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Cabep ben AGnecasiem

MECHANICAL BEHAVIOUR OF BRAIDED SYNTHETIC SU-
TURES

Saber Ben Abdessalem
University of Monastir, ENIM, Textile Materials and Processes Research Unit (MPTex),

Monastir, Tunisia
saber ba@yahoo.fr

Abstract:

The success of a surgical suture is largely determined by its mechanical properties, particularly tensile
strength and resistance to knot slippage. However, the evaluation of suture tensile behavior remains chal-
lenging due to the lack of a standardized international testing method. This study presents an experimental
approach for assessing the mechanical characteristics and knot slippage of braided polyester fiber sutures.
The influence of braid angle on both tensile performance and knot behavior was investigated, and a slippage
ratio derived from load-extension curves was introduced. Results showed that braid angle significantly affects
the breaking load and elongation of the sutures. The presence of a knot reduced the breaking load, with fail-
ure consistently occurring in the knot region. Furthermore, the proposed slippage ratio provided an effective
means of comparing the slippage resistance of different knot configurations.

Keywords: braided suture, tensile performance, knot slippage, slippage ratio, braid angle.
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INTRODUCTION

Suture materials have been used for wound clo-
sure for over 4,000 years, from ancient Egyptian lin-
en threads and animal sinews to modern natural or
synthetic, absorbable or non-absorbable sutures. Ab-
sorbable sutures degrade in the body during healing,
while non-absorbable sutures resist degradation and
may require removal. Natural absorbable materials
include silk, collagen, and catgut, whereas synthetic
sutures are commonly made from nylon, polyester,
and glycolide-based polymers.

Suture fibres must be biocompatible and mechan-
ically reliable. Although silk has been widely used,
it exhibits limited tensile strength and may provoke
tissue reactions. In contrast, polyester polyethylene
terephthalate (PET) offers excellent biocompati-
bility and strength, making it suitable for vascular
prostheses and artificial ligaments [1-3]. Natu-
ral absorbable sutures often show poor long-term
strength retention, while synthetic absorbable gly-
colide-based sutures generally perform better but
may degrade faster after gamma sterilization.

Sutures are available as monofilament or braided
structures. Monofilaments have smooth surfaces but
may suffer from knot slippage and handling difficul-
ties. Braided sutures provide greater flexibility and
knot security, although they may be more suscepti-
ble to infection and mechanical damage [1]. Since
knot stability depends largely on friction within the
knot, some degree of slippage is unavoidable. In-
creasing the number of throws can reduce slippage,
but it prolongs surgery and may increase contamina-
tion risk [4].

Previous studies have focused on knot security,
loop security, and cyclic loading performance of
various suture materials [5—10], as well as the ef-
fect of throw number on knot resistance to untying
[11,12]. However, the influence of braided suture
structure on knot slippage remains insufficiently ex-
plored, despite its importance for surgical outcomes
and infection prevention.
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An ideal suture should combine biocompatibility,
adequate tensile strength, good knot security, elas-
ticity, fatigue resistance, minimal tissue reaction,
and ease of sterilization. Suture security depends on
factors such as friction, strand diameter, structure,
stiffness, and knot configuration [4]. Failure may oc-
cur through knot rupture or progressive knot untying
caused by slippage.

The aim of this study is to develop a novel method
for quantifying knot slippage in braided sutures and
to investigate how structural parameters, particular-
ly braid angle and knot type, affect the mechanical
behaviour and slippage performance of knotted and
unknotted sutures.

MATERIAL AND METHODS

Circular braided sutures were manufactured using
sixteen non-texturized polyethylene terephthalate
(PET) multifilament yarns of 100 dtex on a HER-
Z0G circular braiding machine, typically employed
for the production of simple and core-braided struc-
tures (Figure 1). Preliminary trials conducted with
textured polyester yarns revealed that the resulting
braided structures exhibited excessive -elasticity,
rendering them unsuitable for surgical suturing ap-
plications.

Figure 1. Braiding machine
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A regular 1/1 braid architecture was produced us-
ing a 16-carrier circular braiding machine. The se-
quential movement of the carriers enabled the inter-
lacing of the sixteen yarns to form a simple tubular
braid. Three different braid configurations were sub-
sequently fabricated by varying the take-up speed
through adjustment of the machine cogwheel ratio
while maintaining all other manufacturing parame-
ters constant.

The braid angle is one of the most important geo-
metric parameters characterizing a braided structure.
Variations in braid angle significantly affect both the
diameter and the mechanical behavior of the braid
[13]. The braid angle, denoted by 0, is defined as half
the angle formed by two interlacing yarns within the
braided structure. It is directly related to the take-up
speed, which in turn depends on the cogwheel ratio
of the braiding machine.

The braid angle was determined from digital im-
ages acquired using an optical microscope equipped
with a digital camera. Image analysis was performed
using custom-developed software written in Micro-
soft Visual Basic 6.0. The procedure consisted of de-
fining two lines (L1 and L2) parallel to the axes of
two interlaced yarns by selecting two points on each
filament. The equations of the two lines were then
calculated and their intersection determined. The
braid angle was subsequently obtained as one-half
of the angle formed by these two lines (Figure 2).

Figure 2. Determination of braid angle by
image processing
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Load-extension curves of both knotted and un-

knotted sutures were obtained using a LLOYD LRX
2.5 K universal testing machine operating at a con-
stant crosshead speed, with an initial gauge length
of 150 mm (Figure 3). To date, no internationally
accepted standard specifies the testing conditions for
evaluating the tensile properties of surgical sutures.
Therefore, the testing parameters were selected ac-
cording to ASTM D2101-82, the American standard
method for tensile testing of textile yarns. Based on
this standard, a constant extension rate of 90 mm/
min was adopted, corresponding to approximately
60% of the gauge length. The selected gauge length
of 150 mm is also recommended in the INSTRON®
technical application report for straight-pull and
knot-pull testing of surgical sutures [14] and has
previously been used by Hong et al. [15] in the eval-
uation of monofilament sutures. All specimens were
tested under identical gauge-length conditions to
ensure meaningful comparisons between different
suture structures and knot configurations.
During testing, each specimen was clamped between
the grips of the tensile testing machine and subject-
ed to uniaxial tensile loading until failure. Two knot
configurations commonly employed in dermatolog-
ical surgery were investigated: the square knot and
the surgeon’s knot. For knotted specimens, each
suture was tied around a rubber tube with a diame-
ter of 6 mm to ensure reproducible knot formation.
Schematic representations of the two knot types are
presented in Figure 4. The knot was positioned ap-
proximately midway between the two grips during
testing.
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90mm/mi

1. Lower grip 2.Knot 3. Upper grip 4. Load cell
Figure 3. Testing device for suture load-extension measurements.

SR : Slippage ratio (%)

Ex : Knotted suture extension (mm)

EN : Non-knotted suture extension (mm)

Li : Initial length of the tested sample (mm)

All tests were performed under testing conditions
of 21°C + 1°C, and 65% + 2% relative humidity.

Square knot Surgeon's knot
Ten specimen of each suture were tested.

Figure 4. Knot types used for the suture

To evaluate knot-slippage behavior, load-extension
curves obtained for knotted sutures were compared
with those of corresponding unknotted specimens.
A slippage ratio was then calculated at different load
levels according to the following relationship:

E _Er
( L ’l.}.“}

I

Sy (%)= 0
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RESULTS

The braid angles (0) corresponding to the different
cogwheel ratios are summarized in Table 1. The re-

sults indicate a clear decrease in braid angle with in-
creasing cogwheel ratio. The variability of the mea-
surements was low, with the coefficient of variation
remaining below 2.5% for all samples.

Table 1. Cogwheel ratios and corresponding average braid angles.

Cogwheel ratio

Average braid
angle (Degree)

Coefficient of
variation (%)

0,163
0,179
0,196

35,1
32,9
29,4

2,45
2,43
1,67

Figure 5 presents the load-extension curves of braid-
ed sutures manufactured with different braid angles.
An initial quasi-elastic region can be observed up to

approximately 20-30 mm of extension, followed by
a plastic deformation region

Load (M)

——B=35.1
—— =294
—— =254

Extension (mm)

Figure 5. Load-extension curves of non-knotted sutures at 3 different braid angles.

The results also show that increasing the braid angle
leads to a reduction in the breaking load while sub-
stantially increasing the elongation at break. Tensile
tests further revealed that failure consistently oc-
curred in the knot region.

TEXTILE AND GARMENT MAGAZINE

Figure 6 compares the load-extension curves of two
knotted sutures and one unknotted suture with a
braid angle of 35.1°. It can be observed that knotted
sutures fail at significantly lower loads than the cor-
responding unknotted suture.
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—+— Non¥knotted
—&— Surgeon's Knot
—i#— Sguare knot

0 10 20 30 40

50 &0 70 B0 90

Extension (mm)

Figure 6. Load-extension curves of knotted and non-knotted sutures (0? = 35.1 °).

The relationship between slippage ratio and ap-
plied load for square knots and surgeon’s knots at
three different braid-angle levels is illustrated in
Figure 7. For both knot configurations, the slippage

Slippage ratio (%)
[ 5]

ratio increases with increasing load. In addition, the
highest slippage values were observed in sutures
with the lowest braid angles.

—o— =29 4

—w— gm32.9 \ Square
kot

—&— @m35.1

weip=- B=20.4

vaee =29 Surgeon’s
B knot

--ah-- B=36.1

L] 2 4 & ] 10
Load |

Figure 7. Relationship between slippage ratio and load.
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DISCUSSION

The primary objective of this study was to ex-
amine the effect of braid angle, a key structural pa-
rameter of braided sutures, on their mechanical per-
formance. Experimental results showed that braid
angle decreases as take-up speed increases. Braids
with larger angles exhibited greater extensibility
because the helically arranged yarns undergo sig-
nificant geometric reorientation and compaction
before carrying the applied load. Once the structure
reaches a jammed state, the mechanical response
is governed mainly by the tensile properties of the
constituent yarns. Similar behavior has been report-
ed for circular hybrid braids by Hristov et al. [13].
An increase in braid angle was also associated with a
reduction in breaking load. This can be explained by
the longer yarn path within high-angle braids, which
increases the effective yarn length and the likelihood
of defects influencing strength [16].

Comparison of load-extension curves for knotted
and unknotted sutures showed that knotting reduced
the breaking load for both knot configurations. Fail-
ure consistently occurred at the knot rather than
along the free suture length, indicating significant
stress concentration within the knot region. Similar
observations have been reported for monofilament
sutures and other ligature structures [17,18]. Stress
concentration, structural damage during knot tying,
and frictional interactions between yarns are possi-
ble contributors to knot failure.The results demon-
strated that knot slippage decreases with increasing
braid angle. Higher braid angles increase yarn incli-
nation and internal friction, thereby improving knot
stability. In contrast, low-angle braids have yarns
that are more parallel to the braid axis, generating
lower friction and promoting slippage. Consequent-
ly, braid angle was found to be a major factor gov-
erning knot security.

The proposed slippage-ratio method provided
a quantitative means of evaluating knot stability,
complementing traditional assessments based sole-
ly on knot breaking strength. Results showed that
surgeon’s knots generally exhibited greater slippage
than square knots, particularly in braids with low
braid angles. This difference was attributed to the

TEXTILE AND GARMENT MAGAZINE

higher flexibility of low-angle braids, which allows
more effective tightening of square knots. As braid
angle and stiffness increase, the differences in slip-
page behavior between the two knot types become
less pronounced.

Overall, the study demonstrates that both braid
angle and knot configuration significantly influence
knot security and mechanical performance. The pro-
posed methodology may serve as a useful tool for
optimizing braided suture design and selecting ap-
propriate knot configurations for improved clinical
performance.

CONCLUSION

In the present work, we analyzed the mechani-
cal behavior of knotted and non-knotted braided
suture made of polyester multifilament yarns. The
braid angle has an important influence on breaking
load and elongation of the suture. The presence of a
knot lowers breaking load and rupture occurs always
at the knot region. There is a lack in the published
literature concerning the effect of structural parame-
ters of a braided suture on its mechanical properties.
Only a few studies examined tensile performances of
monofilament suture under different test conditions
because of the absence of an international standard
test method on this matter. Some properties of suture
structure and knots should be known to a surgeon
when selecting a suture. We proposed a practical ex-
perimental procedure for the measurement of knot
slippage based on the determination of load-exten-
sion curves.

Further work will focus on the study of the influ-
ence of braid angle on braid flexibility which is a
fundamental property needed during knotting oper-
ation. It would be also useful to study the phenome-
non of suture dimensions recovery after elongation.
In fact, an unrecoverable elongation of the suture
loop obtained following an oedema generates usual-
ly an unsightly scar.
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HPUJIOKEHHUE HA EJIEMEHTHU OT BBJT'APCKUTE
HAPOAHU HOCUU B CbBPEMEHHOTO JAMCKO
OBJIEKJIO

Muaena JI. BeaiboBa
KO3V ,,Heodut Puncku* bnaroesrpaza, Texunuecku gakyaret, kaT. MammHo
MHKEHEpCTBO, yi. IBan Muxaiinos 66, 2700 bnaroesrpan

Buveeoenue:

Jloxnaoem uzcned8a NpuiodNceHuemo u UHMeSPUPaHemo Ha eleMeHmu om Owba2apcKomo @HOoAKIOPHO
00J1eKNI0 8 Cb8peMeHHama Mood, NOOYEepMAasaiiKy KyimypHOmo 3HadeHue U ecmemudeckus nomenyual Ha
MpaouyuoHHUmMe HapoOHu Kocmiomu. Upe3 pazenesxcoane Ha KI0OYO8U (POIKIOPHU eleMenmu Om sapuayuume
HA HAYUOHAIHAMA JHCEHCKA HOCUS, Uje NOKAJCeM KAK MeXHUme CIO0NCHU wapKu, boeamu yeemose, bpodepuul,
axkcecoapu u yHUKAIHU MEeKCMUIHU MEeXHUKU Mo2am 0a 6b0am KOMOUHUPAHU 8 PA3TUYHU CoBPEMEHHU OpexU 3a
nocmueane Ha yCmoudusU, MOOepHU U YHUKAIHU CMULosu peuterus. IIpoyyeno u onoznamo mpaouyuoHHOmo
0071eK710 e 000pa 0CHOBA 34 HepneHe HA UdeU 3ad NPOeKMUPAHe HA CbBPEMEHHO 00NIeKI0 — NPAKMUKA KOSIMO Ce
noJ38a 0M MHO20 OU3AUHEPU NO YA CEAM.

Upes nopeduya om OuzaiHepcKu eKCnepuUMeHmu U CobmpyOHU4eCmeo CbC Cb8PEMEHHU GIUAMETHU APMUCTU
U NON-GhONIK UBNBIHUMENU, HUE NPOYUBAME KAK Me3U UCIOPUYECKU elleMeHmMU Mo2am 0d Ob0am npeocmMuciet,
3a 0a cv30a0am MOOepHU AHCAMONU, KOUMO DPe30HUpam ¢ OHeUHAma MOOHA YYECMEUMETHOCH, KAmOo
CbUeBPEMEHHO 3aNa36am CoUWHOCMMA HA ObI2APCKOMO HACIe0Cmso. TpaduyuorHu YOIKIOPHU eleMeHmu Ha
OvI2apCKama HeeHeKa HayuoHaiHa Hocus om 19 ek, 8Kkarou8awa 6e3anu pusu, MyHUKU/CyKMaHu, npecmuixy,
OpvLUHUK/cOnupana noaa/, casa/2opua opexa u pasiudHu aKkcecoapu, npeniemenu 8 UHmMepecHu U HeoouyatiHu
KoMOUHayuu ¢ 06eMHuU NoIu Om mioi, K1acuiecku NaHmaionu, ene2aHmuu poKiu.

B konmexcma na pazpabomeanemo u peanusupanemo Ha mesu OU3AUHEPCKU NPOEKMU, 0COOEHO 3HAYEHUE
npuoobusam UNUMEAHUAMA KAMO YClo8ue 3a KaiecmeeHo usnviueHue.(l) Buedpasanemo na 6xooswy
KauecmeeH KOHMpOoJ Ha naamoseme, cbobpaser c uzuckeanusmana Cucmemama33a ynpasieHue Ha Kayecmeomo
no ISO 9001, capanmupa, ue u3NOA38aAHUME MAMEPUATU OM20BAPAM HA HEOOX0OUMume CMaHoapmu 3d
30pasuna, ycmouyugocm, yeam u mexcmypa (2). Ypesz npunacane na memoou 3a 1a60pamopHoO U U3YAIHO
UBNUMBAHE Ce 0CULYPABA HADEHCOHOCH HA KPAUHUSA NPOOYKM U Ce MUHUMUZUPA PUCKBIM OM 0eheKmu, KOemo
€ OM CbUeCmBeHO 3HAUEHUE NPU CHUEeMABAHENO Ha MPAOUYUOHHU U CbBPEMEHHU MEKCIMUIHU PeUuleHUs..

IIpezenmayusama wje nokasjice KoieKyus om aemopcKi MOOeiu, KOUmo cov4emasam cmapomo ¢ HO8OMO, C
yen 0a cvarcussim Ov12apcKomo KymypHo HAC1edCmeo U 0d NONYIAPUIUPAM YCMOUYUeU MOOHU NPAKMUKU.

Kniouoeu oymu: ycmotivuea mooa, 0vieapcka ()orkiopHa HOCUs, Cb8PEMEeHHO MPAOUYUOHHO 00JIeKI0
Ilpenpamku:
Tpaouyuonnu 6vacapcku HocuU U HAPOOHU UKYCMEA

* Hayuonanen emnoepaghcku myseii; bvaeapcka akademus na nayxume
* Cnumka: Huna Huxonuna
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INTEGRATION OF BULGARIAN FOLKLORE COSTUME ELE-
MENTS IN CONTEMPORARY FASHION GARMENTS

Milena L. VELIOVA
South-West University “Neofit Rilski”, Faculty of engineering,
Department "Design and technology of clothing and textile” , 66 Ivan Mihaylov str,
2700 Blagoevgrad, Bulgaria
KV Productions,” Danail Kr”. Str 20, Sofia, Bulgaria
milena veliova@abv.bg

Abstract:

This presentation explores the innovative integration of Bulgarian folklore garment elements into contem-
porary fashion, highlighting the cultural significance and aesthetic potential of traditional motifs. By exam-
ining key folkloric garments, such as the “Nosia” and various elements of regional attires, we will show how
their intricate patterns, rich colors, embroideries, accessories and unique textile techniques can be combined
to different modern clothes to sustainable, modern and unique style.

Through a series of design experiments and collaborations with contemporary fashion influencers and
pop-folk artist, we investigate how these historical elements can be reinterpreted to create modern ensembles
that resonate with today s fashion sensibilities while preserving the essence of Bulgarian heritage. Traditional
folk elements of the Bulgarian women s national costume from the 19th century including embroidered shirts,
tunics/ soukman, aprons, bruchnic/ draped skirt, saya/dress or overcoat and various accessories interwoven
in interesting and unusual combinations with voluminous tulle skirts, classic trousers, elegant dresses. The
presentation will showcase a collection of designs that marry the old with the new, aiming to revive cultural
appreciation and promote sustainable fashion practices.

Integrating Bulgarian folk costume elements into contemporary fashion not only revives traditional crafts-
manship, but also offers a unique perspective in today s fashion landscape by bridging the gap between tradi-
tion and modernity, this initiative not only revitalizes folklore but also encourages a dialogue about identity,
cultural representation, and innovation in the fashion industry.

Keywords: sustainable fashion, Bulgarian folklore costume, modern traditional clothing
Referenses:
Traditional Bulgarian Costumes and folk arts

* National Ethnographic Museum by Bulgarian Academy of Science
* Photo credit: Nina Nikolina
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bearapust € cTpaHa ¢ YHHUKaJIHO KYyJATYpPHO
HACJIEJICTBO, BEJIMYECTBEHA IMpUpoja u Oorara
uctopus. Hammre HaponHu obudan u (OIKIOPHU
TpaguUuu ca Cc€ NpeJaBald OT IOKOJIEHHE Ha
MTOKOJICHUE U a3 T B ceOe CU cuilaTa Ha HeCJIOMUMUS
OBJITAPCKU 1yX, B IPOABIDKEHUE HA XUJIAOICTHUS.
Hammonannoro Hu (GONKIOpHO OONEKIO € YacT
OT TOBa KYATYPHO HAcCJIEJCTBO U € OTIMYUTENIHA
BU3WTKA Ha OONMKAa HA OBIATAPCKUSAT HAPOJ Ipel
CBETAa, HOCEIIO MOCJIaHNUE 32 BEKOBHU TPAJULUU U
Oorar KOJIOpPUT, KOUTO ca OTPa3eHH U MPEACTaBEHU B
IIPUJIOKHUTE U3KYCTBA U 3aHASTH.

TpaauIMOHHUAT OBITaPCKU KOCTIOM C€ Bh3IIpHEMa
JTHEC KaTo CKbIIa PEJIUKBA, KOATO C XyJOKECTBEHOTO
CH CHBBPIICHCTBO U pa3HoOOpa3ue, C yMEHUsATa Ha
pbhlIeTe, KOUTO ca IO CHTBOPWUIIHU, OyIud HMCTUHCKO
Bb3XUILECHUE.

TonsamMo e pasHOOOpazueTo B TPAJAULUOHHUST
KOCTIOM Ha OBJrapuTe Mo PeruoHH B PaMKUTE Ha
Opirapckara erHuuecka teputopus. Hocuute, 3a
KOMTO MMa HAJIMYHU U3BOPU U U3TOYHHUIIH, Ca [TIaBHO
ot kpast Ha X VIII, ot XIX B. 1 HauanmoTo Ha XX BEK.
(6) B HAKOM OT TSAX MOTaT /1a C€ OTKPHST CJIEIU U OT
MI0-PaHHU BpeMeHa. 3HaHUETO 3a ObJrapckara HoCus
€ TOCTUTHAJIO JI0 Hac, OrarofapeHue Ha TEPeHHUTE
MIPOYYBaHUS BbPXY OBJIrapcKOTO HApOIHO OOJIEKIIO
Ha 3a0€JIeKUTENTHN JINYHOCTH OT MHHAJIOTO KaTo:
NBan boropos, II.P.CnaseiikoB, C.UuauHrupos,
JI.LKapaBenoB. Ot Bropara nonoBuHa Ha XIX Bek
1 HadasioTo Ha XX Bek ca Tpynoere Ha @.Kanwui,
K.Upuuek, Y.MbHpOy 1 1p.

bvarapckara HapogHa HOCHSL € HIpeaMeT Ha
M3CJIEJOBATENICKM WHTEPEC U Ha MHOTO OBJIrapcKu
eTHorpadu ot mo-kscHO Bpeme, kato CT. JI. KocToB,
Xpucto Bakapencku, Mapus Benea, ['aHka
Muxainosa u ap. TexHure TpynoBe ca HU3BOpP Ha
3HaHMS 3a BCUUKH Hac. Beceku pernon Ha bearapus
MMa CBOSI HOCHS C YHUKAJIHH XapaKTEpHU MOTHBH.
Penuna wuscnenosarenu, xaro Jumutsp MapuHOB
U Jp. couaT, 4e B OpHAMEHTHKaTa Ha ObITapCKUTe
HOCUM € BIUIeTeH cnenuduueH koa. B mMuHanorto
ObJITapuTe Ca pa3uyUTalu Ha HEro 3a MHdopMmanus 3a
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pola Ha Te3u, KOUTO ca TM HOCUJIM, U O0IacTUTe Ha
cTpaHara, KbJETO ca KMBelu. Bcekn KocTioM mmat
cBoeto nocnanue. (dOyr.1), .(4),(5),(6)

OO61eKII0TO € 3aeMajo BayKHO MSICTO B HapoOJHATa
KyaTypa u 6ut. Upes cBosita marepusi, BT, KpoHKa
U yKpaca, OOJEKIOTO MMOKa3Ba HAIMOHAIHOCTTA,
MECTOXKHUTEIICTBOTO, norna, BB3pacTTa,
CEMEHHOTO TMOJOKEHUE, 3aHITUETO, COLUAIHAaTa
MIPUHAJISKHOCT W BEPOU3IOBEIAHHETO HA TO3H,
KOMTO TO HOCH. (4)

,»B ObJrapckara €THUYECKa TEPUTOPHUS KUBESAT
pasnuaHu eTHOTpadCcKu rpynu Hacenenue. Cpen Tax
ce Ha0IoaBaT YeTuPU OCHOBHU Pa3HOBUIHOCTH Ha
JKEHCKaTa HOCHA: JBYIPECTUIUYCHA — XapakTepHa
3a JlyHaBckara paBHUHA; €IHOMPECTHIUCHA —
cpela ce caMo B OTAENIHU CeNuIa Ha 3amaJHuTe
Pomonn no Havamoro Ha XX Bek; CyKMaHeHa —
oOxBala IMEHTPAIHUTE, MPEIUMHO TUIAHHHCKH U
O0TYACTH PaBHUHHM pAallOHM Ha CTpaHaTa W casHa,
KOATO € pa3NpOCTpaHEHa Ha IOr OT CyKMaHeHara
Hocusi. Cropen 1BeTa Ha TBHKAHUTE MBKKHUTE
HOCHU ce 000CcOo0sSBaT B JBE Ipymu: OeloaperiHa
U uepHozapemHa. Pa3geneHuero UM He €
TEPUTOPUATTHO, a BpeMeBO. UepHompelHaTa HOCHs,
IJIOA Ha CTOKOBOTO a0aKUHCKO MPOHU3BOJICTBO,
[IOCTENIEHHO H3MECTBa IO-paHHaTa OelojpelIHa
HOCHS B MIOCOKA OT U3TOK Ha 3ara.

[To Bpeme Ha Bw3paxmanero ce 3abensi3Ba IMo-
TOJISIMO pa3HooOpasue u B 001ek10To. To ce n3Mens
1 000raTsiBa, B 3aBUCHMOCT OT IIPOMEHUTE BHB BKyCa
Y MaTepuasa, OT MosiBara Ha HOBU (HaOpUYHHU CTOKU
W YyXKIW 3a€MKH. 3aeAHO C TOoBa ce HabiromaBa
U TpexoJ OT TPAJUIMOHHUS KOCTIOM KBbM HOB
TUN OO0NeKsI0, OOCTYXBaIlo 3aHASATYMHCKUTE U
Thproeekute cpeau. Ot Hadamoro Ha XX B. C
pasnajgaHe Ha TPAJUIMOHHUS HAYMH HA JKUBOT
CTapuTe HOCUU Ha OBJITrapuTe MOCTETIEHHO MU3IIN3aT
oT yroTpeba, TOKaTo HaKpas ChBCEM ca 3a0paBeHH.
JlHec Te morar ga ce BUIAT ,,Ha JKMBO™ caMO B
My3eUTe WM Ha CIleHaTa Ha TOJeMH HapoIHU
crOopu u pectuBanu.”(4)

Jo1u1. n-p Anren SIHKOB, €THOJIOT

A9



QDuzypa 1.

boearapckara HaponHa HOcHs € OWila HOCeHa B OBJITapCKUTE cela
no Havyanoro Ha 20 Bek. Te3m obinexia ca pbUHO H3pabOTEHU B
ceJjlaTa ¢ MaTepually, IPOU3BECHU HA MECTHO HUBO. TpauLluOHHUTE
MaTepHaiy ca JIeH, KOHOI, BhJIHA, KOTIPHHA U TAMYK.

ExnonpecruiyeHa Hocust

Cpema ce npenumuo B Pomonute. (ur.2)

CbcTou ce OT pu3a U eJHa MIPECTUIIKA, 3aBbp3aHa Ha KPBCTa C JI0CTa
cemruia ykpaca. Jlo mbpBata 4eTBspT Ha 20-TH BEK € M3MOJI3BaHA
MIpeIMMHO OT ObJITapCcKUTE MoXameaHku B Pomonure.

XapakTepHO 3a Ta3u HOCHSI € IIPEAIIOYUTAHUETO KbM CBETIIO KBJITO
Y OPaHKEBO, KAKTO U KbM TPEBUCTO-3EICHU HIOAHCH, YMEJIO ChUYeTaH!

B TEKCTypara Ha ImpecTuikara. (5)

i
Y

Duzypa 2.

J{BynpecTu1yeHa HoCuUsl
N3nomn3eana B JlyHaBckara paBauHa (¢ur.3)

CnCTOM Ce 0T pH3a, IBE MPECTHIIKU 3aKOIMYaBally ce Ha KPbCTa,(eaHaTa
ce HOCH OTIIpe], a Apyrara 0T3a]]) U KOJIaH.
dunHA Oponepus yKpacsiBa roJIeMU 4acTH OT PbKaBUTE U IpeaHAaTa
W 3a/IHa YaCT Ha pH3ara.
JIBeTe MpecTHIIKY ca OMi u3paboTeHH OT IOMAITHO ThKaH IEKOPATHBECH
1aT — 3aJHara najamia Ha miuceTa (OpbYHHK), IpeHaTa € OT €IHa WIIN
JIBE YaCTH C XOPU30HTAJIHA WJIM BEpTUKAIHA Opoaepus. (6)
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JBynpecTua4eHa HoCusi

N3non3sana B JlyHaBckara paBHuHa (ur.4)

CncTou ce oT pu3a, CyKMaH/TyHHKa, IPECTUIIKA U MOsIC ¢ nadTu.

CykMaHBT Hal-4€CTO € pOKJIs O€3 phKaBH, HO HA MECTA € C KbC HUITH
JUBJTBT PBKaB.

TunuuyHara ykpaca € Hail-3a0enexuMa B JoJHAaTa 4yacT Ha POKIISITa
U JIEKOJITETO.

IIpecTunkara € LeHTpajJHaTa JEKOpaTHBHA 4acT OT CyKMaHCKara

poxis. Tst e Gorato opHaMeHTHpaHa ¥ 1IBETHA, U3IIbKBAIa B KPACHB
KOHTPACT ChC CyKMaHa.(6)

QDuzypa 4.
Casina HocuA

Pasnpoctpanena e B FOxna u FOro3ananna bearapus (¢ur.5)

KocTioMbT ce cheTom OT 11BETHA cast (TOpHa Jpexa) ¢ TpamneroBUIHa
KpOiiKa, pu3a, MPeCcTUIKa M KOJIaH/TIOsIC.

JlexopanusTa € ChCpeAoTOYeHA BbPXY Ma3BaTa U pbkaBuTe. To3u THII
ObATapcKa HaApOAHA HOCHUS ce 3ama3Ba ;10 cpeaara Ha 20 Bek B FOxHa
bovarapus u Makenonus.

[IpeoGnanaBar eqHOLBETHUTE OETTH, YePHH, CHHU U ThMHOCHHH POKIIH
OT casi OT TaMy4€eH WUJIU BBJIHEH 1aT.(5)

QDuzypa 5.

AKcecoapu u 1uBera. OOyBKM, PBKAaBUIM, YOpAM U KOXKYCH

KbM BCHYKM BHIOBE JKCHCKH KOCTIOMH HUMa NPUCHCTBAT 3a 3HMMaTa, YKPaceHHW C KOJOPUTHHU
cnenuGUYHA TPUYSCKH W apaH)KUPOBKH  Ha PETHOHAHA W CIEHMU(PUYHU YKpPacu W IICBUIIH.
00JIeKJIOTO 3a TMaBa ¢ OWXKyTa, LIANKH, LBPBYIU (5),(6)
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Upes mopeauia oT AU3alHEPCKH EKCIIEPUMEHTH
U CBHTPYOIHUYECTBO C U3MBIHUTEN Kato Hwuna
Huxomuna (¢wur.7), e HampaBeHO NpOydYBaHE Kak
TPAAUIIUOHHUTE CJIICMCHTU OT JKCHCKAaTra HapoOdHa
HOCHS MOTar J1a ObJ1aT mpeoOpas3eHw, 3a 1a ch3aaaar
MOJICpHH aHCaMOJIH, KOUTO PE30HUPAT C JHEIIHATa
MOAHA  YYBCTBUTCIHOCT, KaTro CbIICBPEMCHHO

3ama3BaT  CBIIMHOCTTa M  YHUKaTHOCTTa  Ha
OBIATaPCKOTO HACIIENICTBO.

B mporieca Ha pa3paboTBaHe HA TE3W MOJEITH
0CO0EHO Ba)XKHO MSCTO 3aeMaT M3IHUTBAHHUATA KaTO
YCIJIOBHE 32 KAY€CTBCHO pealM3upaHe Ha IPOCKTHUTE.
Upe3 pa3nu4yHM METOIM Ha KOHTPOJ M aHAIU3 Ce
rapaHTHpa, Y€ ChYCTABAHETO HA TPAIUIIMOHHU
TEKCTUJIHH TEXHUKH ChC CHBPEMCHHU MaTCPHH
BOJIH JI0 YCTOHYMBH, (DyHKIIMOHAHYU U €CTETHUECKU

U3AbPIKaHU KpaltHU MpoayKTH.(1)

52

ToBa Moxe 1a cTaHe 4ypes
Pa3HOOOpa3HU U MHOBATUBHU
TEXHHUKH Ha WHTETpaIs Ha
XapaKTePHHUTE CIIEMEHTH OT HOCUUTE,
KaTo C€ 3ara3u aBTEHTHYHOCTTA MM,
HO UM ce IpuaJie HOB OOJHK.
(¢ur.8 u pur.9)

Quzypa 7.

BxirouBaHeTo Ha T€3U €JIEMEHTH B ChbBPEMEHHOTO
JAMCKO OOJIEKJIO € M3KJIIOUUTETHO HMHTEPECEH HU
BIBXHOBSBAII[ MOJX0J KbM MOJaTa, KOWTO ChUYETaBa
TpaAWIUs YU MOJEPEH CTWI. TpaauilMOHHHUTE
CUJIyeTH Ha HApOJHHUTE HOCUHU CE€ HHTEPIIPETUpAT
OTHOBO B CHBPEMEHHU MOJIENH, YECTO ChUeTaBAaIlU

KJIacu4ecKu (OpMHU C MOJIEPHU KPOHKHU.

Duzypa 9.
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A-cnnyeT U IbJTrA 1MoJIn:

Jparure noyiu, XapakTepHH 3a
KEHCKUTE HapOJHU HOCUH, MOTaT Ja
ObJIaT afanTUpaHU B MOIEPHUS TaMCKH
rapaepo0.

Te morar na 6baaT U3pabOTEHU OT
MOJIEPHU MaTE€pHU — TIOJ, OpraH3a, HO
C TPAJAUIIMOHHU KPONKH, KOMOMHHUPAHU
OTHOBO C aBTEHTUYHU BE3aHU MaTEPHH.
(pur.10 u pur.11)

QDuzypa 11.

IpecTniku u nosicu:

B HaponHuTE HOCHH YECTO Ce U3MO0JI3BAT
MOSICH, MPECTHIIKK ¥ OPBYHUIIN, KOUTO MOTaT
na Obaat TpanchopMUpaHH B IEKOPATUBHU
KOpPCETH, HECTAH/IAPTHHU aKCECOApPU WIH
KOJIAaHU, TTOJIXOJSIIH 32 ChbBPEMEHHUTE POKJIH,
oy ¥ nantaynonu. [llupokure noscu ¢
LIEBULN WU APYTH TPAAULMOHHU €JIEMEHTH
MOraT Ja IpuaaaaT ETHUYECKU aKIEHT Ha
MOJIEPHOTO OOJIEKJIO.

(¢pur.12 u dur.13)

TyHUKH M CyKMaHH:

TyHuKHTE M CyKMaHUTE, KaToO 4acT OT
TPaJAULIMOHHOTO 00JIEKII0, Morar Aa ObJaT
npepaboTeHH B ChBPEMEHHH (hOpMU, KaTo ce
3ama3sAT XapaKTepPHUTE €JIEMEHTH KaTo HALIMBKUTE
C raiiTaHu, KOJIAHUTE U MPECTHIIKUTE, HO Ce T00aBsT
MOZEpHH 00eMH, MaTaepUajy U JIMHUH.
(bur.14 u ur.15)

CMmecBaHETO HAa TPaJULUOHHO HAPOJHO OOJIEKIIO C
eJIEMEHTHU Ha YJAHMYHO OOJIEKJIO, Ch3/1aBa YHUKAIHO

AR CIIMBaHE U HOB MOZIEPEH MIPOUUT, KOETO CE XapecBa
u Ha MO-MJIaIMTe MMOTPEOUTENN 1 HaChpuaBa

KYJITYPHUS TUAJIOT. R
Duzypa 14.

o Quzypa 15.
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HleBnum:
boirapckure

IEBUIIM Cca €OWH OT Hal-
pa3nO3HABAEMUTE E€JIEMEHTU Ha TPAAUIMOHHOTO
obnekno. Hsaxora Opomepusra € wumana roisiMa
CUMBOJIMYHA CTOMHOCT. CMATANIO Cce, ue Mpeana3pa
YOBEIIKOTO TsUIO OT 3JdM Marud MW JOyXOBE.
CrunusupaHure OpHAMEHTH M CUMBOJHM  OT

=

Anenus lllynuna 12a xa., cneyuannocm
Mooen ousatin I11]] ,, En.Bazosa “

I'eomeTpU4HH MOTHBH ¢ OPHAMEHTH:
MHOro oOT OpHaMEHTHTE Ha HOCHUMTE HUMar
CUMBOJIMYHO  3HaueHWe  (3allUTHU  aMyJeTH,

Ducypa 17.

54

ObJTapcKar IIEBUIM H3IMOJI3BAHU TPAJUIIMOHHO
ca (Iopa’dHM M TEOMETPUYHH, KaTO ChUYETAHUETO
UM KaTo BHUJ U LBETOBE € JEJI0 Ha TE3U, KOUTO ca
ru  u3paborBanu.lIpuiokeHn B ChBPEMEHHOTO
OO0JICKJIO T€ Ca KOJIOPUTEH aKLEHT, HOCEII MOCIaHne
u oborarsBaill MojiepHaTa BU3HsL.

CHUMBOJIM 3a IUIOAOpOAUC U 3I[paBe). Te morar ga
6I>,Z[3.T H3II0JI3BAHW B MPHUHTOBC BBPXY MATCPUHN 3a

POKJIN UJIH ITOJIN.

Teopeus ['ynawrxa-12a k.,
cneyuannocm Mooen ouzaiin
11]],, En.Bazosa
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[pnioxkenus B 00J1€KJI0TO:
EtHo-noau/poxsm: [Tonu u poxiu cbe cB0OOIEH
CHJTYET, ICKOPUPAHU ¢ OBJITapCKU LICBHIIU 110 Kpast
Ha PbKaBUTE WJIU MOAIbBA.
Moaepun pusu ¢ meBunu: JlamMcku pusu B
KJIACHYECKU KPOHKH, HO ¢ J0OABEHHU IIEBUIU OKOJIO
sIKaTa U pbKaBUTE.

QDuzypa 18.

[IleBuninTe mMorar Aa ce npujaarar 1 caMocCTos-
TEJIHO KaTo OpojepHsi, PUCYHKa WM alUITMKALUs Ha
OTACIIHU ACTauJId, KOHCTPYKTUBHU CPA3BAHUA WA
CHeIM(UIHA MECTa 32 AKIICHT.

IIpeocmuciienn akcecoapu: DonkinopHuTe
MOTHUBU CC TIIOABSBAT B MOACPHUTC aKCCCOapu
KaTo YaHTH U OOYBKH, KOETO I03BOJIsIBA MO-(QHUHU
HWHKOPIIOpAM HAa TPAAUIIMOHHU CJIICMCHTH.
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Kben sikera ¢ Objarapckum motuBH: MonepHu
KOKC€HUM WX TCKCTHUJIIHU AKETA, YKpAaCcCHU C
TCOMCTPHUYHU OPHAMCHTH OT HAPOAHUTC HOCHUH.

IIanTanoHu ¢ eTHO KoyaH: CbBPEMEHHU bHKU
WJTY TTAHTAJIOHU, KOUTO MOTaT J1a 0b/1aT KOMOMHUPAHH

C IIMPOK MOAC C IICBUILIA.

Hoana Jumumposa-12a kn., cneyuannocm
Mooen ouzaun I11']],, En.Bazosa

3akiiouenue:

HNHTerpupanero Ha eleMEHTH OT ObJrapckara
HapoJHa HOCHS B CBBPEMEHHATa MOJla HE camo
BB3paXKJa TPAAUIIMOHHOTO MaHCTOPCTBO, HO CBIIO
TakKa Hpeglﬂara YHI/IKaJ'IHa HepCHeKTI/IBa B OTHCIITHUA
MOJIEH Mei3ax 4ype3 MpeojoJiIBaHe Ha IPOIMacTTa
MEXI1y TPaaullis U ChBpEMEHHA MOJIA.

Ta3u uHUIMAaTHBA HE CaMO CHXKUBsIBA (DOIKIOpa H
MPUJIOKHOTO TBOPUYECTBO, HO M HAChpUaBa JHAJIOra
3a UACHTUYHOCTTA, KYJITYapHOTO NpEACTaBsHE U
WHOBAIMY B MOJTHATa UHAYCTpHs. JlaBa rmose 3a HOBU
TBOp‘-IGCKI/I T'prGHI/IH KaToO HU Bmea KbM KOpeHI/ITe
HU, W3y4YaBallKu OTHOBO CTapuTe OBITrapcKu
HpI/IJ'IO)KHI/I 3aHasATH. HpnnaraHeTo Ha BCHUYKHU
pasrienanu eIeMEHTH OT ObJITapCKUs TPAJAULIMOHECH
(hOJIKIIOPEH KOCTIOM B CHBPEMEHHOTO OOJIEKIIO TI0
HOB " HeTpaHI/II_II/IOHeH HA4YUH € Hpe}IHOCTaBKa 3a
Ch3/laBaHE Ha YHUKAJIHU JU3aHHEPCKU pEIICHUS,

HCIIOBTOPHM CTHJI U ITOYCPK B MOJiaTa.
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TRADITIONAL TEXTILE PATTERN
HERITAGE IN PAINTING

Nes’e SARAC
MA, Fine Arts; MSc & BSc, Economics.
GESAM (Member of Turkish Fine Art Work Owners Professional Association),
Ankara, TURKIYE

Abstract:

The Turkish textile heritage is rich with patterns and motifs that reflect cultural identity across centuries.
Painting, especially the works of Osman Hamdi Bey, took on the mission of documenting and conveying this
heritage to the future by depicting fragile cultural elements like textiles with almost photographic meticu-
lousness. The reinterpretation of traditional motifs (such as the tulip, carnation, ¢intemani) in modern art

and design prevents cultural identity from being lost, acting as a manifesto of cultural survival that keeps the
heritage dynamic and vibrant.
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Fabric and Pattern as the Carrier of Cultural
Identity

Textiles have historically been a primary cultur-
al vehicle, reflecting not only a nation’s economic
power but also its aesthetic understanding, societal
values, beliefs, and rituals. The patterns, motifs, and
colors used in Turkish textile production for centu-
ries bear witness to the country’s collective memo-
ry and heritage. This is a universal truth; for every
nation, patterns and motifs, whether on a piece of
fabric or in a painting, carry the tradition, customs,
and cultural heritage of the past.

Traces of Centuries in Modernizing Composi-
tions

Although the fabric motifs of the modernizing
world are produced with new techniques, they har-
bor the traces of centuries in their depths, containing
the identities and cultures to which they belong. In
this context, the reshaping of traditional motifs by
modernizing art demonstrates the value and mean-
ing of art rooted in cultural heritage.

1. Documentation of Art and Cultural Heritage
Artistic cultural heritage is documented in its most
concrete form through artworks and is passed down
from generation to generation. Painting, at this point,
serves as a unique archive due to its permanence, of-
fering a visual anthropology of more fragile cultural
elements, such as textiles.

During the Westernization process of the Ottoman
Empire, painting undertook the mission of recording
traditional lifestyles and clothing codes. One of the
most important representatives of this mission, who
carried Turkish motifs into the future with his paint-
ings, is Osman Hamdi Bey.

1.1. Osman Hamdi Bey
Osman Hamdi Bey (1842-1910) was a multi-fac-
eted Turkish intellectual, painter, archaeologist,
and museologist who lived in Istanbul. He was the
founder of the Istanbul Archaeology Museums and
the founder of the institution known today as Mimar
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Sinan Fine Arts University. It is believed that the
artist’s passion for the East grew during his student
years in Paris. While his work shows influences from
Western Orientalist artists, i.e., Jean-Léon Gérome,
Rudolf Ernst, and Ludwig Deutsch, the cultural life
and spirituality of the East prevail over the Western
painting style in his pieces.

» Osman Hamdi Bey is one of the artists in
Turkish painting who gave the most space to fabric
patterns and textile details in his works.

* Thanks to his Western education, especial-
ly the influence of Jean-Léon Gérdme, Hamdi Bey
depicted patterns, colors, and fabric textures with
almost photographic meticulousness. This attention
to detail transforms his works into first-hand docu-
ments concerning the cultural life and fashion of his
era.

* For Osman Hamdi Bey, clothing and pat-
terns are powerful tools that both convey the aesthet-
ic heritage of the past to the future and materialize
the cultural transformation within the modernizing
Ottoman society.

» The patterns and ornaments he chose for
the dresses painted by Osman Hamdi Bey generally
reflect the richness of Ottoman and traditional Turk-
ish art, while also containing influences of Western-
ization.

The fabric, carpet, and clothing patterns in Os-
man Hamdi ‘Bey’s paintings are not just decorative
elements; they are a language that documents the
cultural identity of an era and narrates the East-West
synthesis during the modernization process. This
language has left us a unique artistic and cultural
heritage.

Within the scope of this textile conference, four
paintings (Figures 1-4) by Osman Hamdi Bey was
analyzed, highlighting the textile elements: Motif,
Motif’s Heritage History, Fabric Characteristics,
and Regional Identity of the Garment’s Fabric (Ta-
ble 1). Table 2 defines the fabric properties and local
identity.
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Figurel. The woman with mimosas Figure 2. Istanbul lady

Figure3. Girl combing her hair Figured. Two musician girls
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Table 1. Pattern, Motif, Color, Motif Characteristics Used In Fabrics

Figure 1. The Woman 2. Istanbul Lady 3. Girl 4. Two Musician
with Mimosas (1881) Combing Her Girls (1880)
(1906) Hair (1889)
Garment Vivid yellow, Dark Light pink, Dominant:
Color red/pink, and red/burgundy, white, Burgundy/red, dark
purple/burgundy.  golden blue/green. green, golden yellow,
yellow/cream. blue.
Pattern Predominantly Floral and Simple clothing; Rich Orientalist
Motif Floral (stylized Geometric patterns mostly  Patterns; Intense
rose, carnation, patterns (e.g., on background  Geomefric and stylized
tulip, Hatayi) Riimi) on objects Floral (Hatayi, Peng)
typical of vest/shawl. (tiles/carpet) - motifs on setting
Classical Ottoman Geometric/Flora elements (carpet,
Art. ] cushions).
Key Bindall Embroidered Haseki (striped ~ Kembha (silk with
Fabric (traditional velvet (Vest), Sal  silk), Ferace gold/silver thread),
Names patterned (silk/wool), (simpler outer Catma (velvet weave),
velvet/silk), Atlas  Canfes (shiny garment). Divan Sali.
(shiny silk), Sal silk).
(cashmere/wool).
Fabric Silken or Velvet Velvet (vest), Silk  Cotton or silken  Silk and Gold/Silver
Type (heavy and (shirt/shawl), (simple Thread weaves (very
(Nevi) showy), woolen. cotton. Weaves), rich palace fabrics).
woolen.
Motif Roots in Seljuk Based on Geometric Zenith of 16th-century
Heritage (13th-14thc)and Classical Otfoman patterns date Ottoman Palace Art
Classical Ottoman (15th-16th c.) and back to Early (Classical Style) and
Art (15th-16th ¢.) Iranian Safavid Islamic Art (8th- Turkish-Islamic

(Tulip,
Carnation).

influences; roots
of Riimi and
Hatayi in Central
Asia.

10th c.); Floral
motifs are
Classical.

traditions from Central
Asia.
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Table 2. Fabric Properties and Local Identity

Painting  Garment Type Fabric Name Key Fabric Characteristic &
(Main Region) Use
3 The Dress, Vest, and Bindalll Heavy, showy fabric
Woman Shawl (Istanbul/Bursa/Th  (velvet/silk) embroidered with
with essaloniki), rich floral motifs. Used for
Mimosas Atlas/Canfes special occasions/wedding attire.
2. Undershirt  and Atlas/Canfes Atlas: Shiny, tightly woven
Istanbul  Vest (Bursa),  Velvet 100% silk fabric. Velvet: Soft,
Lady (Istanbul/Aleppo)  piled surface:  high-quality
production m Istanbul/Aleppo.
3. Girl Dress and Kutmu Kutnu: Durable silk and cotton
Combing Shawl/Headscarf  (Gaziantep/Damas blend (striped/blocked pattern);
Her Hair cus), Haseki Gaziantep center. Haseki:
(Istanbul/Bursa) Simpler, striped silk mix for
daily wear.
4. Two Rich  Garments Kemha Kembha: Expensive Palace fabric
Musician  and Cushion (Bursa/Palace woven with gold/silver threads
Girls Covers Workshop), Catma over silk; the showiest fabric.
(Bursa) Catma: Heavy patterned velvet

used for cushion covers.

Luxury fabrics were preferred in the Ottoman pal-
ace for interior decoration and official ceremonies.
Besides making kaftans, they were also used as dec-
orative wall hangings, canopies, and tents. Fabric
imports, especially from Venice, were quite common
in the 15th and early 16th centuries. During the Byz-
antine period, the city of Bursa became the center for
silk and velvet fabric weaving. It was also a central
hub for the international silk trade. By the mid-16th
century, the variety of motifs in Ottoman fabrics
also increased. Various garden flowers, pomegran-
ates, pine cones, crescents, and the three-dotted and/
or wavy lines called ¢intemani, usually rendered in
bold colors that enhance visibility even from afar,
began to dominate Ottoman textiles by the mid-16th
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century.

1.2. Transformation of Pattern and Identity:
From Tradition to Modernization

Reshaping of Motifs:

In contemporary art and design, traditional mo-
tifs (tulip, carnation, ¢intemani) are being rediscov-
ered through paintings and museum exhibitions and
abstracted, then applied to modern textile products,
digital patterns, or architectural applications. This
prevents the heritage from being lost while keeping
it dynamic and vibrant.

A silhouette of Istanbul, modernized with the
Cintemani patterned kaftan, has been depicted in a
painting. (Figure 5)
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Figure 5. Silhouette of Istanbul, modernized

with the Cintemani patterned kaftan
(Nese Sarag, 2013,Istanbul)

Painting is a powerful bridge that carries the aesthet-
ic and ethnographic value of patterns, motifs, and
fabrics in the Turkish textile heritage into the future.
Osman Hamdi Bey’s works are proof of how mean-
ingful and lasting steps taken toward modernization
can be when their own cultural roots nourish them.
To perceive this centuries-old heritage not solely as
decorative elements but as the codes of our cultur-
al identity, and to re-interpret these codes through
modern art and design disciplines, will form the
foundation of our cultural continuity and future ar-
tistic success.

We have important artists who carry this heritage
into contemporary art, offering modern interpreta-
tions that draw on the motifs and rich patterns of tra-
ditional art. For example, traces of traditional motifs
are evident in Jale Yilmabasar’s works.

. Tile and Ceramic Heritage: Yilmabasar
adapts the rich patterns and colors of Iznik tiles and
Ottoman ceramic art, representing the most brilliant
period of Turkish ceramic art, to contemporary ce-
ramic forms. The floral motifs, such as tulip, carna-
tion, pomegranate and the characteristic cobalt blue,
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turquoise, and coral red color palette frequently seen
in her works, are directly based on this heritage.

. Stylization and Contemporary Form: While
using traditional motifs, she combines them with
modern and abstract forms, with her own interpreta-
tion.

. Painting and Surface Arrangement: Besides
her ceramic works, she also synthesizes local motifs
with Western painting techniques by using the prin-
ciples of surface arrangement and pattern repetition
found in traditional arts in her paintings.

Jale ‘Yilmabasar’s ‘Cini Riiyalar Serisi’ (Figure 6 )
demonstrates how the 16th-century Iznik Tulip mo-
tif is brought to a dynamic and fragmented modern
interpretation through contemporary ceramic tech-
niques and abstract brushstrokes. This is a striking
example showing that our cultural heritage is not
only protected but also kept alive through creative
transformation. The artist provides a powerful ex-
ample of reshaping old motifs with a modern per-
spective.

Figure 6. Jale Yilmabasar's ‘Cini Riiyalar Serisi’
(The Tile Dreams Series)
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A textile motif or weaving pattern is not a simple
decorative element, but a distilled cultural genet-
ic code of a civilization spanning centuries. When
these codes emerge from the surface of the fabric
and settle onto the canvas of modern painting, the
infinity of mosaics, or the permanent form of ceram-
ics, this is not just ant of reinterpretation, but a man-
ifesto of cultural survival.

The preservation of identity is only possible with
the awareness of this heritage. The continuation of
traditional patterns in modern art is the strongest
and most aesthetic demonstration of a nation’s way
of owning its past. As seen in Osman Hamdi Bey’s
works, when these pieces are sustained by being
based on heritage, a deep meaning is attributed to
the artwork. Every tulip motif, every geometric pat-
tern inscribed on the painting, is more than a frozen
moment of beauty—it becomes the unforgettable
memory of the nation.

A solid future requires internalizing the values of
the past. Artists, designers, and researchers serve as
both guardians of this heritage and its essential com-
municators to future generations.

The core message remains: the reinterpretation and
inclusion of traditional textile motifs and patterns in
modern art directly reflects a country’s centuries-old
cultural genes. This process is the highest demon-
stration of owning the heritage and is vital for pre-
venting the loss of identity. This cultural heritage,
powerfully documented through art, constitutes the
nation’s strongest, most colorful and most perma-
nent identity marker.

Conclusion

The reinterpretation of traditional textile motifs
through modern art and design reflects a nation’s an-
cient cultural genes and is the most aesthetic way
to preserve its identity. This heritage, documented
through art, is our strongest and most enduring iden-
tity.
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GEN Z FOLK- THE EMERGENCE OF A NEW
VISUAL - MUSICAL STYLISTICS
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Abstract:

The article aims to examine the emergence of the “GEN Z folk” stylistics within contemporary Bulgarian

visual and musical culture. The creative work of the performer Mona, who defines her own style as “GEN

Z folklore™, is analysed as both a foundation and a primary case study. The research focuses on the ways in
which Bulgarian folklore is reimagined through contemporary music, digital media, stage fashion, and indi-

vidual identity. The study approaches “GEN Z folk” not merely as a musical definition, but as a rapidly evolv-

ing visual- musical stylistics that exists in symbiosis with folklore memory, digital culture, and contemporary
fashion. It also traces other musical artists who partially adopt the visual concept of this style. Furthermore,

the connection and interaction between “performer and designer” are analysed. Rather than predetermining

the phenomenon as an established subculture, the research questions whether its formation could lead to a

new local culture and visual belonging. In conclusion, “GEN Z folklore” is defined as a new and dynamically

developing visual- musical stylistics.

Keywords: GEN Z folk, subculture, visual identity, Mona, folklore, contemporary fashion
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YBoa

B cBBpemeHHara KyiaTypa Bpb3KaTa MEXIY
MOJa M My3UKa BCE IIOBEYE C€ IMpPEIIuTa, Karo
B3aMMOJICHCTBUETO UM HE CE€ M3UeplBa C poJATa
Ha CIEHUYHOTO O0OJyeksio. Busyamnusat oOpa3 Ha
MYy3UKaJHUS M3IBJIHUTET € ChIIECTBEHA YacT
OT W3rpakJaHeTo Ha HWIAEHTHYHOCTTa. Ype3
LJI0OCTHAaTa BU3yaJlHA KOHLENLMA MOXE Ja ce
¢dbopmupa pasno3zHaBaeM Koj, KOUTO Jja KOMyHHKHpa
c nyOnukara M Ja Jajge 3asBKa ONpPEesIeHU
KyATYpHHU No3uluu. B Teopusara Ha cyOKyiaTypure
€ U3CIe/IBaHo, Ye JpexaTa (yHKIMOHUpa KaTo 3HAaK
MOCPEJICTBOM KOMTO ompesieNieHa collhaiHa Tpyra
KOMYHHUKHpPA CBOMTE LIEHHOCTH U OTHOLIEHHE KbM
JOMHUHHMpamnara Kynrypa. Jluk Xeoamk B KHUrara cu
,»Subculture: The Meaning of Style® [1] pa3miexna
CTWJIa Karo 3HaunMa (QopmMa Ha KOMYHHUKALUs U
aHalM3Mpa Bpb3KaTa MEXKAY My3UKa, MIAJIEKKU
KYATYpH U 00JIEKII0.

C ocobeHa aMHaAMUKa COLUAIHUTE MpPEKHU
U JWTUTATHUTE IUIaTGOPMH JTHEC NpPEeBpbLIAT
My3UKaJHUS M3MBIHUTEN HE CaMO B aBTOp Ha
MYy3UKaJHO ChAbpPKAHME, HO W B Ch3Aare]l Ha
coOCTBeH BH3yajieH Kkoia. Te mo3BoisBar JajieH
apTUCTUYEH 00pa3 Ja JOCTUTHE JO ToisgMara
ayaUTOpHsl MOYTH BenHara. Taka WHAMBHUAyaHATa
CLIEHMYHA BHU3MsI MOXE /1a C€ NPEBbPHE B HOCUTEI
Ha KyITYpHM 3Ha4€HMs, U JOpU JAa JaJe HOBU
MOJIEJIM Ha UISHTU(PUKALUS cpesl MilajiaTa ImyOrKa.
OcobeH mHTEpeC MpeCTaBisAiBa HAYMHA, MO KOWTO
TPaJAMIIMOHHUTE KYJITYPHU CUMBOIIU OT OBITapCKUS
(boIKIOp ce MpeHacsAT U BKII0YBAT B ChBPEMEHHATA
BU3yalHa cpena. IpaauuuMoHHUs OOJNUMK  Ha
HapojHaTa HOCHS HE c€ Bb3IPOU3BEkKIa OyKBaIHO,
a ce TpanchopMHupa W KOMOMHHMpA C aKTyaJIHU
MOJIHU €JIEMEHTH, U C€ MPEACTaBs Upe3 CpelcTBara
Ha JIUTUTATHOTO TTOKOJIEHUE.

[Tousatuero “GEN Z ¢onknop” e mpumep 3a TOUHO
TaKbB TUN TpaHC(hoOpMalus, U € MPSIKO CBbP3aHO
¢ mnbeiaHuTenkara Mona /Cumona Iletposa/. B
uHTepBio oT MapT 2026 r. mo HoBa TeneBusus T
3asBsiBa: ,,3AMHCIIUX C€, Y€ TOBAa € HEell0 HOBO U
pemux aa ro Hapeka ,,GEN Z donkmop*”. [2] Tazu
perimKka uMa 0coOEHO 3HaueHHE 3a aHalIu3a, Thbi
KaTo MMOKa3Ba Ch3HATETHO U OOMUCIICHO HAa30BaBaHE
Ha coOCTBEHA Xy 0)KeCTBEHA KOHIIEMIIHS Ha 00pasa.
[TonsiTHETO € BBBEIEHO OT caMaTa U3IIbJIHUTEINKA, C
KOETO TSI ONKCBA CBOSI TBOPYECKHU IMOIXOM, a HE OT
My3UKaJeH KPUTUK WM MoOJeH u3cienoBaren. Ot
My3HUKaJjHa IvIe/lHa Touka MoHa CBbp3Ba CbBPEMEHHO
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3By4€HE C XapaKTEpHU E€JIEMEHTU OT OBbITrapcKus
¢donknop.(burypa 1) B pemuna wuHTEpBIOTA
ABTOPCKUSAT U MOAXOJl CE€ OIMUCBA KAaTO ChUETAHHE
oT (pOJKIOpHAa OPHAMEHTHKA U MEJIOJUYHU JIMHUH,
XapaKTEPHH 3a TIOT My3HKaTa.

nllsmara emonusi okoio (QoJKIOpa BUHATU €
MpUHAJJIeKaa Ha ChPLETO MU.“‘- 3asBsSBa U camara
Mona B unrepBto 3a NOVA. [3] ToBa u3ka3pane
HU TI03BOJISIBA J1a pa3IekaMe SIBJICHUETO HE camo
KaTo MapKeTHHIOBa CTPATETHs, a U Karo gopma Ha
JTUYHA KyATYpHA UACHTU(DUKAIIHSL.

QDuzypa 1.

[ToHATHETO TpEnCTaBlIsBA HMHTEpPEC HE CaMo
KaTO HOBOBB3HHMKHAJI MYy3WKaJICH XXaHP, HO U KaTO
BB3MOXKHOCT 32 M3CIIC[IBAHE HA B3aUMOJICHCTBUETO
MEXIy CBbBpEMEHHaTa My3uka, (OIKIOPHOTO
HACJIEJICTBO, MoJaTa ¥ JWUTHUTAIHATA KYyJITypa.
CamMara W3IBIHUTENKA I0COYBA, Y€ BKIIOYBA B
00JIeKI0TO, KOcaTa, CIEHUYHUs CH 00pa3, W JIOpH
JICKOPUTE, CIIEMEHTH OT OBJITapCKUTE TPAJAHUIIUU U
donkmop. Ts onpenens CUMBOIHKATA, KOSTO HOCHT,
3a BaKHA YacT OT M3TPAXKIAHETO HA CBOS 00pas.
HaHpI/IMep, TaKa XapaKTCPHUTEC 3a BU3UATA U IIJIMTKU
CBBp3Ba ChC CHMBOJIA Ha MOMMHCKATa Kpacora.
(®urypa 2) Equn otiimyasarni s ¥ 10CTa apTUCTHIHO
MIOJITHECEH €JIEMEHT OT ChBPEMEHHUS MOJICH €3UK, a
HE JIOCJIOBHO NIPEHECEH B aBTEHTHYHATa My dopma.
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Duczypa 2

Crnenpaiiku nmpumepa MOXKE Ja pa3rpaHUuUM TpPHU
MoJlella Ha TpeHOC Ha (OJKIOPHU EJIEeMEHTH B
ChBpPEMEHHATa CIICHUYHa MOJIA:

- ABTEHTUYHO BB3MPOU3BEKIAHE- U3IOJ-
3BaHE Ha TpaJMLIMOHHATA HOCHS WK OIM3Ka J10 Hesl;

- CTWIN3UPAHO- (OJIKIOPHUTE €JIEMEHTH
ca paslo3HaBaeMH, HO MOXKeM Ja HabironaBaMe
poMsiHa BB (hopMaTa, CUITyeTa, [[BeTa, MaTepUaIuTe
Y KOHCTapyKILUsATA.

- TpaHchopMmanusi- TMpeBpbIlaHe Ha (oI-
KJIOPHHSI CHMBOJI B HOB ChbBPEMEHEH MOJIEH 00pa3s.
B “GEN Z folk” ce naOmromaBaT W3KIIOYHUTEIHO
SPKO BTOpUS M TPETUS MOJAEN Ha TpaHchopMaliusl.
HuTepeceH e BbIPOCHT 0Oade, KakBO C€ CIIy4YBa ChC
CUMBOJNIUKaTa Ha (OIKIOPHUS MOTHUB, KOTaTo ObJle
M3BEJICH OT TpaJMIIMOHHATa My cpena. bbiarapckara
HOCHSl € HOCHUTEI Ha KOHKpETHa peruoHajHa,
couyagHa ¥ oOpeHa cuctema oT 3HaueHus. Korato
4acTu OT Hesl ObJaT BKIIIOYEHH B CHBPEMEHHUS
CIICHHMYEH KOCTIOM, YECTO TYOST 3HAU€HUETO CH.
Hanpumep, meBunara oT eTHOrpadCKd CHUMBOI
MOXKE Jla C€ MpeBbpHE B TpadUveH IEKOPATUBEH
enement. llpectmnkata ga 3aryOm  cBosTa
(YyHKIIMOHATHOCT, TTOCTaBEHa KaTro Japyra 4acT OT
obneknoro.(durypa 3) A Kykepckara OOpemHOCT
na ObJe TpaHchopMUpaHa B aBaHTapAHA CIEHUYHA
¢dopma. TakbB mpumMep MOXKE Ja MOCOYUM TpHU
HSKOJIKO M3IBJIHUTENSA. 3@ MPEACTaBIHETO CHU Ha
Hanmonannara cenexuusa 3a ,,EBpoBusus 2026,
peammzupana or BHT, Mona HuM nemoHcTpupa
CbBpPEMEHHA  CIIEHMYHAa  HMHTEpHpeTaunus  Ha
Kykepckara oOpa3HOCT, ChUYeTaHa C E€JIEMEHTU OT
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ObJrapckara TpaJullMOHHA HOCHSI.

B koctiomMa (hONKIOpHUTE KOJOBE HE 3ara3Bar
CBOSITA TPAJUIIMOHHOCT, a ca TpaHC(HOPMUPAHU UpE3
CpeICTBaTa Ha ChbBPEMECHHATA MOJIA, 32 JIa U3TPAJIAT
o0pa3 ¢ u3pa3eHa chBpeMeHHa CIIECHUYHA €CTEeTHKA.
B xonnenmusra na “GEN Z folk” TpanuunoHHOTO
(GONKIIOPHO ~ HACIEACTBO €  BB3MPOMU3BEIACHO
HE KAaTo MY3€CH CKCIIOHAT, a C€ HHTEpIpeTHpa

QDuzypa 3
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KOMOMHMpA U aKTyallu3upa BU3YaJTHO B €CTETUKATa
Ha CbBpeMEHHaTa My3HKaidHa cueHa. IIpoekra e
neno Ha exun TBopum — Bulkina, The.Trackers,
Veza u Prettyboss, KOUTO yCIIEIIHO HHTEPIPETHPAT
KEHHUTE- BOMBOAM OT ObJrapcKaTa HCTOPUS.

AHanoruyeH npuMep Ha CUEHUYHA UHTEPIpeTalus
OT TPAJUIMOHEH CUMBOJI B aBaHTapJieH MOJICH
o0pa3 e kocTioMa Ha [lapa 3a clieHu4HaTa ¥ BU3US
Ha ,EBpoBusus 2026“ BbB Buena.(®urypa 4)
Heno e Ha nu3aiiHnepa Buxrop I'epOemikoB, KoHTO
KOMOWHUpA aBaHTap/IeH CUITYeT, CLIEHUYEH OJISICHK U
MPENPaTKN KbM KyKEPCKHUSI KOCTIOM CUMBOJIM3UPALIL
MIPOTOHBAHETO HA 3JI0TO U HOBOTO Hayajo. B crarus
Ha LADYZONE uetem: ,,C u3bopa Ha Ta3u BU3US
DARA pemoHcTpupa >KEJIaHHMETO CH Ja ChueTae
MoOJIepHaTa ION €eCTeTHKa U pa3lo3HAaBaeMHU
Obiarapcku cMMBOJIH. ToBa 3aTBBPIKIaBa BCE MMOBEUE
aApTUCTU J1a M3MOJ3BaT CUECHHUYHHUTE CHU KOCTIOMH
KaTo ISUIOCTHO apTUCTUYHO MIPE/ICTaBsIHE a HE
CcaMO KaTo MOJICH akKIIeHT.* [4]

Pobu e mopemHHMAT My3WKaleH W3MbIHUATEN,
M3MOI3BAJ MOA00HA CTUIIMCTHKA, MIPU KOUTO MOXeE
na 3a0enexumM, 4e B MeceHTa cu ,,Pano mpuzopu®,
CMEHsI B CBOS 00pa3 KakTO aBTEHTHYEH KYKEPCKH
KOCTIOM, Taka M MOJIEPHU BU3YaJHH MPENPATKH.
(®urypa 5) Crunuctkara Hpuna [eoprueBa 3a
peaqu3upaHeT0 Ha TO3M MPOCKT CHhOMpa TOJSIM
nuzaitnepcku ekun- JKaxnumHa Wnumesa, Atenue
Bepenna, Funky disko, 3opa Pomancka, Bulkina,
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boxunap I'eoprues u Kpucruna Pycesa.

B Hskonko My3uWKalHU MpoekTa cpemame Poou
u MoHna Karo ,,iBa pa3IM4HU MY3UKAJIHH CBSITa™,
KOUTO ChueTaBarT OaJIKaHCKU JIyX ChC ChbBPEMEHHHU
nomn 3By4HOCTU. POOM He caMo ydacTBa B TSIX KaTo
CBHU3IBJIHUTEN, HO U JIEMOHCTPUpa B COOCTBEHOTO
CH TBOPYECTBO CXOJE€H MOJIE] Ha ChUeTaBaHE Ha
CHBPEMEHHO TIOT 3By4eHe ¢ OBJIrapckul (hONKIOPHU
n OankaHCKU KYITYpHH e€JIeMEHTU. ToBa HHU
MO3BOJISIBA Jia IO pasriexiamMe He Karo THIHYEH
MPEJICTABUTEIN, a KaTO y4aCTHUK BbB (POPMHUPAHETO
U paslIMpsSBAaHETO HA Ta3M HOBAa My3HKaJlHa
crunrcTrka kakeato € “GEN Z ¢onkinopa” Moxem
na 3akmiouuM, 4e PoOu € M3MBIHUTEeN KOWTO
U3BEXKJa JyeTHAaTa CH IMOJOBHHKA M3BbH HEMHOTO
WHJMBU]IyaJTHO TBOPYECTBO.

B o6mus mpoext ,,Mane* npamara U3MbJIHUTEIH
C€ JIOBepsIBaT Ha IM3aHEPCKU €KUM, C KOUTO MoHa
Bede e paboruna. (Durypa 6)

He e cnyuailiHO moco4BaHETO Ha CTUIIUCTUTE,

pa3paboTHIIN CLICHUYHUTE BU3UH Ha pa3IyiekJaHUTe
MY3HUKaJTHU U3NBJIHUTENU. ChBpEMEHHUS JTU3aitHED
MMa BC€ II0-3HAUYMMa pOJisl B CB3/IaBAHETO Ha
nyonuaHus 00pa3 Ha aptucture. KocTioMbT HeE €
CaMo JOIBJIHEHNE KbM MY3UKAJIHOTO U3IBJIIHEHHE,
a € NpPEeBbpHAT B HOCUTEN HA KOHUENUHS, pa3Kas
U KyITypHO mocjiaHue. B pasmiexmaHata oT Hac
M3IBIHUTENKA, MOIHUSAT W 00pa3 He € cOop or
pa3IMYHU CIIEHUYHHU KOCTIOMHM, a MOCIJIEOBATEIHO
U3rpakJaHa BHU3yalHa cucTteMa. [oisM mpuHoC 3a
M3TPKIAHETO W PA3BUTHETO HAa TO3W 00pa3 mma
HelHus Oama, nusaitnepa Monu Ilerpos. Pannute
U TPOEKTH Ca HEroBO [eJ0, a ChBMECTHaTa UM
pabota npaBu qu3aifHepa ChaBTOp HA apTUCTUYHATA
W WJIEGHTUYHOCT KaTO TpaHMIIATA MEXKIY TIX Ce
MIPEeBpPBIIA B TBOPYECKU JHAIIOT.
Nutepecna e Bpb3kara Mexay MoHa u
nu3aiHepkara 3opHuua bynkuua. JlBete wumar
coOCTBeHa €CTeTHYECKa OJU30CT MEXKIY apTHCT H
U3aifHep, KOATO HAJIXBBHPIIs KOHKpPETHATa MOpbuKa
3a OOJIEKIIO U MOXKE Jla ce pasriexaa karo (opma
Ha CBhaBTOPCTBO. MIHTEpecHO e MmpelcTaBsHETO Ha
BULKINA 3a ModaSofiq 2026, xbaeTo Mapkara ce
OMKCBa KaTo Hamupaia ce ,,MexAy HacjleICTBOTO
Y HACTOSIIETO™, ¥ MEXMY ,,ITI00ATHUS KOHTEKCT W
OankaHcKaTa 9yBCTBUTETHOCT . ToBa HU TIO3BOJISIBA
Jla HanlpaBUM Bpb3Ka ,,Mona - “GEN Z folk”- BULK-
INA - chBpemMeHHa HHTepHIpeTamus Ha 6aIKaHCKOTO
HaciencTBo .(Purypa 7)

Huzaiinepkara Jlus KamenoBa c ,Reflet”
ydacTBa B apT MpOeKTa Ha U3MBIHUTEIKATa
»KeHa Ha TroaMHara®, W TyK HaOIIoIaBaMe
clelHaTa MHTEpecHa Bpb3Kka. Mecel mo-paHo,
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Jlus wm3bupa mecenra ,,Cuima“ Ha MoHa, 3a 1a
MPEICTaBU CBOsITa KOJeKnuATa Ha ,,Ceamwuiiara
Ha Mmonara‘ B Mcnanaus. ToBa ce mpeBpblna B
HE TPOCTO [W3aiiHepa—oONMYa TIeBUIIATA, a
My3HWKaTa—BIbXHOBABA  JW3aliHepa— Iu3aitHEpa
chb3JaBa  KOJICKIUATA—U3NBIHUTEIKATA  HOCH

Vel

son.bg B paborara cu cwyeraBa tribal mMoTuBH,
street CTUIMCTUKA W OBJIrapCcKU €THO BIIUSHUSA,
IIOCPEJCTBOM PELUKINPAHU MaTepuaii. [ 8]

B To3u mpumep pasmexname “GEN Z folk” ne
Karo (pUKCUpaH KOCTIOMEH CTWJI, a KaTo OTBOPEHA
cucTeMa 3a BU3yaJHM BiusHuUs. Jlpyra Mapka
BKJIIOYEeHa B rmpoekta ‘“YKena Ha roauHarta®™ e
GOUD, HelHUS aKIEHT € BbpPXYy YCTOMYMBOCTTA,
IBIATOTPAMHOCTTA W MAEATA 3a JU3aMH KOWTO
HE ce MOMYMHSIBA Ha KPAaTKOTPAWHU TEHICHIIMH.
[9] B mepcriekTuBeH IJIaH MOXE Ja pasrieaame

BU3MATA— BHU3YQJIHUAT U MY3UKAJIHUAT €3UK Ce
MOJICHIBAT B3aWMHO. HaOmomeHuero mokasBa
JIBYIIOCOYHOTO BIUSIHME MEXAy My3HKa M MOJa.
(durypa 8)

Hpyr ydactHUK B 1mpoekrta € Muxaena
AnekcanapoBa KkoATO cmopen crarusta Ha Uni-

Duzypa 6

OTHOILIEHUETO KbM YCTOMUYMBATa MOJia KaTo 4acT OT
ChBpEMEHHATa UICHTUYHOCT Ha apTHCTA.

B mpoektute cu Mona paboTu chbC CTAMIMHT
ekunt The Trackers xouto yecto ca B Kojlabopaiu
S C pPa3NUYHU TU3aiHEepH, CTHIHCTH, (HPHU3BODP,
rpumMbop, Qotorpad, KpeaTUBeH IUPEKTOp U TIP.
ToBa mokasBa, 4ye cbBpeMEeHHHUs MyOIU4eH 00pa3 Ha
MY3HUKQJIHUS M3ITBIHATEN BCE TI0 Y€CTO € pe3ysaTar
oT paboTara Ha 1esnu TBopyecku exunu. (Purypa 9)
[IpocnensBaiiku qu3aitHepuTe pabOTEIH ¢ MiTajara
M3IIBJIHUTENKA HaOllfoaBaMe, 4e 4YacT OT TiIX
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Duzypa 10

padotaT ¢ poiaKIopHU, OATKAHCKH WM €THUYECKH
kozmoBe. Taka moiygaBame €IHO OO0IIO TOJIEe MEXKIY
BHU3yaJIHO- My3WKallHaTa KOHIeNus Ha MoHa
U CBBpeMEHHara Obirapcka wmozxa. Mpesra 3a
MHTEPIpPETHpPAHETO Ha ObJTrapckara HISHTHYHOCT
He ocTaBa camo B ctuinuctukara Ha “GEN Z folk”
U CICHHYHHS KOCTIOM Ha MOHA, a MOCTENEeHHO ce
pasrphla KaTto BU3yalHa €KOCHCTEMA 3a Pa3InIHU
aBTOPH U JAM3aifHEpU B ChBPEMEHHATa MOJIA.

[IpoyuBaiiku royisiMa 4acT OT MPUMEPUTE NPT HAC
crouBbnpocaaanu “GENZfolk” na 6baepazmexnan
KaTo WHAMBHIyaJIHA apTUCTHUYHA KOHIEMIUS WU
MOCOYCHUTE BU3YAITHU M KYITYPHH XapaKTePUCTUKA
HU JIaBaT OCHOBAHHUE JIa TOBOPUM 3a TI0 — IIUPOKO
pa3BHBaIa c€ My3UKaJTHO MOJIHA CTHIIMCTUKA. ToBa
€ ellHa OT MOCTABCHUTE IIeNIM Ha W3CIICJBAHETO J1a
MpOCIear TOTeHIMaNa Ha (OPMHpPAHETO Ha HOB
TUN CYOKyATypHA HMIEHTHUYHOCT. Kiacuueckure
CYOKynTypH ce pOpMHUPAT B pAMKHTE Ha OTIpeIeIIeHa
COIIMAITHA WJTH KYJITYpHA OOIIHOCT MMaT YCTOMYUBU
BU3YQJIHH XapaKTEPUCTUKH, Ype3 KOUTO H3pa3siBaT
CBOSITA TIPUHAIJICKHOCT, UACHTUYHOCT, [IEHHOCTH U
OTHOUICHHE KbM JIOMUHUpaIiara Kyiarypa. [Ipu To3u
Mozien Ha (opMupaHe BU3YyalIHHs KOA C€ Ch3/1aBa
MOCTENIEHHO W C€ Hajlara Karo CIeru(uueH 4dpe3
00JIEKJI0, aKcecoapy, IIBETOBE, CHIIYETH U CHMBOJIH,
pUI00MBAIIY 3HAYCHNE B UCTOPUYECKH U COLIUATICH
KOHTEKCT.

[Ipu cpBpeMeHHHUTE My3UKAIHU )KaHPOBE MpoIieca
yecTo € oOpareH. Bpb3kara Mex 1y My3uKa, METUUTE
u dopMupaHeTo Ha CyOKyaTypHH oOmrHOCTH Capa
TopuTbH pasmiexna B Club Cultures: Music, Me-
dia and Subcultural Capital Haumna, mo Koiito
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MeAMifHaTa cpela ydacTBa B KOHCTPYMpPAHETO U
MOMYJISIPU3UPAHETO HAa MY3WKAIHU KyITypH. B
ChbBpEMEHHaTa ObJrapcka My3HMKajHa CIEHa Ta3u
KOHIICTILIHS € 0COOCHO MPUIIOKHIMA.

WupuBuayaneH  apTHECTHYEH — CTHI—MEINCH
00pa3—pa3no3HaBaeM BU3YyaJIeH Koa—
BB3NIPUEMaHe oT ayJIUTOpUsITa—CIo/IeTIeHA
CTHIIMCTUKAa—BH3MOKHA CyOKynTypHa
UACHTUYHOCT. To3M Mozen e BakeH 3a aHaiu3a
Ha “GEN Z donkmop” 3amoro MTbpBOHAYATHO
MOHATUETO € CBBP3aHO C KOHKPETEH apTUCT, HO
MOCTETNIEHHO 3aroyBa Ja MpUA00MBa M0 — IIHUPOKO
MEANIHO MPUCHCTBUE.

MoxeM na 3akimouuM, ye MoHa € 3aBbplLIeH
apTHUCT U J1a 51 OOSIBUM 3a JIOCTOMHO HOCEII[ TUTIaTa
ocHoBaren Ha “GEN Z donknop”, 3amoro cama
HA30BaBa CBOSI TBOPYECKH TIOAXOI W TO CBBP3Ba
C MOJAEPHO MY3HKAJIHO 3ByY€HE, (OIKIOPHHU
eJIeMeHTH U criennduyHa cuieHnyHa Bu3us.(durypa
10)

“GEN Z folk” e uHTEpecHO NpEeOCMHCISIHE Ha
TpaJWLMOHHATA KYyITypa dYpe3 ChbBpEeMEHHara
My3HKa, MOJla W JWTHTalHAa KyaTypa. B ocHoBara
Ha SIBJICHHETO CTOM TOTPEOHOCTTa Ha MIIAJOTO
MOKOJICHHWE TPaJULMOHHMS OBJITapcKu (QOJIKIOp Aa
ce MpeJICTaBs HE KaTo 3aCTUHAJIO HACIIEICTBO, a KaTo
KHBa KyJITypHa CHCTEMa, CIOCOOHA /Ja y4yacTBa B
CH3/1aBaHETO HA ChBPEMEHHA UACHTUYHOCT.
Cuennynara Bu3uss Ha Mona, [lapa u PoOu u
paboTrara Ha pa3IMYHUTE AW3AWHEPU B KyKepcKara
00pa3HOCT, HM TOKAa3BaT JpPYyr acleKT Ha ChIINA
KyJATYpEH Ipoliec- TpaHCPOPMHUPAHETO HA CUMBOI,
B CHbBPEMEHEH MOJICH U MEIMEH €3UK.

HesaBucumo, de mpocineauxme MoBedye OT €IUH
MY3UKaJIHU U3MBJIHUTENN B cTUIUCTHKaTa Ha “GEN
Z folk” Ha TO3M eTam HE MOXEM KaTerOpUIHO
Ja TO ompenenuM Karo (opmupaHa CyOKyaTypa.
bpaemoro u pa3BuUTHE 3aBUCH OT TOBa JAJd
BU3yalTHUTE W MY3MKaJHH KOJOBE Ie Obaar
BB3MPUETH M BB3MPOU3BENCHH OT MO-IIUPOKA
obmuoct. Onpenenenunero 3a “GEN Z ¢onkmop”
3a cera MOXke Jja ObJie ONMMCAHO KaTro HOBa M OBP30
pa3BHBallla CE€ BU3YyaJIHO-MY3HKaJIHA CTHIUCTHKA.
Touno Ta3w OUHAMUKA TPEBpbHINA SBICHHETO B
3HaUUM OO0EKT 3a W3CJIe[BaHE Ha ChBpPEMEHHAara
Obarapcka BU3yajHa KyJITypa.
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