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MN3KyCTBOBEACKM YeTeHms 2025. M3KyCTBA U QPXMBU

The Making of Traditional Music Instruments
in the Republic of North Macedonia as a Significant Segment
of the Preservation of the Older Musical Instrumental Tradition

Mpon3BoacTBOTO Ha TPAANLIMIOHHN MY3UKanHN NHCTPYMEHTI
B Peny6nuka CeBepHa MakepnoHNs kaTo BaXkeH CerMeHT 3a 3ana3BaHe
Ha no-ctapata My3nKanHoO-MHCTpPyMeHTarnHa Tpaguuna

Gorancho Angelov'
Music Academy, Gotse Delchev University, Shtip

fopaHuyo AHrenos
MysukanHa akagemusa, Yuusepcurer ,,foye denyes”, lLun

Abstract: This text, presenting the crafting of traditional musical instruments in the territory of pres-
ent-day Republic of North Macedonia, will seek answers to questions such as: who makes the musi-
cal instruments, from whom they learned this craft, what tools they use, why they make them, where
they obtain the materials for their production, how economically viable this craft is, as well as a num-
ber of other questions for which we seek answers directly from the creators of musical instruments.
Through the proposed article, | will include some of the masters who craft folk musical instruments,
as well as publications from Macedonian and foreign researchers on the topic.

Keywords: craft, profession, musical instruments, making, tools

A6cmpakm: Tosu mekcm, npegcmaBaw, uspabomBaHemo Ha MpPaguuUUOHHU My3ukaAHU UHCMpY-
MeHmMU Ha mepumopusima Ha gHewHa Penybauka CeBepHa MakegoHus, we nombpcu omzoBopu Ha
Bonpocu kakmo caegBa: kou npaBu my3ukanHume uHcmpymeHmu, om ko2o e HayyuA mo3u 3aHasm,
kakBu uHcmpymeHmu u3noa3Ba, 3awo 2u npaBu, omkbge noAyyaBa mamepuana 3a uspabomkama
um, konko ukoHomuuecku u3z2ogeH e mo3u 3aHasm, kakmo u peguua gpyau Bvnpocu, Ha koumo
mbpcum omzoBopu om camume Cb3gameAu Ha My3ukaAHu uHCmpyMeHmu. Ypes3 npegnaokeHama
cmamus we Bkaloua Hakou om maucmopume, koumo uspabomBam HapogHU My3ukaAHU UHCMpY-
MeHmu, kakmo u nybaukauuu om makegoHcku u uy)kgecmpaHHu uscaegoBameau no memama.

KalouoBu gymu: 3aHasm, npodecus, MyaukaaHu UHCmpymMeHmu, uspabomka, UHCMpymeHmu

The cultural development of people and communities involves the creation
and practical implementation of humerous contents related to their lives. These
matters have been preserved to this day thanks to the oldest method of trans-
mission, the oral transmission of acquired knowledge from generation to genera-
tion. In the cultural development of people, in addition to the numerous contents
and forms of expressing their feelings, music is a type of sound expression that
a person manifests through singing or playing a musical instrument, and this has
an important meaning in their lives. Song and singing, as an integral part of man,
represent an ancient form of musical expression and have been practised by most
people, while playing is a more complex phenomenon. For what reasons is it more

" Gorancho Jakim Angelov, PhD, is a Professor at the Music Academy, Goce Delcev University, Stip (Republic of North

Macedonia, Krste Misirkov, 10A, 2000, Stip). Areas of research: musical folklore, folk instruments and folk songs. Author

of the books: ‘The musical instrument kemane in Macedonia’ and ‘The zurla tradition in the Republic of Macedonia’.
E-mail: goranco.angelov@ugd.edu.mk
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complex? For singing, the human voice, which a person acquires from birth, and a
certain musical talent with which that person expresses the different pitches and
the intended poetic content. In addition to musical talent, playing requires a mu-
sical instrument through which the player can highlight his musical creativity and
express his musical feelings through playing, which in itself is a more complex phe-
nomenon that is the result of the skills and knowledge of the player and the techni-
cal and tonal capabilities of the instrument he plays. For these reasons, singing as
a form of expression is more present in different contexts of human life compared
to the use of musical instruments, which are also present in certain contexts. In
any case, musical instruments, through the music created by the skilled hands of
the player, were and still are an integral part of people’s lives and had a certain
function depending on the event in which they were used. Andrijana Gojkovi¢ says
that there are few moments in a person’s life in which musical instruments do not
play a part in some way. She points out several functions for the role of musical in-
struments, such as the purely musical function, the religious, the magical-ritual and
the practical function (Gojkovi¢ 1994: 100). This multifaceted use indicates that
they are actually present throughout the entire life cycle and their use is adapted
to the contexts in which instrumental music is present. Of all the functions covered
by Gojkovi¢, the most dominant today is the practical and musical function of in-
struments. On the territory of present-day Republic of North Macedonia, mu-
sical instruments that had greater or lesser use in different periods of history are
still present today, a situation that was influenced by various factors such as the
socio-political circumstances in the country, cultural influences from within and
out, as well as the acceptance of the instruments by the ethnic groups living on
the territory of Republic of North Macedonia. In the use of instruments and their
representation, the players themselves take a major role, and the audience, as a
consumer of music who, at a certain time, needs music and musical instruments
on various occasions. As an inevitable factor, | will also mention the economic
side of music, which indicates that playing and music as a craft have already been
reduced to a professional level, and musicians secure financial gain through their
activities.

The use and presence of folk musical instruments also imply their production,
which is of fundamental importance for the survival and preservation of the instru-
mental tradition. In addition to the numerous crafts that people developed, there
was also the making of musical instruments, a craft that was rare because musical
instruments were devices that were not used by the majority of people, but only
by talented players?.

To create a musical instrument that will possess the necessary tonal and tech-
nical expectations of the players, appropriate skills and knowledge are required,
and through their application, a musically functional instrument will be achieved.

2 |t is an indisputable fact that in the 21% century, musicians have financial gain for their playing,
which is an adequate stimulation for their dedicated time in mastering the instrument and the
repertoire required of them.
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The prevailing opinion in the field is that this craft did not stand out as a separate
one, and that musical instruments were made by carpenter craftsmen who made
objects from wood, who had the appropriate tools and knowledge to process the
necessary material. These craftsmen made instruments to order from the players
and according to the dimensions of the instruments the players owned and played.
Nowadays, specialised craftsmen are actively working who do not make other ob-
jects in their workshops except musical instruments and are focused on perfecting
the technical and tonal performances of the instruments®. In the tradition, there is
also the practice of players making their own instruments to play on, which is due
to several factors, such as the desire to play on an instrument made by their own
hands, the inability to buy an instrument, or curiosity. When these attempts result
in the creation of an instrument that meets expectations, it is put into use; if the
instrument is musically non-functional, it remains merely a prop without a musical
function. The making of folk musical instruments, both in the past and today, is a
rare and noble craft, which a few master craftsmen still practise. These people
possess the appropriate skills and tools to create a functional musical instrument
from various natural and animal materials. There are publications about the pro-
duction of musical instruments on the territory of the Republic of North Macedonia
from the past to the present, in which you can see which instruments and in which
regions and cities they were produced, and information related to the organology
of the instruments and their production is also included (Djordjevi¢ 1926; Sirola
1932; Firfov 1947; Klickova 1960; Klickova 1964; Devi¢ 1977; Cepenkov 1980; Linin
1986; Djimrevski 1980; Djimrevski 1996; Firfov & Hadzimanov 1999; Djimrevski
2000; Angelov 2012; Angelov 2012a; Angelov 2014 Angelov 2014a; Angelov 2017;
Angelov 2017a; Angelov 2019; Angelov 2021; Angelov 2022; Angelov 2023).

In this text, | present masters of folk instruments from different generations.
Before | cover today’s makers, | will briefly introduce the makers who have con-
tributed to this craft, some of whom no longer make instruments and some who
have passed away, respecting their manufacturing activities in this craft and their
contributions to the Macedonian instrumental tradition.

A maker who left behind numerous instruments is Jovan Mitev-Vano from
the village of Injevo, Radovis region, a player and maker of Injevo bagpipes, which
stand out for their tuning and the binding of their component parts (Angelov 2014a:
199). Bagpipe player Jovan Mitev-Vano was born in 1942 in the village of Injevo,
Radovis region, where he lived until the end of his life. Bagpipe players still use
instruments made by Jovan. In Zletovo, the instruments kemane, tambourine and
duduce were made by Ljube Ivanov, who was a kemane player. Ljube was born in
1950 in the village of Mushkovo, Kratovo region, and lived in Zletovo, where he lived
until the end of his life (Angelov 2014). In Delchevo, kemane were made by Slave
Petrovski, who was also a kemane player. Slave was born in 1940 in the village of
Vetren, Delchevo region, and lived in Delchevo, where he had his own workshop

8 Nowadays, most instrument makers, in addition to making instruments, have another profession,
which we will discuss later.
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(Angelov 2014). Slave is also deceased. The maker and instrumentalist of the
kemane, Metodi Zlatkov from the village of Zvegor, Delchevo region, where he
lived until the end of his life (born in the village of Bigla, Delchevo region, in 1929),
made a kemane that combines several folk musical instruments. These innovative
phenomena show us how inventive makers and instrumentalists can be, so that
in addition to the sonic performance of their instruments, they also strive to leave
a special visual impression (Angelov 2014). In Makedonska Kamenica, kemanes
were made by the kemane maker Kiro Simonovski, born in 1949 in the village of
Kosevica, Makedonska Kamenica region and living in Makedonska Kamenica. Kiro
had made a large number of kemanes and was known for performing with his wife
Lefka, who was the only woman to play the kemane (Angelov 2014). One of the
most famous master makers of the kaba zurla in Macedonia was Fariz Hajrula,
born in Tetovo in 1949, where he lived until the end of his life. Fariz came from a
family with a long tradition of playing the kaba zurla (Angelov 2019, Angelov 2023
). I will conclude this part of the presentation with the master Dragi Kostovski
from Stip, born in 1947 in the village of Kalimanci, Vinica region, who has lived in
Stip since 1972, who made bagpipes, kemanes, tambourines, and duduk (Angelov
2012). This maker no longer makes instruments due to his age, which indicates
that each maker has a certain period during which he makes instruments. The
makers of folk musical instruments covered so far have made a large number of
musical instruments in their lifetimes that are still in practical use today.

In the third decade of the 21% century in the Republic of North Macedonia,
this craft is still present in some towns and villages, maintained by several makers
of different ages who actively work in their workshops on folk musical instruments,
contributing to the continuation of the Macedonian instrumental tradition. Dragi
Atanasov is a long-time maker of some of the Macedonian musical instruments,
as well as a long-time folk artist-performer of folk instruments and maker of the
kemane, bagpipes, and tambourine. Dragi was born in 1962 in the village of Kostin
Dol, Kocani region, and has lived in Kocani for many years (Angelov 2014). In addi-
tion to playing, he is one of the rare masters who selflessly pass on their acquired
knowledge of instrument making to young people who show an interest in instru-
ment making*. The kemane instrument, once very popular in the Kriva Palanka re-
gion, is made by Slavko Gjorgievski. Slavko was born in 1944 in the Kriva Palanka
village of Mala Crcoria and has lived in Kriva Palanka for many years (Angelov
2024). Despite his age, to this day, he still makes kemane, which is the result of
his desire to contribute to the preservation of this instrument, which he says has
greatly diminished the interest among young people in playing the kemane. On the
map of makers, although with a smaller number of instruments made, we will in-
clude llija Blazhevski, born in 1956 in the village of Leskoec, Ohrid region, where
he lives (Angelov 2023). llija makes several folk instruments, including the bagpipe,
shupelka, duduk, and several zurlas. llija, although in smaller numbers, still makes

“ Boban Anakiev from Kocani, the youngest instrument maker, took up the craft from him, whom we
will discuss below in the text.
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instruments in his workshop in the village of Leskoec. In Struga, Rade Lozhankoski,
a very active maker of zurla and drums (tapan), was born in 1954 and still resides
there today. He made his first zurla in 2010 and has been actively making zurla
and its components since then. Rade also makes drums to order (Angelov 2012a,
Angelov 2023). The making of zurlas is also present in the city of Kicevo, a city in
which a large number of zurla makers and zurla-making groups operate. Very well
known among zurla makers in the Kicevo and Debar regions, but also more widely
on the territory of the Republic of North Macedonia, is the zurla master, Velomir
Krstevski-Veljo, born in 1957 in Kicevo, where he still lives today. This master
makes exclusively yaram-kaba zurlas and is also involved in woodcarving (Angelov
2012a, Angelov 2023). Among the zurla players from all regions of the Republic of
North Macedonia, Veljo is still regarded as a master who makes very high-quality
zurlas. In the Kicevo region, zurlas are also made by Vecko Stojkoski, born in 1950
in the village of Popoec and living in the Kicevo village of Knezino. Vecko makes
yaram-kaba zurlas for the needs of zurla players from Kichevo and Debar. Vecko is
still actively making zurlas today; thus, together with Veljo, they meet the demands
of the zurla players from that region and at the same time contribute to the pres-
ervation of the zurla instrumental tradition. Ljuben Jurtoski, born in 1963 in Prilep,
is the man who has maintained the bagpipe (gajda) tradition in the Prilep region
and throughout the Republic of North Macedonia for many years (Angelov 2021).
The making of folk musical instruments in Prilep has been present since the distant
past and has a long tradition, especially the making of bagpipes, as Vera Klickova
writes about (Klickova 1964)°. Ljuben made his first instrument around 1995, which
was a melodic tube for the bagpipe (gajdarka), and then he made the other com-
ponents, as Ljuben says: Bagpipe Set®. Ljuben is still actively making musical in-
struments, such as the bagpipes, kaval, zurla, duduk, shupelka, and drums. One of
the most famous instrument makers in the Republic of North Macedonia, who has
been making instruments for over thirty years, is Stojanche Kostovski from the vil-
lage of Viniche near Skopje, born in 1951 (Angelov 2023)". Stojanche makes the
instruments bagpipe (gajda), kaval, zurla, duduk, shupelka and drum (tapan). This
master still makes instruments in huge numbers, due to their demand and, above
all, the quality of their workTomislav Petrov from Stip is one of the tambourine
makers whose manufacturing activity has been booming in the third decade of the
21 century. Tomislav was born in 1979 in Stip, where he lives and works. Before
starting to make tambourines, he was engaged in woodcarving, which he started
in 2001, while simultaneously repairing and restoring instruments, mostly stringed

5 Ljuben also remembers that there was a shop in Prilep where bagpipes were made, a shop where
several generations of craftsmen worked. The oldest master was Vele, who was succeeded by Orde.
Orde was succeeded by his son Tome.

6 A set refers to all the components of the bagpipe: airbag (kozha, mev), melodic tube (gajdarka),
low drone bourdon (brchalo) and a blowpipe (duvalo).

7 Stojanche is one of the most prominent instrumentalists of the kaval, bagpipe (gajda), shupelka
and zurla and was a long-time instrumentalist in the state ensemble for folk songs and dances
“Tanec” in Skopje, where he retired a few years ago. He is also considered an excellent drummer.
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instruments. His knowledge of woodworking technology as the basic material in
carving was of great help in the production of the tambourine and its components,
which contributed to the creation of very high-quality instruments, both in terms
of tone and aesthetics. Currently, tambourines made by him are in high demand
among players, which indicates that they are high-quality instruments in every as-
pect. Another instrument maker working in Kocani is Boban Anakiev, one of the
youngest registered masters to date, born in 2001 in Kocani, where his workshop
is also located. Boban’s love for making instruments was instilled in him by Dragi
Atanasov, who also taught him to play the bagpipes and kemane. The kemane in-
strument is the first instrument that Boban made in 2017. After perfecting his skills
in making kemane, Boban also began making tambourines and bagpipes (Angelov
2022)%. This young maker, with his work, contributes to the preservation of the
older instrumental tradition, and given his age, it is a fact that in the future he will
be one of the greatest bearers of this craft in the Republic of North Macedonia.In
the city of Bitola, at the beginning of the third decade of the 21 century, the long-
time bagpipe (gajda) player Sinisha Grujoski, born in Bitola in 1978, began making
folk musical instruments. He lived in Kicevo until 2012, after which he moved to
Bitola. Before he started making bagpipes, Sinisha restored old bagpipes made by
other masters, noting the dimensions of the bagpipes’ component parts (gajdarka
and brchalo), which was of great help to him when he started making bagpipes.
He officially opened his workshop in 2020, having previously purchased the nec-
essary tools for processing the materials for making the component parts of the
instruments and, of course, purchasing appropriate materials ready for processing
and obtaining a musical instrument. In addition to bagpipes, he also began mak-
ing Supelka and duduk. In the context of the narrower interest, whether this craft
is hereditary, Sinisa is the first in his family to make instruments, and this is not an
inherited craft. He has created numerous instruments and, relatively quickly, be-
came one of the main bagpipe makers in the Republic of North Macedonia, which
is due to his many years of experience as a bagpipe player, an experience that he,
through his keen ear, implements on the bagpipe and other instruments he makes.

Conclusion

The manufacturing crafts that people developed aimed to make various ob-
jects from certain materials, objects that would serve individuals or communities.
Regardless of the craft in question, it was carried out by people who possessed
special skills to create the desired objects or tools from certain materials. In the
series of crafts that have developed throughout history, we will focus on the mak-
ing of musical instruments as a craft practised by exceptionally gifted people who
make musical instruments from certain objects found in nature. The paper pres-
ents information obtained from personal field research related to the making of

8 Boban is also an example of an instrument maker who first learns to play several folk musical
instruments and then starts making them, which | consider a great advantage in making instruments.
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traditional musical instruments in the Republic of North Macedonia, as well as pre-
vious research related to the topic. The fact is that in times of general globalisation,
including cultural globalisation, the transmission and maintenance of established
traditions and old crafts is becoming increasingly difficult. The same thing happens
with the making of folk musical instruments. The penetration of more sophisticated
musical instruments into our territory results in a certain suppression of the place
of older and simpler musical instruments. As a result of this phenomenon, interest
in playing older instruments is decreasing, and with it, the need for their production,
which is also important for preserving the musical instrumental tradition. This is
happening not only in Macedonia, but also in other cultural environments that in the
past had their own instruments that served the people. In any case, | can say that
in the Republic of North Macedonia, the craft of making folk musical instruments
survived thanks to the rare craftsmen who developed the desire to create instru-
ments. Although with different and changing dynamics, both in the past and today,
gifted individuals who have the knowledge to make musical instruments appear.
These individuals, with their acquired skills, manage to make a functional musical
instrument from various materials that will find its practical application in different
moments and contexts. Even though the master makers, with their creativity, are
constantly striving to perfect the instruments they make, the accumulated knowl-
edge of the players and their familiarity with the instrument they play are of great
help to them. In the manufacturing process, directly or indirectly, this knowledge is
useful for manufacturers who can apply certain corrections to their instruments to
improve the tonal and technical capabilities of the instruments, and the cohesion
between the players and the makers is in function of obtaining a high-quality mu-
sical instrument on which melodies characteristic of the instrument itself can be
realised. The existence of folk musical instruments is closely linked to the players
themselves and their numbers. The number of players in some way dictates the
need for an instrument, or rather, how much it will be in demand, something that
is a variable category in different periods. Considering that musicians also see the
financial benefit of their playing, the same applies to instrument makers, who also
see the economic side of their manufacturing work. Regarding the transmission of
the craft, based on personal field research, my conclusion is that this craft, unlike
others, is very rarely passed down from one person to another. However, | have
identified certain connections between some past makers and contemporary mak-
ers. | can conclude that most of the makers included in this paper did not inherit
a making tradition, and they were the first to start making musical instruments. By
including the makers that | had the opportunity to register during my field research
activities, a portion of the people who are the bearers of the craft of “making folk
instruments” are presented. To conclude, | would like to point out once again the
direct merit of each maker who, with each instrument made, makes a huge contri-
bution to the preservation of the instrument, instrumental music, and instrumental
tradition in the Republic of North Macedonia.

282



Bibliography

Angelov (2012): Angelov, Goranco. VapabomyBauom Ha HapogHU My3uuku UHcmpymeHmu [pazu
KocmoBcku og LLmun [lzrabotuvacot na narodni muzicki instrumenti Dragi Kostovski od Stip]. —
B: EmHonoe, N2 14, MakegoHcko emHonowko gpywmBo [Etnolog, N2 14, Makedonsko etnolosko
drustvo]. Skopje, 247-257.

Angelov (2012a): Angeloy, Goranco. N3pabomyBabemo Ha mpaguuuoHaAHUOM My3uuku UHCMpY-
MeHm 3ypaa Bo Cmpyza Bo XXI Bek, uspabomyBauom Page Aokankocku [lzrabotuvanjeto na
tradicionalniot muzicki instrument zurla vo struga vo XXI vek, izrabotuvacot Rade Lozankoski.].
— B: My3suuko-HayuHa maHudecmauuja — Cmpywka my3uuka eceH Cojy3 Ha komno3umopu Ha
MakegoHuja — COKOM [Muzicko-naucna manifrstacija — Struska muzicka esen, Sojuz na kompozitori
na makedonija — SOKOM]. Skopje, 105-112.

Angelov (2014): Angeloy, Goranco. Mysuukuom uHcmpymeHm biemaHe Bo MakegoHuja [Muzickiot
instrument kemane vo Makedonija]. Opcka u uHcmpymeHmanHa HapogHa mpaguuuja, N2 10.
MHcmumym 3a ponknop ,Mapko LleneHkoB“ — Ckonje. [Orska i instrumentalna narodna tradicija, N
10. Institut za folklore “Marko Cepenkov“ — Skopje]. Skopje.

Angelov (2014a): Angeloy, Goranco. V3pabomyBabemo Ha 2ajgu Bo c. beBo og cmpaHa Ha UH-
cmpymeHmaaucmom Y oBaH MumeB-BaHo [lzrabotuvanjeto na gajdi vo s. Injevo od strana na
instrumentalistot Jovan Mitev-Vano]. — B: MakegoHcku ¢onkaop, 69, lfoguHa XXXVI, IHcmumym 3a
donknop “Mapko LlenenkoB“ — Ckonje [Makedonski folklor, N2 69, Godina XXXVI, Institut za folklor
“Marko Cepenkov” — Skopje]. Skopje, 197-206.

Angelov (2017): Angelov, Goranco. MamepujaAu 3a uspabomka Ha mpaguuuoHaAuom My3uu-
ku uHcmpymeHm 3ypaa-aypHa Bo P. MakegoHuja u P. byzapuja [Materijali za izrabotuvanje na
tradicionalniot muzicki instrument zurla-zurna vo R. Makedonija i R. Bugarija]. — B: Mpoekuuu Ha
kyamypHume mpaguuuu: Bbazapus — MakegoHus. Codus: iagameacmBo Ha BAH ,IMpod. MapuH
OpuHoB“ [Proekcii na kulturnite tradicii: Bugarija — Makedonija, lzdatelstvo na BAN “Prof. Marin
Drinov’]. Sofia, 243-254.

Angelov (2017a): Angelov, Goranco. AHzene Mapkocku og BpBeHuua — uspabomyBay U UHCMPYMEH-
manucm Ha kaBan [Angele Markoski — izrabotuvac i instrumentalist na kaval] — B: 41. MeéyHapogHa
My3uuko-HayyHa MaHupecmauuja: Cmpywka Mmysuuka eceH 2016 ,Tpaguuujama kako uHcnupa-
uuja“. Cojysom Ha komnosumopume Ha MakegoHuja - COKOM, Ckonje, 154-165.

Angelov (2019): Angelov, Goranco. Qapus Xajpyaa — 3ypaasiuja u uspabomyBau Ha ,Kaba“ aypau Bo
P. MakegoHuja [Fariz Hajrula — zurladzija i izrabotuvac na Kaba zurli vo R. Macedonia]. — B: foguweH
360pHUk. YHUBep3umem ,foue OeaueB - LLimun, My3suuka akagemuja, LLimun, 91-102.

Angelov (2021): Angelov, Goranco. YybeH Y ypmocku, uspabomyBau Ha HapogHU My3uuku UHCMpY-
MeHmu og lMpuaen [Ljuben Jurtoski, izrabotuvac na narodni muzicki instrumenti od Prilep]. — B:
Hayuna koHdpepeHuuja: Qoakaopom Bo munamomo u geHec, 36opHuk Ha mpygoBu, 2. PecmuBan Ha
HapOgHU UHCMpyMeHmu u necHu ,eue AmanacoBcku” MNpuaen — OoaHeHu. [Naucna konferencija:
Folklorot vo minatoto i denes, Zbornik na trudovi, N2 2, Festival na narodni instrumenti i pesni “Pece
Atanasovski”]. Prilep — Dolneni, 93-100.

Angelov (2022): Angelov, Goranco. Og napye gpBo go my3uuku uHcmpymeHm, BobaH AHakueB og
KouaHu — HajMAaguom uapabomyBau Ha HapogHU My3uuku uHcmpyMeHmu [Od parce drvo do muzicki
instrument, Boban Ankiev od Kocani — najmladiot izrabotuvac na narodni muzicki instrumenti]. — B:
Hayuna koHdpepeHuuja: Qoakaopom Bo muHamomo u geHec, 36opHuk Ha mpygoBu, 3. PecmuBan Ha
HapogHU UHCMpyMeHmu u necHu ,lleue AmanacoBcku® MNMpuaen — JoaHeHu [Naucna konferencija:
Folklorot vo minatoto i denes, Zbornik na trudovi, N2 3, Festival na narodni instrumenti i pesni “Pece
Atanasovski”]. Prilep — Dolneni, 89-108.

Angelov (2023): Angelov, Goranco. 3ypaasuckama mpaguuuja Bo Penybauka MakegoHuja
[Zurladjiskata tradicija vo Republika Makedonija]. Opcka u uHCcmpymeHmaAHa HapogHa mpagu-
uuja, N2 12. lucmumym 3a ¢onkaop ,Mapko LleneHkoB" — Ckonje. [Orska i instrumentalna narodna
tradicija, N2 12. Institut za folklore “Marko Cepenkov* — Skopje]. Skopje.

Angelov (2024): Angelov, Goranco. NMopmpem Ha CaaBko EopeueBcku — cBupau, uspabomyBau Ha
vlemaHe u uyBap Ha blemeHsuckama mpaguuuja Bo KpuBonanaHeuko [Slavko Gjorgjievski — svirac,
izrabotuvac na kemane | cuvar na kenedgiskata tradicija vo Krivopalanecko]. — B: HayuHa koHde-
pexuuja: Qoakaopom Bo MuHamomo u geHec, 36opHuk Ha mpygoBu, 5. PecmuBa Ha HapOgHU UH-
cmpymeHmu u necHu ,Jfleue AmanacoBcku® Mpunen — OdoaHeHu [Naucna konferencija: Folklorot vo
minatoto i denes, Zbornik na trudovi, N¢ 5, Festival na narodni instrumenti i pesni “Pece Atanasovski”].
Prilep — Dolneni, 99-110.

Klickova (1960): Klickova, Vera. HapogHu my3uuku uncmpymenmu y Makegoruju [Narodni muzicki

283



instrumenti u Makedoniji]. — B: Pag V KoHzpeca CQY y 3ajeuapy u Hezomuny, 1958 [Rad V Kongresa
SFJ u Zajecaru | Negotinu, 1958]. Beograd: 225-240.

Klickova (1964): Klickova, Vera. 3ypaasujcko-zajgasiucku 3aHam y Mpuaeny [Zurladzisko-gajdadziski
zanat u Prilepu]. — B: HapogHo cmBapanawmBo, OpzaH CaBesa ygpykeba ¢orkaopucma
> yeocnaaBuje, cB.11. [Narodno stvaralastvo, Organ Saveza udruzenja folklorist Jugosalvije, sveska
11]. Beograd, 773-786.

Linin (1986): Linin, Aleksandar. HapogHume my3uuku uHcmpymeHmu Bo MakegoHuja [Narodnite
muzicki instrumenti vo Makedonija]. MakegoHcka kHuza [Makedonska kniga]. Skopje

Firfov, Zivko (1947): Hawume HapogHu cBupuu u HUBHume uHcmpymeHmu [Nasite narodni svirci i
nivnite instrumenti]. — HoBa MakegoHuja [Nova Makedonija]. God. 4, N¢ 791, Skopje, 6.

Firfov & Hadzimanov (1999): Firfoy, Zivko & Hadzimanov, Vasil. HapogHu uHcmpymeHmu u uHcmpy-
MeHmanHa HapogHa My3uka Ha MakegoHuja [Narodnite instrumenti i instrumentalnata narodna
muzika na Makedonija]. — B: Myaukama Ha nouBama Ha MakegoHuja, MAHY, N2 7, gen I-Il [Muzikata
na pocvata na Makedonija, MANU, N¢ 7, del I-ll]. Skopje, 279-280.

Djimrevski (1980): Djimrevski, Borivoje. Tambypama ,Aumapka“ u ,YemBopka“ Bo MareweBujama
[Tamburata “Litarka” i “Cetvorka” vo Malesevijata]. — B: MakegoHcku ¢onaknop, 20g. Xlll, N2 26
[Makedonski folklor, god. XIlIl, N¢ 26]. Skopje, 119-131.

Djimrevski (1986): Djimrevski, Borivoje. lajgama 8o MakegoHuja, uHCMpyMEHmM — UHCMPYMEH-
maaucm — my3uka [Gajdata vo Makedonija]. — B: lHcmumym 3a ¢onknop ,Mapko LleneHkoB",
MakegoHcko HapogHo mBopewmBo — Opcka u uHcmpymeHmanHa HapogHa mpaguuuja, N2 5 [Institut
za foIkISor “Marko Cepenkov’, Makedonsko narodno tvorestvo — Orska i instrumentalna tradicija, kniga
Nz 5]. Skopje.

Djimrevski (2000): Djimrevski, Borivoje. LLlynenkama Bo MakegoHuja [Shupelkata vo Makedonija].
MHcmumym 3a dponknop ,Mapko LienenkoB“, Opcka u uHCcmpymeHmanHa HapogHa mpaguuuja, N2 6
[Institut za folklor “Marko Cepenkov”, Orska i instrumentalna tradicija, N2 6]. Skopje.

Djordjevi¢ (1926): Djordjevi¢, R. Vladimir. Ckorcke rajoapuvje n HUXOBU My3VUUKA MHCTPYMEHTU
[Skopske gajdardzije i njihovi instrumenti]. MacHuk Ckonckor HayuHor apywTBa, Ne 1, 1-2 [Glasnik
Skopskog naucnog drustva, Ne 1, 1-2]. Skopje, 383-396.

Devi¢ (1977): Devi¢, Dragan. Etnomuzikologija lll deo (instrumenti), skripta. — In: Fakultet umetnosti
u Beogradu, Beograd.

Gojkovi¢ (1994): Gojkovi¢, A. Muzicki instrumenti. — Mitovi i legende, simbolika i funkcija, Beograd.
Sirola (1932): Sirola, Bozidar. Sopile i zurle. — In: Narodna starina, knjiga XII, sv. 30, Zagreb.

Informers — Masters of Instruments

Vecko Stojkoski, born in 1950 in the village of Popoec, Kicevo, lives in the village of Knezhino, Kicevo.
Dragi Atanasoy, born in 1962 in the Osogovo village of Kostin Dol, Kocani, lives in Kocani.

Dragi Kostovski, born in 1947 in the village of Kalimanci, Vinica, lived in Stip.

Rade Lozhankoski, born in 1954 in Struga, lives in Struga.

Slavko Djordjievski, born in 1944 in the village of Mala Crcorija in Kriva Palanka, lives in Kriva
Palanka.

Stojance Kostovski, born in 1957 in v. Viniche, Skopje, lives in v. Viniche.
Fariz Hajrula, born in 1949 in Tetovo, lived and died in Tetovo.

llija Blazhevski, born in 1956 in v. Leskoec, Ohrid, lives in Leskoec.

Velomir Krstevski-Veljo, born in 1957 in Kicevo, lives in Kicevo

Jovan Mitev-Vano, born in v. Injevo, Radovis, lived and died in v. Injevo

Ljube Ivanoy, born in 1950 in v. Muskovo, Kratovo, lived and died in Zletovo.
Slave Petrovski, born in 1940 in v. Vetren, Delcevo, lived and died in Delcevo.
Metodi Zlatkov, born in 1929 in v. Dzvegor, Delcevo, lived and died in Dzvegor.

Kiro Simonovski, born in 1949 in v. Kosevica, Makedonska Kamenica, lives in Makedonska
Kamenica.

Ljuben Jurtoski, born in 1963 in Prilep, lives in Prilep
Tomislav Petroy, born in 1979 in Stip, lives in Stip.
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Sinisha Grujoski, born in 1978 in Bitola, lives in Bitola.
Boban Anakiey, born in 2001 in Kocani, lives in Kocani.

Summary

The article presents some of the makers of folk musical instruments in the
Republic of North Macedonia that | had the opportunity to register during my field
research conducted between 2008 and 2024. The purpose of this article is to
bring together in one place brief biographical information about the makers who,
in addition to the players, have made a great contribution to the preservation of
the Macedonian instrumental tradition. The method of transmission of this craft is
also discussed, from which it can be seen that, unlike playing, which is passed
down from older to younger people, this craft does not have such a tradition of
transmission, and almost all of the included craftsmen learned this craft and the
processes of making instruments themselves. Some of the makers included have
already passed away, but their work from the past remains audibly present through
the instruments they created, which continue to serve a musical function in the
hands of the players who own them. With this work, | am, in a way, paying tribute
to all makers who may not be as publicly exposed as the musicians who play the
instruments they made, even though their role in maintaining the instrumental tra-
dition is equal.
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