXE Jla TpeTeHIupa 3a TEPUTOPHM Ha MICTO, HO TBPCH
KOMIIEHCAllMy 3a cMeTka Ha bbarapusa. Taka reorpadckara obmact
ce MpeBphIla B IOJIE Ha OKECTOUEHa IpomNaraHaa, KbM KOETO ce
nobaBsaT u crpemexkure Ha OcmaHcKara HMIIEpUs Ja OIMas3u
€BPONEHCKUTE CH TEPUTOPUH U Ja 3allUTaBa 0 Kpai bepiauHCKOTO
cTaTykBo. B Hawasoto Ha XX BEK II'bPBEHCTBO Ha BIMSHHUE B
obnacTtra IbpXH bbiarapus — KakTo MO OTHOLIEHHE HA LIBPKOBHO-
MPOCBETHOTO JEN0 M MECTHATa WHTENWICHIHS C SCHO H3Pa3eHO
OBArapcKo caMOCh3HAHHME, TaKa W C KOMUTETCKaTa CH HeJerajiHa
BOCHU3UpaHa cTpykTypa (mogunHena Ha BMOPO u BMOK), kosito
10



yCIsiBa Jla TPOTHBOCTOM Ha pENpecUBHATa OCMaHCKa BIACT, Ha
TPBIKUTE aHIAPTH U Ha cpbOCkHMTe veTu. B pesynrat Ha nBere
Bankancku BoriHu (1912-1913) obmactra ¢ pasgeicHa Ha Tpu
ocHOBHM uactu — lOxua Maxkenonust (okono 50 %) momydaBa
I'spuus; CeBeposamagna (T.Hap. Bapmapcka) Makenonus (okomo 35
%) — CopbOus; cesepousTounure paiionu (I'opHOMKYMaNCKO,
Pasnoxko, Hespokoncko, Mennuiiko, [lerpuuko u Crpymumiko,
00110 manko Hax 10 %) — bearapus. Cren [IspBaTa cBeToBHa BOiHA
u BepcalickoTo cTaTykBO, TPEMOTBBPXKIABAIIO (C  MaJKH
M3KIIFOYEHUs B yIrbpd Ha bbirapus) pasdneHsBaHeTo Ha obOiactra
OCHOBHO MEXIy TpUTE AbpXkKaBU, BbB Bapaapcka MakenoHus
3alo4Ba MacHpaHa IIOJIMTHKA Ha ChpOM3alusi Ha HACEICHUETO,
MPOJBIDKCHNE HA JIMHUATA, ClIe[BaHA IO BOWHUTE, KATO HEWHUTE
TEPUTOPHH ca OOSIBEHHM 3a 4acT oT ,,}OxkHa ChpOus®, a )KuUTEIUTe
CTaBaT TOJAHWIM HAa HOBOCH3IaAeHOTO ,,KpaictBo Ha cwpOw,
XBbpPBAaTH W CJIOBEHIU (00SBEHU 3a ,J0XHHU ChpOH). ONHUTHT 3a
ITbJIHA CMSHA HAa CaMOCH3HAHHUETO HA XOpaTa Ce W3CHIIBA BBPXY
IUICIIUTE UM C TeNUs Bh3MOXKEH PENpecuBeH arapar u Bh30paHa 3a
BCSIKAKBU HanuoHamHH camom3siBu. [Ipe3 1929 r., cmopen HOBOTO
aIMUHUCTpaTuBHO neneHue Ha HOrocmaBus Ha T. Hap. OAaHOBWHH,
CeBepozamana MakenoHusl BiiM3a BbB Bapmapckara 0aHOBHHA, a
PETPECHBHUAT PEXHUM Ha ChpOHM3alMs HE MPOMEHs CBOs oONMK. B
to3u nepuoxa B IOrocmaBus ,,MakenoHUs“ € MOTUCKAHO U JOpHU
3abpaHeHo nMe.

Cnen [IwpBara CBETOBHA BOITHA MO-IITUPOKO
pasmpocTpaHeHHe, OCOOEHO Ccpex JIEBUTE Cpead, IMoJydaBa
Ha3BaHUETO ,,MAKEJOHIM® H ,MAKEJOHCKH HaApoA‘, HO KaTo
0003HaUYeHHE 32 BCUYKH HApPOJHOCTH, HACEISIBAIIA HCTOPHUKO-
reorpackara obmact (06e3 ma ce Blara B TEPMHHA ETHHUYECKO
TBJIKYBaHHE), a Ta3d MJEAd HE € MHOr0 pas3juyHa OT HjesATa 3a
ABTOHOMMS, OIIE IIOBEYE Y€ TOBAa € CIWHCTBEHHST HAYMH Jla Ce
MPOTUBOCTOM Ha CPBOCKUTE W TPBLKH PEIPECUr Haj OBJIrapcKOTO
Hacenenne B lOrocmaBus u B ['epums, gopu camo W 3apajau
MeXIyHapO HATa M30JAllKs, B KOSITO ce Hamupa beiarapus. Tosa e
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€Ha OT MNPUYMHUTE B ONpeesNeH MOMeHT mpe3 1923-1924 r.
peBomoninonnara opranm3anus (BMPO) BpemenHo ga morbpcu
nojkpenara Ha KomuntepHa. Kakto € u3BecTHO, MperoBOpuTe He
JaBat pesynarar u mpe3 1925 r. MexIyHapoJHOTO KOMYHUCTUYECKO
IBIOKeHHe oOpasyBa oragenHa BMPO (obOemgmaeHa) kato cBoe
cBOc0Opa3HO MPOIBIIKEHHE.

KoMuHTEepHBT, BOJEH OT UACUTE 32 CBETOBHA IMpoOJieTapcKa
peBOIONYSA, TPUHHU3SBA HAIMOHANHHASA BBIIPOC W HW3AWTa B KYyIT
KiacoBata Oop0Oa, B pe3yarar Ha koeto mpe3 1934 r. mpuema
pe3oaronus, KOSITO MIPOBB3IIIACABAT ,,MaKeJIoHCcKaTa‘“ H
,»TPAKUICKATA™ €THUYECKU HAlUW, U ABTOHOMHUCTKHAT IPHUHLMII €
U3MECTEH OT MAaKEJOHHCTKHUS. Taka MOCTENEeHHO MAaKEIOHU3MBT
CTaBa IOJIMTHYECKa Tporpama Ha KoMuHTEepHA, a KaTo CIIEJICTBHE —
1 oduIMaiHa JOKTPHHA Ha KOMyHUCTUYECKHUTE NapTuu B bbiarapus,
I'eprust u1 FOrocnaBus u TeXHUTE TPUBBPIKEHUIN (MEXITY KOUTO U
neiimm Ha BMPO (00.). Ilo TO3W HayWH TBPBOHAYATHUAT
makegoHn3bM Ha CrosH HosakoBuu u Kpbcre MucupkoB e
BB300HOBEH, HO TO3W ITHT HE KATO OPBANE HA CPHOCKHS MIIOBUHU3HM,
a Karo WJAEOJIOTMYeCKa JOKTPHHA Ha  MEXKIYHapOIHOTO
KOMYHUCTHYECKO JIBIDKECHUE.

MakenonuamsT € npuet npe3 30-te roguau Ha XX BEK OT
4acT OT JISIBOOPHUEHTHpaHata Objrapckata €MHIpPalus  OT
Makxkenonus, ycraHosmwia ce B bearapus cimen IlppBata cBeTOBHA
BoiHa. [lo Bpeme Ha Bropara cBeTOBHa BONHHA KOMYHUCTHYECKOTO
JBKCHUE C€ MPEBphINa BbB BOJCIIA cujia Ha aHTH(damMcTKara
O0opOa W pe3ynTaThT € HajJaraHeTo Ha MakeJAOHW3Ma B COOCTBEHH
IBP’KaBHH TPAHUIIM ChC Ch3aBaHe Ha DejepaTuBHA, BIIOCIEICTBUC
— Hapogna pemyOnuka Makenonuss B paMkure Ha THTOBa
IOrocnaBusi. Taka ot kpas Ha Brtopara cBeroBHa BOWHa B
IOrocnaBust 3amouyBa M3TpaXIaHETO HA HWHCTUTYIMHTE Ha
MaKeJIOHCKaTa JbPKAaBHOCT, HaJaraimy MaKeJOHCKa Halus ChC
COOCTBEH €3HK, HCTOPHUS U KYATYpa.

BpemeBara pamka Ha JAMCEpPTAMOHHHS TPYH o0OXBamia
Is1ata mhpBa monoBMHa Ha XX Bek. lllupokuTe XpOHOIOTHYHU
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TpaHHLU AaBaT Bb3MOXKHOCT Jla C€ aKLEHTHPA Ha IMPOMEHSIIIUTE ce
MOJUTUYECKH M COLMAIHO-UKOHOMHYECKH OTHOLICHHUS; Ja ce
odeprae o0IaTa MPOCTPAHCTBEHA M XPOHOJIOTHYHA 3aKOHOMEPHOCT
B KHHEMaTOTpaUIHOTO pa3BUTHE HA JIBE IBbP)KaBU (B HCTOPUUYECKH
IJIaH IbpPXKABUTE Ca TPU — B OBPBOTO JeceTwiieTe Ha XX BeEK
Makemorust ¢ dwact or OcmaHCKaTa HWMIIEpUs), CICABAINA B
MOCTIEIOBaTETHOCT ~ OHE3W, KOWUTO TpacupaT KaHaBaTa Ha
€BPOTICHCKHUS M CBETOBEH KnHeMaTorpadudaen mporec. OOXBarsT Ha
U3CIIeBaHETO ce 00yciaBs M OT 0OeKTa Ha W3CIEABaHE — KHHOTO.
[IppBara mosoBMHA Ha MHMHAJIUS BEK € BPEMETO, B KOETO CEIMOTO
W3KYCTBO M3pacTBa U C€ JIETUTUMUPA, a 3a€JHO C TOBA C€ MOAYHHSABA
HAa JWHAMUYHHUTE TMIOJUTUYECKH MPEBPATHOCTH, Tperycelaiku
MeznuaThyHaTa cu pons. Ha mocnenHo mMsicTo, HO He IO 3Ha4Y€HUE, B
oOxBara Ha TUCEPTALMOHHMS TPYI MCTOpPHKO-Teorpadckara odiact
MakenoHusl W3KMBABA M3KJIIOUYMUTENHO JApaMaTHYHU IPOMEHH,
CBBP3aHU C 0CBOOOIUTENHN OOpOH, ¢ oUepTaBaHE HAa HOBU TPAHHUIIH,
ChbC CMSIHA Ha MOJUTUYECKH PEXKHMH — T€ HEMHHYEMO CE€ OTpa3sBar
HE CcaMO BBPXY ChIAOMHHTE Ha XOpa M IbPXKaBH, HO U BBPXY
KyATypHHUTE (PEHOMEHH, CIMH OT KOUTO ¢ QMIMbT. [lonHara rpaHuia
Ha M3CJIEBAHETO — Haya10To Ha XX BEK, CE apryMEHTHpa C IbPBUTE
¢unmu, nocserenn Ha Makenonus (1903 1.); T4 € ycioBHa, 3am0TO
OBPBONPHYMHUTE 32 CBHOUTHSTA, OTpa3eHH BBB  (QUIMHTE,
MPEAXOKAAT OuepTaHaTa XpOHOJOrMYHa paMKka. [opHata  rpaHuna
MapKupa Kpast Ha BTopara cBeToBHa BOIHA M Ch31aBaHETO Ha JIBE
HOBH COIMAJIMCTUYECKHU JBPKABU — TOBA BOJU JIO MPOMSIHA HE CaMO
B HHTEpHpeTaunusita Ha CbOMTHATA, HO M B OpraHM3alusITa Ha
KuHemarorpadusara,  Oenms3aHa  OT  HallMOHANM3alMs  Ha
(MIMOTIPOM3BOACTBOTO UPE3 Ch3/1aBaHE Ha ABPKABHO MPEANPHUITHE
,bbiarapcka kuHemarorpadus mnpe3 1948 r. (B bwarapus) u Ha
¢mimMoBo nipeanpusTue ,,.Bapaap ¢dunm — Cronme mpe3 1947 1. (B
IOrocnaBus u no-koHkpeTHO — B Haponna penyonuka MakenoHus).
JuicepTalluOHHUAT TPYJ HE cle[Ba CTpOra XpOHOJIOTHMYHA
MOCIIeIOBAaTEIHOCT, 3apald 3HAYeHHETO Ha MpodieMaTHkara,
W3BEXKJAIla Ha MpeleH IUJIaH BaXKHOCTTAa Ha JIBE OTACIHH TEMH —
13



»IBOpYECTBOTO Ha Opars Manaku“ u ,Buzyamnata mnamer 3a
Ununpencko-IIpeobpakencko-KpbcToBieHCKOTO  BhcTaHue“. B
JTUHUATA, OYepTaHa OT BPEMETOo, WIMHICHCKATa cepus OT (priMu Ha
aHnmiickus  omeparop Yapn3 HoObn  mpeaxokiaa IBpPBUTE
LETyJIONTHN JOKYMEHTH Ha OWTOJCKHTE KHHEMaToTrpaduCTH.
[IspBeHcTBYBamara mo3unusa Ha Opars MaHaku B CTpyKTypara Ha
U3CIEZIBAHETO ce 00OCHOBaBa OT royieMusi 00eM OT (HIMH, KOUTO
ch3maBar ABamara Opats. Ilomo6Ho Ha OammTe Ha KHHOTO — Opats
Jlromuep, Manaku 3amouBaT Ja TBOpPAT B  TMOJETO Ha
KHHEeMaTorpadusTa, YepIreiKu CIOJKETH OT 3a00MKaNIaTa ' cpena,
a Taka BBBEXKIAT CHBPEMEHHHS W3CIIEJOBaTell B MaTrpuapxalHaTa
cneurn(pUIHOCT U NOIUTHYECKA PEATTHOCT Ha BPEMENpPOCTPAHCTBOTO,
odyepTaBaiiki eqHa IhJIHA KapTHHA Ha JKUBOTa B MakenoHUs o
MOATOTBSIMKM 3pUTEN 3a BCUYKO OHOBA, KOETO T IIE TPEKHBEE
BIOCIEACTBUE. AHNIMWCKUAT OIEparop, OT Jpyra CTpaHa,
OCHOBoOTMIONAara temara ,,InuaaeH B ObITapcKoTO KHHO, HO TS HE Ce
nu34yeprBa ¢ HErOBUTC LECIYIOUWAHNU JOKYMCHTH — IPOABJIKAaBa LCIU
20 roguHM TO-KBCHO — BPEMETO, B KOeTO Opars MaHaku (C MaiKu
W3KITIOUEHHST) Bede HE MPOU3BEKAAT (PUIMH.

OcHOBHara Ie7l Ha JAWCEPTALMOHHUA TPYyA € Jia TOKaxe
3HAYEHHETO Ha BHU3yallHATa ITaMeT 3a MPEOAOIIABaHE U JOITbJIBaHE Ha
CMITUPUYHUTEC ILe(bI/I]_[I/ITI/I Ha KOHBCHIIMOHAJIHATa UCTOPHA; 1a OTKPOU
BaXHOCTTA Ha COIMAIHO-TIOMUTHYECKUTE M HAIMOHAIHY ITOCIIAHWS,
KOWUTO BHU3yaJIHaTa JOKYMCHTAJIUMCTUKA HOCHU; NpPECAW BCHYKO — Ja
JIOKaXKe CTOpUYecKaTa M HayyHa CTOMHOCT Ha €KpaHHUS JIETOIINC 3a
oyepTaBaHe TpPaHUIUTE HA HJSHTHYHOCTTa (OOIIHOCTHA U
HallMOHajHa), B paMKUTe Ha KouTo MakenoHus, 3apajau
TpaBMaTU4YHATA ¥  EMOIIMOHAJIHA HATOBapEHOCT, I[[EHHOCTHA
nedopmanysi B MPUNIO3HABAHETO HA CBOM U UYX/JIH U HEOOOCHOBaHU
CTPEMCKHU 3a WUTHOpHUPAHE Ha BUAMMU HMCTUHHU, 3a€Ma CBUIHOCTHO
MSICTO.

Uctopusara Ha KHHOTO OT M 3a MakenoHUs Npe3 IbpBaTa
momoBMHa Ha XX BEK TIOCTaBI OCHOBHHUTE W3CIIEA0BATEIICKU
BBIIPOCU B JUCEPTAIMOHHUS TPy — KakBU (PakTh U CHOUTHA,
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MPOLIECH U SIBICHUS MPUBINYAT OKOTO HA KaMepaTa, HO KOW M 3aIlo
Ce OMNMTBA JIa TH U3CJIeBa, pa3Kaxke U Mpeaajie 3a MOKOJICHUsTA.

3agaunTe Ha TUCEPTALMOHHMS TPYA CE€ ONPEAENAT OT IeiTa
W H3CIENOBaTEeNICKUTE BBOPOCH W Cca  MapKHUpaHH B
MOCIIEIOBATETHOCTTa HA OYepTaHaTa CTPYKTypa HA H3CIEIBAHETO.
OO6exTpT My — (QUIMHTE, W HEOOXOOUMOCTTAa OT pa3KpruBaHE Ha
cnenudukara W o0NMKa HAa KUHOTO (OT pakIaHETO My, TNpe3
ch3psiBaHE M O(QOpMSHE HA €3MKa MY, 10 OCBH3HABAHETO MY KaTo
W3KyCTBO M MeENus), HacouBa M3CIEIBAHETO KbM H3ydaBaHe Ha
TPYIOBETe M CIIOMCHHTE Ha NMUOHEPHTE Ha (HUIMOBaTa TEOPHS H
W3IMpBaHe Ha (UIMOBH CBETOBHH 00pasmd, W3BOpH U
I/ICTOpI/IOFpa(bCKI/I CbUMHCHM, MIpocCiICaAsdBalllid pas3JIMIHN aCIICKTU OT
UCTOPHATA HA KHHOU3KYCTBOTO, Ype3 KOMTO J1a CE OIIPEIENI MACTOTO
Ha Maxkenonuss B oOmmst kuHemarorpaduueH xon. OrpoMHHAT
3amazeH (WIMOB MacWB Ha Opars MaHaku, BU3yaJIU3UpaI]
KyJITypHaTa M HOJIMTHYECKa UCTOpHS Ha HaceneHneTo B FOrozamaana
Makenonusi, oOycnaBs HEOOXOAMMOCTTa OT HU3AMPBaHE HAa
eTHOTrpa)CKH N3BOPHU, HICTOPUOTPAPCKH CHUNHEHNS, HEITyOIIMKYBaHU
CBCACHUA OT MNEPHUOAWYHUA II€YaT OT BPEMCETO Ha PASITICKIAHUTC
CLOUTHSA u CIIOMCHHU Ha CbBBPEMCHHUIM — AaHAJIU3BT Ha
KYJITYPOJIOKKUTE U JISTOIMCHU (UMUK Ha Opatsi MaHaku, MOIOKEeH
Ha CpPaBHUTENIEH JUCKYPC, OYepTaBa CTHHUYECKUTE XapaKTEPUCTUKH
Ha HAaCelICHHETO — OCHOBEH CyOeKT Ha TBOPYECTBOTO UM, H
000CHOBaBa KaKkTO 3HaYEHHETO Ha HACIIEJICTBOTO UM 32 UCTOPHUSATA U
KYATYpOJIOTHATA, Taka W HEOoINpaBJaHaTa HE3aWHTEPECOBAHOCT Ha
OBJITapcKara M3Cie10BaTelIcKa HayKa KbM JICTONHCHUTE UM QriMu 1
BBHOOIIE — KBM ISUIOTO UM BU3YATHO TBOPYECTBO.

[IpoyuBaneTo Ha GoTOrpadcKOTO HACIEICTBO HA WIMHACHIH
B OBJITAPCKUTE apXMBU M MY3€H, CHCTEMAaTHYHMSAT Mperyies, nogoop
W HayyHa o0paboTKa Ha CBETJIOMHCHUTE, TOMarar Jia ce ONpeIein
MSCTOTO Ha (poTorpadusiTa B HICTOpUUECKATa AMET U Ja C€ Tpacupa
PEBONIIOIIMOHHOTO M 3HAYCHHWE 3a OdYepTraBaHe TpaHUIUTE Ha
uaeHTHYHOcTTa. CBeTionucuTe, TOCBETEHW Ha  WIMHIACHIIH,
HaMUpaT CBOM aHaJOr B KUHONPOAYKIMHTE HA aHIIMHCKHS
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kuHooneparop Yapn3 Paitnbp HoObn. luceprauMoHHUST TpyX
MpaBU ChIbpIKATENICH aHAIN3 Ha WIMHACHCKATa My cepus oT QuiMu
(c aKmeHT BBPXYy DIABHUTE I'epou OT JICHTUTE — BbPXOBUCTKHUTE
BoiiBogu reHepan Mean llonueB u MBanuo Kapacymusra). Toit
o4epTaBa HAILlMOHAJIHUS XapaKTep Ha BbCTAaHUETO U OCHOBaHMATA Ha
Opirapckara HCTOpHUYECKAa HAyKa Ja pealdWInTHUpa aHTIHMHCKU
KMHOOTIEpaTop KaTo OCHOBOIOJOKHUK Ha CEIMOTO HU3KYCTBO (B
Bbearapus u va bankanute) u npomaraHzaTop Ha OCBOOOAMTENHATa
MUCHS Ha OBJITapCKOTO PEBONIONMOHHO ABHKECHHUE 110 CBETA.

ChluecTBeHa 3aa4a Ha U3CJICABAHETO € ChIbPIKATEIHUAT U
KOHTEKCTyaJleH aHajiu3 Ha KUHONPOAYKUMSTa ,MakeooHus Ha
¢mm  (1923-1924 r). IlpoyuBaHero, CBOTBETHO  —
CHUCTEMAaTU3UPAHETO HAa H3BOPM M JOKYMEHTH OT BPEMETO Ha
Chb3llaBaHETO Ha (uiaMa, MeXAy KOUTO OQHUIMAITHUTE I[EYaTHU
Ooprand Ha pasmiexnanute opranmszanuu (,mmanen‘/ ,Ilupua*/
»20 rormu*, ,,Unroctparus Unnanen*, ,,HezaBucuma Makenonus®) u
JUYHUTE apXWUBU Ha ObJIrapckara eMHUrpais, 000CHOBAaBaT, OT €JHa
CTpaHa — BB3JIOBOTO MsACTO Ha WmmHneHncko-IlpeodpakeHcko-
KpbcTtoBaenckoro BbcTanue or 1903 1. B KOJEKTHBHATa ITaMeET,
CBbp3aHa c MakeqoHus; OT JApyra — OHAamIeAsBaT ChIIECTBEHA
CTpaHMLIa OT MOJHMTHYECKaTa HCTOPHs Ha HoBa bbiarapus mexmy
JIBET€ CBETOBHM BOWHHU; OT TpeTa — OdepTaBaT KaTeropuyHara
OLIGHKA Ha EeKpaHHUS JIETOIIMC 3a HAaUMOHAIHUS OOJNMK Ha
OCBOOOAMUTETHUTE OOPOU M TEXHUTE JIBUTATCIIH.

B oTtroBop Ha H3crenoBaTeNCKUTE BBIPOCH, H3CIEIABAHETO
ce Haco4yBa KbM M3AMPBAHE HA TYPCKH MCTOPHOTpad)CKU HU3BOPH 3a
HCTOpHTa Ha KMHOTO B OcMaHCKara MMIIEpHUsSl, KOUTO DPa3KpHBAT
YTWIATApHUS  MOAXOX  Ha  oduIMamHaTta  IOJUTUKA  KbM
KnHemartorpada W TPO3pPEeHUsiTa M 3a MeAWaTh4yHaTa BIAcT Ha
KHHOTO. ThpceHeTo Ha HeMmyONMKYyBaHH W IyOJIMKYBaHW CTaTWd U
CBeJlcHHA OT ObIrapcku M CpbOCKM TMEYaTHH H3JaHusl OT
pasmiekIaHus MEepUoi, ¢ BHUMAaHUE, HACOUYEHO KbM OQHIIHAITHUTE
MPaBUTEJCTBEHN MeyaTHU opraHu Ha Cupbus m bearapus; kem
ObNrapcKkuTe M CPHOCKM BCEKWAHEBHULM; APXUBHH JOKYMEHTH,
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CTIIOMEHH, JHEBHHUIX U UCTOPUOTPadCKU CHUYMHEHHs, ITOMara Ja ce
MPOCIIEAST Bb3MOXXHO HAN-M34YepIaTeTHO BCHYKM KHHOMPOMYKIIHH,
CBbp3aHu ¢ MakenoHusi, na ce OOOCHOBE WH3IOJI3BAHETO MM OT
BJIACTTa 32 UICOJOIMYECKO BIHMSHUE.

Mertononorniecka OCHOBa Ha [IUCEPTAllMOHHUS TPYyX €
POOIEMHO-XPOHOIOTUYHUAT TOAXOA U CpPAaBHUTEIHUAT METOZ,
JNOMBTHEHW W TMOACHJICHH C METOAa Ha KPUTHYHMS aHaJHU3.
OcHoBHaTa MeETOIMKAa B IbpBaTa 4acT HAa JUCEPTALUOHHUS TPYI,
KOSITO pasIiiekJa Bb3HUKBAHETO, CHIIHOCTTA U 3aKOHOMEPHOCTUTE B
pa3sBUTHETO HA CEIAMOTO M3KYCTBO, KHHeMarorpad)ckus u
HUCTOPUYECKH KOHTEKCT Ha bankaHute, B3auMOBpB3Kara My C
oouTe TCHACHLIUN B CBETOBHAaTa KHHEeMaTorpagus H
€CTETUYECKUTEe U3MEPEeHUs Ha (DUIMHUTE, TIOCBETEHH Ha MakenoHus,
€ CpaBHUTCIIHA U UHTCPAUCHUIIIMHAPHA, MOAYMHCHA Ha OCHOBHATa
LeJl — J]a ce Pa3Kpue CXOACTBOTO MU PA3IUYMETO MEXKIYy CBETOBHATA
KuHEeMaTorpadusi ¥ XpOHHUKAITHO-AOKYMEHTamHHTEe (uiMu Ha/3a
Makegonusi. B noaremara, mnpocieasBamia TBOPYECTBOTO Ha
Manaky, OCHOBHaTa METOZIOJIOTHS HA M3CJIEABAHETO € Oa3upaHa Ha
HUCTOPUKO-TCHCAJIOTUYHUA W HNCTOPHUKO-TUIIOJIOTMYHHA METOM, Ha
aHaJoruiATa M CpaBHEHHEeTOo. Te ca OCHOBHM M B IOATEMATa,
CBBbp3aHa c Wnunpencko-IIpeobpaskeHcko-KpbCTOBIEHCKOTO
BbCTaHUE, BEJHO C MPOOIEMHO-XPOHOJIOTUYHUS TOAXOM, 3apajau
HEOOXOOMMOCTTa Ja C€ YCTAaHOBHM 3aBHCHUMOCTTA Ha H3CJIEIBAHHUTE
SABJICHUA, MPOUECU H CBGI/ITI/IH OT MpEAXOAHUA C€Tall Ha Pa3sBUTHC.
CHCTEMHO-CTPYKTYPHUSAT W CHHXPOHHHUAT METOJ] Ca OCHOBHU B
Tperara MOATEMa, pa3MIekIalla HMHCTUTYIHOHAIU3UPAHETO Ha
KMHOTO W TpOMaraHjHara My pojsi B JABeTe OANKaHCKHU JbPXKaBH —
Bearapus, or emna crpana, u Coupbus, KpanctBoto Ha cbpdw,
XbpBaTh U cioBeHUH U FOrocnasus — ot apyra. [lpu npocnenssane
U aHaJIM3WpPAHEC Ha CHABPKAHHUCTO Ha IMNPOIaraHAHUTE BHYIICHMH,
KOWTO BCEKHIHEBHATa Mpeca OTIpaBsi KbM CBOSTA ayTuUTOpUs, Ce
M3I10JI13Ba 1 KOHTCHT aHAJIU3bT.

JucepTaniMOHHUAT TPYH Cbh3laBa MCTOPUYECKU pas3Kka3 3a
reorpadckara obnact MakenoHus, BUISH C MOMOLITa HA (QUIMHTE.
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3aroBa BBIPOCHTE, CBBP3aHH C SKUBOTAa Ha Te3W (uiMwy,
MPOKEKIUUTE UM U BIUSHUETO MM 32 O(opMsiHE Ha KOJCKTHBHHU
HaIjlacH, HE Ca OCHOBEH aKLEHT. Te ca Ba)KHH, 3all0TO KOHCTPyHUpar
KHHeMartorpadckara CUTyauusi, KOATO, 0COOCHO B TOIMHHTE CIel
[IspBaTa cBeTOBHA BOWHA, IIPEBPBINA KHHOTO B CONMAICH ()eHOMEH.
3a meramopdozaTta HA KHHOTO W TPEBPBIIAHETO MY B KIIFOYOBO
COLMAIIHO SBJCHUE BIMSHHE OKa3BaTl MHOXECTBO (akTtopu —
OCBH3HABaHETO Ha CaMoTO U3KyCTBO KaTo TaKOBa,
KOMEpCHaln3aluaATa My, [HMBWIM3ALMOHHUTE ¢ HCTOPUYECKU
nponecH (TeXHHKaTa, CBOOOTHOTO BpeMe, KEHCKaTa eMaHLuIanus,
perynupaHeTo Ha JNETCKUS TPYA, 3aKOHOZATEJICTBOTO,
o0pa3oBaHUETO,  peKiiamara). Bcuukute  Te3m (dakropu
NPEANOCTaBIAT NPEBPBILAHETO Ha KHUHOTEAaTPUTE B MapKepu Ha
ChbBpEMEHHaTa IMBWIM3aLUS, (OpMHUpaIld LEHHOCTH, HOPMH |
HAaYMHA Ha IIOBEIEHHE, a caMHuTe (QUIMH — B HHIUKaToOp Ha
CKOPOCTTa, C KOSITO KyATypaTa Ha €aHo oOIIecTBO u3pacTsa. Ta3u
TeMa W3UCKBA CEPUO3HO, 3aABJI00YEHO M MamabHO Npoy4BaHE, B
KOETO Ce Hajara Ja ce HaMecsiT W peauna Apyrd (IOMOIIHM Ha
WCTOPHSTA) HAyKH, HABIM3aHETO B KOWTO HHUTO € IOCHIIHO, HUTO €
HEOOXOMMMO 3a IeNUTe Ha JAUCEPTAllMOHHUS TpyAd. TBH Karo
NpeaMeThT Ha M3cieqoBaTesickara pabora e MakenoHus, a eaHa ot
OCHOBHHTE LIEJIM — Jla MOKaKe BB3MOKHOCTUTE Ha (uiIMa Ja ce
MPEBbPHE BbB BAXKCH UCTOPUYECKH JIOKYMEHT, CIIOCOOEH Jla yJacTBa
B W3TPaXJIAHETO Ha HCTOPUYECKHS pa3ka3 3a COIUAIHO-
HUKOHOMMNYECCKU mpomnec u KYJITYPHO-€CTHUYCCKUA OGJII/IK,
MPOKEKIMOHHATa TEHHOCT M COLMaliHa TpaHC(hOpMalys Ha KHHOTO
W3IM3aT W3BBH oOcera Ha  wW3cieqBaHeTro. BerpaHu  or
W3CIIEZI0BATEICKOTO IOJie Ca M MHOTO CHOMTHS OT OOILIECTBEHO-
MOJUTUYECKUS U KYATYPEH >KMBOT Ha 00JIacTTa, KOUTO HE ca MPSKO
00BBp3aHu ¢ HUIMHTE.

B wu3cnenBaHeTo BHUMAaHHETO € KOHLEHTPUPAHO KbM
bearapus, Cowpbuss m HOrocnaBusi, B YHETO BBTPEIIHO U
BBHHITHONONHUTHYECKO Pa3BUTHE MakenoHMs 3aeMa BakHa yact. U
BCE MaK, TO HE OCTaBa 3aTBOPEHO B AbP)KaBHUTE TPAHULM Ha
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Bwarapus, CepOus u FOrocnasus, 3amoTo B IbPBOTO AECETHICTHE
Ha XX Bek, Makenonus (B cBosiTa IsocT) € yacT oT OcMaHcKara
uMmnepusi, 1 QUIMHUTE, CH3NAACHA B OH3U HCTOPUYECKU KOHTEKCT,
U3MUTBAT NPSKOTO BH3ACHCTBHE HA MOJIUTHYECKUS PEKUM Ha AOIyn
Xawmup Il n mmagotyprute, Ha KOHTO ce MOTYMHABA 00IacTTa.

JloxyMeHTaIHA OCHOBA HA IMCEPTALMOHHUS TPYI

Haii-Ba)XHUAT IBPBUYEH AOKYMEHT B AUCEPTALIMOHHUS TPy
ca (puIMuTe, TAXHATA HICHTU(GUKALNSA U aHAIHU3. YHUILOKABAHETO
Ha KHHeMmaTorpadckure JOKyMEHTH B Ha4YaJHWUTE TOAMHU Ha KHHOTO
ch3laBa HEOOXOOMMOCT Ja c€ MpHOsrsa W A0 IPYr BHI BTOPUYHHU
W3TOYHHUIM — KaTaI03H C ONMKCAaHMS Ha MPOAYKIMUTE WIN Pe3roMeTa
Ha (UIMOBOTO CBHABPXKAHUE B Ipecara, BHIPEKU 4Ye T€ HUKOra He
Morar Aa 3aMmeHsT ¢unma. [Ipy wW3cnenBane Ha HCTOpHATA 4pe3
¢wiMuTe M ucropuiAra Ha (QUIMUTE, BEOHO C MOJIMTHUYECKOTO,
COLMAJIHO-UKOHOMHUYECKO U KYITypHO  pa3BUTHE, IPEKUTE
I'bPBOU3TOYHUIIN HA UCTOPHYECKATA HAayKa ca €IWHCTBEHHUAT HAYWH
32 W3YEpHaTeTHOCT M OOEKTHBHOCT. 3aToBa H3CIEIBAaHETO Ce
Mo30BaBa Ha JOCTaThYHO pa3HOOOpa3HW MO BHJ HW3TOYHHIIH,
o0ocobeHr B 5 Tpymu: HEMyONWKYBaHH W3BOpH; IyOIMKyBaHU
W3BOpH;  HMCTOpHOTpa)CcKM  M3CIIEABAHUS;,  CHIMKJIONEAWIHU
cripaBOYHUIM U yka3zarenu; JIBJl u naTepHeT 0a3a aHHU 3a QUIMH.
JMcepTallMOHHHUAT TPYH H3M0J3BAa ONTHMAJIHO HW3TOUYHHLMTE Ha
uHpopManus — GuiIMH, JOKyMEHTAIHH M3BOPH M HCTOpHOTpadcku
W3CIIEIBAHUS, CpeJl KOUTO U TAaKUBa HA ChBPEMEHHUIIN Ha CHOUTHATA
— B MCTOpHOrpa)CKM aCHeKT MOCJIEAHUTE YECTO UIpasT pojsiTa Ha
M'PBOU3TOYHUIIH.

1. HenyGnuxyBaHH N3BOpH

HenybnukyBaHnuTe  MCTOPHYECKHM  HM3BOPH  OuepTaBar
TEMEJINUTE Ha MPUHOCHOTO HAyYHO 3HAYCHHE HA M3CIIEABAHETO.

Crnenudukara B o0OpaboTKara Ha ABKUMHTE KYyITYpHH
[EHHOCTH, OMAa3BaHU B MY3€HTE, U BCE OLIC TPYIHO CIYyYBAIIUAT CE€
mpolec Ha JAWrHTaiIM3auus Ha (QoHIoBeTe MM, 3aTpyIHSIBAT
CH3[aBaHETO Ha €AMHHA MH(OPMAIMOHHA CUCTEMa OT JUTUTAIHU
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pecypcu, KOWTO TIOANOMarar —Karajoruzauusita W HaydHOTO
ONMCaHWE Ha My3eHHHTE KOJNCKIUH — TOBa BB3MPEIATCTBA
o0miecTBeHaTa JOCTBIIHOCT [0 KYATYpPHO CBIbp)KaHHE U
BB3MOKHOCTTA ChbBPEMEHHHUTE MH(POPMUpAHH XOpa Ja MPEOTKPUST B
My3€sd HCTOPUYECKHTE PEeCypcH Ha HMISHTHYHOCTTAa CH, a U Ja
y4acTBaT B €BPOICIHCKHUS U CBETOBEH KYITYpeH WU HaydeH IHAaJIorL.
3aroBa 3aJayara Ha H3CIENOBATEIMTE, HACOYMIM CE€ KBbM
0orarcTBOTO Ha My3eHHHTE (OHIOBE, € OT TONIMO 3HA4YCHHE 3a
oOorarsiBaHe Ha UCTOPUYECKHUSI HAPATHB.

B kpas na 2018 r. B Peruonanen ucropuyecku Myseud —
bnaroesrpan mocTenBa OrpoMEH MacHB OT apXWBHU JTOKYMEHTH —
KOJIEKITHS ,,Anekcanabp IleaTexoB®, chIecTBEHA YacT OT KOSITO €
MOCBETEHA Ha OEKaHCKUTE OpraHW3alii Ha MaKEIOHCKHUTE Obirapu
U TIAXHOTO TPECTPYKTYpHpPaHE MEXKAY JABETE CBETOBHH BOIHU.
BaxeH ns1 oT JOKyMEHTaTHHUs apXWB 3aeMa NEPUOAWYHUSAT Ieyar
Ha OpraHW3alnTe Ha MakeJToHCKuTe Oexanmu. OcoOeHo IeHeH ce
OKa3Ba apXMBbT Ha ApceHH MOBKOB, JeceTHIeTHsS Hapes
HEU3BECTEH IopH 3a W3CIIEA0BATEIINTE Ha
HAIMOHATHOOCBOOOAUTEIHUTE OOpOU. TO3M MAacuB OT CHHMKH U
JOKYMEHTH 3aJIira B OCHOBATa Ha JUCEPTAllMOHHUS TPYA, Hapell ChC
CHMMKOB, JOKYMEHTAJIeH, II€YaTeH M BEIIECTBEH Marepuail OT
donmorere Ha pasnenute ,,HoBa ucropus™ u ,bearapckute 3eMu
XV — Havanoro Ha XX Bek“ B PUM—-bnaroesrpan u HMcropuueckn
My3ei — IleTpuu.

Bropara rpyma HemyOJIMKyBaHW HW3BOpH Ca apXHBHUTE
Matepuanu oT apxusute B P. bearapus u P. CeBepna Makenonus:
HbpxaBen apxuB - bnaroesrpan: donmOBETE Ha
[IpotuBomManapuuna onutHa craHous lleTpud W KojekuusTa
(OTOIOKYMEHTH OT JABWXEHUETO ,,HapogHata mamer paskasBa®;
Hentpanen pabpxkaBeH apxuB — GOHABT Ha MoHapXHYECKHS
uHCTUTYT B bbnrapus; Apxusbt Ha CeBepHa MakenoHust — GOHIBT
Ha XurueHckus 3aBojx B CKoOITHE.
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2. IlybnukyBaHU HU3BOPH.

B ocHoBara Ha AucepTalMOHHUS TPY/ 3aI4raT 1 rojisiM Opoit
MyONMKyBaHU M3BOPH, KOWTO OTHOBO Morar na 0paar o6ocoOeHu B
HSIKOJIKO TPYITH.

[IppBara gyacT BKJIIOYBA IOBMKUMH KYATYPHH LIEHHOCTH OT
PUM - bnaroesrpan: ¢bonmoBere Ha otnenurte ,,HoBa M Haii-HOBa
uctopus u ,,bearapckure 3emu XV — Hadanmoto Ha XX Bek™ —
CHHMMKOB, IOKYMEHTAJIEH 1 [IeYaTeH MaTepual.

Bropata rpyma ce 0a3upa Ha apXWBHM MaTepHald OT
apxusute B brarapus. CrnenuanHo MSCTO B Hesl 3aeéMa CHUMKOBUST
Matepuan oT: A — bnaroesrpan (uaeH ¢org Ha Mupdo FOpykos
u konekius ,,HapomHara mnamer paskassa“), IIJIA — Codus
(dpornoBere Ha CromaHckn KoMOWHAT ,bbirapcka doTorpadms™;
¢onn ,,Kysman Kapamkos®; xonekuus ,,CIOMEHH, CHUMKH U IpyTH
JOKYMEHTH 32 YYaCTHHIIM B HAIMOHATHO-OCBOOOAUTETHUTE O0OpOU B
Maxkenonuss u Tpakusa™; muaen ¢oup ,.,Crupo OmdeB™; apxuB Ha
[atpuapx Kupwui; doumosere ,J1azap Jlenes®, ,,Xpucto CuiasiHoB®,
»Bacun IlackoB®, ,,I'eopru baxxnapos®, ,I'eopru emues*, ,,Hukona
Marnemescku®, ,, Xpucto Uepnonees“ u ¢onp ,,dotoreka b); HA
Ha BAH — Codus (nmunute ¢onmoe Ha [lerbp IbpBHHTOB M
Credan Cram0bosoB), KakTo u cOupka ,llopTpetn m cHUMKH™ Ha
BUA-HBKM — Codusi.

WzcnenBanero ce Oasupa u Ha roisiM Opoil Obirapcku
apxuBHU JOKyMeHTanHu m3roununm ot LIJIA — Codus (ponmosere
Ha Jlupekiuss Ha HarMoHadHata mpomaranga (1935-1944);
Munucrepcku  cbBer (1923-1945); Cpio3 Ha KHHOACHIINTE;
MUHHCTEPCTBO Ha HapOJHATA MPOCBETA; KOJNEKIHS ,,HannoHamHo-
OCBOOOIMTENIHM OpraHM3allid Ha MAaKEJOHCKUTE Obirapu ciex
Bepnunckus norosop (1878); xonmekuus ,,ApxuB Ha MaxkenoHus,
Crommme); JIA — Bpama (koneknus ,,Makenono-OapuHCKO
omwyenne (1901-1940); IBUA — B. TwpHOBO (3amoBeau 1o
Boennoro BenomctBo u 1l]aba Ha neiictBamara apmus); HA Ha
BAH — Codus (nmuuen ¢oung ,Ilersp Abpsunros®); BUA-HBKM —
Codus (ponpose ,,I'eopru Munkos* u ,,JJumursp Llyxnes*); BHD —
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Codusa (Ilanka ,,Ponmaums ,bwarapcko aeno”); myOIMKyBaHH
apXWBHU JOKYMEHTH B: ,JI3BecTusi Ha IbpKaBHUTE apXWBH" U
nopenuuara ,,ApXuBuTe TOBOPST *; KAKTO U JOKYMEHTH OT ApXUB Ha
Cesepna Maxkenonns — Ckonme, u NyOJMKYBaHHTE OT
WHCTUTYLMATA TOKYMEHTH B ,,InuHaeHcku cBepowmTBa™ u ,,Tomop
Anexcannpos. Ce 3a Makenonnja: JJoxkymenTtn 1919-1924%.
Tperara rpyna myOJMKyBaHH H3BOPH ca €THOTpad)CKUTE
M3TOYHUITM, OOHapoaBaHu B ,ETHorpadus Ha Makenonus”, B
,,/I3BopH 3a ObirapckaTa eTHorpadus u B ,,[lupuHcku kpait.
CratunTe OT NEPHUOAMYHMS I€YaT O4YepTaBaT YETBBbPTATA
JNOKyMeHTallHa 0a3a Ha AucepTalMoHHus Tpyad. [IppBaTa yacT ot TIx
ca opunmanaute Obirapcku BectHunM B Llapurpan: ,,Ilapurpaacku
BecTHHK” (1848-1862) u B. ,HoBumuu‘/,Bectu” (1890-1912);
ouMamTHUTE MPAaBUTEICTBEHH II€YaTHW OpraHd B bearapus u
Cwpbust — ,,JIppxaBer BectHuk (1879-2024), ,,CpOcke HOBHHE
(1834-1919) wu ,Jlomuuujcku TIacHUK™ — CiIy:KeOCH JIMCT Ha
MHHHCTEPCTBOTO Ha BbTpemHuTe aena Ha Copous (1897-1904) — B
TAX ca OOHapoABaHM NPABWIHULIM, IIOCTAHOBJICHUS, 3aKOHU;
ounmanaure neuatan opran Ha BMOK — B. ,,Pedopmu” (1899—
1905); na BMOPO — , Maxkenono-oapuncku nperien (1905-1927);
Ha codwuiickara ,,JleObpcka mpocBeTuTeNHa ApYyx)0a“ — ,,Jle0bpcku
rmac  (1909-1911); wmwa ,UnungeHckata opraHu3anus’
LYAmroctpamms Unnanen‘‘(1927—-1944); na Cpro3a Ha MaKeJIOHCKUATE
KYJATYPHO-TIPOCBETHH M OJIarOTBOPUTENIHU OparcTBa — ,,MakemoHus "
(1919-1923) u ,,HezaBucuma Maxkemonus* (1923—1926). Bropara
4acT BKJIIOYBA JAPYrM NEPUOAMYHM BECTHHULIM M CIHMCAHHS, B
OOJIIIMHCTBOTO OT KOWUTO ca MyOJNMKYBaHM CTaTWH, W3BEACHH B
W3CIIEeBAHETO 3a IpPbB MBT B HayyHa ymnorpeda: ObIrapcku:
codwmiickure BecTHHIM ,bankancka TpuOyHa“ (1906-1908),
»DBITapcku THProBcku BecTHUK (1893-1918), ,,Beuepna moma*
(1901-1914), ,,Bons* (1911-1920), ,,[Aen* (1903-1923), ,,/{HeBHUK"
(1902-1944), , duec” (1941-1944), ,3anastuniicka gyma“ (1920—
1944), ,3name” (1924-1934), ,3opa“ (1919-1944), ,Kambana“
(1907-1935), ,,Mup“ (1894-1944), ,Hapoauu mpaBa“ (1888—
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1932), ,,HoB Bex* (1886-1920), , IIpsmoper (1898-1932), ,,Peu‘
(1908-1913), ,,Coduiicku obmmuckd BecTHHK (1914-1918),
LY1po“  (1911-1944), |, IIeprkoBen BecTtHHK (1900-2024);
TUIOBIMBCKUTE BECTHUIM ,bbirapcko mapctBo® (1908-1912),
»bop6a“ (1921 1944), , Mapuma“ (1930), ,,Hapogaa gyma* (1907—
1910, 1911), ,IlmoBmme* (1887-1907), ,Komcturymmsa* (1901-
1903), ,,.Cancredancka bwarapus / 3amagna Bbemrapus® (1898—
1928), ,,JOr* (1918-1944); BapHEHCKHTE BECTHHIM ,,BapHEHCKH
kopeHsk* (1927-1941), Bapuencku HoBunu (1912—1944), , Mopcku
croBop® (1924—-1944); xrocTeHIUICKUAT BecTHUK ,,Kypuep (1921—
1929); cppbcku: GenrpaackuTe BeCTHHIHN ,,Mamu xypHan™ (1894—
1915; 1920), ,,ITonutuka™ (1904-2024), ,IlpaBma“ (1904-1941),
»CamoympaBa™ (1881-1941); ¢dpeHCKH: MapWKKUAAT BECTHUK Le
Figaro (1826-2024). Tperara uyacT ca crnucaHusTa ,bbiarapcka
BoeHHa MHUCHI" (1934-1943), ,,bearapcku kumwkuim™ (1858-1862),
,ObmecTBeHa ooHoBa™ (1919-1920), ,,OreuectBo’ (1909 9 Conyn),
,OteuectBo”  (1914-1918, Codwusn), ,Pomuna“ (1926-1934),
»Cenmuuna  wmoctparma™  (1913-1914),  , Temmo*“  (1933).
UeTBbpTHAT A7 ca  KOPECHOHJACHIMHUTE, TMyOJMKYBaHH B
JOKYMEHTAIIHUsI COOpHHK ,,AHTIUICKHAT medaT 3a MimHaeHcko-
[IpeoOpaxenckoro BecTanue 1903 1.

[Mocnennara ronsiMa 4act OT U3BOpoBara 0asa ca CIOMEHHTE,
OouorpaduyHnuTe OENEXKKH, NIBTENHUCH, AOKIAAM M PanopTd Ha
CHBPEMEHHUIIM, ITyOJUKYBAaHH B CaMOCTOSITEIHM W3/IaHUS WIH B
TeMaTHYHU CcOOpHMIIM — ToBeue OoT 50 Ha Opoli — Ha YETHUIH,
BOMBOOM, BOEHHM, HWHTEJICKTyallW, AWIUIOMaTH, MHUHHCTPHU,
penoprepu u Ap. — ObJirapu U 4y>KACHLH.

HcTtopuorpadgcku 0630p Ha TemaTa
Temara ,,MakenoHus“ € MHOTOAacleKTHa, HeU3uepracma,
E€MOITMOHATHA W TPAaBMAaTUIHO HaToBapeHa. Ts € M300MIeH U3BOp Ha
BILXHOBCHHE 3a MHOIO H3CJIeIoBaTeId, a TOoBa BOAU JO
HEBBH3MOXKHOCT HCTOpUOrpapckata OCHOBa Ha JIUCEPTAIMOHHUS
Tpya na oOCerHe Isjiara jJuTeparypa B IbJIHUA ki o0eM. M Bce mak
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HAayyHOTO H3cJeBaHe ce€ OcHoBaBa Ha Hajgy 250 HayyHH
W3CIe/IBaHUS, TOJOBHHATA OT  KOMTO ca  MOHorpadum,
CHCTEMaTU3UPaHU CbOOPa3HO 00JIACTUTE HA HayKaTa — U3CJICABAHUS
32 KHHOM3KYCTBOTO M KWHOUCTOPHSTA; UCTOPHUUECKU H3CIICBAHNS;
CTHOJIOXKKH W3CIIECABAHMS, H3CIIEBaHUs, CBBP3aHU c
M300pa3nUTENTHOTO M3KYcTBO; (hoTorpadcku wu3cienBaHUs, B TOBa
YHCII0 U al0yMu; EHIMKIIONEANYHN CTIPABOYHHIIN U yKa3aTelu.

TeBopuectBoTO Ha  Opars MaHaku B HeEroBaTa
MHOTOACIIeKTHOCT € TpPEAMET Ha MHOXKECTBO H3CIEIAO0BATEICKU
TBPCEHHS Ha CEBEPHOMAKEJOHCKH MCTOPULU M H3KYyCTBOBEAH.
JlucepTaloHHUAT TPyA C€ M030BaBa HA IIOBEYETO OT TIX, HO
MOCTaBsl OCHOBEH aKIEHT Ha JIBE CPaBHUTEIHO HOBU MOHOTpaduu —
elHa HCTOPHUYECKa U €HA U3KYCTBOBEICKA.

[IppBara — ,,TBopemTBOTO Ha Opakata Manaku® (1996 r.), e
IUIOJ Ha KOJICKTHBEH Tpyd — HM3naHue Ha ApxuB Ha PemyOnuka
Maxkenonus, B KOWTO ce oma3Ba (poTorpad)ckOTO MM HACIEICTBO.
Uzcnenosarenckure TOCTOMHCTBa HA MOHOTpaduATa, MOCBETEHA Ha
TBOPYECTBOTO HA OMTOJICKMTE KWHEMAaTOrpaucTH, ce ouepraBar OT
rosiemust 6poi oTorpaduu, MyOIMKyBaHH Clie/l BCsIKa TiaBa (4ecTo
obaye pa3MHHAaBaIllM c€ C aUIIMpaHUTE TEMHU) M 3abJIO0YCHOTO
U3CIIE[BAHE HA JKUTEHCKHA NIBT Ha JBaMara OpaTss M TIXHOTO
¢dororpadcko HacieacTBO. B ocramamata romsMa  4acT  OT
U3JIOKEHHETO ce HaOmromaBa M3BECTEH OHUCOaNaHC MEXAY CMEJo
MaHU(PECTUPAHOTO 3arlaBME€ W ChIABPKAHUETO HA MPOYUBAHETO.
KonektuBHUAT Tpyn mpaBu MOAPOOEH HMCTOPHUYECKH 0030p Ha
MOJUTUYECKOTO pa3BUTHE B  HCTOpHKO-reorpadckara obmact
Makenonus cien Mropiierckara peopMeHa nporpama, mocieBaH
OT HCTOPHYECKH TMperie Ha OOLIECTBEHO-TIOIUTHYECKOTO U
KyATypHO pa3Butue Ha burtons B kpas Ha XIX u mbpBara nojoBHHA
Ha XX BeK. AKICHTHT € IOCTaBeH BHPXY CTOIAHCKOTO pPa3BUTHE;
OTKPHBAaHETO HAa YYXIUTEe AMIUIOMAaTHYECKH KOHCYICTBA B Tpaja;
HaIMOHATHO-0CBOOOIUTETHUTE 00pON B BUTONCKHS PEBOIOIIMOHEH
OKpBI; UyXAWTE TpomaraHad; MiazoTypckara —peBOJIOIHMS,
Bankxanckute u IIppBara cBeToBHa BOMHA; aHTH(amucTKaTa O0poa,
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Pa3BUTHETO Ha 3IpaBeola3BaHEeTO, MPOCBETaTa, KyITypara U CIopTa.
Uctopuueckuar mpernex € HanmwcaH B Jyxa Ha O(UIHAIHO
apuIIUpaHUTEe MAKEIOHHCTKHM Te3W Ha CEBEPHOMAKEIOHCKHUTE
uctopuiy. HeobxonumocTTa OT MPOCTpaHEH HCTOPHUYECKH 0030p ce
apryMeHTHpa HEYOeTUTETHO C BIUSHHETO, KOETO OOIIeCTBEeHO-
MOJIUTUYECKUTE M HKOHOMHMYECKH XapaKTEPUCTHKM Ha JXUBOTa B
Butonst oka3BaT BepXy TBOPUECTBOTO Ha Oparsi MaHaku, KaTo Bce
[IaK aBTOPUTE YMECTHO IOAYEPTaBaT, Y€ OMTOJICKUTE KHHOIMOHEPU
Ch3[1aBaT CBOMTE MO3UTHBHCTUYHHN TBOPOU Hali-Beue TOraBa, KOraTo
butonst e BoeHHO-aAMUHHCTPATUBEH, CTONAHCKH, TUIJIOMAaTHYECKU
U TPOCBETHO-KYITypeH LeHTbp (B rpaHunara Ha OcmaHckara
umnepusi). Hait-noOpp OasaHc 1O OTHOLIEHWE Ha TeMara u
ChIBP)KAaHUETO IOCTUraT B Kpas Ha MOHOrpadusTa U3CIeIBaHUATA
Ha Hana I'eneBa bpaunuy um Anexcanmbp KpbcreBckn — Komika.
[IppBUSAT aBTOp mpoOCHensBa HAPOAHUTE HOCHMM U OOMYaum B
TBOPYECTBOTO Ha OWTONCKHUTE KWHEMATOrpa(ucTH, HAOIATANKH
U310 Ha (GOTOrpadcKOTO UM HACIEACTBO, B aHAIM3a HAa KOETO
OTHOBO ce HaOJronaBa 1ucOanaHc B 10132 Ha MaTepUajIHaTa Kyarypa
Y TIPEeIU BCUYKO — Ha OOJICKJIOTO (JIyXOBHATa KyJITypa € CIIOMEeHaTa
cbBceM Oero). Bropusar asrop — Aunekcanabp KpbcTeBcku, e
CIMHCTBEHHST, KOWTO  pasmiekAa  KUHOCHUMATENCKara |
MPOXKEKIIMOHHA JIeHOCT Ha Opars Manaku, mpaBu (QHIMOJIONKKH
aHaJM3 Ha TBOPOWTE, NpOCIensiBa ChABPKAHUETO MM, TPYNHpa T'H
XPOHOJIOTHYHO, TeMaTHYHO U Tomorpadcku. Jlumcara Ha ceprosHa
JIOKYMEHTAJIHA OCHOBA B U3CJIEOBATEICKUS TPY/A BOAU JI0 MPOIYCKU
W TPEIIHO JaTHpaHe Ha KUHONPOAYKLHMHTE — ETHOJNOXKKHUTE (priaMu
TPYAHO OMxa MODIH Jia ObJAT JaTUPaHW, Ch3JaBAHETO HA IIBPBUTE
¢wIMu aBTOPBT OTHAcs BeOHBX KbM 1905 1. — B Hayanoro Ha
MoOHOrpadusiTa, BTOPH IbT B Kpast 1 — kbM 1906 (mo cBeneHus Ha
Munron Manakwn); ¢punma ,,IIpocnasa Ha cB. Kupun u Meronuit®, B
YHETO ChIbpKaHUE CE OTKPOsBa JIPYKECTBO ,llenucrepcku roHaK",
opranuzupano mpe3 uiaroro Ha 1909 r., aBropsT mocrass B 1909 r.,
OTHACAWKM TOsIBaTa Ha JPYXECTBOTO B OLIE IO-paHHU TOAMHU —
1905 r.; neHTHUTE, MOCBETEHH HA TOJWIIHMHATA OT MiamoTypckara
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peBomonus, ca gatupanu B 1908 1.; mocelieHueTo Ha pyMbHCKATa
neneranus B butona, Tonmem m Pecen — B 1909 1. Jlumcara Ha
CepHo3Ha JIOKyMEHTaJHa OCHOBA M TIOTPEIIHUTE HCTOPUIECKH
WHTEPIpETAU B MOHOrpadusiTa HaMaIsBaT HaydHaTa CTOMHOCT Ha
W3CIIeIBAHETO, MPOTHBOPEUNBUTE ABTOPOBHU TE3U T'O MPABST OIIE T0-
Henmpo(eCHOHATHO, BBIPEKH Cepuo3HaTa My HCTopHorpadcka
3HaYUMOCT (u3BBH apUILUPaHOTO 3aruaBue) 3a
CEeBEPHOMAaKEJOHCKaTa HCTOPHSI.

Hobpe cTpykTypupana u 00OCHOBaHa € MOHOrpadusira Ha
Urop CrapagenoB — ,Manaku* (2003 r.). CeBepHOMAaKEIOHCKUAT
KHHOU3CJIEIOBATEN MTOIX0X/Ia KPUTHYHO KbM HSIKOW OT TE3WTE Ha
MpeeCTBeHUIINTE, n3cieaBanu opars Manaku. OcHOBHaTa Te3a Ha
KHHOUCTOPHKA € M3BEXKJAaHe Ha HEOOXOIMMOCTTa TBOPUECTBOTO Ha
Oparss MaHaku Ja ce pasmiexJa KaTo eJHa eIWHHA, HepaszJeiiHa
ISUIOCT — M KaTo HCTOPUYECKH, W KAaTO PENICBAaHTEH €CTeTUYECKU
¢dakt. B mobpe Oamancupanms Tpyn Ha Urop CrapmenoB iwmricBa
3aIbJIO0OYCHA  MACHTU(UKAIMS HA  BH3YQJIHHSA  JICTONIUC  —
W3CIIeIBAHETO € JIMIIEHO OT JeTailieH aHanmu3 Ha CHOUTHATA,
CHOTBETHO — OT HUCTOPHUECKH KOHTEKCT. OCHOBHATa MPUHOCHA POJIS
Ha  MoHorpagusiTa € B  U3NOI3BAHETO HA  YyKJara
KHHOUCTOpHOTpadus MO TeMara — B TOBA YHCIIO M M3CIEABAHUS Ha
TPBIKH aBTOPH C KPHUTHYEH TIOMIEA KBbM JIOMMyCHATHTE OT THIX
(hakTyaTH HETOYHOCTH.

KirouoBu 3a mpocnensBaHe Ha *KHBOTa U TBOPYECTBOTO HA
Manaku ca W WU3CIeBaHUATa HAa PYMBHCKUS KHHOKPUTHK U
kuHouctopuk Mapuan Lynyu ({yuyu, M. ,,Jnaxu Manaxu — oenen
odonucnux 6o 1903? Hosu ¢paxmu 3a opakama Manaxu *; lyuyu, M.
, Hosu ¢axmu 3a epckume na Opaxama Manaxu co Pomanuja*).
Toit 3a MEpPBU BT apryMEHTHPA OTHACSHETO Ha ITHPBUTE UM (UIMHU
kbM 1907 T.; W3HACA NMAaHHU 3a pernopTepckara JAeHHOoCT Ha SHaku
Manaku B Ka4ecTBOTO My Ha ¢oTorpad (kKaro BOeHEH JOMUCHUK OT
MaxkenoHust B TOd3a Ha PYMBHCKOTO WITIOCTPOBAHO CIHMCAHNE
Luniversul); mn3ka3Ba CHbMHEHHS OTHOCHO  KaTETOPUYHHUTE
TBBbPACHUS HA KHHOUCTOPUOTpa(uATa, Ye LEeTyIOUAHUTE JOKyMEHTH
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Ha MaHaku H300110 HE M3IM3aT OT OWTOJICKOTO WM aTelie BbB
BPEMETO Ha CH3/1aBAHETO UM.

LJANMHAEH B KHHOTO® € €eOWH OT AaKIEHTUTE B
M3CIIeIOBaTEICKUTE TBpPCEHUS Ha KuHoucrtopuuute Kocrtanuu
KoctoB u Ilerbp Kbpmxunos. TpyabT Ha ObpBHsI € OCHOBOIOJIAT AL
3a TMOCNEeBAINTE HAyYHU NWPEHHS, MOCBETEHW Ha WIWHACHIU. B
kHurara cu ,,VInmuHIeHCKOTO BhcTaHue B KuHOTO® (2000 T)
Kocranun KoctoB mocraBs 3a mbpBU MObT Temara M nunaeH,
npeHeOpersaHa TOAMHMA Hapell B THPCEHUATa HA KHHOMCTOPHIHUTE,
KaTo KITFOYOBa 32 HMCTOpHUATa HAa OBITapcKOTO KWUHO. B Tpyma cum
aBTOPBT OMOBECTsBa (PHIMOBOTO ChIAbP)KaHWE Ha JICHTHTE, KOHWTO
chb3laBa aHmMickusT oneparop Yapmns Paiinsp HoObn B maneunara
1903 r, m mocTaBd HayaloTo Ha nedara ,MMaT JU TPHHOC
HENYTOUIHUTEe JOKyMEHTH 3a OBJrapckata KHHOHCTOPHS .
OrpaHnYeHusIT WCTOPUYECKH KOHTEKCT, 3acsrail mpoOieMaTHkara,
CBBbpP3aHa c Nnmanencko-IIpeodpakencko-KpbcToBIeHCKOTO
BbCTaHHE, BOAU JO HETOUYHOCTH B OIpEJeNsHEe Ha MACTOTO Ha
3acHeMaHe Ha (GUIMUTE W HAIIMOHAIHUS XapaKTep Ha BbCTAHUETO —
aBTOPBT OB PIKa Te3UTe Ha CEBEPHOMAKETOHCKHUTE
KHUHOUCTOPHIIU, Y€ ,,WIIMHICHCKaTa cepus” Ha HoO®bia € 3acHera B
Ocmanckara umrnepusi (B MakeoHUs) W, BBIIPEKH UYe MPUIHCISABA
¢wiMuTe KM OBITAPCKOTO KUHO, MOJAYEPTaBAMKH, Y€ TO JAyX H
ChIbpKAHUE ca OBITapcKH, TMpHJaBa HAa TEPMUHA ,,MAKEOHIIN
E€THUYECKH MPUBKYC (OCHOBHHUTE T€pOM Ha JICHTHUTE ca U ,,0barapu®,
u ,,MakefoHIu ‘). OT4acTi HEMPO(YECHOHATHO € ¥ OTHOIIEHUETO Ha
KHHOUCTOPHKA KBM JOKYMEHTAIHUTE W3TOYHHMIM (4YacT OT
LMTUPAHUS B U3CIIEABAHETO HAyUEH arapar € HeTOUEeH U JIUTICBA).

[Ipenusen B apryMmeHTanusaTa 1 no3osaBaHusTa cu € llersp
KepmxunoB. ABTOpBT NpbB 000pBa TE3UTE HA M3CIENOBATEIUTE OT
CeBepHa MaxkenoHHsI OTHOCHO MSCTOTO Ha 3acHEMaHE Ha
HATUHIEHCKaTa cepus (B bbarapus), mocouBaliku  KakTo
ObNTapckaTa HAIMOHATHOCT Ha ,,aKTHOPUTE™ B ,,CIIEKTAKBIA™ Ha
HoObn, Taka n xapakTepa Ha camMoTo BbcTaHue (Kwpoowcunos, I1.
,, Kunonuc 3a Hnunoen. Hnunoenckomo eévcmawnue — nogoovm 3a
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3acHemanemo Ha nvpsume Quimu ¢ bvacapus ). llpenusHoctra u
netaimHoctTa, Kouto [letbp KbpmkuioB mposiBsBa B mpoleca Ha
naeHTH(UKaNMsS Ha JIGHTUTe, My TIO3BOJISIBAT Ja apryMeHTHpa
YBEPEHOCTTA CH, Y€ aHIIMHCKUAT OMEPaTop M HETOBUAT MPOIYICHT
ca ITBPBOANIOCTONM B peaH3aluiTa Ha MBPBUTE XMBH KAPTHHH B
OBITapcKOTO KHSDKECTBO W 3aeMaT MOYEeTHO MACTO HE B
kuHOJNIeTouca Ha OwBma IOrocmaBus u  jgHemnHa CeBepHa
Makenonusi, a B To34 Ha bbarapusi.

Bropara ronsima KMHONPOAYKIUS, IMOCBeTeHAa Ha WnmH[eH,
cp3manena ciexn [IppBara cBeToBHA BoMHA — ,,MakenoHus Ha QrIM*
(1923-1924 1.), e BTOpPHAT OCHOBEH aKIIEHT B MOHOTrpadusTa Ha
Kocramun Koctos. [IspBOTO M3cienBaHe Ha QuiiMa € HApPaBeHO OT
n3cnenoBarens or Comuanuctiuaecka permybnnka Makenonust bane
YaMKOBCKM MHOT'O CKOPO CJIe/l Bb3KpbcBaHEeTO Ha (uima B Ckomue
— OT HETO 3al0YBa W TOTPEIIHOTO THIKYBaHE HA MPOMYKIUATA KAaTO
ITBPBHSI CHIIMHCKH ,,MaKeJIOHCKH (WM™, HampaBeH OT ,,MaKEeJOHIIN
3a Makenonus™ (Yaouxoscku, b. ,, Kon Ookymenmapuuom @uim
., Makedonuja” om 1923 200una ). BpITapCKUAT KHHOU3CIIEAOBATEI
Kocramun KoctoB cnenBa wuHepusTa Ha KUHOHCTOPUIIUTE OT
forozarnajgHara ObJrapcka CbcelKa, JOMbJIBalikM OuorpadusTa Ha
(mma 6e3 KpUTHYEH TOTIe]] BbPXY XUIOTE3UTE U TOKyMEHTATHATa
0a3a Ha wm3cienBaHusATa WM. [logpoOHOTO TIpociensBaHe Ha
ChIBPKAHUETO Ha JICHTAaTa M KPaTKUAT aHOHC 3a HeWHara chjada ca
MPOABDKEHH M Tpelu3Ho JombiHeHn oT Ilersp Kopmxuion
(Kvpoorcunos, 11. ,,Cvobama na ¢uima ,, Maxeoonus” (1923—
1924)“). To#l wm3Kka3Ba TMOMO3PEHHS OTHOCHO 3aJIeTHAIHNTE B
ThpceHusaTa Ha Kocranun KocToB u mpeaiecTBeHUIIUTE My TE3H, 4e
creHaprcT Ha puiMa e Apcenn MOBKOB, H caMo OrpaHHYEHOCTTa HA
MOJI3BAHNUTE W3TOYHHIIA W JIUIICATa HAa WCTOPHYECKU JUCKYPC Ce
OKa3BaT IpeyKa 3a KaTerOPUYHOCTTa Ha ChbMHEHMATA, M3PA3€HU OT
W3CIIeI0BATEIS.

Opranusupanero B beiarapus Ha emurpanusra oOT
Makenonus cien [IbpBata cBeTOBHA BOMHA W HEHHATa aKTUBHOCT ca
mpoyueHu ot AnekcaHabp ['pebeHapoB B MoHoOrpadusara my
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»JIeraJHl M TallHW OpraHM3alMd Ha MAaKeJOHCKHTE OeXaHIH B
Bearapus (1918-1947)“. ABTopbsT mpociensBa (OPMHPAHETO Ha
OeXKaHCKUTEe OpPraHu3alud M 3aJa4uTe UM, CBBP3aHU C OTCTOSBAHE
mpaBaTa Ha ChHAPOJHHUIWTE, OCTaHAIM IOJ 4YyXJa BJIACT, CbC
cTpeMexa MM Aa o0JeKyaT W MOANOMOTHAT JKUBOTA HA 3aCEJIUIINTE
ce B bearapus cemeiicTBa, ¢ BAMSHHETO UM BBPXY OOILIECTBEHO-
MOJIUTUYECKUSI U KYATYpEH JKMBOT B CTpaHaTa, C MHOr0oOXBaTHaTa
UM AEHHOCT M M3sIBH, B OCHOBaTa HAa KOMTO BMHAIM 3aJsira €AHA U
Chllla Uzes — Ja ce MPEKpaTh TePOPBT HaJ OBITAPUTE B CHCECIHUTE
CTpaHH.

B 1hpcenero Ha mbTHINA W dakTOpu (POTHU M UYXKIH) 32
paspeliaBaHeTo Ha TO3M Hal-BakeH 3a OekaHckuTe (opmarmu
BBIPOC, T€ IOHSIKOTa C€ M3MPaBiIT €AHU Cpelly APYIHM U Tasu
KOH(POHTAIIHs OKa3Ba BIUSIHKUE HE CaMO Ha OCBOOOAUTEITHOTO JETIO,
HO M Ha KOHCTPYHPaHETO Ha HCTOPUYECKHA pa3ka3 3a
,»,MaKeIOHCKaTa HalMA", Ch3AaCH OT 3amajHaTa ObiIrapcka chCceka,
KOHTO TmpeHeOpersa XWISiAW JOKYMEHTATHH CBUJACTENCTBA 32
OBJArapcKusl €THHYECKH NPOM3X0oA Ha Oexanuure. EnHO oT Te3u
CBHUJIETENICTBA — (DUIIMa, CEBEPHOMAKEJOHCKUTE W3CIICOBATEIH HE
WTHOpUpAT, a HAlpPOTHB — pa3BsABaT 3HAKOBO KaTO KYJITYPHO
HACJIEAICTBO C M3KIIOYUTEIHO 3HAUYEHHE. 3aToBa NPOYYBAHUSTA,
CBBpP3aHH C KHUHONPOAYKIHUATA ,,MakeloHUS Ha (QUIM™, 3aeMaT
BaXHO MSICTO B JHCEPTALMOHHMSA TPYA — T€ 00OCHOBAaBAT HE Camo
HEoO0XOIMMOCTTa TBOpOaTa Ja Obje BKIIOYCHA B JIOKYMEHTATHUS
JETONHC Ha  HAIMOHAIHO-OCBOOOAWMTENHHTE OOpOM U B
XPOHOJIOTHSTa Ha OBIrapCcKOTO KMHO, HO M IOKAa3BaT KJIIOYOBOTO
MSCTO Ha BH3YAIHUS pa3ka3 B HCTOpHATA Ha OBITAPCKOTO
HAIMOHAJIHO-OCBOOOAMTEIIHO IBIKEHHE B MEpUOJa MEXIy IBETe
CBETOBHHU BOWHU.

Ucropuorpadckata ocHOBa Ha TOCIEAHATa NOATEMa B
JIMCEePTAlMOHHMA TPY/ Ca ABE CPABHUTEITHO HOBU KHHOMCTOPUYECKU
W JIB€ ICTOPUYECKHU H3CIIC/[BAHHS.

Bearapckust 100-rogumen ¢uiIMOB Ipolec W HeroBaTa
UCTOpHUS Tpe3 MOorjesla Ha NPOyYeHH W HEMPOYUYECHU JTOKYMEHTAIHU
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W3TOYHMLM pasriiexga B MoHorpadusara cu ,,Cunema. Bg. 100
TOAMHU (PUIMOB MPOIIEC — TUIHOCTH, (PUIMHU, CaTIOHU"* OBITAPCKUAT
KMHOKPUTHK ¥ KHHOHUCTOPUK Asnekcaabp SfHakueB. B Tasu
o0o01maBaia padoTa UCTOPUUECKOTO MPOYUBaHE Ha M3TPAXKAAHETO
Ha KuHemarorpadusiTa ce pasriexia npe3 Npu3Mara Ha HEHHHUTE
OCHOBHHU JIBHTaTelM — JUYHOCTHUTE. M3cienBaHeTo ChAbprka LIEHHA
nHpOpMaLus, CBbp3aHa ¢ OAX0a HA HHTEUTCHIUATa KbM KHHOTO,
[IEH3ypUpaHeTo Ha ¢uiIMnuTe, (QUIMOBOTO TPOU3BOJACTBO Ha
JbpkaBHUST YYCHHYECKH KHHeMaTorpad, 3aKOHONATEJCTBOTO U
W3rpaXJaHEeTO Ha COoLMaIMcTHYecKaTa KuHemarorpadus. Bepen
MHOTOTO M30pOEHHM 3ariaBusi Ha OBITAPCKHA KHHOTPOIYKIMH 00ade
»~MakeqoHus Ha QUIM® He TPUCHCTBA. BBbpXy Tasu Tema ce
KOHIIEHTPUPA HACTOALIMAT TUCEPTALUOHEH TPYA.

BropoTto xuHOMCTOpHOTpadCKO CHUMHEHHE, KOETO ChIbpKa
ronsiM  Opoit  (dakTomorus, CTPYKTypUpaHa XpPOHOJOTHYHO U
apryMEeHTUpPaHO, € MOHOrpadusiTa Ha UCTOpHKAa Ha KUHOTO IleTwp
Kbpmxunos — ,,Kunoxponuku, 3acHetd B MakeJOHUS IO BpeMe Ha
tpu BoitHu (1912-1918)“. C Hest aBTOPHT MPOABIDKABA JIHHUAATA HA
TBPCEHHATA CH, CBHP3aHU ¢ MakellOHHUs, BUJICHH TIpe3 Torieaa Ha
Yy)XJIUT€ KOPECIOHJICHTH U KuHemarorpaductu. HM3moxeHneTo
MpeACTaBiIsiBa CBOCOOpa3eH CHPAaBOYHMK HAa BCHYKU 3arjaBusi Ha
¢wIMHU, 0 KOWUTO € JOCTUTHAJI B W3CIICABAHUATA CH aBTOPHT, U
cbh3naBa Oa3uCHa OCHOBAa 3a IIO-HATaTBIIHW INPOYYBAaHHA Ha
ObJirapckata HalMOHAJHA TMOJIMTHKA, BHJSHA Tpe3 Toriena Ha
qyKJICHIIUTE.

[Ipu npocnensBaHe Ha MPONaraHAHUTE aCIEKTH Ha KWHOTO B
MociieZlHaTa TMOATEeMa, TUCEPTAIMOHHUSAT TPYyA C€ OCHOBaBa Ha
MHOXECTBO HCTOPUYECKHM CHUMHEHUS — 3a TEOPETHYHAa OCHOBA
CIIy)kaT u3cieABaHusTa Ha Enyapa bepnaiic — ,Ilponmaranga® u
,DopMmupaHe Ha OOIIECTBEHOTO MHEHHE, KAKTO M MOHOrpadusiTa
Ha WBan Wmues - ,PoauHata Mu — 1@paBa WIM  HE.
BoHImHOMONMMTHYECKA mpomnaranaa Ha GankaHckure crpanu (1821—
1923)“. OcHoBHUTE lienu B u3cie/BanusaTa Ha Exyapn bepnaiic ca
Ja oueprac KOMYHHMKALIMOHHHUS MOJEN Ha TpolaraHaata u
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M3IIOJI3BAHETO M KATO MHCTPYMEHT 32 MCUXOJIOTHYECKO BH3AEHCTBUE
U KOHTPOJ BBB BCHYKH C(epd Ha KMBOTa — BIACT, IOJIMTHKA,
oOpa3oBaHre, HayKa W W3KYCTBO. bepHaiic € eauH OT MAaJKOTO
TEOPETUIM, KOUTO pas3riIexaar Iponara€iara B HeifHarta
MIOJIOXKHUTENHA KOHOTALUS — KaTO He00X0uMa 3a BbBEXKIAHE Ha pell
B Xaoca.

B wuscnemosarenckus cu Tpyn Meam HMinyeB oueprasa
paMKHUTE, B KOUTO C€ ABMKU BHHITHOIIOJIUTHYECKATA IpollaraHia Ha
OanKaHCKHUTE HApOAW. AKUEHTHT Ha M3CIEABAHETO € BHPXY HAUYMHA,
o0 KOWTO mpomaraHgara ce ¢opMupa M OCBLICCTBSABA, HO
pasriiejaHa He OT TJIelHA TOYKAa Ha KOHKPETHH [EHCTBHS Ha
OanKaHcKaTa IOJIMTHKA, a Ha CHMBOJHO HUBO — C apryMEHTH,
MPUHOMH, MPOMAraHIH! MOCIaHMS, CTEPEOTHUIIH, KOUTO HE YMHUpAT,
3aTBOPEHH B XpOHOJOTMYHATa paMKa Ha M3CIEIBaHETo, a
MPOABIDKABAT U 10 THEC.

[Iponmarangata B bbarapusa e npeaMeT B H3CIEIBAHETO
,JctuHa mo Bpeme Ha BoitHa ([Ipomaranaara B beirapus npe3 1941
— 1944)“ ma Iletko benoxkoncku. T e BakKHa 3a HACTOSIIMS
JUCEPTAIOHEH TPY/I, 3aII0TO PAa3TIeK/a ACTANIHO [s1aTa UCTOPHUS
OKOJIO cb3laBaHe W (QyHKOMoHWpaHe Ha Jupeknusra Ha
HallMOHAJHATa IpollaraHja BbB BpEMETO Ha BropaTa cBeTOBHa
BoiiHa. B MoHorpadusita cu aBTOpBHT SACHO OTKpOsiBa OoOpa3a Ha
Jupeknusara kaTo Abp>KaBHa MHCTUTYILMS, YMSATO OCHOBHA 33J1a4a €
Ja TIOAKpens BCHYKM HAECHHH M TNPOrpaMHU Hayaja Ha BJAcTTa,
M3MONI3BAKK MHUPOK HAOOp OT MexaHU3MH. EAMH OT TSAX € ¥ KUHOTO,
pasmiiefaHo OT aBTopa IIpe3 Ipu3MaTa Ha 4YyXkJaTa HEMCKa
KrHeMarorpadusi U MHUPOKOTO M Pa3lpOCTpaHEHHE MO €KpaHHWTE B
Bboearapus no Bpeme Ha BoiiHaTa.

W3knrounTenHO ToONE3Ha 3a LETUTe Ha JUCEpTallMOHHMS
Tpya € MoHorpadusrta Ha bostH Cumund ,,/IbprkaBHATa Mponarana B
IOrocnaBus n bearapus mnpe3 30-re rommHm Ha XX Bek™.
CrpIecTBeHa YacT OT JUCEPTAIMOHHUS TPYA € KMHOIPOIaraHaaTta.
ABTOPBT pasriexia MNOJOKEHHETO Ha (uiMoBaTa HMHAYCTPHUS B
bearapus u B IOrocnmaBuss — mpaBu CTaTUCTUYECKH aHAIW3 Ha
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WHTEpeCa KbM KHUHONPOXKEKIMUTE, Opos Ha KWHATa U
KUHOpenepToapa; MNpociesBa 3aKOHONATEICTBOTO, IIEH3ypara u
M3IMONI3BAaHEeTO Ha (QIIIMUTE B yCiIyra Ha moiuTmdeckara BmacT. C
OrJie]l Ha OCHOBHATA CH IIEN, aBTOPHT MPOCIE/sABa B Ha-00I] TIaH
BCHUYKM acIeKTH Ha KHHOIpOIaraHmara, 0e3 Ja OTIeNs MSCTO Ha
ChABPKAHMETO Ha (PIIIMUTE U MPOTATaHIHUTE BHYIIICHUS, KOUTO Te
HocsT. ToyHO TOBa € eJHa OT LIETTUTE Ha HACTOSAIIMUS JUCEPTAITMOHEH
TpYyA.
Cbabp:kaHue HA JUCEPTANUATA

JucepTallMOHHUAT TPYA C€ CHCTOU OT YBOJ, YETUPH INIaBH,
3aKJIIOYCHHE, TPUIOKEHUS 1 Onbrorpadus.

[IspBaTa wacT OT W3CAEABAHETO € IIOCBETEHA Ha
€BOJIFOMPAHETO HA KUHOTO U MPEBPBLUIAHETO My — OT €IHA CTpaHa, B
CUHTE3UPAaHO HM3KYyCTBO, OT Jpyra — B HpeArnodntaHa ¢opma Ha
KoMyHUKaus. CTpeMeXbT a c€ OTKpPUE MOCIEIOBATEIHOCTTA Ha
oopmsHe Ha (pUIMOBaTa MHUCHI M W3TPAXKTaHE Ha KHHOE3WKa €
CBBp3aH C HEOOXOIMMOCTTA Jia C& YTOUHAT BPB3KUTE, MPHWIUKUTE U
OTJIMKUTE Ha HOBOTO M3KYCTBO ChC CTapUTE KYITYPHH SIBJICHUS, 1a
ce (uKcHpa MPHEMCTBEHOCTTA W OCH3HASAT 3aKOHOMEPHOCTHTE Ha
mosiBaTa M ycrexa Ha KuHOTO. CHIIEBPEMEHHO TO HE MOXE Jla Ce
pasriiexaa BCTPaHH OT MPOCTPAHCTBEHO-BPEMEBUTE M3MEPEHMS HA
COITMATHO-MKOHOMHYECKHUS M TOJMUTHYECKH JKUBOT, KOUTO MPOMEHS
TBOPYECKUS BT HA KYITypHUTE (eHOMEeHH. B Tasm mbpBa 4acT ce
BrucBaT u (Quiamure 3a MakeJoHMs — B IbpBara IOJIOBMHA Ha
pasmiIexaaHus MEepruol T€ OCHOBATEIHO MOTAT Ja ChIEPHUYAT Ha
CBETOBHUTE 00pa3ly U Jia MPETEHANPAT, Y€ ca JOCTOWHHU U3PAZUTETH
Ha TEXHUYCCKUTC W UIACHHO-ECTETUYCCKH XapaKTEPUCTUKU Ha
OOpeIIoTOo Cce 3a JETUTUMAIUS HU3KYCTBO. 3apajid KOJIMYECTBCHUTE H
KauyeCTBEHU MIPEUMYILECTBA, CIIeIIATHO MSICTO 3aeMar
LEeTYTONTHUTE JTOKYMEHTH Ha Opars Manaku. TBopuecKHAT UM
MOYEepK e ocnsi3an oT XPOHOJIOTMYHO-TIPOCTPAHCTBEHA
MPOHHUIATETHOCT W OE3MOrpeIIHA KOMITO3UIMOHHU PEIICHUs, OT
MPEIU3HO MONOPaHU CIOKETH M JI0Ope MOCTPOCH BU3yaJleH pa3Kas,
KOMTO OIll€ B CAaMOTO HadaJio MOKa3Ba CXOJICTBAaTa Ha CJIOBECHOTO M
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00pa3HO TIOBECTBOBAaHME M 3HAYMMOCTTAa Ha LEIYJIOWAHUTE
JOKyMEHTH 3a HCTOpHYecKata Hayka. B mbpBata r1iiaBa
KHHEMATOrpaCKUAT  KOHTEKCT Ha  (QUIMHTE  TPeaxokia
HUCTOPUYECKHS, 3apafy caMusi OOEKT Ha U3CIIeABaHe — GUIMHUTE — T
ca Te3u, KOUTO HAcOYBaT BHUMAHHETO KbM OCHOBHM U Ba)KHHU
ACTIEKTH OT KUBOTA B UCTOPHKO-TeorpadckaTa 06IacT — mpeaMeT Ha
HACTOSIIUS JUCEPTALOHEH TPy, M Taka ce MPEeBpPbhLIAT BbB BaXKEH
BU3yaJleH [OKYMEHT Ha eIoxaTra, B pa3ka3, IpedyleH Ipe3
CCTeTHUECKUSI M MPEXKHUBEIHIICH ONHUT Ha HaOII0AaBalIvs.
PaskpuBaHeTo Ha 3aKOHOMEPHOCTHUTE B PAXXTAHETO M M3PACTBAHETO
Ha KHMHOTO JaBa BB3MOXXHOCT Ja ce pa3depaT HEBUAUMHTE
MEXaHU3MH, CIOMAaraiiyd BB3NPHEMAaHETO W CHIPEKUBSIBAHETO Ha
¢mima. M30ysBaHeTO Ha M3Pa3HUTE CPEICTBA Ha HOBOTO M3KYCTBO
Mpeaonpeaess ClIocOOHOCTTa Ha KMHEMaTorpaduyHaTa pearHocT aa
Chb3laBa BBOOpaKaeMH CBETOBE, KOMUTO C€ MpPEeBpbhLUIAT B
JNEeHCTBUTEIHOCT Ype3 3a)KUBABAHMUATA Ha MyOIMKaTa ¢ KHHOpa3Kasa,
a TI0 TO3W HAa4MH Ja OKa3Ba MOIIHO BB3JCHCTBHE, Ja BIUSC BBPXY
BCEKUAHEBHUTE IMOBEICHYECKH MOJIENIM, Ja H3BEXIAa COLMAIHU
Harjacu W Hanuogopmupaniy (EeHOMEHH, Jia BH3IMTaBa, Ja JaBa
H/ICK]IA.

Bropara 1maBa OT [AuCepTaUMOHHUS TPyA pasmiexnaa
Makenonust pe3 obexThBa Ha Opatst Manaku. [lucepTalluOHHHAT
TPyA pasgeis TBOPYECTBOTO MM Ha JBa OCHOBHM Jsja —
KYATYpOJIOKKH ¥ McTopruecku. ToBa paszaeneHre ce 000CHOBaBa OT
TEMaTUKara, ChIbPKAHUETO ¥ TIOBECTBOBAHMETO KAaKTO Ha
(hotorpadckoTo, Taka U Ha KHHEMATOTPaPCKOTO UM OOTaTCTBO.

ChCcpenoToyaBaHeTO BbPXY ETHOKYITYpHaTa crenupuka u
aKIEHTUPAHETO BbPXY MNaTpUapXalHusi OUT € PSAOKO SIBICHUE 3a
KMHOTO B OH3M mepuof (3opata Ha XX Bek). ToBa ca mbpBuTE
eTHorpadckn (UIMOBH CHUMKH, KOHWTO TIPOCIEASBAT Iisiara
cneun(uKa U HAYMH Ha JKMBOT Ha XOpara OT OIpeZelieH PEernoH — B
cirydas HacenmeHuero oT lOrozamagna Maxkenonus. Te3n kparku
KMHOAOKYMEHTH IpeBpblIar Oparss MaHaku B THOHEpH Ha
OankaHckaTa KuHeMarorpad)cka aHTpOIIOJIOTHS — T€ OuepTaBar
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TPaIUIMOHHUS MOJAEN Ha TaTpUapxajlHOTO OWTHE B MBPBOTO
necermwierde Ha XX Bek. OCHOBHUTE CyOEKTH BbB (PUIMHTE MM ca
oOImHocTUTe. BU3yanHUAT JE€TONUC MpencTaBs MOYTH PABHOMEPHO
pasnpesieneHy POy Ha JIBE OT TSAX — BIIACH W ObJrapu — B IbPBUTE
OparsTa IpPUIIO3HABAT ceOe CH; BHB BTOPHUTE — HAW-MHOTOOPOIHUS
€THOC B buTOJICKO, KONTO, Cpeli MHOTOJIMKOTO HAaceJIeHHUE B Te3U
reorpackiu LIMPUHM, € OCHOBEH HOCHUTENl Ha TpaAHLHUOHHATa
IyXOBHa M MaTepuajHa KyJITypa.

JlokyMeHTamHuTe penopTaxu TPOABIHKABAaT  JIMHUATA,
odyepraBaiia KyITypHUTE XapaKTepUCTUKH Ha  HACEJIEHHETO,
MPEeBPBLUIANKHA (pUIMUTE UM B JICTONMCEH AOKYMEHT HA HUCTOPHSTA.
CTpeMexXbT KbM HAIMOHAIHO MPOOYXKAaHE W CaMOOTpe/elicHHe Ha
apOMBHHUTE B UMIIEPHUSTA € ITOKa3aH C HIAKOJKO Mponykuuu. EnHa ot
I'bPBUTE € ,,YUWIHIIEC HAa OTKPUTO — MPHUBHUIHO 3a0aBHO (uimue,
JOKYMEHTHPAIIO €IWH YYWIUINEH 4ac B POIHOTO CEJIO Ha JBamara
Opartsi, B KOETO ca 3aKOAUPAHH COLMATHHU U MOJUTUYECKU TOCTaHUs
U CKpUTa KpPUTHKAa — KbM ,UyXAH“ (TpbIKara peakius Ha
cynranckus ¢gepmad or 1905 T. ¥ OmMOPTIOHHCTKAaTa MOJUTHKA Ha
AOayn XaMua — CeJoTo, B KOETO € 3aCHETO (PHIIMYETO, € OIOXKaPEHO
OT aHJapTH B ChIlaTa TOAWHA); U KbM ,,CBOHM (HACEIEHHUETO OT
€THUYECKH XOMOI€HHOTO CeJlo, JaJl0 CTapT Ha HaIMOHAJIHOTO
BBb3paXKJaHe Ha BIAacCHUTE B MMIIEPHTA, KOETO CAKAll HE Kelae Ja
BB3CTAHOBH JIBA OCHOBHH HAIIMOOIPEEISIIN MapKepa — yUHIUILETO
u 1mbpkBata). ChBceM Apyro ,,3BydeHe MMar TpU JOKYMEHTATHU
penopTaxka, CBbpP3aHU C IMOCEIIEHWETO Ha pyMBHCKara Jeleramus,
Haueno ¢ mpodecop Koncrantun HUctparu, B burons, lonmem u
Pecen mpe3 1911 r. Kputuunusar mnomien B Te3W MNPOAYKLIHU €
HAcOYEH CaMO KbBbM ,,dyXKJUTe" — MOIUTUYECKATa BIACT, KOATO MUCKa
Jla MOJIEpHM3Mpa HMIIEpHATa, HO HE IMpaBU JAOCTarb4Ho. Jlpyr
3HaYMM C MCTOpUYECKaTa CH CTOWHOCT (MM, CBBbpP3aH ¢ OypHHS U
[IPOTUBOPEUUB BOJIOBBPTEXK, B KOMTO C€ BIyCKaT HAPOJHOCTUTE Ha
MHOTOJIMKaTa WMIIEpUss B OWTKara CH 33  HalMOHAJIHA
npaBocyOekTHOCT, € ,,Ilorpebennero Ha muTpononuT Emunuan ot
I'pesena®. YOMICTBOTO Ha TPEBEHCKHUS TPBLUKHA MHUTPOIOIUT HMa
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Ba)XHU TOCJIEACTBUS, HAIXBBPISIIIM PAMKHUTE HA MPaBOCIABHUETO —
TO cjara Kpail Ha MIMPOKOpa3NpoCTpaHeHaTa WII03us 3a cBoOoaa 1
paBeHCTBO Ha HapoauTe B OcMaHCKaTa MMIIEPHs M ce TPEBPHIIa B
KaTaqu3aTop 3a HW30CTpsHE Ha TPBUKOTO HEJOBOJCTBO CpELLy
MJIAIOTYPCKHS PEKUM B MaKeqOHNS.

MacnemoBarenuTte Ha (QHIMOBOTO TBOPYECTBO Ha Opars
Manaku OTHaBaT HaW-TONAMO 3HAYCHHE HA  JICTOIHMCHUTE
KHHOTPOMYKINH, TIOCBETEHN Ha TOAWIIHWHATa OT MiamoTypckara
peBomorust pe3 1909 1. M moOCEeeHHeTo Ha OCMAHCKHUS CYNTaH
Mexmen V Peman 8 Makenonus (B CoiyH u B butons) mpe3 1911 1.
Kunoucropuorpadusra ormpenens Te3H bunmu KaTo
OCHOBomoNaramy 3a ogopMsHe Ha cHeuUUYHUs MaHHEp Ha
JIBaMara BIIacH Jla 3acHeMaT MaHHU(ecTaluy, mapajiy, MapiioBe,
TBpKECTBA — C €IHA JyMa — XH3HEPaJocTHaTa Thina. BcpimHoCT
MapajgnuTe Ha Pa3TUIHUTE IO CBOSI ETHUYECKH MPOU3XOJ M Bh3PacTH
MMOJAaHUIIM TI0KA3BaT, OT €IHA CTPaHa — OOIIEeCTBEHO-TTOMUTHIECKHUTE
TpaHc(OpMalli¥, HACTBIMIM CieJ Kpas Ha abcoloTh3Ma H
OTIIeYaTbka Ha COIMATHUTE M3MEHEHHWS Ha MOJACPHH3HpAIIara ce
UMIIEpHUsi BbPXY BCEKHIHEBUETO HAa HACEJICHUETO, a OT JApyra —
OCHOBHHTC JABUTaTCIIN Ha TE3N IIPOMCHU — CTHHYCCKUTEC
MaJIMHCTBA. B Te3nm (uiIMOBH pemopTaxxu ce OTKpUBAT U
HAIMOOTPEACTISIIIN MapKepH OT 3HaueHHe 3a ObJIrapckara UCTOPUS —
0 MaHu(decTUpamuTe BOCHHHW, YUSHHIIW, YYHUTENH, TPAXKIAHU, C
no0aBs 00pa3pT Ha OBITapCcKOTO THMHACTHUECKO JIPYKECTBO
»lIeTUCTepCKN  IOHAK, KOETO B OCMaHCKa MakenoHuss e
BB3IPUEMaHO Karo , TpuyMd Ha OBITapmIMHATA, CHMBOJ Ha
MoOJIepHH3aLMsATa U 00pa3ell Ha KOHCOJNIMAAIUATA Ha elHa eTHUIECKa
obmHocT. TakoBa KOHCONMIWpAIIO 3HaueHWE 3a ObJIrapure B
MakenoHuUsI UMa B OOLLECTBEHUST yXOBHO-YUHIIHILECH Npa3HUK CB.
cB. Kupun u Metoamii — Ha Hero kakrto Opars MaHakw, Taka u
IUCEPTAlMOHHUAT TPYH, OTAEIAT KIo4oBo Miacto. [locnennure
JICTOIMMCHU KHUHOIIPOAYKIMK Ha 6I/ITOHCKI/ITe KI/IHeMaTOFpa(i)I/ICTI/I ca
CBBP3aHM C YCTaHOBSIBaHETO Ha cpbOckara BiaacT B Makenonus. Te
ca MHTEpEeCHHU 3a ObJrapckara uctopuorpadusi, 3amoTo MapKupaT
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BAXHU TMOJUTUYECKH CBOWUTHS, OKazald ChAOOHOCHA pOJISI B
MocyeBalluTe BOWHY, ONPEeIeNIUIN ChA0OMHUTE HA MaKeIoHusI.

Tperata miaBa OT AUCEPTALIMOHHUS TPYyX € IIOCBETEHa Ha
Ununpenckara enomnes. PeBonronimonnnTe 60pOM Ha HAcEIEHHETO B
Makemonuss W TEXHHAT BpbX — Wmumaaencko-IIpeoOpaskeHcKo-
KpbcToBAEHCKOTO BCTaHUE, BEAHO C ABUraTeINTe UM (WIMHACHIN),
3aeMar Ba)KHA YacT OT U3CJICABAHETO, 3apaau creuupuuHaTa pos,
KOSITO MM OTpPEXJAT KaKTO HCTOPHATA, Taka W KUHeMarorpadusira.
WUnunpenckara mnoxremMa Tpachpa OTrPOMHOTO 3HAa4Y€HHE, KOETO
oTAaBaT Ha cBemronucute nednure or BMOPO u BMOK.
Wscnensanero mpociensBa TBOPYECKHS IOYEPK Ha OBJITAPCKUTE
BB3POXKACHCKH CBETJIONMUCIHN, ChPATHUIM HA PEBOJIOIHOHEPUTE OT
BTOpara noysioBuHa Ha XIX BeK, MOKa3Ba U MPUEMCTBEHOCTTa MEXKIY
nokonenusita Qortorpadu. Tasu HaAcHENCTBEHOCT  KaJOHUPA
BbTpCIIHATA BpPBb3KA M HAIMOHAJCH XapakTep Ha BHU3yaJHHUTE
0o0pa3iy — T4 € OCHOBEH OeJeT M Ha UCTOpHUYeCcKaTa MPUEeMCTBEHOCT
Mexay BwrTpemHara pepomrorronHa opranusainus (BPO) mpes
Be3paxkpanero u BbTpemnara MakeqoHO-OAPHHCKA PEBOIIOIMOHHA
opranmzanus (BMOPO) cinen Ocoboxnenuero. dororpaduure,
MOCBETEHH HAa  JIGHIMTE Ha  OBITapCKOTO  HAIMOHAIHO-
O0CBOOOIUTEIHO [BM)KEHHE, OCBEH Y€ BHU3YAJIN3UPAT CIIOMEHHTE,
MOKAa3BaT CIIOCOOHOCTTA UM Jia TIPOTIIEKAAT OTBBJ XOPU3OHTUTE Ha
HACTOALIETO, NPEAYYBCTBANKNA BaKHOCTTA Ha pasKa3aHUTE MCTOPHUU
W TEXHUs BU3yaJleH €KBHBAJICHT 32 ChbBPEMEHHOCTTa — KaTO MOIIHO
OpBXKHE 32 KOHCOJNMAALUS U TIpOTaraHaupane Ha 0CBOOOTUTEITHHUTE
uaeu; U 3a ObJELIETO — KaTo IIEHHOCTEH OPHEHTHP 3a Ch3JaBaHe Ha
KOJICKTHBHA ITaMET N HallTMOHAJIHA UICHTHYHOCT.

CrnenuduyHO MSICTO B W3CIEAOBATENICKUS TPYA € OTAEICHO
Ha 4YyXKJIara KuHemarorpagus, NOCBETEHA Ha OCBOOOAMTEIHUTE
60pOu Ha MakemoHckuTe OBJTapu. VIHHIEHCKUTE permopTaXu Ha
anrmmuanuHa Yapn3 Paiinbp HoOba Bu3yanu3upaT BCHYKO OHOBA,
KOETO €JIMH M3CIIeIOBaTe]l MOXE Jia OTKpUE B CBETJIONHCUTE U B
croMeHuTe. CXOACTBOTO B CIOKETHHUTE JIMHHU CE€ ONpPEAessl OT
OCHOBHMTE cueHapuctd Ha HoObBJIOBUS eKkpaHeH JeTomuc —
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OBNTapcKUTEe BBPXOBUCTKM BoWBoau MBanuo Kapacynmusara u
renepan MBan LlonueB. ChbabpKaTemHUAT aHAIW3 Ha TBOpOWTE U
AKIIEHTHUPAHETO BBPXY NEHHOCTTA HA IIABHUTE CYyOEKTH, OPOPMIITH
eKpaHHUs pa3ka3 Ha HoOBIOBUTE KWHOMHUCH, 3aTBbpIKIABAT
ObNTapcKusl XapakTep Ha BBCTAHHWETO, OO0OpBaT Te3W Ha
CEBEPHOMAKEJOHCKUTE KHHOWCTOPHITH, ITOKa3BaT 3a0elie)kKUTeTHaTa
MPOHHULATETHOCT HA €OUH TeHepan OT Obiarapckara apMmus jaa
MMOMYMHY €JHa HOBA MEIWs — CHMBOJ Ha MOJAEPHOTO BpeMme, Ha
nenuTe Ha  ocBoOoauTenHoTo ABWKeHHe. [locBereHute Ha
Oexxanmure JeHTH OT Pmiickust manactup u CaMOKOB, OT CBOS
CTpaHa, MPONBIDKABAT Ta3W JIMHUS, MAPKAPANKHU SICHO TIPE/CTABUTE
Ha (Oe3)npucTpacTHUS 3puUTEN 33 OOIIHOCTHOTO YYBCTBO Ha
HACEJICHWEeTO, MOThpCHUiIO yOexwine B bbiarapus, xosiTo B Te3H
TOIMHH HE € HHUTO TroJisiMa, HUTO HE3aBUCHMa, HO € CBOOOAHA
HaI[MOHAJHa IbpKaBa, 3a Ja ObJe MPUCTAHBT 32 MaKEIOHCKHUTE
KJIETHUIIH, KAKBBTO € POJMHATA-MalKa.

Bwopeku ue He MOXKEM Ja MPUYUCIUM JieHTHTe Ha HoObn
KbM OBJITapCKOTO KHHOMPOHW3BOACTBO ((PUIMBT € mpomylupaH OT
Yy)KJCHIIN), 3apajyd MPOHM3X0ola Ha PEXHChOPUTE U aKThOPHUTE B
WHCIICHUPAHUTE My WM peallHi pPEeropTaXH, 3apagd MICTOTO Ha
3aCHEMaHe ¥ CIOKETHTEe Ha (WIMHTE, 3apagd MeIUaTHIHOTO WM
3HaueHHWe, IMpoNaraHgupallo  OCBOOOMUTENTHAaTa  MHCHS  Ha
WIVHJEHIIN Ha CBETOBHaTa CIleHa, CM€ JIBKHA Ja TO0
peabuuTHpamMe Karo ,,0CHOBOIIOJIOXKHHMK Ha KHHEMaTorpagCKus
pas3kaz® B UCTOpuUsTa HA OBITAPCKOTO KWHO, a 3a€/IHO C TOBA — U KaTo
€IMH OT IIbPBUTE IIETONMUCIM Ha WINHJISHCKUTE CHOUTHUS B
OBJTapcKara HCTOPHS.

He mo-manko nHTepeceH 3a u3ciieABaHE € APYTHAT UM,
ce3maned B cemata 1903 r. — , Knanerara B Makenonus®. ToH e
3acHET B cTynusATa Ha ,,.bpars [laté BsB Bencan (6mm3o mo Ilapmx).
Enun ot aBropure my e Jltocuen Honre, moMOLTHUK-PEKUCHOP HA
pemuna uwivu 3a ,Jllaré”, w3mom3BamM JMTEPATYpPHH CHOKETH.
Koraro npe3 ecenra Ha 1902 1. u Hauanoto Ha 1903 r. adepute Ha
Bankanurte 3adectsBar, MNuMHIEHCKOTO BBCTaHHE C€ NPEBpHIIA B
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JI00Bp TOBOJ 3a Ch3/laBaHe Ha M. B ChIIOTO Bpeme ce TosBsABa U
JUTEPATypPHUIT  CKBUBAJICHT —  TOCICAHUSAT  pPOMaH  Ha
MHOToOOemaBamusi (PPEeHCKH POMAHUCT W MbTemecTBeHUK [luep
n’Ecnanss — ,IIpenu kmanero. Poman 3a nuemrHa MakegoHus‘.
PomaHbT ChIOBpKa BCHYKO OHOBA, KOETO aHOHCHpa 3a ¢uiMa
,»KilaHerata B MakenoHua“ wuTajdumaHckara mnpeca. KOHKpETHUAT
MOBO/, 3apajau KOWTO (paHIy3uHBT ce o30BaBa B (cmaHCKara
nmrepusa, € Comynckara adepa or sHyapu 1901 1. ABTOPBT,
npucturtan B ColilyH U omucai ChJACOHUTE MPOIIECH, € JTOCTAaThYHO
nonynsipeH BbB DpaHIWs C NMPUKIIOYEHCKUTE CH POMaHH. 3aToBa
MPOM3BEICHNETO My € O4YakBaHO W W3JaJICHO MHTHOBEHO. 3a
CHKAJICHUE, TAJIAHDIMBUAT POMAHUCT YMHpa MalKo IIpeau
M37]aBaHETO Ha KHWTAaTa CH M TOIWHA MPEIu Ch3AaBaHETO Ha (uiMa.
M Bce mak XymoKeCTBEHOTO MY IIPOU3BEICHHE, MPOHUKHATO OT
CUMIIATHU KBbM ObJdrapure B MakemoHUs, OCTaBa IMOIMYISPHO IETH
30 roguHY MO-KBCHO.

JucepTanimoHHOTO HW3ClIe[BaHE 3aBbpIIBa MnuHAeHCKaTa
TeMa ¢ Oparapckata KHHOIPOIAYKIHA ,,Makenonus Ha ¢huam* (1923-
1924). Hcropusita u cbIOMHUTE Ha (QWIMa ca CBbpP3aHU C
OCKAHCKUTE OpraHu3alid Ha MAaKEJOHCKUTE OBJIrapd U TIXHOTO
MPECTPYKTYpUpaHe MEXAy IBET€ CBETOBHH BOWHHU. Ch3maren u
uneeH nsuraren Ha (uiama e [eopru 3aHKOB — mpencenaresl Ha
PvroBomHOTO TS0 Ha UnuuaeHckaTa opranuzanus B nepuona 1921-
1924 r. TlpoayueHtu ca OBATapCKUTE EMUTPAHTCKU (opManuu —
HanuonaaHUAT KOMHTET Ha MAaKEIOHCKHUTE OJaroTBOPUTEITHU
OparctBa u Mnuuaenckara opranuzanus. [Ipoaykuusara nponbinkasa
ouepranust ome or kKpas Ha XIX B. TBOpUECKHM IIOYEPK Ha
OBJIrapcKUTe CBETIONHCIU. 3aMHCIeHa OT leopru 3aHKOB Karo
(hMHAHCOB MHCTPYMEHT, Wjedra 3a (QuiaMma € Mpuera pagyliHo OT
BMPO — T4 ce aHT@XHpa HE caMO C OpraHU3aNFsITa HA CHUMKHTE,
HO U C I[pomaraHiupaHeTo Ha jeHTata B Awmepuka. llenta Ha
ch3laTenuTe Ha (QWIMa Ja TOMyIIpU3UPaT OCBOOOTUTEIHUTE
CTpeMJICHHS Ha WIMHJICHIIM € ChBCEM OJIarOpOJIHA U IIeJIEHACOYCHA —
chOMpaHe Ha CpeJCTBa 3a OJarOTBOPUTEIHU U KYJITYpHO-ITPOCBETHU
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kay3u. Crnen BOHHMTE 3a HAalMOHANHO OOeIUHEHHE Obarapckara
emurpanuss or MakeAoHUs H3Maga B TEKKO HKOHOMHYECKO
MOJIOKEHHE — B3aMMOCIIOMAraTeJIHUST MOTHB € BOICIL JIOPH IpHU
Ch3/1aBaHETO Ha camara MnuupaeHcka opraHu3zauud. [paHurnure Ha
IIpPONaraHgHO BB3ACHCTBME HA TBOpOaTa HE M3IN3aT H3BbH
npeaenute Ha I{apcTtBo bbarapuss — gaxe Moxe Ja ce Kaxke, 4e
MOYTH Ce€ 3aTBapsAT B PaMKUTE Ha OOIIHOCTHTE Ha ObJrapckara
emurpanys or MakeIoOHUsI — OCHOBHATA ITyOJIMKa Ha MPOXKEKIUHUTE B
KMHOCAJIOHUTE. 3aTOBa OTPOMHUTE CYMH, KOUTO (UIMBT ChOHpa OT
IBPBUTE CH IIOKAa3BaHWS HAa €KpaH, CBHUICTEJICTBAT HE C€aMo 3a
U3IIBJIHEHUTE (UHAHCOBU HamMepeHus Ha ['eopru 3aHKOB, HO U 3a
Oe3Mpele/ICHTHO HapacHaiuss Opod YCTaHOBWJIM CE€ HUMEHHO B
boirapus cnen IlbpBara cBeTOBHa BOHHA NOPECETHULU OT
Maxkenonus. B chnOuHuTEe Ha KMHOTBOpOATa Ce OIISKIAT, OT €Ha
CTpaHa, BbB3eIBT OT MPOTUBOPEUYHMS MEXIy JIpyXKecTBara Ha
MaKeJOHCKUTe OexaHuu B bbarapus, or npyra — BIMSHHETO Ha
BBHHITHHUTE (PAaKTOPU — KAKTO BHPXY HPABUTEICTBOTO, Taka M BHPXY
B3aMMOOTHOILICHHUATA MEXAY EMUIPaHTCKUTe opraHuzauun. U
GaKkThT, Ye cieA  OpA3BAHETO Ha IMPOBOKHPAIIUTE, 3acATallH
BepcaiickoTo crarykBo npoOieMHH MOMEHTH (KOMIIPOMETHPAIIUTE
yetu Ha BMPO) wnensypara Bepxy ¢(uima e BAWrHaTa, TOBOPHU
KpPacHOpEYMBO, Y€ MPABUTEICTBOTO HAMAa HU  HaW-MaliKu
MPUTECHEHUS (B TOBA YUCIIO M BHHUIHOTIOJIMTHYECKH) OT BU3YATHUS
paskas, IpeIcTaBsiill maMeTTa 3a ,, IMMHIeH 1 HerOBUTE JABUTATEINH,
3al[0TO BBCTAHHETO B MCTOPUYECKUS My KOHTEKCT TOraBa €
JETUTHUMHA YacT OT OBJrapcKOTO OCBOOOAMTENIHO IBMKECHHE OT
HayajoTo Ha XX B. A TOBa € OIlle €JHO HEOCTIOPHMO JI0Ka3aTelICTBO
3a ObJrapckusi HallMOHAJIEH MPOM3XO0A HE CaMO Ha BbCTAaHHUETO, HO U
Ha KUHOTBOpOara.

YerpbpTaTa MiiaBa Ha JUCEPTALMOHHUS TPYyA MNPOCIEsSBA
WHCTUTYLIMOHAIM3UPAHETO HAa KWHOTO M HEroBara IpolaraHjHa
PO, CHIIECTBEHA YacT OT KOATO 3aeMar (uiaMmuTe 3a MakeqoHus.
Ta3u mocnenHa 4acT OT M3CIEABAHETO IOCTaBsl yNApEHHE BBPXY
MSCTOTO Ha MakenoHHsT B KHHOTO Ha [JBE CBhCEOHM OaJKaHCKU
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crpanu — bowarapus nu Cepbus (cnex [IbpBara cBeToBHa BoifHa —
Orocnasus). CpaBHUTETHO-UCTOPUUECKUST aHaJIn3 naBa
BB3MOXKHOCT Jla C€ OTKpOSAT CXOACTBaTa M pPa3IN4usiATa B
opuumanHUTE NpomaraHIHM ~MOAENM HA  JBETE JIbPXKAaBH,
B3aMMOBPB3KaTa UM C JIbP)KAaBHO-TIOJIMTHYECKUSI KOHTEKCT W
BIMSIHUETO My BbPXy KHHOIIPOM3BOACTBOTO M KHHOIIPOIIAraHAAaTa.
Tyx e orgeneHo cmenuanHo Msicto Ha OcMaHCKaTa HUMIEpUS U
OTHOLICHUETO Ha MOJIMTHYECKAaTa BBPXyLIKa KbM KuHeMaTorpada.
UzcnensaneTo mpocinenssa Chbabp:KaHUETO HA (GUIMUTE Ha SUTMYH]T
BaiinOepr — nemynounHuTe My OOKYMEHTH CBHICTEICTBAT 3a
OCBh3HAaTaTa OT O(QHUIMAIHATA BIACT MPOMAraHJHa MOII Ha CEAMOTO
M3KYCTBO U HEroBaTa yTHJIMTApHA POJIi MHOTO [TO-PaHo, OTKOJIKOTO B
EBpomna (ipe3 1903 r. cynran Aomyn Xamup Il ch3gaBa crienmaneH
3aKOHOITPOEKT, KOWTO J1a KOHTPOJIMPA ChbPKAHUETO Ha (PUIMUTE).
B HOBOOCBOOOMEHUTE MbpXKaBU Ha bankaHnTe B HA4aloTO
Ha XX Bek o¢uiuanHaTa BIACT HE CH JaBa CMeTKa 3a
BB3MOKHOCTUTE Ha KWHemaTtorpada aa Biwsie BbpXy OOIIECTBOTO.
Cenmoro m3KycTBO mpomarangupa cebe cu. KunHoomeparopute ca
MPHUBJIEYEHN OT  OOIIECTBEHO-TIOJUTUYECKUTE CHTPECEHUS B
lorou3TouHara vact Ha EBpoma wu, mogo0HO peropTrepure Ha
BECTHHULIUTE U CIUCAHUATA, JOKYMEHTHUPAT 31000AHEBHUTE HOBUHH.
Boiinure oT BTOpPOTO necerwneTMe Ha XX BEK INPOMEHAT Tasu
MpakTUKa M MpPEeBpPBINAT KUHOTO B OPBXKHE 3a HAEOIOTHYECKO
piausiHve. B bankanckute BoitHH, upe3 oOpasa Ha MakenoHus,
BCJIEZICTBHE Ha OCh3HATATa OT IBPKABHUTE MBIKE CIIOCOOHOCT Ha
¢wiMa na BIusie BbpXy OOIIECTBEHHTE HAIVIACH, CEAMOTO HU3KYCTBO
3alo4Ba ChbBCEM IPEJHAMEPEHO Ja KOHCTpyHpa KuHemaTorpadcko
MOBECTBOBAaHME M Jla UHTEPIpETHpa M aJanTupa ChOUTHSTA,
cboOpa3sHO BOCHHHUS M TOJUTHYECKM WHTEPEC M B IOAKpENa Ha
opunmanHara BracT. PUIMHTE CHC CHIHO HAI[MOHATHCTUYECKH
BHYIIEHUS 3a MBPBU BT pasrpbllaT CBOATa MOII M TIpaaupar
rapajiellHo ¢ pa3Bos Ha chOuTusATa — B [IppBaTa OankaHCKa BOWHA B
3arvIaBUsATa Ha MPOAYKLHUUTE (3aIyIaBHETO € PEKJIaMHHUSAT JIO3YHI Ha
¢wima) mpeobiaagaBaT TONOHUMHM, THPXKECTBEHH M MOOEIOHOCHHU
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MoMeHTH. Cnenl TpuyMda Ha CHIO3HHLIUTE B MeXTyChlO3HIMYECKATa
BOIHA yIapeHUETO B MpOMaraHaara ce NpexBbpiis OT (PaKTUTE BEPXY
E€MOIIMUTE, TPOMAaraHJAHATE TOCITAHWS CE 3aWTpaBaT C MOpATHH M
eTMYECKH KaTeropuHu, KOUTO BCE TOBEUE H3IHM3aT OT PaMKUTE Ha
pammoHaNHaTa Mpormarasaa — o0pa3pT Ha ,,JIpyTHs” NpumoOwBa
YyIOBUIIHA u HEYOBEIIIKU hopmu (BapBapcku u
AQHTUIMBHUJIM3AIMOHHN); B KOMYHHMKallUsATa C MyONMKara BIM3aT B
ynorpeba cTrapy M HOBH CTEPEOTHIH W KIWIIETa ChC CHIIHA
EKCIPECUBHOCT M OTPHULATETHH €MOLMOHAIHO-OLIEHBYHH OTTEHBLHU
(,,3BepcTBa®; , KECTOKOCTH'; ,,yoKacsBallld paHU‘); TpPOSBIBA CE
»CUHIPOMBT Ha Bpara‘“ ¢ BCHYKUTE MY ChCTaBKH, KOUTO € KOPEHHO
NpPOTUBOMONIOKEH Ha ,Hue“. [lpomaranmHure mOCHaHUS U
WHCIICHUpPAaHU KapTUHU BIM3aT B OCTpa KOH(ppoOHTamus cC
pealHoCTTa, MOCTAaBIHKU TONl BHIIPOC UACOJIOTHATa HA KHHOOOpasa
na ObJe aBTEHTHYHO OTpakeHWe Ha cbouTHero. llpomens ce u
MIOJIETO HA JAEWHOCT Ha MPOIAraHIHUTE Bb3IACHCTBUS Upe3 KHHOTO —
ChbBCeM IlienieHacoueHo cienl [IppBara OankaHcka BOWHA TO Mpeckada
TpaHWUIIUTE Ha [JbpKaBaTa W CTaBa BBHHIHOMOIUTHYECKO (B
Mexaychlo3HAYEeCKaTa BOWHA TOBa TIPaBH  TPBUKUAT  Kpaj
Koncrantun cbe ,,C repuute Ha OoiiHara nunHusa™, a B I[IbpBara
CBETOBHa BOWHa — Obirapckuar uap Pepaunang c ,,borman
Crumos*). Taka mo BpeMe Ha BOMHUTE OT BTOPOTO JECETUIIETHE Ha
XX Bek, OOpa3HOTO TpencTaBsHe Ha MakenoHus, Ype3
CIIOCOOHOCTUTE  Ha  CEAMOTO  HM3KYCTBO  Ja  H3Tpaxkia
KHHeMaTorpadcku paskas, ce MpeBpbhllla B OPBXKHE HA AbpiKaBHATA
BJIACT 3a BIMSHUE BBHPXY OOINECTBEHUTE HAMIACH W TS 3aIllo4yBa
[eJIeHAacoueHa TIONUTHKA 3a YIpaKHsSBaHE HA KOHTPOJI BBPXY
CHIBP)KaHUETO MY.

IIpu mpocnensBaHe HAa HWHCTUTYLIMOHAIU3UPAHETO Ha
kuHOTO B brirapus u B FOrocmasus cnen [IppBara cBeToBHA BOWHA,
M3CIIEIBAHETO M3BEXKJAa HA IMPENleH IUIaH BCUYKU KWHOIPOAYKIIWH,
CBBbp3aHu ¢ MakeoHHA, 1 000CHOBaBa M3IMOI3BAHETO UM OT BIIACTTa
KaTo OpBXKHE 32 MIEOIOTn4ecko BiausHue. B rorocnasckute hunmu
00pa3bT Ha MakegoHHs NPUCHCTBA aKTUBHO, MIOCTOSIHHO, HEACTHMO
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C TO3M Ha ocTaHaiuTe oOmacTM B JbpkaBara (KakTo BbBB
(¢uHaHCHUpaHUTE OT Ibp)KaBaTa MPOAYKIMHM, Taka M B Te3H,
Ch3[a/ICHU C JIMYHA WHULMATHBA OT KMHOONEPaTopu aMarbopu). B
OBNTapcKUTE, C MHOIO MAJIKH H3KIIOYEHHUs (€JHO OT KOHTO €
,Makenonus Ha GuiM*), 00pa3bT Ha MaKeTOHUS OTCHCTBA.

MexnayHaponHata wu3onauust Ha bbiarapust cnen  aBere
HAIMOHAITHY KaTacTpOo(H, BEJHO C BHTPEUIHOMOINTHICCKUTE KPU3U
Ha [apJiaMeHTapHaTa CUCTEMa, OKa3BaT ChLIECTBEHO BIMSHUE BbPXY
KUHOTIPOAYKIMUTE, TIOpPaAl KOETO B MEXAYBOCHHUS TEPHOL
BU3YaJHUAT 00pa3 Ha MakemnoHHs, C MAJIKA M3KIIOYCHUs], IOYTH HE
MPUCHCTBA. BBArapckuAT JOKyMEHTaJleH (UM ciieiBa MOIUTHKATa
Ha MUPEH PEBU3HOHM3BM, T0OPH B3aMMOOTHOIIEHHS ChC ChCETHUTE
IbPKaBU M HEYTPaAIHA MO3ULMS, TPOAUKTYBaHa OT MEXIyHapoaHara
n3onanus, B KOSTO CTpaHaTa wu3mnana cien [lapmkkara MmupHa
koH(pepeHmsa. OrpaHuueHUAT MHTEpEC Ha KHHeMaTorpaducTuTe B
boarapus KbM [Mupuncka Makenonust nMa u
BBTPEITHOMOINTHIECKO oOsicHeHue. [Ipe3 menust MeXIyBOCHEH
nepron obJacTTa ocTaBa eqHa oT Haii-Oemuute B LlapctBo bhirapus
(cmencTBHEe OT KBCHOTO OCBOOOX/IEHHWE, IIOCIIEIBAIIMTE BOWHH,
OTPOMHHMSI TIOTOK O€XaHIM, KOUTO TpsiOBa Ja ObJaT HACTAHCHH U
03€MJICHH M NPEKbCBAHETO HAa €CTECTBEHUTE THPIOBCKH BPB3KHU C
Benomopuero n nonunara Ha peka Bapaap). lombiaauTenexn gaxrop
€ TMoJuTHYecKaTa OOCTaHOBKA W HAampeKEHHE B pe3ynrar Ha
MpeBPBIIAHETO Ha 00JIACTTa B MapajeiHa ,,AbpKaBa B AbpiKaBara‘, B
»~eCTecTBeHa 6a3a“ Ha BMPO 3a BomeHe Ha HENpHUKIIOUMIATA
ocBobomuTenHa Oopba Ha 3amal M IOT, KakTO W KbPBaBUTE
OparoyOuiicTBeHH BOMHU. T'opunBara IIPaKTUKA Ha
KnHemartorpadcka He3anHTepecoBaHOCT KbM [IupuHcka Makenonus
e ObJie NpeKbCcHAaTa 1o BpeMe Ha BropaTta cBeTOBHA BO¥HA, KOraTo
oOmacTtra, Hapea C HOBONPUCHEIWHEHHTE 3E€MH, M€ CTaHe
CBILIECTBEHA 4YacT OT KYJITYpHO-TIpONIaraHjiHaTta IOJWTHKa Ha
boirapust.

IOrocnaBckuTe BU3yalHHW MAOKYMEHTH IO ChIIMS HaYMH
clleBaT W OTpa3sBar BbTPELIHATA W BbHIIHA MOJIMTHKA Ha
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nbpkaBara. Ch3fageHa Karo BBTPEHIHOMOJIUTHYECKH KOMIPOMHC
MEXAy pa3IMyHu HanuoHaiaHoctd, IOrocnmaBus ouakBa OT
[poraraHjara fa cbIAeicTBa 3a NPEBPHIIAHETO HA KOHBEHIIMOHAIHO
CH3/1aJICHOTO HAI[MOHAJIHO MPOCTPAHCTBO B HMIEpPATHB. 3aTroBa
00pazsT Ha MakemnoHus (KOSATO € YacT OT TOBa IPOCTPAHCTBO)
IPUCHCTBA AKTHUBHO B LEIYJOWAHUTE JOKYMEHTH. BoeHHO-
MOJUTUYECKUTE PENOPTaXH OOWKHOBEHO CE pa3NMpoCTpaHsBaT B
paMKHTE Ha JObpXapaTa, TIOISIMOTO KOJIHMYECTBO pPEKIaMHHU
MNPOOYKIWU — W W3BBH HES — MPEIJUMHO B CTpaHHMTe OT Markara
AHTaHTa U HelHus nokpoButen — @pannus. [IpomarangHara um
MIOCOKA € JBOMHA: BTPELIHONONIUTHYECKA — IIEJISIA Ch3AaBaHEeTO Ha
€IMHHA  IOTOCNIaBCKa  OOIMHOCT, W  BBHHIIHOIOJUTHYECKA,
npecieBama OTHOBO U BbTPEIIHOMOJIUTHYECKA IIe] — J1a BHYIIaBa
uiesTa 3a CIpaBeUIMBO OBB3ME3[BaHE HAa MHOTOHAI[MOHAJIHATa
IbpKaBa ¢ TEPUTOPUM M Jla TOKa3Ba I'PYOXKATE Ha IbprKaBara 3a
MIPOCIEPUTETAa HA HACEIEHUETO OT IIsIaTa FOroCIaBCKa 3eMsl.

B naBeuepuero u 1mo BpeMme Ha Bropara cBeTOBHA BOIHA,
¢wiMuTe, TMocBeTEHM Ha  MakemoHHs, HMarT  IO-CKOPO
KOHCOJIMJMPAIIl, OTKOJIKOTO IIOBUHUCTHYEH XapakTep, BBIPEKH Ue
HaMecara Ha AbpiKaBara BbB q)HJ]MOHpOI/I?,BOILCTBOTO u
¢miMopasnpoctpanenuero u B boarapus, u B lOrocnasus, e daxr.
Ilo pe€A BBTPCIIHU W BBHUIHOIIOJUTHYCCKU NMPUYMHU U B YHUCOH C
BOCHHO-TIOJIMTUYECKOTO Pa3wICHSBAHE HA IOTOCIIABCKUTE 3€MH, B
IOrocnaBust  PpuUIAMONPOHU3BOJACTBOTO € CBEACHO JO MHUHHMYM.
MariabHOTO KMHOIPOU3BOJCTBO Ha (oHmanus ,,beiarapcko aeino’ B
Brarapus, B K0eTO HOBONPUCHEANHEHUTE TEPUTOPHH HAa Make1oHus
3aeMar CHelUaIHO MSCTO, CE IMOTYMHSIBA Ha OQHUIIMAIHO Pa3BsIBAHUS
JIO3yHT' HA TPABHUTEJICTBOTO 3a CUMBOJIMYHO y4yacTUE BbB BOMHATA.
OcHoBHaTa poJisi HAa KUHONpETIEAUTE € Ja TOArOTBAT E€IUHHOTO
Opjenie Ha oOelIWHEHATa HAIMOHANHA Jbp)KaBa, BCIEACTBHE Ha
KOETO Te MPHUIOOMBAT MO3UTHBUCTHYEH W MHPOIIOOMB XapakTep,
KOWTO TpsiOBa Ja BHYIIM [ENOKYMHOCTTa Ha OBJITapcKOTO
HaceJeHue.
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Cnen xpas Ha BOWHATa KHHOTO W B JBETe OalIKaHCKH
IbpXKABU TPETHPISABA IPOMEHW II0J] HATUCKA H ChOOpa3HO
MoNUTHYECKaTa KOHIOHKTypa. HOrocmaBckusar ¢unM 3amedarBa
oOpa3a Ha MakeZloHUsI U OT JBETE M IMOJCJICHH MeXIy bbiarapus u
IOrocnasus gacte — Bapaapcko u I[lupuHcko. beiarapckusat — camo
To3u Ha llupuHCKHUA Kpail, MpU TOBa, B YHHUCOH C MPOIOTOCTIABCKHUS
MakeJIOHU3bM, Oe3 Jia aKICHTUpa Ha UCTOPUATA U HAIMOHAIHO-
ocBoOoauTETHOTO My nBIKeHHe. Ounmure cien [IbpBara cBeToBHA
BOMHA C€ MOMYUHSIBAT M CTAaBaT OTPAXCHUE Ha COLMAIHUS KUBOT,
M3MATBAT MPSKO BB3JICHCTBHE U CIIEABAT OMPENCICH PUTHM, OUepTaH
OT TIapaJUrMUTE Ha BPEMETO.

IIpuHoCH Ha AMCePTALIMOHHOTO U3CJIeIBAHE

JucepraluOHHUAT TpPyd 32 NOPBB NBT KOHCTPyHpa
HUCTOpUYECKH pa3Ka3 3a MakenoHusi ¢ momomra Ha (QWIMHUTE —
CKpaHHUAT JIETONHC, IOCBETEH Ha o0jacTra, O4YepTaBa BCHYKHU
KIIOUOBH AaCMEKTH OT CTOMAaHCKOTO, OOLIECTBEHO-KYJITYPHO H
MOJUTHYECKO OWTHE HA HACEJICHHWETO B MCTOPUKO-Teorpadckara
obnact mpe3 eIuH 0cOOCH BI'hI U OHOBA, KOETO € OCTaHaJO M3BBH
,,HAOIIOJATETHOTO OKO* HA KOHBCHIIMOHATHWUTE W3BOPH U
JOKYMEHTH.

Btopo. TBopuecTtBoTO Ha Opars MaHaku He € MO3HATO 3a
Obirapckara Hayka, NpH BCe 4Ye B OrpOMHaTa CH 4acT
¢dunmorpaduaTa UM € CBbp3aHa ¢ ObJIrapCKUs ETHUYCCKHU CJIEMEHT B
Makenonusi. Monorpaduure Ha kumHouctopuim ot P. CeBepHa
MakenoHust pasmiexaar GuiIMuTe UM KaTo eCTETHYECKH U KYJATYPeH
¢axT, 0e3 JeTaiiTHO HaBIM3aHE B UCTOPUYECKHS U KYATYpEH IUJIacT,
KOWTO oTpassiBar. Jlumcara B Te3M M3CIEOBAHMS HA UCTOPUYECKU U
eTHOrpa)cKi H3BOpH, JIMIIABAHETO UM OT KPUTHYEH aHajiu3 Ha
Ba)KEH JIOKyMEHTAJIeH MacHB, 3a JIa c€ KOHTEKCTyanu3upa GUIMbBT U
W3SBH, OCBEH JPYroro, HEroBara HIEOJIOrMYecKa W IpollaraHaHa
TEXEeCT B OOIIECTBOTO, HO U MSCTOTO My B Ha4yeBaIlHsl MOJICPHUIbM
Ha bankanuTe, BoIM 10 MPONMYCKHU, CBbP3aHH C UAECHTU(UKALMATA U
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JaTUpoBKara Ha (¢UIMHTE, a 3aeqH0O C ToBa — MU C
Hay4YHOM3CJIEJOBATEIICKOTO UM 3HAYECHHE.

Tpeto. JlucepTallMOHHUAT TPy AETalInu3upa 338 IbPBH BT
¢uiMoBaTa  ecTeTMKa B TBOPYECTBOTO Ha  OWTOJICKHTE
KMHEMAaTorpaucTy, ChIOCTaBsIMKY 51 C IMOCTIDKCHUATA Ha CEIMOTO
M3KYCTBO B CBETOBEH Maiad.

YerBopro. I[IpoyuBanero aHanmu3upa eTHOrpaCKuTE
¢bummu Ha Opars MaHakm — Jocera Te HE ca OWIM TpemMeT Ha
KyATypOJIOXKKH ~ aHalM3 HHTO Ha OBJArapckuTe, HHUTO Ha
CEBEPHOMAKEIOHCKHUTE H3CIIeI0BATEIIH.

IMero. ToaaMa 4acT OT MOJUTHYECKUTE CHOUTHSA, HA KOUTO
MOCBEIIaBaT BU3yaJHUsI CH pa3ka3 OpaTs MaHaku, W3iHM3aT U3BBH
aHAMUTUYHASA 00cer Ha OBJTapCKUTE M CPBOCKH HCTOPUIECKH
M3CIIeIBaHUs M M30010 HE ca pa3miekJaHu OT KMHOMCTOPULIUTE Ha
P. CeBepna Makenonus. Jluceprauuara XBbpJsd CBETIMHA BbPXY
HEM3CIEIBaHU WM MAJIKO H3CIEIABAHM TEMU OT IOJUTHYECKara
ncropusi Ha MakenoHUs, KaTo:

1. Ilocemennero Ha cyntan Mexmen V Pemag B
Maxkenonuss u KocoBo ¢ omur nga ce aHanmu3upar TpPUYHHMHTE,
MPEANOCTaBKUTE M TIOCIEAWIUTe — B ObJIrapckaTa HCTOpUYECKa
HayKa JIMIICBAT U3CJIeIBaHMA, TIOCBETEHU Ha TOBA MTOCELICHUE.

2. YOUHCTBOTO Ha TPEBEHCKUS TPBUKA MHUTPOIOIHT
Emummanoc Jlazapunuc (1877-1911) — mpuuuHuTe 32 CMBPTTa Ha
MUTpPOMOJNTA Ca OTpPaKEHHE Ha IeNIMs IPOLEC Ha CBh3pSABAHE U
HallMOHAJIHO OCh3HAaBaHE Ha Biacure B EBpomneiicka Typrus.

3. Taiinara cpema MeXAy CpbOCKHS W TPBLKHUA
npectonoHacnenHuk Asnexkcanabp Kapamxopmkesny n KoHcTanTuH
I, cecTostma ce B butong B kbcHara eced Ha 1912 1. — T4 € BaxkeH
YKaJIOH 32 MPOCIHEsIBaHE Ha ChbIOZHUYECKUTE JOTOBOPEHOCTH MEXKAY
IBeTEe ChcemHM Ha boeirapus crpanu. Cropexn Obarapckara
HMCTOpPUYECKa HayKa IIbpBaTa UM Cpela, Ha KOSATO C€ JO0roBapAr Ja
He nomycHar bwarapus Ha necHus Opsr Ha Bapmap, e Ha 20 u 21
HoemBpu 1912 1. B Conyn. @unmbt Ha Opars Manaku, natupas 3a
I'bPBH ITBT B HACTOAILIOTO M3CIENBAHE, SICHO JOKYMEHTHpA, Y€ HE B
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Conmyn, a B buroms, mpu TOBa IBE CEOMHUIM TIO-PaHO, CE
OCBII[ECTBSABAT  IBPBUTE KOHKPETHU  CIIOPa3yMCHHS  MEXKIY
MIPECTOIOHACIIETHUITUTE.

IlecTo. HayyHoTo wu3ciie/iBaHe pa3BeHYaBa HSIKOW MHUTOBE
Karo: 1) marmpaHeTo Ha MEPBUTE GrIMH Ha Opars MaHaku — Makap
4e W OpYTd KUHOWCTOPHWIIM TIOAeMaT TeMaTa, B TUCEPTAIlMOHHUS
TPyl TOBa € MOCTUTHATO Bh3 OCHOBA Ha pa3jinyHa WHTEPIpPETAIUI U
JOKa3aTesicTBa; 2) dYe aBrop Ha IOBEYETO KHHOMPOAYKIHH Ha
OUTOJICKATE KUHEMATOTPaUCTH € TMO-MaJKUAT OpaT — MuntoH
Manaku; 3) 4We cw3faren Ha KAHOMPOAYKIUATA ,,MakeZoHUsS Ha
bumm* (1923-1924 1.) — pexxuchop, CIEHAPHUCT U JOPH ONEpaTop, €
Apcenu MoBKoB.

Ceamo. B  noaremara, cBbp3aHa ¢, JMnuHneH®,
M3CJICIBAHETO MPaBU JCTAWICH aHAJIM3 Ha T'€HE3UCa, Pa3BUTHETO U
xapakrepa Ha QoTtorpadckoTo U (HUIMOBO TBOPYECTBO, MOCBETEHO
Ha WIMHACHIM, C akKIEeHT BBPXYy MPHEMCTBEHOCTTa — TIO
XOpU30HTaJIaTa (B PETMOHAJICH, B HAIIMOHAJICH U B HaJHAIMOHAJICH
IUIaH) ¥ 10 BepTUKajara (B paMKUTEe Ha BCEKH OT/IENICH MEePUOA U
JINYHOCT); BaJy OT aHOHUMHOCT UMEHA Ha CBETJIOMHUCIH, Ch3aJIH
HUCTOpUUECKH (oTorpaduu; U3BEkKIa PEBOJIIOIIMOHHOTO 3HAYCHUE Ha
¢dororpadusita w ¢unama 3a AednudTe HA  HAIMOHAIHO-
OCBOOOIMTETHOTO JBM)KCHHE; OYepTaBa XUIIOTE3aTa, Y€ B OCHOBAaTa
Ha Qunma ,,Knanerara B8 Makenonus‘, cp3nanex mnpe3 1903 r., cton
pomanbT Ha [lumep m’Ecnans ,Ilpenn xnanero. Poman 3a muermHa
Maxenonus (1902 r.).

Ocwmo. JlucepTallMOHHUST TPY[ [OMBIBA JIETOIMCHUTE
CTPAaHUIM Ha  HAIMOHAJIHO-OCBOOOJUTEIHOTO JIBIKCHHE Ha
MaKeIOHCKUTe Obarapu B roguHute cien [IbpBata cBeToBHA BOWHA.
AKIIGHTBT BBPXY apXnBa Ha Apcenn MoBKOB Baju OT 3a0BEHHE HOBH
MOMEHTH, CBBP3aHU ChC CJIOKHATa MPOTHBOPEYMBOCT HAa BPEMETO
clieq BOWHATa, €AWH OT KOWTO € (QWIMBT Ha OEKAHCKUTE
opranmzanuu. M Taka ca IycHaTW B Hay4yHO OOpPBINECHHE IIpe3
KPUTHYCH aHAU3 BaXKHU YaCTH OT JOKYMEHTAJTHOTO HACIENCTBO Ha
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OpraHM3alluuTe Ha OekaHIUTe, CbXxpaHsBanu B PUM —
bnaroesrpan.

HdeBeTto. ITocnennara noarema, npocieasBaiia
WHCTUTYIIMOHATU3UPAHETO Ha KUHOTO B bwarapus u B ,JOxHa
Cupous® (karo gact or KCXC, a cnex 1929 r. — FOrocnasus), He €
Omsia mpeMeT Ha 3aIBJI00YCHO H3cieaBane. JncepTanoHHNAT TPy
oyepTaBa B3aUMOBpPB3KaTa Ha KHHEMaTorpadWyHHs TWpPOIEC B
EBpoma ¢ To3m Ha bamkanwre, W3BSKTAWKHM MHOTO OOITH
XapaKTepUCTUKU Ha pa3ButueTro cu B bearapus m FOrocmaBus —
KaKTO I10 OTHOIIIEHUE Ha 3aKOHOAATEIICTBOTO, TaKa U 10 OTHOIICHUE
Ha MenuarnyHata cu QyHKIusA. OCBEH CEpHO3eH CpPaBHUTEIEH
aHAJIM3 Ha CBHIBPKAHMETO HA (WIMHUTE M HCTOPUYCCKUS UM
KOHTEKCT, H3JIOKEHHETO KOPHUTUpPAa HSAKOM JaTH OT JIETOIIMCHUS
KaJIeHJap Ha OBJITapCKOTO KUHO — KaTo rojiHaTa Ha Ch3/aBaHE Ha
OBJIrapo-repMaHcKara MpomyKIus ,,B mapcTBoTO Ha po3ure*.

Wznoxennero mpaBu 0OEKTHBHA OIICHKA 332 3HAYEHHUETO HA
00pa3HOTO MpejacTaBsiHe Ha Make[oHUs 32 MCTOpUYECKaTa HayKa U
3a MIMPOKaTa 0OIIECTBEHOCT.

BaaromapuocTH 3a peajqu3zanus Ha AUCEPTAUMOHHUS TPYA
Temara Ha qucepTalMOHHHS TPY/ 0OeIUHsIBA JIBE JTFOO0BH —
enHaTa KbM MakenoHus, Jpyrara — KbM KHHOTO. IIppBara e
porctBeHo oOycioBeHa. Bropara e mnpumobura. OCHOBHUSAT
BABXHOBHUTEN Ha JIIOOOBTa KbM KHHOTO € MOSIT Hay4eH PHKOBOIUTEI
— gou. a-p CHexana /[uMUTpOBa, HaCOYMIIa M€ KbM TeMaTa Mpean
moutd 30 roAMHM W TPEOU3BECTHIIA  MOWTE  OBbJCIIn
W3CeIoBaTelCKu ThpceHus. l3cnenBaHero He OM Momio na ce
OCBIIECTBU CaMo ¢ JII000B U BABXHOBEHHE — 3a]] HEYMOPHUS TPYyA B
TO3M JUCEPTAllMOHEH TPYA CTOST CBBETUTE Ha  HAyYHUS
PBKOBOIUTEN, HETOBUTE KOHCYITALUM M MPELUU3HOCT B KPUTHUKHUTE
(Te ca Ba)KHM 3a MPONINIEXKJAHE OTBBJ BHIUMOTO), HO Hai-Bedue —
MpodeCHOHATHHUAT IPUMEDP — M3UCKBAIIl U BJIbXHOBSIBAIL.
Uscnensanero He OM Momio ma ce QopMarupa B Taka
oyepraHaTra My CTPYKTypa, 0e3 ChJACHCTBUETO Ha OJIM3KH U KOJIETH —

47



BIVIEKAAHETO B M300pa3UTEIHOTO M3KYCTBO AbJKA HA MOS CHH, BbB
¢dororpadusiTa W KuHeMaTorpauara C TEXHUTE TEXHHUYECKH
cienmuuku — Ha Koyerara Mu (otorpad Temenko Temenkos, B
KyATypHaTa aHTPOIOJIOTHsS — Ha OpWISHTHHS eTHorpad, komera u
pusiTEN - PymsiHa Xamxuesa. [IpoyuBanero Ha
KMHOUCTOPHUOTPAaCKUTE H3CIEABAHUSI HAa CEBEPHOMAKEIOHCKHUTE
KUHOUCTOPHLM He OW OWiIo BB3MOXKHO 0O€3 CBHIACHCTBHETO HA
ronerute ot Kunorekara Ha P. CeBepra Makenonus. Tyk e BaXHO
Jla W3Kaxa OllarolapHOCTTa CU U KbM Kareapa ,,Mctopus™ Ha FO3Y
»Heodur Prmicku* B numeTo Ha ABATOTOAMIIHUAT M PHKOBOIUTET
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General characteristics and periodization of the dissertation
work

The dissertation follows the history of the geographical area
of Macedonia, outlined with the help of cinema — a cultural
phenomenon that constructs an empirical aesthetic experience and
describes key aspects of the economic, socio-cultural and political
life of the population in the historical-geographical area through a
special angle and what has remained outside the "observational eye"
of conventional sources and documents.

The Balkans are a special geographical region, distinguished
by a national, confessional and political diversity of identities,
modeling often insurmountable contradictions and the inability to
overcome both inherited ethno-cultural complexes and the special
sensitivity and intolerance to the diversity of collective perceptions.
Today, in a time of definitively formed state identities, it is more
than important to search for dynamic places from the common
historical past, which represent the continuity of the spirit, the
similarity of values, worldview and way of life, and which are a
condition for making an effort to understand each other. Part of this
is looking at cultural phenomena that outline a trajectory of
development in the Balkans, similar to that of the rest of Europe, and
that reveal an important approach to the archived past in various
depots, articulating unknown documents and aspects of the historical
experience of the peninsula. One such phenomenon is cinema.

Almost immediately after the invention of cinematography,
he set foot in the most remote European spaces — including the
Balkans, and began to create a different (dynamic) narrative, which
in just a few years, influenced by the new times (projects, hopes,
expectations, efforts) of the emerging modern nations, began to build
and defend sustainable visual representations of the native and the
foreign. In the era of the film's birth, Macedonia (then part of the
Ottoman Empire) was a geographical concept with a long history:
because of the space it covered with the diversity of peoples and
ethnicities in the processes of nation-building in modern times, it
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would gradually become the basis of the national longings and
geopolitical aspirations of the newly emerging Balkan states and
would weigh in the expansionist plans of the great empires in their
battle to inherit the Ottoman Empire. In this geographical and
historical context, the new art — cinema, very soon after its
emergence and rapid ideological and technical development,
occupying important spaces in the cultural sphere, will become a
means of ideological influence with an important relative share in
the construction of collective memory (in the sense of M.
Halbwachs).

The significant sentimental attachment of the Bulgarian to
Macedonia at the beginning of the twentieth century, which dragged
him to two national catastrophes, predetermines the great pragmatic
importance of looking into the resources of memory that go beyond
the traditional archives. The moving fragments of life, captured with
the camera and outlining particular aspects of the Balkan traumatic
reality, build the aesthetic experience of our recognition in the
community. In it, Macedonia plays a pivotal role.

In view of the importance of the Macedonian question,
because of its current political uses and the affective reality of
historical experience (which finds various manifestations), and when
the Western Balkans have an open (but slow and rather difficult)
path to accession to the European Union, the very thematization of
seemingly still unknown sides of its history will be relevant. From
the perspective of modernity, the topic of the dissertation paper
facilitates the understanding of the past and could be extremely
useful in understanding the political problems of the population in
Macedonia, adding nuances, shifting accents, rethinking incorrect
interpretations of cultural facts that are the foundation of the national
imagination and work to stabilize the symbolic efficacy of the
images that have traced the dividing lines between two neighboring
countries — Bulgaria and the Republic of North Macedonia. The
work fits into the scientific efforts to assimilate the contradictions of
the heritage of the common historical past and legitimize (with
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authentic documents and reasoned and scientifically based
interpretations) the rights of prominent figures from the common
cultural past (such as Arseni Yovkov, for example) to have the right
to a will that is not to be rewritten after their death. Thus, the visual
image — the main object of the study — not only complements
historical knowledge, which relies mainly on the written document,
but also brings to light irrefutable arguments that refute the
ideologized approach to the historical narrative and some of the
myths that prevail in the Republic of North Macedonia, a
consequence of the politically imposed interpretation of the history
of Macedonia for more than half a century.

The dissertation, which includes a huge number of written
and visual documents, rejects unsubstantiated and unscientific theses
of the North Macedonian researchers and highlights the advantages
of in-depth analysis, based, among other things, on clear concepts
and well-considered research methods, in order to trace genealogical
connections, thus entering the historical and cultural context of the
era, from which only a different picture of the past would emerge,
insofar as invisible processes and phenomena of historical
maturation, ideological awareness and cultural formation of elites
and masses would insist behind it — processes and phenomena made
manifest through the power of cinema and the authority of its visual
document. Films, an effect of the many times increased capabilities
of the human eye through the camera to capture and record reality,
are also a special place of subjectification of the historical past and
therefore, through scientific methods, allow us to reach the
subjective dimension of human experience — feelings, moods, the
mystery of which remains a challenge for every intellectual effort to
penetrate what "prevents peoples from understanding each other", so
that the concept of "mutual understanding" becomes an empty cliché
(Dimitrova, Sn. "On the context and history of "Why War" - Einstein
A. and Z. Freud. Why War?).

Macedonia in the cinema of two neighboring Balkan
countries has, in practice, not been the subject of research by
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historical science. Historiography still finds it difficult to recognize
the serious documentary source in visual memory. Cinema
historiography, for its part, enters the historical context, examining
films as a cultural fact, outlining the appearance of cinema and its
drivers in the community (urban, regional, national), without delving
deeply into the meaningful messages that films carry and their
importance for building collective memory and shaping the
historical narrative. However, the contribution of cinema history to
the study of the visual chronicle is a starting point for every
researcher inspired by Clio. Cinema about Macedonia occupies a
central place in the studies of Serbian and North Macedonian film
researchers, and recently, thanks to the research of Kostadin Kostov
and Petar Kradzhilov, it has also settled in the Bulgarian film
chronicle. The subject of study for film historians is films, not
history, which is why there are so many omissions and inaccuracies
that only a thorough and critical historical analysis of films can
correct.

Photography dedicated to Macedonia, unlike
cinematography, enjoys more attention from historical science. This
is certainly due to the numerous albums published in the years
before the Second World War — “Macedonia in Images” (1919);
“Ilinden — Kru$ovo. 1903-1928” (1928); “Almanac Macedonia” and
“Borcheska Macedonia” (1931); “Macedonian Almanac” (Central
Committee of the MPO — 1940); “The Face of Macedonia. Reports
with 94 Photos” (Lyuben Antonov — 1943). These numerous
publications preserve not only views of Macedonia, but also its
advocates for spiritual and national awakening. To them are added
the official printed organs of the revolutionary organizations and
legal formations of the Macedonian Bulgarians in Bulgaria,
primarily — “Reforms” and “Illustration of Ilinden”. All these visual
memories, created in the first decade of the twentieth century, have
been preserved and published, thanks to the figures of the liberation
movement, who realized the importance of visible memory for the
future. Interest in the visual images of the people of Ilinden grew
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proportionally to the renewed interest in the national liberation
struggles of the Macedonian Bulgarians at the end of the last and the
beginning of this century. This led to the emergence of studies in
which one of the main accents is visual images; to the publication of
photo albums; to the creation of biographical and bibliographic
reference books. And they are important because they allow us to
understand the people of yesterday in their endless struggle with the
surrounding world, driven by the desire to change it.

Film — as a visible document, is particularly necessary for
historical science — in visual documents it would find numerous
points of support for asserting positions and defending or refuting
already imposed opinions; for society, which in modern dynamic,
communicative and virtual life increasingly rarely reaches for the
written narrative; and last but not least — for education, which
continues to be oppressed by the ideology of macrohistory.

The history of film productions and the life trajectory of
their authors direct the focus to the most important aspects of socio-
political and cultural life in the geographical area of Macedonia in
the first half of the twentieth century and show that film is a visual
document equivalent to the verbal narrative, behind whose creators
social attitudes are revealed, important nation-forming phenomena
stand out, and processes of modernization (including accelerated
individualization of life) are spoken of.

Naturally, research interest is directed towards the historical
context in which film productions were created — without their
contextualization, therefore — an understanding of the events,
situations, connections and relationships in which they become
possible, this research work would seem incomplete.

In a historical context, for about half a century, Macedonia
as a geographical concept has undergone a series of transformations.
The land, locked between the Rhodope Mountains (to the east) and
Lake Ohrid (to the west), the Shar Mountains (to the north) and the
Aegean Sea, Olympus and Pindus (to the south), until the wars of the
second decade of the twentieth century was in its entirety part of the
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European territories of the Ottoman Empire. Different ethnicities and
confessional communities coexisted in the region: Bulgarians,
Greeks, Albanians, Turks, Serbs, Vlachs, Jews, Gypsies; Muslims
and Christians. Inevitably, when in the 19th century. the empire
began to agonize and the issue of dividing its Balkan heritage came
to the agenda, because of the strategic geographical position of the
territory (the Moravian-Vardar Valley connects Central Europe with
Thessaloniki and the Aegean Sea, and on the other hand, through the
southwestern part of Macedonia is the land connection along the
ancient ,,Via Egnatia®“ between the Adriatic, the Aegean Sea and
Constantinople), it became an indispensable part of the appetites of
the neighboring newly formed states, which were the first to break
away from the tutelage of the Sultan. Bulgaria's claims over the
region are justified not only by historical (they are far from being a
priority only for Bulgaria), but also by legal, political and above all
ethnic and demographic arguments - the Bulgarians are not only the
most numerous Christian population in the region, but the
intellectual and political elite of this population defines itself as
Bulgarian, and its language - as a dialect of the literary Bulgarian
language. After the Treaty of Berlin of 1878, according to which
Macedonia remained under Ottoman rule, Bulgarian policy viewed it
from the perspective of an autonomous region (by virtue of the
decrees of the Berlin Congress itself), which would subsequently
(like Eastern Rumelia) become an integral part of the Bulgarian
state. The creation of the Internal Macedonian-Adrianople
Revolutionary Organization (IMARO) in 1893 inside Macedonia
and the Supreme Macedonian-Adrianople Committee (SMAC) in
1895 in the Principality of Bulgaria are the two Bulgarian formations
that subordinate their entire organized behavior to one goal — to
reject the power of the Sultan and to achieve autonomy for the
region as a first step towards its accession to Bulgaria. Serbia
opposed the Bulgarian forms of national self-expression with its own
— the St. Sava Society and the Society of the “Serbo-Macedonians”.
The main task was to create Serbian church-school municipalities, to
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strengthen the Serbian presence in the region and to oppose the
Bulgarian church, educational and cultural activities in Macedonia,
which in the second half of the 19th century marked significant
successes. The emergence of a new phenomenon — Macedonianism
— was also due to the Serbian appetites for Macedonia. In 1888, the
Serbian politician and statesman Stojan Novakovi¢ put forward the
idea that the Slavic population in Macedonia was neither Serbian nor
Bulgarian, but a separate people — Macedonian, who in the future
could also become Serbian. In this regard, St. Novakovi¢ continued
and developed some trends in the politics of the Principality of
Serbia, which first appeared in the 1870s. He perceived
Macedonianism as a powerful weapon for anti-Bulgarian
propaganda. The Serbian geographer Jovan Zviji¢, for his part, put
forward his own claim, according to which the population in the
region did not have a clear national self-consciousness and could
easily fall under the influence of any state that ruled it. The concepts
also acquired their own “internal Macedonian interpretation”
through the book of the Serbian scholar Kraste Misirkov “On
Macedonian Affairs” (1903). All these interpretations were never
popular in Macedonia itself and were generally forgotten on the eve
and during the wars of the second decade of the twentieth century,
but they would revive and find their followers in the years after
World War |, after being embraced by the Comintern in its attempts
to create a Balkan Federation. In any case, at the beginning of the
20th century, the Serbian policy towards the region was dominated
by the aspiration for “unification and liberation of the Serbian
people” and opposition to Bulgarian propaganda in Macedonia.
Greece, for its part, advocated the thesis of “Slavophone Greeks”
(the population was Slavicized Greek) and, relying on the support of
the Greek Patriarchate of Constantinople and the armed groups
(andarti) created for propaganda purposes, financed by the official
Greek authorities, sought to counteract the Bulgarian Exarchate, the
IMARO, the Romanian propaganda among the Vlachs and the
Albanian revolutionary national movement. Romania also joined the
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claims of the neighboring countries to the population in Macedonia,
which, taking advantage of the Vlachs (Aromanian) population,
could not claim territories on the spot, but sought compensation at
the expense of Bulgaria. Thus, the geographical area became a field
of fierce propaganda, to which were added the aspirations of the
Ottoman Empire to preserve its European territories and to defend
the Berlin status quo to the end. At the beginning of the 20th
century, Bulgaria held the primacy of influence in the area — both in
terms of church and educational work and the local intelligentsia
with a clearly expressed Bulgarian self-consciousness, and with its
committee-based illegal paramilitary structure (subordinated to
IMARO and SMAC), which managed to resist the repressive
Ottoman government, the Greek andarti and the Serbian bands. As a
result of the two Balkan Wars (1912-1913), the area was divided
into three main parts — Southern Macedonia (about 50%) went to
Greece; Northwestern (so-called Vardar) Macedonia (about 35%) —
to Serbia; the northeastern regions (Gornodzhumaysko, Razlog,
Nevrokopsko, Melnik, Petrich and Strumica, a total of just over
10%) — Bulgaria. After World War | and the Versailles status quo,
which reaffirmed (with few exceptions to the detriment of Bulgaria)
the division of the region mainly between the three countries, a
massive policy of Serbization of the population began in Vardar
Macedonia, a continuation of the line followed until the wars, with
its territories being declared part of ,,Southern Serbia“, and the
inhabitants becoming subjects of the newly created ,,Kingdom of
Serbs, Croats and Slovenes“ (declared ,,southern® Serbs). The
attempt to completely change the self-consciousness of the people
was poured onto their shoulders with the entire possible repressive
apparatus and a ban on any national self-expression. In 1929,
according to the new administrative division of Yugoslavia into the
so-called banovinas, Northwestern Macedonia entered the Vardar
banovina, and the repressive regime of Serbization did not change its
appearance. During this period in Yugoslavia, ,,Macedonia“ was a
suppressed and even forbidden name.
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After World War |, the names ,Macedonians“ and
,Macedonian people* became more widespread, especially among
left-wing circles, but as a designation for all nationalities inhabiting
the historical and geographical area (without inserting an ethnic
interpretation into the term), and this idea is not very different from
the idea of autonomy, especially since this was the only way to resist
the Serbian and Greek repressions of the Bulgarian population in
Yugoslavia and Greece, if only because of the international isolation
in which Bulgaria found itself. This is one of the reasons why at a
certain point in 1923-1924 the revolutionary organization (IMARO)
temporarily sought the support of the Comintern. As is known, the
negotiations did not yield results and in 1925 the international
communist movement formed a separate IMARO (united) as its own
kind of continuation.

The Comintern, guided by the ideas of a world proletarian
revolution, belittled the national question and elevated the class
struggle to a cult, as a result of which in 1934 it adopted a resolution
proclaiming the ,,Macedonian“ and ,,Thracian“ ethnic nations, and
the autonomist principle was replaced by the Macedonianist one.
Thus, gradually, Macedonianism became a political program of the
Comintern, and as a consequence, an official doctrine of the
communist parties in Bulgaria, Greece, and Yugoslavia and their
supporters (including activists of the IMARO (united). In this way,
the original Macedonianism of Stojan Novakovi¢ and Kraste
Misirkov was revived, but this time not as a tool of Serbian
chauvinism, but as an ideological doctrine of the international
communist movement.

Macedonism was adopted in the 1930s by part of the left-
wing Bulgarian emigration from Macedonia, who settled in Bulgaria
after the First World War. During the Second World War, the
communist movement became the leading force of the anti-fascist
struggle, and the result was the imposition of Macedonianism within
its own state borders with the creation of the Federal, and later - the
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People's Republic of Macedonia within Tito's Yugoslavia. Thus,
from the end of the Second World War, the construction of the
institutions of Macedonian statehood began in Yugoslavia, imposing
a Macedonian nation with its own language, history and culture.

The time frame of the dissertation covers the entire first half
of the twentieth century. The broad chronological boundaries make it
possible to emphasize the changing political and socio-economic
relations; to outline the general spatial and chronological regularity
in the cinematic development of two countries (historically, there are
three countries — in the first decade of the twentieth century,
Macedonia was part of the Ottoman Empire), following in sequence
those that trace the canvas of the European and world cinematic
process. The scope of the study is also determined by the object of
study — cinema. The first half of the last century is the time in which
the seventh art grew and became legitimate, and at the same time it
submitted to the dynamic political upheavals, anticipating its
mediatic role. Last but not least, within the scope of the dissertation
work, the historical and geographical area of Macedonia experienced
extremely dramatic changes related to liberation struggles, the
delineation of new borders, and the change of political regimes —
these inevitably affected not only the destinies of people and
countries, but also cultural phenomena, one of which was film. The
lower limit of the study — the beginning of the 20th century — is
argued with the first films dedicated to Macedonia (1903); it is
conditional, because the root causes of the events reflected in the
films precede the outlined chronological framework. The upper limit
is marked by the end of World War II and the creation of two new
socialist states — this led to a change not only in the interpretation of
events, but also in the organization of cinematography, marked by
the nationalization of film production through the creation of the
state enterprise ,,Bulgarian Cinematography* in 1948 (in Bulgaria)
and the film enterprise ,,Vardar Film“ — Skopje in 1947. (in
Yugoslavia and more specifically — in the People's Republic of
Macedonia).
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The dissertation does not follow a strict chronological
sequence, due to the importance of the issues, which bring to the
fore the importance of two separate topics — ,,The Creativity of the
Manaki Brothers“ and , The Visual Memory of the Ilinden-
Preobrazhensko-Krastovdensko Uprising®. In the line outlined by
time, the Ilinden series of films by the English cameraman Charles
Noble precedes the first celluloid documents of the Bitola
cinematographers. The leading position of the Manaki brothers in the
structure of the study is justified by the large volume of films created
by the two brothers. Like the fathers of cinema — the Lumicre
brothers, the Manakis began to create in the field of cinematography,
drawing plots from their surrounding environment, and thus
introducing the modern researcher to the patriarchal specificity and
political reality of time and space, outlining a complete picture of
life in Macedonia and preparing the viewer for everything that she
will experience later. The English cinematographer, on the other
hand, founded the theme of ,,Ilinden* in Bulgarian cinema, but it did
not end with his celluloid documents — it continued for a full 20
years later - the time when the Manaki brothers (with few
exceptions) no longer produced films.

The main goal of the dissertation is to show the importance
of visual memory for overcoming and supplementing the empirical
deficiencies of conventional history; to highlight the importance of
the socio-political and national messages that visual documentary
carries; above all — to prove the historical and scientific value of the
screen chronicle for delineating the boundaries of identity
(community and national), within which Macedonia, due to the
traumatic and emotional burden, value deformation in the
recognition of its own and foreign and unfounded aspirations to
ignore visible truths, occupies an essential place.

The history of cinema from and about Macedonia in the first
half of the twentieth century poses the main research questions in the
dissertation — what facts and events, processes and phenomena

13



attract the eye of the camera, but who and why tries to research
them, tell them and pass them on for generations.

The tasks of the dissertation are determined by the goal and
research questions and are marked in the sequence of the outlined
structure of the study. Its object — films, and the need to reveal the
specificity and appearance of cinema (from its birth, through
maturation and shaping of its language, to its awareness as an art and
media), directs the study towards studying the works and memories
of the pioneers of film theory and searching for world film models,
sources and historiographical works, tracing various aspects of the
history of cinema, through which to determine the place of
Macedonia in the general cinematic course. The huge preserved film
array of the Manaki brothers, visualizing the cultural and political
history of the population in Southwestern Macedonia, determines the
need to search for ethnographic sources, historiographic works,
unpublished information from the periodical press from the time of
the events under consideration and memories of contemporaries —
the analysis of the Manaki brothers' culturological and chronicle
films, subjected to comparative discourse, outlines the ethnic
characteristics of the population - the main subject of their work, and
justifies both the importance of their heritage for history and cultural
studies, and the unjustified disinterest of Bulgarian research science
in their chronicle films and in general - in their entire visual work.

The study of the photographic heritage of the people of
Ilinden in Bulgarian archives and museums, the systematic review,
selection and scientific processing of the light paintings, help to
determine the place of photography in historical memory and to
trace its revolutionary significance for delineating the boundaries of
identity. The light paintings dedicated to the people of Ilinden find
their analogue in the film productions of the English
cinematographer Charles Ryder Noble. The dissertation makes a
meaningful analysis of his Ilinden series of films (with an emphasis
on the main characters of the films — General Ivan Tsonchev and
Ivancho Karasuliyata). It outlines the national character of the
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uprising and the grounds for Bulgarian historical science to
rehabilitate the English cinematographer as the founder of the
seventh art (in Bulgaria and the Balkans) and a propagandist of the
liberation mission of the Bulgarian revolutionary movement around
the world.

An essential task of the study is the substantive and
contextual analysis of the film production ,,Macedonia on Film*
(1923-1924). The study, respectively — the systematization of
sources and documents from the time of the film’s creation,
including the official printed organs of the organizations under
consideration (,,Ilinden*/ ,,Pirin*/ ,,July 20%, , Illustration of Ilinden*,
»Independent Macedonia®) and the personal archives of the
Bulgarian emigration, substantiate, on the one hand — the pivotal
place of the Ilinden-Preobrazhensko-Krustovden Uprising of 1903 in
the collective memory related to Macedonia; on the other — they
illustrate an essential page of the political history of new Bulgaria
between the two world wars; on the third — they outline the
categorical assessment of the screen chronicle of the national
appearance of the liberation struggles and their drivers.

In response to the research questions, the study focuses on
searching for Turkish historiographic sources on the history of
cinema in the Ottoman Empire, which reveal the utilitarian approach
of the official policy towards cinema and its insights into the media
power of cinema. The search for unpublished and published articles
and information from Bulgarian and Serbian printed publications
from the period under review, with attention focused on the official
government printed organs of Serbia and Bulgaria; Bulgarian and
Serbian daily newspapers; archival documents, memories, diaries
and historiographical works, helps to trace as comprehensively as
possible all film productions related to Macedonia, to justify their
use by the authorities for ideological influence.

The methodological basis of the dissertation work is the
problem-chronological approach and the comparative method,
supplemented and strengthened by the method of critical analysis.
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The main methodology in the first part of the dissertation work,
which examines the emergence, essence and regularities in the
development of the seventh art, the cinematographic and historical
context of the Balkans, its interrelation with the general trends in
world cinematography and the aesthetic dimensions of films
dedicated to Macedonia, is comparative and interdisciplinary,
subordinated to the main goal — to reveal the similarity and
difference between world cinematography and chronicle-
documentary films of/about Macedonia. In the sub-topic tracing the
work of Manaki, the main methodology of the study is based on the
historical-genealogical and historical-typological method, on
analogy and comparison. They are also fundamental in the sub-
theme related to the Ilinden-Preobrazhensko-Krastovdensko
Uprising, together with the problem-chronological approach, due to
the need to establish the dependence of the studied phenomena,
processes and events on the previous stage of development. The
system-structural and synchronous method are fundamental in the
third sub-theme, examining the institutionalization of cinema and its
propaganda role in the two Balkan countries — Bulgaria, on the one
hand, and Serbia, the Kingdom of Serbs, Croats and Slovenes and
Yugoslavia — on the other. When tracking and analyzing the content
of the propaganda suggestions that the daily press sends to its
audience, content analysis is also used.

The dissertation creates a historical narrative of the geographical
area of Macedonia, seen through the films. Therefore, the issues
related to the life of these films, their screenings and their influence
in shaping collective attitudes are not the main focus. They are
important because they construct the cinematic situation, which,
especially in the years after the First World War, turns cinema into a
social phenomenon. The metamorphosis of cinema and its
transformation into a key social phenomenon are influenced by
many factors — the awareness of the art itself as such, its
commercialization, civilizational —and historical  processes
(technology, leisure, women's emancipation, the regulation of child
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labor, legislation, education, advertising). All these factors
presuppose the transformation of cinemas into markers of modern
civilization, forming values, norms and ways of behavior, and the
films themselves — into an indicator of the speed with which the
culture of a society grows. This topic requires a serious, in-depth and
large-scale study, in which a number of other (auxiliary to history)
sciences must also intervene, the entry into which is neither stronger
nor necessary for the purposes of the dissertation work. Since the
subject of the research work is Macedonia, and one of the main goals
is to show the possibilities of the film to become an important
historical document, capable of participating in the construction of
the historical narrative of the socio-economic process and the
cultural-ethnic appearance, the projection activity and social
transformation of the cinema are beyond the scope of the study.
Outside the research field are many events from the socio-political
and cultural life of the region, which are not directly related to films.

In the study, attention is focused on Bulgaria, Serbia and
Yugoslavia, in whose internal and foreign policy development
Macedonia plays an important part. Yet, it does not remain confined
within the state borders of Bulgaria, Serbia, and Yugoslavia, because
in the first decade of the twentieth century, Macedonia (in its
entirety) was part of the Ottoman Empire, and the films created in
that historical context experience the direct impact of the political
regime of Abdul Hamid II and the Young Turks, to which the region
was subject.

Documentary basis of the dissertation work

The most important primary document in the dissertation
work are the films, their identification and analysis. The destruction
of cinematographic documents in the early years of cinema creates
the need to resort to other types of secondary sources — catalogues
with descriptions of productions or summaries of film content in the
press, although they can never replace the film. When studying
history through films and the history of films, along with political,
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socio-economic and cultural development, direct primary sources of
historical science are the only way to be comprehensive and
objective. Therefore, the study refers to sources that are sufficiently
diverse in type, divided into 5 groups: unpublished sources;
published sources; historiographical studies; encyclopedic reference
books and indexes; DVDs and an internet database for films. The
dissertation work optimally uses the sources of information — films,
documentary sources and historiographical studies, including those
of contemporaries of the events — in the historiographic aspect, the
latter often play the role of primary sources.

1. Unpublished sources

Unpublished historical sources outline the foundations of the
scientific significance of the study.

The specifics of the processing of movable cultural values
preserved in museums, and the still difficult process of digitization
of their funds, make it difficult to create a unified information
system of digital resources that support the cataloguing and scientific
description of museum collections - this hinders public accessibility
to cultural content and the opportunity for modern informed people
to rediscover in the museum the historical resources of their identity,
and also to participate in the European and global cultural and
scientific dialogue. Therefore, the task of researchers focused on the
wealth of museum funds is of great importance for enriching the
historical narrative.

At the end of 2018, the Regional History Museum —
Blagoevgrad received a huge array of archival documents — the
»Alexander Peltekov® collection, a significant part of which is
dedicated to the refugee organizations of Macedonian Bulgarians
and their restructuring between the two world wars. An important
part of the documentary archive is occupied by the periodicals of the
organizations of Macedonian refugees. The archive of Arseni
Yovkov, unknown for decades even to researchers of the national
liberation struggles, is particularly valuable. This array of
photographs and documents forms the basis of the dissertation work,
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along with photographic, documentary, printed and material material
from the collections of the sections ,,New History* and ,,Bulgarian
Lands 15th — Early 20th Century* in the Regional History Museum —
Blagoevgrad and the History Museum — Petrich.

The second group of unpublished sources are archival
materials from the archives in the Republic of Bulgaria and the
Republic of North Macedonia: State Archives — Blagoevgrad: the
funds of the Petrich Anti-Malarial Experimental Station and the
collection of photo documents from the ,,People's Memory Tells*
movement; Central State Archives — the funds of the Monarchical
Institute in Bulgaria; Archives of North Macedonia — the funds of the
Hygiene Plant in Skopje.

2. Published sources.

The dissertation work is based on a large number of
published sources, which can again be divided into several groups.
The first part includes movable cultural values from the Regional
History Museum — Blagoevgrad: the funds of the departments ,,New
and Recent History*“ and ,,Bulgarian Lands 15th - Early 20th
Century* - photographic, documentary and printed material.

The second group is based on archival materials from the
archives in Bulgaria. A special place in it is occupied by
photographic material from: State Archives — Blagoevgrad (personal
fund of Mircho Yurukov and collection ,,People's Memory Tells®);
Central State Archives — Sofia (the funds of the Bulgarian
Photography Industrial Complex; the Kuzman Karadjov Fund; the
collection ,,Memories, Photographs and Other Documents of
Participants in the National Liberation Struggles in Macedonia and
Thrace®; the Spiro Olchev personal fund; the archive of Patriarch
Kirill; the funds ,,Lazar Delev*, ,Hristo Silyanov®, ,,VVasil Paskov*,
,Georgi Bajdarov, ,,Georgi Delchev, ,Nikola Maleshevsky*,
,Hristo Chernopeev* and the fund ,,Photo Library B*); Scientific
Archives of the Bulgarian Academy of Sciences — Sofia (the
personal funds of Petar Durvingov and Stefan Stambolov), as well as
the collection ,Portraits and Photographs“ of the Bulgarian
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Historical Archive — Cyril and Methodius National Library — Sofia.

The research is also based on a large number of Bulgarian
archival documentary sources from the Central State Archives—
Sofia (the funds of the Directorate of National Propaganda (1935—
1944); Council of Ministers (1923-1945); Union of
Cinematographers; Ministry of Public Education; collection
,National Liberation Organizations of Macedonian Bulgarians after
the Treaty of Berlin (1878)*; collection ,,Archive of Macedonia,
Skopje*); State Archives — Vratsa (collection ,,Macedonian-
Adrianople Volunteers (1901-1940); State Military Historical
Archive — V. Tarnovo (orders of the Military Department and the
Headquarters of the Active Army); Scientific Archives of the
Bulgarian Academy of Sciences — Sofia (personal fund ,,Petar
Durvingov®); Bulgarian Historical Archive — Cyril and Methodius
National Librar — Sofia (funds ,,Georgi Minkov* and ,,Dimitar
Tsuhlev*); Bulgarian National Film Library — Sofia (Folder
,Bulgarian Cause* Foundation); published archival documents in:
,,Notices of the State Archives* and the series ,,Archives Speak*; as
well as documents from the Archives of North Macedonia — Skopje,
and the documents published by the institution in ,,Ilinden
Testimonies and , Todor Aleksandrov. About Macedonia:
Documents 1919-1924

The third group of published sources are the ethnographic
sources published in ,,Ethnography of Macedonia“, in ,,Sources for
Bulgarian Ethnography* and in ,,Pirin Region.

Articles from the periodical press outline the fourth
documentary base of the dissertation work. The first part of them are
the official Bulgarian newspapers in Constantinople: ,, Tsarigradski
vestnik® (1848-1862) and the newspaper ,,Novini‘“/“Vesti“ (1890—
1912); the official government printed organs in Bulgaria and Serbia
— ,,Drjaven vestnik®“ (1879-2024), ,,Srbske novine* (1834-1919) and
,Politsijski glasnik - the official gazette of the Ministry of Internal
Affairs of Serbia (1897-1904) - in which regulations, decrees, laws
were promulgated; the official printed organs of the SMAC - the
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newspaper ,,Reformi (1899-1905); of the IMARO — ,,Macedonian-
Odrijan Review* (1905-1927); of the Sofia-based ,,Debar
Enlightenment Friendship“ — ,,.Debar Voice“ (1909-1911); of the
»llinden Organization® — , lllustration of Illinden* (1927-1944); of
the Union of Macedonian Cultural, Educational and Charitable
Brotherhoods - ,,Macedonia®“ (1919-1923) and ,Independent
Macedonia“ (1923-1926). The second part includes other
periodicals and magazines, most of which published articles that
were used for the first time in the study: Bulgarian: the Sofia
newspapers ,,Balkanska Tribuna“ (1906-1908), ,,Bulgarian Trade
Gazette (1893-1918), ,,Vecherna Poshta“ (1901-1914), ,,Volya“
(1911-1920), ,,Den* (1903-1923), ,,Dnevnik* (1902—-1944), ,.Dnes*
(1941-1944), ,Zanayatchiyska Duma“ (1920-1944), ,.Zname*
(1924-1934), ,,Zora*“ (1919-1944), , Kambana* (1907-1935), ,,Mir«
(1894-1944), ,,Narodni Prava“ (1888—1932), ,,Nov Vek*“ (1886—
1920), ,,Pryaporets (1898-1932), ,,Rech* (1908-1913), ,,Sofia
Municipal Gazette* (1914-1918), ,,Utro* (1911-1944), ,. Tserkoven
Vestnik* (1900-2024); the Plovdiv newspapers ,,Bulgarian
Kingdom* (1908-1912), ,.Borba“ (1921-1944), ,,Maritsa®“ (1930),
,Narodna Duma“ (1907-1910, 1911), ,,Plovdiv (1887-1907),
,,constitution“ (1901-1903), ,.San Stefanska Bulgaria / Zapadna
Bulgaria“ (1898-1928), ,,Yug*“ (1918-1944); the Varna newspapers
,Varnenski Korenyak* (1927-1941), ,,Varnenski Novini“ (1912—
1944), ,,Morski Sgovor® (1924-1944); the Kyustendil newspaper
HKurier< (1921-1929); Serbian: the Belgrade newspapers ,,Mali
zhurnal® (1894-1915; 1920), ,Politika“ (1904-2024), ,,Pravda“
(1904-1941), ,.Samoupravra“ (1881-1941); French: the Parisian
newspaper ,,Le Figaro“ (1826-2024). The third part is the magazines
»Bulgarian Military Thought* (1934-1943), ,,Bulgarian Writers®
(1858-1862), ,,Social Renewal* (1919-1920), ,,Otechestvo* (1909,
Thessaloniki), ,,Otechestvo® (1914-1918, Sofia), ,,Rodina* (1926—
1934), ,,Sedmichna illustracija“ (1913-1914), ,,Tempo* (1933). The
fourth section is the correspondence published in the documentary
collection ,,The English Press on the Ilinden-Preobrazhensko
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Uprising of 1903.“ The last large part of the source base is the
memoirs, biographical notes, travelogues, reports and accounts of
contemporaries, published in separate publications or in thematic
collections — more than 50 in number - of Chetniks, voivodes,
military men, intellectuals, diplomats, ministers, reporters, etc. -
Bulgarians and foreigners.

Historiographic overview of the topic

The topic ,,Macedonia“ is multifaceted, inexhaustible,
emotional and traumatic. It is an abundant source of inspiration for
many researchers, and this makes it impossible for the
historiographical basis of the dissertation to cover all the literature in
its entirety. Yet the scientific study is based on over 250 scientific
studies, half of which are monographs, systematized according to the
fields of science — studies on cinema and film history; historical
studies; ethnological studies; studies related to fine arts;
photographic studies, including albums; encyclopedic reference
books and indexes.

The work of the Manaki brothers in its multifaceted nature is
the subject of numerous research searches by North Macedonian
historians and art historians. The dissertation refers to most of them,
but places the main emphasis on two relatively new monographs —
one historical and one art history.

The first — ,,The Creation of the Brothers Manaki* (1996), is
the fruit of collective work — a publication of the Archives of the
Republic of Macedonia, in which their photographic heritage is
preserved. The research merits of the monograph, dedicated to the
work of the Bitola cinematographers, are outlined by the large
number of photographs published after each chapter (often, however,
diverging from the advertised topics) and the in-depth study of the
life path of the two brothers and their photographic heritage. In the
remaining large part of the exhibition, a certain imbalance is
observed between the boldly manifested title and the content of the
study. The collective work makes a detailed historical overview of

22



the political development in the historical and geographical region of
Macedonia after the Miirzsteg reform program, followed by a
historical overview of the socio-political and cultural development
of Bitola in the late 19th and first half of the 20th centuries. The
emphasis is placed on economic development; the opening of
foreign diplomatic consulates in the city; the national liberation
struggles in the Bitola revolutionary district; foreign propaganda; the
Young Turk Revolution, the Balkan and First World Wars; the anti-
fascist struggle, the development of healthcare, education, culture
and sports. The historical review is written in the spirit of the
officially advertised Macedonianist theses of North Macedonian
historians. The need for an extensive historical review 1is
unconvincingly argued with the influence that the socio-political and
economic characteristics of life in Bitola have on the work of the
Manaki brothers, while the authors aptly emphasize that the Bitola
film pioneers created their positivist works mostly when Bitola was
a military-administrative, economic, diplomatic and educational-
cultural center (within the borders of the Ottoman Empire). The best
balance in terms of theme and content is achieved at the end of the
monograph by the studies of Nada Geneva Braci¢ and Aleksandar
Krustevski — Koska. The first author traces the folk costumes and
customs in the work of the Bitola cinematographers, emphasizing
entirely their photographic heritage, in the analysis of which an
imbalance is again observed in favor of material culture and, above
all, clothing (spiritual culture is mentioned very briefly). The second
author — Alexander Krastevski, is the only one who examines the
cinematographic and projection activities of the Manaki brothers,
makes a filmological analysis of the works, traces their content,
groups them chronologically, thematically and topographically. The
lack of a serious documentary basis in the research work leads to
omissions and incorrect dating of the film productions — ethnological
films could hardly be dated; the author refers the creation of the first
films once to 1905 — at the beginning of the monograph, a second
time at the end of it — to 1906 (according to Milton Manaki); the film
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,»Celebration of St. Cyril and Methodius*, in the content of which the
»Pelister Hero society, organized in the summer of 1909, stands out,
the author places it in 1909, referring the emergence of the society to
even earlier years — 1905; the strips dedicated to the anniversary of
the Young Turk Revolution are dated in 1908; the visit of the
Romanian delegation to Bitola, Gope§ and Resen — in 1909. The lack
of a serious documentary basis and the erroneous historical
interpretations in the monograph reduce the scientific value of the
study, the author's contradictory theses make it even more
unprofessional, despite its serious historiographical significance
(beyond the advertised title) for North Macedonian history.

Igor Stardelov's monograph, ,,Manaki“ (2003), is well
structured and well-founded. The North Macedonian film researcher
takes a critical approach to some of the theses of his predecessors
who studied the Manaki brothers. The film historian's main thesis is
to deduce the need to consider the work of the Manaki brothers as a
single, inseparable whole — both as a historical and as a relevant
aesthetic fact. Igor Stardelov's well-balanced work lacks a thorough
identification of the visual chronicle — the study is devoid of a
detailed analysis of the events, respectively - of a historical context.
The main contribution of the monograph is in the use of foreign film
historiography on the topic — including studies by Greek authors
with a critical view of the factual inaccuracies they admit.

Key to tracing Manaki's life and work are the studies of the
Romanian film critic and film historian Marian Tutui (Tutui, M.
. Janaki Manaki - military correspondent in 19037 New facts about
the Manaki family ; Tutui, M. ,, New facts about the Manaki family's
ties with Romania ). He first argued for the dating of their first films
to 1907; presented data on the reporter's activity of Janaki Manaki in
his capacity as a photographer (as a military correspondent from
Macedonia for the Romanian illustrated magazine ,,Universul®);
expressed doubts about the categorical statements of film
historiography that Manaki's celluloid documents did not leave their
Bitola studio at all at the time of their creation.
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»llinden in Cinema“ is one of the highlights in the research
efforts of film historians Kostadin Kostov and Petar Kardzhilov. The
work of the former is fundamental for subsequent scientific research
dedicated to the people of Ilinden. In his book ,,The Ilinden Uprising
in Cinema*“ (2000), Kostadin Kostov first presents the topic
»llinden®, neglected for years in the research of film historians, as
key to the history of Bulgarian cinema. In his work, the author
reveals the film content of the films created by the English
cinematographer Charles Ryder Noble in the distant 1903, and
initiates the debate ,,do celluloid documents contribute to Bulgarian
film history?* The limited historical context affecting the issues
related to the Ilinden-Preobrazhensko-Krastovden Uprising leads to
inaccuracies in determining the location of filming of the films and
the national character of the uprising - the author supports the theses
of North Macedonian film historians that Noble's ,,Ilinden series*
was filmed in the Ottoman Empire (in Macedonia) and, although he
attributes the films to Bulgarian cinema, emphasizing that they are
Bulgarian in spirit and content, he gives the term ,,Macedonians® an
ethnic flavor (the main characters of the films are both ,,Bulgarians®
and ,Macedonians®). The film historian's attitude towards
documentary sources is also partly unprofessional (part of the
scientific apparatus cited in the study is inaccurate or missing).

Petar Kardzhilov is precise in his argumentation and references. The
author is the first to refute the theses of researchers from North
Macedonia regarding the filming location of the ,,Ilinden series” (in
Bulgaria), pointing out both the Bulgarian nationality of the ,,actors*
in Noble’s “performance” and the nature of the uprising itself
(Kardzhilov, P. , Film about llinden. The llinden Uprising — the
occasion for the filming of the first films in Bulgaria®). The
precision and detail that Petar Kardzhilov demonstrates in the
process of identifying the tapes allow him to argue his confidence
that the English cameraman and his producer were pioneers in the
realization of the first live pictures in the Bulgarian principality and
occupy an honorable place not in the film chronicle of former
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Yugoslavia and present-day North Macedonia, but in that of
Bulgaria.

The second major film production dedicated to Ilinden,
created after the First World War — ,,Macedonia on Film* (1923—
1924), is the second main focus of Kostadin Kostov’s monograph.
The first study of the film was made by the researcher from the
Socialist Republic of Macedonia Bane Cadikovski very soon after
the resurrection of the film in Skopje — from him began the
misinterpretation of the production as the first truly “Macedonian
film”, made by ,,Macedonians for Macedonia* (Cadikovski, B. “On
the documentary film ,,Macedonia” from 1923“). The Bulgarian
film researcher Kostadin Kostov follows the inertia of film historians
from Bulgaria’s southwestern neighbor, supplementing the
biography of the film without a critical look at the hypotheses and
documentary basis of their research. The detailed tracing of the
content of the film and the brief announcement of its fate were
continued and precisely supplemented by Petar Kardzhilov
(Kardzhilov, P. ,, The Fate of the Film "Macedonia" (1923—1924) ).
He expressed suspicions about the theses underlying the research of
Kostadin Kostov and his predecessors that the screenwriter of the
film was Arseni Yovkov, and only the limitedness of the sources
used and the lack of historical discourse proved to be an obstacle to
the categoricalness of the doubts expressed by the researcher.

The organization of emigration from Macedonia in Bulgaria
after the First World War and its activity were studied by Alexander
Grebenarov in his monograph ,,Legal and Secret Organizations of
Macedonian Refugees in Bulgaria (1918-1947)“. The author traces
the formation of refugee organizations and their tasks related to
defending the rights of compatriots who remained under foreign
rule, their desire to ease and support the lives of families who settled
in Bulgaria, their influence on the socio-political and cultural life in
the country, their multifaceted activities and manifestations, which
are always based on the same idea — to end the terror against
Bulgarians in neighboring countries.
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In the search for ways and factors (native and foreign) to
resolve this most important issue for the refugee formations, they
sometimes confront each other and this confrontation influences not
only the liberation cause, but also the construction of the historical
narrative of the ,,Macedonian nation“, created by the western
Bulgarian neighbor, which ignores thousands of documentary
evidence of the Bulgarian ethnic origin of the refugees. One of these
testimonies — the film, is not ignored by the North Macedonian
researchers, but on the contrary — they brandish it as a cultural
heritage of exceptional importance. Therefore, the studies related to
the film production ,,Macedonia on Film* occupy an important place
in the dissertation work — they substantiate not only the need for the
work to be included in the documentary chronicle of the national
liberation struggles and in the chronology of Bulgarian cinema, but
also show the key place of the visual narrative in the history of the
Bulgarian national liberation movement in the period between the
two world wars.

The historiographic basis of the last subtopic in the
dissertation work are two relatively new film historical and two
historical studies.

The Bulgarian 100-year film process and its history through
the eyes of researched and unexplored documentary sources are
examined in his monograph ,,Cinema. Bg. 100 years of film process
— personalities, films, salons* by the Bulgarian film critic and film
historian Alexander Yanakiev. In this summary work, the historical
study of the development of cinematography is examined through
the prism of its main drivers — personalities. The study contains
valuable information related to the approach of the intelligentsia to
cinema, the censorship of films, the film production of the State
Student Cinematography, the legislation and the development of
socialist cinematography. However, among the many listed titles of
Bulgarian film productions, ,,Macedonia on Film“ is not present.
This topic is the focus of the current dissertation work.

27



The second film historiographical work, which contains a
large number of facts, structured chronologically and with
arguments, is the monograph of the film historian Petar Kardzhilov —
»Film newsreels filmed in Macedonia during three wars (1912—
1918)“. With it, the author continues the line of his searches related
to Macedonia, seen through the eyes of foreign correspondents and
cinematographers. The exhibition represents a kind of reference
book of all the film titles that the author has reached in his research,
and creates a basic basis for further studies of Bulgarian national
politics, seen through the eyes of foreigners.

When tracing the propaganda aspects of cinema in the last
subtopic, the dissertation work is based on numerous historical
works — the theoretical basis is served by the studies of Edward
Bernays — ,,Propaganda‘ and ,,Formation of Public Opinion®, as well
as the monograph of Ivan lichev — ,,My Homeland — Right or
Wrong. Foreign Policy Propaganda of the Balkan Countries (1821—
1923)“. The main goals of Edward Bernays' research are to outline
the communication model of propaganda and its use as a tool for
psychological influence and control in all spheres of life - power,
politics, education, science and art. Bernays is one of the few
theorists who view propaganda in its positive connotation - as
necessary for introducing order into chaos.

In his research work, Ivan llchev outlines the framework
within which the foreign policy propaganda of the Balkan peoples
operates. The emphasis of the study is on the way in which
propaganda is formed and implemented, but viewed not from the
perspective of specific actions of Balkan politics, but on a symbolic
level — with arguments, techniques, propaganda messages,
stereotypes that do not die, enclosed in the chronological framework
of the study, and continue to this day.

Propaganda in Bulgaria is the subject of the study ,,Truth
during War (Propaganda in Bulgaria in 1941-1944)“ by Petko
Belokonski. It is important for the present dissertation work because
it examines in detail the entire history of the creation and functioning
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of the Directorate of National Propaganda during the Second World
War. In his monograph, the author clearly highlights the image of
the Directorate as a state institution, whose main task is to support
all ideological and programmatic principles of power, using a wide
range of mechanisms. One of them is cinema, examined by the
author through the prism of foreign German cinematography and its
wide distribution on screens in Bulgaria during the war.

Extremely useful for the purposes of the dissertation work is
the monograph by Boyan Simi¢ ,,State Propaganda in Yugoslavia
and Bulgaria in the 1930s“. An essential part of the dissertation work
is film propaganda. The author examines the situation of the film
industry in Bulgaria and Yugoslavia — makes a statistical analysis of
the interest in film screenings; the number of cinemas and the film
repertoire; tracks legislation, censorship and the use of films in the
service of political power. In view of his main goal, the author tracks
in general terms all aspects of film propaganda, without devoting
space to the content of the films and the propaganda suggestions
they carry. This is precisely one of the goals of this dissertation.

Dissertation content

The dissertation consists of an introduction, four chapters, a
conclusion, appendices and a bibliography.

The first part of the study is dedicated to the evolution of
cinema and its transformation — on the one hand, into a synthesized
art, on the other — into a preferred form of communication. The
desire to discover the sequence of shaping film thought and building
the cinematic language is related to the need to specify the
connections, similarities and differences of the new art with the old
cultural phenomena, to fix the continuity and realize the regularities
of the emergence and success of cinema. At the same time, it cannot
be considered apart from the spatio-temporal dimensions of socio-
economic and political life, which changes the creative path of
cultural phenomena. This first part also includes films about
Macedonia — in the first half of the period under consideration, they
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can rightfully compete with world models and claim to be worthy
exponents of the technical and ideological-aesthetic characteristics
of the art struggling for legitimation. Due to their quantitative and
qualitative advantages, a special place is occupied by the celluloid
documents of the Manaki brothers. Their creative style is marked by
chronological-spatial insight and unerring compositional decisions,
by precisely selected plots and a well-constructed visual narrative,
which from the very beginning shows the similarities of the verbal
and figurative narrative and the significance of the celluloid
documents for historical science. In the first chapter, the cinematic
context of the films precedes the historical one, because of the very
object of study — the films — they are the ones that direct attention to
basic and important aspects of life in the historical-geographical area
— the subject of the present dissertation work, and thus become an
important visual document of the era, a narrative refracted through
the aesthetic and experiential experience of the observer. Revealing
the regularities in the birth and growth of cinema makes it possible
to understand the invisible mechanisms that help the perception and
co-existence of the film. The surge of expressive means of the new
art predetermines the ability of cinematic reality to create imaginary
worlds that become reality through the audience's experience with
the cinematic narrative, and thus to exert a powerful impact, to
influence everyday behavioral patterns, to bring out social attitudes
and nation-forming phenomena, to educate, to give hope.

The second chapter of the dissertation examines Macedonia
through the lens of the Manaki brothers. The dissertation divides
their work into two main sections — cultural and historical. This
division is justified by the theme, content and narrative of both their
photographic and cinematic wealth.

The focus on ethnocultural specificity and the emphasis on
patriarchal life is a rare phenomenon for cinema in that period (the
dawn of the 20th century). These are the first ethnographic film shots
that trace the entire specificity and way of life of the people of a
certain region — in this case the population of Southwestern
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Macedonia. These short film documents turn the Manaki brothers
into pioneers of Balkan cinematic anthropology — they outline the
traditional model of patriarchal existence in the first decade of the
20th century. The main subjects in their films are the communities.
The visual chronicle presents almost evenly distributed roles of two
of them — Vlachs and Bulgarians — in the first the brothers recognize
themselves; in the latter — the most numerous ethnic group in the
Bitola region, which, among the diverse population in these
geographical latitudes, is the main bearer of traditional spiritual and
material culture.

The documentary reports continue the line outlining the
cultural characteristics of the population, turning their films into a
chronicle of history. The aspiration for national awakening and self-
determination of the Aromanians in the empire is shown with several
productions. One of the first is ,,Open-Air School* — a seemingly
entertaining film documenting a school lesson in the native village
of the two brothers, in which social and political messages and
hidden criticism are encoded — towards ,foreigners™ (the Greek
reaction to the Sultan’s firman of 1905 and the opportunistic policy
of Abdul Hamid — the village in which the film was shot was burned
by Andarti in the same year); and to ,,their own* (the population of
the ethnically homogeneous village that launched the national
revival of the Vlachs in the empire, which seems unwilling to restore
two main nation-defining markers — the school and the church).
Three documentary reports related to the visit of the Romanian
delegation, headed by Professor Constantin Istrati, to Bitola, Gopes
and Resen in 1911 have a completely different ,,sound®. The critical
gaze in these productions is directed only at the “foreigners” — the
political authorities that want to modernize the empire, but do not do
enough. Another significant film with its historical value, related to
the turbulent and contradictory whirlpool in which the nationalities
of the multifaceted empire embark on their battle for national legal
personality, is ,,The Funeral of Metropolitan Emilian of Grevena“.
The murder of the Greek Metropolitan of Grevena had important
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consequences that went beyond the framework of Orthodoxy - it put
an end to the widespread illusion of freedom and equality of peoples
in the Ottoman Empire and became a catalyst for the exacerbation of
Greek discontent against the Young Turk regime in Macedonia.

Researchers of the Manaki brothers' film work attach the
greatest importance to the chronicle film productions dedicated to
the anniversary of the Young Turk Revolution in 1909 and the visit
of the Ottoman Sultan Mehmed V Reshad to Macedonia (in
Thessaloniki and Bitola) in 1911. Film historiography defines these
films as fundamental for shaping the specific manner of the two
Vlachs in filming demonstrations, parades, marches, celebrations - in
a word - the cheerful crowd. In fact, the parades of subjects of
different ethnic origin and age show, on the one hand, the socio-
political transformations that occurred after the end of absolutism
and the imprint of the social changes of the modernizing empire on
the everyday life of the population, and on the other - the main
drivers of these changes - ethnic minorities. In these film reports,
nation-defining markers of importance for Bulgarian history are also
discovered — in addition to the demonstrating military, students,
teachers, and citizens, the image of the Bulgarian gymnastics
association “Pelister Hero” is added, which in Ottoman Macedonia
was perceived as a “triumph of Bulgarianness”, a symbol of
modernization and an example of the consolidation of an ethnic
community. The public religious and school holiday of St. St. Cyril
and Methodius also has such a consolidating significance for
Bulgarians in Macedonia — both the Manaki brothers and the
dissertation work devote a key place to it. The latest chronicle film
productions of the Bitola cinematographers are related to the
establishment of Serbian power in Macedonia. They are interesting
for Bulgarian historiography because they mark important political
events that played a fateful role in the subsequent wars that
determined the fate of Macedonia.

The third chapter of the dissertation is dedicated to the
llinden epic. The revolutionary struggles of the population in
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Macedonia and their peak — the Ilinden-Preobrazhensko-
Krastovdensko Uprising, together with their drivers (Ilinden people),
occupy an important part of the study, due to the specific role that
both history and cinematography assign to them. The Ilinden sub-
theme traces the enormous importance that the activists of the
IMARO and SMAC attached to light paintings. The study traces the
creative style of the Bulgarian Renaissance light painters, comrades-
in-arms of the revolutionaries of the second half of the 19th century,
and also shows the continuity between generations of photographers.
This heredity marks the internal connection and national character of
the visual samples — it is also a fundamental sign of the historical
continuity between the Internal Revolutionary Organization (IRO)
during the Renaissance and the Internal Macedonian-Adrianople
Revolutionary Organization (IMARO) after the Liberation. The
photographs dedicated to the figures of the Bulgarian national
liberation movement, in addition to visualizing memories, show their
ability to look beyond the horizons of the present, anticipating the
importance of the stories told and their visual equivalent for the
present - as a powerful weapon for consolidating and propagating
liberation ideas; and for the future - as a value guide for creating
collective memory and national identity.

A specific place in the research work is given to foreign
cinematography dedicated to the liberation struggles of the
Macedonian Bulgarians. The Ilinden reports of the Englishman
Charles Ryder Noble visualize everything that a researcher can find
in the light paintings and in the memories. The similarity in the
storylines is determined by the main screenwriters of Noble's screen
chronicle - the Bulgarian Verkhovist voivodes Ivancho Karasuliyata
and General Ivan Tsonchev. The substantive analysis of the works
and the emphasis on the activities of the main subjects who shaped
the screen narrative of Noble's film scripts, confirm the Bulgarian
character of the uprising, refute those of the North Macedonian film
historians, and show the remarkable insight of a general from the
Bulgarian army to subordinate a new media - a symbol of modern
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times, to the goals of the liberation movement. The films dedicated
to refugees from the Rila Monastery and Samokov, in turn, continue
this line, clearly marking the (un)biased viewer's ideas about the
community feeling of the population that sought refuge in Bulgaria,
which in those years was neither large nor independent, but was a
free national state, in order to be the harbor for the Macedonian
wretches, as the motherland was.

Although we cannot attribute Noble's films to Bulgarian film
production (the film was produced by foreigners), because of the
origin of the directors and actors in his staged and real reports,
because of the filming location and the plots of the films, because of
their media significance, propagating the liberation mission of the
people of Ilinden on the world stage, we are obliged to rehabilitate
him as the ,,founder of the cinematic narrative” in the history of
Bulgarian cinema, and at the same time - as one of the first
chroniclers of the Ilinden events in Bulgarian history.

No less interesting to study is the other film created in the
same 1903 — ,Massacres in Macedonia“. It was shot at the “Paté
Freres” studio in Vincent (near Paris). One of its authors is Lucien
Nonguet, assistant director of a number of “Paté” films using literary
plots. When in the autumn of 1902 and the beginning of 1903 the
affairs in the Balkans became more frequent, the Ilinden Uprising
became a good occasion for creating a film. At the same time, the
literary equivalent appeared — the last novel of the promising French
novelist and traveler Pierre d’Espagne — ,,Before the Massacre. A
Novel of Today’s Macedonia“. The novel contains everything that
the Italian press announced about the film ,Massacres in
Macedonia®. The specific occasion for which the Frenchman ended
up in the Ottoman Empire was the Salonika Affair of January 1901.
The author, who arrived in Thessaloniki and described the trials, was
quite popular in France with his adventure novels. Therefore, his
work was expected and published instantly. Unfortunately, the
talented novelist died shortly before the publication of his book and
a year before the creation of the film. And yet his work of art,
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imbued with sympathy for the Bulgarians in Macedonia, remains
popular 30 years later.

The dissertation research concludes the Ilinden theme with
the Bulgarian film production ,,Macedonia on Film* (1923-1924).
The history and fate of the film are connected with the refugee
organizations of the Macedonian Bulgarians and their restructuring
between the two world wars. The creator and ideological driver of
the film is Georgi Zankov — chairman of the Governing Body of the
llinden Organization in the period 1921-1924. The producers are the
Bulgarian emigrant formations — the National Committee of the
Macedonian Charitable Brotherhoods and the Ilinden Organization.
The production continues the creative style of the Bulgarian light
writers that has been outlined since the end of the 19th century.
Conceived by Georgi Zankov as a financial instrument, the idea for
the film was warmly accepted by the IMRO — it was engaged not
only in the organization of the filming, but also in the propaganda of
the film in America. The goal of the film's creators to popularize the
liberation aspirations of the Ilinden people is quite noble and
purposeful - raising funds for charitable and cultural and educational
causes. After the wars for national unification, the Bulgarian
emigration from Macedonia fell into a difficult economic situation -
the mutual aid motive was leading even in the creation of the Ilinden
organization itself. The boundaries of the propaganda impact of the
work do not go beyond the borders of the Kingdom of Bulgaria - one
could even say that they almost close within the communities of the
Bulgarian emigration from Macedonia — the main audience of the
screenings in cinemas. Therefore, the huge sums that the film
collects from its first screenings on screen testify not only to the
fulfilled financial intentions of Georgi Zankov, but also to the
unprecedentedly increased number of emigrants from Macedonia
who settled in Bulgaria after the First World War. The fate of the
film reflects, on the one hand, the knot of contradictions between the
associations of Macedonian refugees in Bulgaria, and on the other
hand, the influence of external factors — both on the government and
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on the relationships between the emigrant organizations. And the fact
that after the cutting of the provocative, problematic moments
affecting the Versailles status quo (the compromising groups of the
IMRO) the censorship of the film was lifted, speaks eloquently that
the government has not the slightest concerns (including foreign
policy concerns) about the visual narrative presenting the memory of
»llinden® and its drivers, because the uprising in its historical context
was then a legitimate part of the Bulgarian liberation movement of
the early 20th century. And this is another indisputable proof of the
Bulgarian national origin not only of the uprising, but also of the
film.

The fourth chapter of the dissertation traces the
institutionalization of cinema and its propaganda role, a significant
part of which is occupied by films about Macedonia. This last part of
the study emphasizes the place of Macedonia in the cinema of two
neighboring Balkan countries — Bulgaria and Serbia (after the First
World War — Yugoslavia). The comparative-historical analysis makes
it possible to highlight the similarities and differences in the official
propaganda models of the two countries, their interrelation with the
state-political context and its influence on film production and film
propaganda. Here, a special place is devoted to the Ottoman Empire
and the attitude of the political elite towards cinema. The study
traces the content of Sigmund Weinberg’s films — his celluloid
documents testify to the official authorities’ awareness of the
propaganda power of the seventh art and its utilitarian role much
earlier than in Europe (in 1903, Sultan Abdul Hamid II created a
special bill to control the content of films).

In the newly liberated countries of the Balkans at the
beginning of the 20th century, the official authorities were not aware
of the possibilities of cinematography to influence society. The
seventh art propagated itself. Cinematographers were attracted by
the socio-political upheavals in the south-eastern part of Europe and,
like newspaper and magazine reporters, documented the current
news. The wars of the second decade of the 20th century changed
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this practice and turned cinema into a weapon of ideological
influence. In the Balkan Wars, through the image of Macedonia, as a
result of the statesmen's awareness of the ability of film to influence
public attitudes, the seventh art began to quite deliberately construct
a cinematic narrative and to interpret and adapt events, according to
military and political interests and in support of the official
authorities. Films with strong nationalist overtones first unfolded
their power and gradated in parallel with the development of events
— in the First Balkan War, the titles of the productions (the title was
the advertising slogan of the film) were dominated by toponyms,
solemn and victorious moments. After the triumph of the Allies in
the Inter-Allied War, the emphasis in propaganda shifted from facts
to emotions, propaganda messages played with moral and ethical
categories that increasingly went beyond the framework of rational
propaganda — the image of the ,,other” acquired monstrous and
inhuman forms (barbaric and anti-civilizational); in communication
with the audience, old and new stereotypes and clichés with strong
expressiveness and negative emotional-evaluative overtones
(,,atrocities”; ,,cruelties; ,terrifying wounds®) came into use; the
»enemy syndrome® with all its components, which was radically
opposite to ,,us*, appeared. Propaganda messages and staged images
come into sharp confrontation with reality, questioning the ideology
of the cinematic image being an authentic reflection of the event.
The field of activity of propaganda effects through cinema also
changes - quite purposefully after the First Balkan War it crosses the
borders of the state and becomes foreign policy (in the Inter-Allied
War this was done by the Greek King Constantine with ,,With the
Greeks on the Battle Line™, and in the First World War - by the
Bulgarian King Ferdinand with ,,Bogdan Stimov*‘). Thus, during the
wars of the second decade of the twentieth century, the figurative
representation of Macedonia, through the abilities of the seventh art
to build a cinematic narrative, becomes a weapon of the state power
to influence public attitudes and it begins a purposeful policy of
exercising control over its content.
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In tracing the institutionalization of cinema in Bulgaria and
Yugoslavia after World War I, the study brings to the fore all film
productions related to Macedonia and justifies their use by the
authorities as a weapon of ideological influence. In Yugoslav films,
the image of Macedonia is actively present, constantly, inseparably
with that of the other regions in the country (both in state-financed
productions and in those created on the personal initiative of amateur
cinematographers). In Bulgarian films, with very few exceptions
(one of which is ,,Macedonia on Film*), the image of Macedonia is
absent.

The international isolation of Bulgaria after the two national
catastrophes, together with the internal political crises of the
parliamentary system, had a significant impact on film productions,
which is why in the interwar period the visual image of Macedonia,
with few exceptions, was almost absent. Bulgarian documentary film
followed the policy of peaceful revisionism, good relations with
neighboring countries and a neutral position dictated by the
international isolation into which the country fell after the Paris
Peace Conference. The limited interest of cinematographers in
Bulgaria in Pirin Macedonia also has an internal political
explanation. Throughout the interwar period, the region remained
one of the poorest in the Kingdom of Bulgaria (a consequence of the
late liberation, the subsequent wars, the huge flow of refugees who
had to be accommodated and given land, and the interruption of
natural trade ties with the Aegean Sea and the Vardar River valley).
An additional factor is the political situation and tension as a result
of the transformation of the region into a parallel “state within a
state”, into a “natural base” for the IMRO to wage the unfinished
liberation struggle in the west and south, as well as the bloody
fratricidal wars. The bitter practice of cinematic disinterest in Pirin
Macedonia will be interrupted during the Second World War, when
the region, along with the newly annexed lands, will become an
essential part of Bulgaria’s cultural and propaganda policy.
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Yugoslav visual documents likewise follow and reflect the
internal and external policies of the state. Created as an internal
political compromise between different nationalities, Yugoslavia
expects propaganda to contribute to the transformation of the
conventionally created national space into an imperative. Therefore,
the image of Macedonia (which is part of this space) is actively
present in celluloid documents. Military and political reports are
usually distributed within the state, a large amount of advertising
productions — and outside it — mainly in the countries of the Little
Entente and its patron — France. Their propaganda direction is
twofold: internal political — aimed at the creation of a single
Yugoslav community, and external political, pursuing again an
internal political goal — to instill the idea of a fair compensation of
the multinational state with territories and to show the state’s
concern for the prosperity of the population of the entire Yugoslav
land.

On the eve and during the Second World War, films
dedicated to Macedonia had a consolidating rather than a
chauvinistic character, although state intervention in film production
and film distribution in both Bulgaria and Yugoslavia was a fact. For
a number of domestic and foreign policy reasons and in unison with
the military-political dismemberment of the Yugoslav lands, film
production in Yugoslavia was reduced to a minimum. The large-scale
film production of the Bulgarian Cause Foundation in Bulgaria, in
which the newly annexed territories of Macedonia occupied a special
place, was subordinated to the officially waved slogan of the
government for symbolic participation in the war. The main role of
the film screenings was to prepare the united future of the united
national state, as a result of which they acquired a positivist and
peace-loving character, which was to impress the entirety of the
Bulgarian population. After the end of the war, cinema in both
Balkan countries underwent changes under pressure and in
accordance with the political situation. The Yugoslav film captures
the image of Macedonia from both its parts divided between
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Bulgaria and Yugoslavia — Vardar and Pirin. The Bulgarian film —
only that of the Pirin region, in unison with pro-Yugoslav
Macedonianism, without emphasizing history and its national
liberation movement. Films after the First World War obey and
become a reflection of social life, experience a direct impact and
follow a certain rhythm, outlined by the paradigms of the time.

Contributions of the dissertation research

The dissertation work for the first time constructs a
historical narrative about Macedonia with the help of films — the
screen chronicle dedicated to the region outlines all key aspects of
the economic, socio-cultural and political life of the population in
the historical-geographical region through a special angle and what
has remained outside the “observational eye” of conventional
sources and documents.

Second. The work of the Manaki brothers is not known
to Bulgarian science, although their filmography is largely related to
the Bulgarian ethnic element in Macedonia. The monographs of film
historians from the Republic of North Macedonia consider their
films as an aesthetic and cultural fact, without detailed entry into the
historical and cultural layer that they reflect. The lack of historical
and ethnographic sources in these studies, their deprivation of
critical analysis of an important documentary massif in order to
contextualize the film and reveal, among other things, its ideological
and propaganda weight in society, but also its place in the incipient
modernism in the Balkans, leads to gaps related to the identification
and dating of the films, and at the same time - to their scientific
research significance.

Third. The dissertation work details for the first time the
film aesthetics in the work of the Bitola cinematographers,
comparing it with the achievements of the seventh art on a global
scale.
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Fourth. The study analyzes the ethnographic films of the
Manaki brothers — so far they have not been the subject of cultural
analysis by either Bulgarian or North Macedonian researchers.

Fifth. A large part of the political events to which the
Manaki brothers dedicate their visual narrative fall outside the
analytical scope of Bulgarian and Serbian historical studies and have
not been examined at all by film historians of the Republic of North
Macedonia. The dissertation sheds light on unexplored or little-
researched topics from the political history of Macedonia, such as:

1. The visit of Sultan Mehmed V Reshad to Macedonia and
Kosovo with an attempt to analyze the causes, prerequisites and
consequences - there is a lack of research dedicated to this visit in
Bulgarian historical science.

2. The murder of the Greek Metropolitan of Grevena
Emilianos Lazaridis (1877-1911) — the reasons for the death of the
metropolitan are a reflection of the entire process of maturation and
national awareness of the Vlachs in European Turkey.

3. The secret meeting between the Serbian and Greek
Crown Princes Alexander Karadordevi¢ and Constantine I, which
took place in Bitola in the late autumn of 1912, is an important
milestone for tracing the alliance agreements between the two
neighboring countries of Bulgaria. According to Bulgarian historical
scholarship, their first meeting, at which they agreed not to allow
Bulgaria onto the right bank of the Vardar, was on 20 and 21
November 1912 in Thessaloniki. The Manaki brothers’ film, dated
for the first time in this study, clearly documents that the first
concrete agreements between the Crown Princes were made not in
Thessaloniki, but in Bitola, two weeks earlier.

Sixth. The scientific study debunks some myths such as: 1)
the dating of the first films of the Manaki brothers — although other
film historians also raise the topic, in the dissertation this is achieved
on the basis of a different interpretation and evidence; 2) that the
author of most of the film productions of the Bitola
cinematographers is the younger brother — Milton Manaki; 3) that
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the creator of the film production ,,Macedonia on Film* (1923-1924)
— director, screenwriter and even cinematographer, is Arseni Yovkov.

Seventh. In the sub-topic related to ,,Ilinden®, the study
makes a detailed analysis of the genesis, development and character
of the photographic and film work dedicated to the people of Ilinden,
with an emphasis on continuity — horizontally (regionally, nationally
and supranationally) and vertically (within each individual period
and person); it brings out of anonymity the names of
photojournalists who created historical photographs; brings out the
revolutionary significance of photography and film for the figures of
the national liberation movement; outlines the hypothesis that the
basis of the film ,,Massacres in Macedonia®, created in 1903, is
Pierre d'Espagne's novel ,,Before the Massacre. A Novel of Today's
Macedonia“ (1902).

Eighth. The dissertation work complements the chronicle
pages of the national liberation movement of the Macedonian
Bulgarians in the years after the First World War. The emphasis on
the archive of Arseni Yovkov brings out new moments from
oblivion, related to the complex contradictions of the post-war
period, one of which is the film of refugee organizations. And so,
through critical analysis, important parts of the documentary heritage
of the refugee organizations, stored in Regional History Museum -
Blagoevgrad, have been put into scientific circulation.

Ninth. The last sub-topic, tracing the institutionalization
of cinema in Bulgaria and in “Southern Serbia” (as part of the
Kingdom of Serbs, Croats and Slovenes, and after 1929 -
Yugoslavia), has not been the subject of in-depth research. The
dissertation outlines the interrelationship of the cinematic process in
Europe with that in the Balkans, deducing many common
characteristics of its development in Bulgaria and Yugoslavia — both
in terms of legislation and in terms of its media function. In addition
to a serious comparative analysis of the content of the films and their
historical context, the exhibition corrects some dates from the
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chronicle calendar of Bulgarian cinema — such as the year of creation
of the Bulgarian-German production “In the Kingdom of the Roses”.

The exhibition makes an objective assessment of the
importance of the figurative representation of Macedonia for
historical science and the general public.
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