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Кореографија традиционалног плеса између локалног и 
глобалног – уводна разматрања

Апстракт: Зборник радова Кореографија традиционалног плеса на сцени: кризе, 
перспективе и глобални дијалози настао је као резултат низа конференција одржаних 
у оквиру етносамита ТрадицијаНова, у организацији Ансамбла народних игара и 
песама Србије „Коло“. Овај рад, насловљен и као уводно разматрање, представља 
теме о којима се дискутовало на поменутим конференцијама, те отвара простор 
за нова преиспитивања у пољу традиционалног и савременог плеса на локалном 
и глобалном нивоу. Основне теме овог текста чине уметничке транспозиције 
традиционалног плеса на сцени (односно однос између уметничког плеса, његових 
дискурса и пракси, са дискурсима и праксама традиционалног плеса), као и питање 
наслеђа (heritage) у оба ова плесана жанра. На крају, циљ нам је и да истражимо 
теоријске и практичне проблеме, недоумице и изазове који се јављају у доменима 
професионалне сценске презентације традиционалних плесова у југоисточној 
Европи, те да повежемо ове дискусије са глобалним токовима и дискурсима о 
плесу, уметности и наслеђу.

Кључне речи: традиционални плес, савремени плес, локално, глобално, наслеђе, 
уметничка транспозиција

Увод
Зборник радова Кореографија традиционалног плеса на сцени: кризе, 

перспективе и глобални дијалози дуго је био у припреми. Настао је као резултат 
низа конференција одржаних током етносамита ТрадицијаНова, у организацији 
Ансамбла народних игара и песама Србије „Коло“. Радови у зборнику иницијално 
су представљени као презентације на конференцијама, а потом су, путем 
дугогодишњих поновљених сусрета, дијалога и сазревања, прерасли у текстове. 
Иако су конфернције првобитно биле оријентисане на локалну и регионалну 
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сцену кореографије традиционалног плеса1 и њене изазове, присуство научника 
који се баве традиционалним плесним сценама Украјине, Ирске, Израела и Кине 
отворило је могућност глобалног повезивања тема, приступа и дискусија, па и 
њихове „шароликости“. Ипак, када се пажљиво сагледају сви прилози у овом 
Зборнику, јасно је да се издвајају и одређене опште теме и питања. Једно од њих 
је питање уметничке транспозиције традиционалног плеса на сцени (односно, 
однос између уметничког плеса, његових дискурса и пракси, и дискурса и пракси 
традиционалног плеса) као и питање наслеђа (херитаге) у оба ова плесна жанра. 
Ово је основни мотив Зборника.

Савремени уметнички плес је позоришна форма која је еволуирала тако да 
одражава, дискутује и критикује сопствену културну, политичку и естетску 
историју. Међутим, то је разнолика пракса и често се развија кроз посебне 
стилске карактеристике, вокабуларе и идиосинкразије појединачног кореографа 
и/или плесача. Насупрот томе, традиционални плес се понекад поставља на сцену 
и изводи за публику, али је првенствено партиципативна пракса која се налази 
унутар локалних или регионалних заједница. Постоје, наравно, и додири међу 
овим праксама, како каже Сара Веjтли: „Обе плесне форме брину се, додуше на 
различите начине, за сопствено очување“ (Whately 2022, 172), односно обе ове 
праксе опстају и развијају се у дискурсу наслеђа, што неминовно доводи до 
парадигматских промена, нових трендова и изазова у овим формама. 

Реконструкција и цитирање историјских плесних комада, као и претварање 
плесне сцене у место за архивирање плесне историје, постали су главни трендови 
у савременом плесу. Чини се да су савремени кореографи оставили за собом 
непрекидну тежњу ка стварању нових плесних трендова и уместо тога се упуштају у 
дијалог са прошлошћу (в. Elswit 2014). Док се „авангарда“ у западном сценском плесу 
некада сматрала оличењем „новог“ и веровало се да је другачија од плесних форми 
које се сматрају обележеним традицијом, ова разграничења сада доводе у питање 
и историчари и плесни уметници (Franko & Richards 2000; Burt 2003). Поврх тога, 
реконструкције све више дестабилизују разлике између уметничког и академског 
поља, истичући перформативну природу „бављења историјом“ и представљају 
начине истраживања који укључују предавања, текстове и документацију у 
сценском окружењу и извођачком контексту. Историја, као и чин сећања, данас се 
сматра процесом који конституише, стапа, поново поставља и стално модификује 
свој објекат, истовремено стварајући нове моделе и медије комеморације. Према 
Ивон Харт (Yvonne Hardt) (Hardt 2012) прошлост је „игралиште“ за садашњост 
– што подразумева појам историје подстакнут критичком историографијом, 
која такође рефлектује наративне структуре имплицитне у разумевању историје 
плеса (в. White 1990; Bal, Creve & Spitzer 1999). Истовремено, питање архива 
и начина чувања плесног знања све више долази у фокус академског бављења 
студијама плеса. У књизи Арцхиве анд Репертоире, Дајана Тејлор (Diana Taylor) 
сугерише да репертоар доводи у питање конвенционална средства за чување 
прошлости. За њу, репертоар „изводи отелотворено памћење: представе, гестове, 
оралност, покрет, плес, певање – укратко, све те радње које се обично сматрају 
ефемерним, непоновљивим знањем“ (Taylor 2003, 16). Ове физичке културе су 
изостављене из стандардне културне историје и могу се схватити као оспоравање 
устаљених појмова о архиву. Занимљиво је да термин репертоар има другачију 
1  Или „кореографије наслеђа“ (heritage choreography) како ову форму назива Филип Петковски (в. Petkovski 2023).
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конотацију у свету плеса. Овде он означава оно што је ушло у канон, оно што је 
институционализовано и чему је дата могућност да настави да живи на сцени или 
да се овековечи на часовима плеса.

Дакле, савремени плес пролази кроз извесну трансформацију – окреће се плесној 
историји, традицији и наслеђу, где се историја схвата као нешто што је, са једне 
стране, неухватљиво, а што истовремено обликује наше животе и наше стварности. 
Управо у овим новим трајекторијама савременог плеса, ситуирана је и ова збирка 
текстова, настала као резултат дугогодишњих промишљања транспозиције 
традиционалних плесних репертоара у савремени уметнички плесни контекст. 
Како смо већ истакли, ове дугогодишње дискусије одвијале су се у оквиру Етно 
Самита ТрадицијаНова, који је организовао Ансамбл народних игара и песама 
Србије „Коло“, првенствено фокусиран на локални2 научни и уметнички контекст. 
Дискусије у оквиру ових скупова, искристалисале су низ питања о аутентичности 
(наслеђа) и кореографском ауторству, као кључним чвориштима дебате о 
транспозицији традиционалног у уметничко. Међутим, занимљиво је повезати 
локалне дебате са широм глобалном расправом о овом проблему – односно са 
начинима на које глобалне плесне и академске сцене артикулишу поменута 
питања. Овде ћемо повезати локални са глобалним контекстом на два начина. 
Прво, отворићемо питање World dance-a, као једног од начина давања простора 
„традиционалним“ репертоарима да деле исти временски и просторни оквир са 
(западним) уметничким плесом. Друго је питање наслеђа (херитаге) и начина 
на које овај појам мења традиционалне појмове фолк (народно) и етничко кроз 
призму, данас увреженог, појма традиционално. Питање наслеђа у плесу, у једном 
делу, захтева робусну дискусију о аутентичности, јер је питање аутентичности у 
плесу прилично раширено за одређени аспект проучавања наслеђа. У широком 
спектру плесних студија, питање аутентичности се често посматра кроз сочиво 
поређења два плеса, где се један сматра аутентичном верзијом другог, који је 
трансформисана верзија првог. Са друге стране, питање наслеђа у плесу покренуло 
је и бројне студије о дигитализацији архива плесног наслеђа и ово чини растуће 
поље сусрета плесне и информатичке науке (в. Aristidou et. al. 2022; Rallis et al. 
2020).

World dance
World dance је, такорећи, симптом плеса под глобализацијом (в. Foster 2009). 

То је појам који се односи на интеграцију новооткривених плесних територија у 
свет плеса какав познајемо, отварајући (стари) свет плеса ка ревитализацији, али 
и ризику да ће се „нови“ плес и плесачи борити за легитимитет и ресурсе у ширем 
пољу плеса (Savigliano 2009, 169).

Најтемељнија збирка текстова која истражује овај појам из различитих 
позиција, јесте Worlding Dance (2009), уреднице Сузан Фостер (Susan Leigh Fo-
ster). Фостерова преиспитује овај појам из позиције некога ко ради у академском 
контексту, где се он нашироко користи. Тако, она каже: „Многи од нас који 
предају на програмима где се курсеви различитих плесних традиција нуде под 
рубриком ’светски плес’, питају се на шта се тачно овај термин односи...“ (Foster 

2  Под локални подразумевамо подручје Југоисточне и Источне Европе.
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2009, 1). Према Фостеровој, замена термина „етничко“ за „светско“ на UCLA3 и у 
различитим праксама етикетирања, као што су музичка индустрија и уметничко 
програмирање, еуфемистички функционише како би се прикрило колонијално 
наслеђе расних и класно заснованих хијерархизација у уметности. Етнички 
плесови – замишљени као локални, а не трансцендентални, традиционални, а 
не иновативни, једноставни, а не софистицирани, производ људи, а не генија – 
оживљавају се и трансформишу у производе различитих култура из целог света. 
Термин „светски плес“ указује на неутрално компаративно поље у којем су 
сви плесови производи подједнако важних, дивно разноликих, једнако моћних 
култура. Назив уметности као „светске“ такође обећава максималну изложеност 
обиљу новог и егзотичног. Ипак, кроз ово преименовање, колонијална историја, 
која је произвела етничко, наставља да функционише (Foster 2009, 2).

Марта Савилиано (Marta Elena Savigliano), из исте позиције као Фостерова, 
скреће пажњу на очигледну чињеницу да World dance, као рубрика, има ефекат 
спајања плесача који се не идентификују као „светски плесачи“ и „гомилања“ 
плесних пракси које обично нису повезане једна са другом. World dance, дакле, као 
категорија плесова, означава специфичан „свет“ плесача и плесних пракси, који се 
изнова инкорпорирају у свет плесова и заслужују пажњу поља World dance-а, поља 
које одржавају научници, критичари, водитељи, спонзори, практичари и гледаоци/
потрошачи плеса, првенствено лоцирани у Сједињеним Државама и Европи. World 
dance је класификација која се примењује на новооткривене плесове и плесаче који 
су, иако се све време баве плесом тамо у свету, сада другачије посматрани, како би 
се уклопили у плесне колекције под глобализацијом (Savigliano 2009, 165-66). У 
ствари, наставља Савиглиано, „традиционални“ плесови, пре него „модерне“ (тј. 
под утицајем Запада), хибридизоване верзије, склонији су да постану део светског 
плесног тржишта (Savigliano 2009, 167).

За разлику од Фостерове, а на сличном трагу као Савиглиано, Ивана Катаринчић 
проблематизује синтагму World dance, поредећи је са термином wорлд мусиц. Тако, 
она тврди да „комплексност конструкције [World dance] и њезина проблематичност 
произлазе из начина њезине упорабе те посебно из потенцијално имплицитног 
пресликавања значењских ознака (боље проблематизираног) појма wорлд мусиц 
из којег се наметнуо сувремени и повијесни контекст плесне терминолошке 
проблематике етничког у плесу“ (Katarinčić 2015, 328). Према Катаринчићевој, 
најкомплекснија проблематичност појма wорлд данце у његовој је асоцијацији на 
wорлд мусиц, где се представе и терминологија везани за традицију промишљања 
етничке и фолк музике некритички преузимају у пољу World dance-а. 

Премда су поменуте студије значајне за разумевање проблема и замки у вези 
с термином wорлд данце, као и за сам процес именовања и обележавања нечега 
овим термином, оквир поменутих дискусија је широк и готово неупотребљив у 
локалном контексту. Оне се ослањају на Фукоову идеју класификације појмова 
и ствари које су увек повезане са односима моћи и виде сам чин класификовања 
плесова у wорлд данце рубрику као наметање категорија једног (западног) хегемона 
у односу на друге мањинске гласове и праксе. Имплицитан је, у овој критици, и 
негативан став према глобализацији као процесу, где се она једнозначно разуме 
као наметање западних вредности остатку света.
3  University of California Los Angeles (UCLA), где Фостерова предаје и који је први у наставни план увео појам World 
dance.
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World dance у локалним контекстима
Научници су до сада признали да би свака антрополошка анализа глобализације 

требало да избегава узимање дискурса претње здраво за готово. Уместо тога, предлажу 
преусмерење фокуса проучавања локалних прилагођавања глобалним културним 
феноменима, како анализа не би пала у искушење да сложени и вишестепени процес 
глобализације дефинише као апстрактно чудовиште (в. Inda & Rosaldo 2007). Било 
да научници прихватају статично или динамично гледиште, они се углавном слажу у 
једној тачки: процеси глобализације се најбоље посматрају у локалним случајевима, 
где прилагођавања или одговори на глобализацију имају облик видљивих економских, 
културних и друштвених процеса. Међутим, остаје питање: шта се сматра релевантним 
„локалним“ нивоом за анализу? Ово питање расправља Рапхаëл Бланцхиер у свом 
тексту о историји транспозиције традиционалног монголског плеса (Bii bielgee) 
у савремени уметнички и глобални контекст, где адресира и локалне расправе о 
кореографисаном (неаутентичном) насупрот (аутентичном) „чистом фолклору“ и 
глобалне расправе о штетности категорије World dance.

Бланшиер (Blanchier), на примеру Монголије, описује две паралелне традиције: 
руралну и урбану праксу, која се назива Bii bielgee, тврдећи да у савременом 
контексту ниједан облик не гура други на ивицу изумирања, већ да се, напротив, 
они међусобно подржавају у својој потреби да буду представљени на међународном 
плану. Ова потреба може се видети и као потреба локалних плесних култура да буду 
укључене у категорију wорлд данце. Друго, одређивање шта је довољно локално 
представља специфично питање. У случају Монголије, како Бланшиер показује, 
приустни су и кореографисани фолклор, развијан под утицајем Совјетског савеза 
након Другог светског рата,4 и руралне праксе, повезане са номадским начином 
живота. Оба приступа представљају традиције које се међусобно помажу и 
претендују на простор у националним и глобалним оквирима. Сажимање и 
суживот ових традиција, према Бланшиеровом мишљењу, поспешују креативни 
развој поменутих форми.

Синергијом ових традиција, монголски плес показује велику креативност. Да би 
се придржавали нових глобалних стандарда и естетике, те да би одговорили на 
променљиве укусе монголске публике, уметници усвајају иновативне стратегије 
комбинујући монголску „суштину“ плеса, која се углавном налази у Bii bielgee, 
са новим трендовима, попут модерног, џез и савременог плеса или поп елемената 
ритма, гесте и стила (Blanchier 2018, 9).

Монголски кореографи усвајају глобалне моделе не само плеса, већ и идеје 
какав треба да буде савремени уметник који тежи да наступа на националној 
или међународној сцени. Ако је космополитизам „замишљена веза коју људи 
осећају да имају са широм транслокалном или међународном заједницом, али 
која се манифестује на изразито локалне начине“ (Marsh 2009), онда су они, као 
што је то био и творац Bii bielgee, кореограф Севџид, уметничка космополитска 
елита Монголије (Blanchier 2018, 12). Ово локално разумевање улоге плеса и 
улоге кореографа у „превођењу“ прошлости и традиције у тренутне, савремене 
контексте, кореспондира са трендом на глобалној плесној сцени у евоцирању 
плесне прошлости.
4  У много чему, оно што се назива ardin bujig („монголски народни плес“) може се описати као сценска, кореографисана 
и професионална верзија Bii bielgee и других локалних плесних форми, недавног изума, развијеног под техничким 
утицајем балета и естетског начина приказиванја народних плесова ансамбла Мојсејев (Blanchier 2018, 2).
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Тако, на пример, бројни уметници и фестивали све више приказују дела која се 
баве прошлошћу, откривајући потенцијал за саморефлексивност плеса у дијалогу 
са плесном историјом. Овде спадају и реномирани европски концептуално 
оријентисани кореографи, као што су Гзавије Ле Роа (Xavier Le Roy), Естер 
Саламон (Eszter Salamon) и Мартин Нахбар (Martin Nachbar) – добри примери 
кореографа који првенствено раде са широко схваћеном темом прошлости. 
Поменути кореографи излажу различите начине преузимања прошлости, али сви 
ангажују концепт историје, схваћене као конструкције засноване на потребама 
садашњости. Према теоретичарки плеса, Ивон Харт, док раде са цитатима, 
историјским референцама и ре/конструкцијом, ови кореографи развијају 
методолошке стратегије и кореографске принципе за бављење прошлошћу. 
Прошлост постаје арена за преиспитивање садашњости, али садашњости која 
у великој мери одражава неизбежност прошлости. Као таква, ова уметничка 
пракса се може ставити у шири академски дискурс који је на сличан начин увео 
разумевање сећања и историје. Хартова сугерише да кореографије ових уметника 
отклањају јаз између садашњости и прошлости и компликују разлику између 
уметничког и академског поља. Оне нас терају да преиспитамо појмове цитирања, 
ре/конструкције и архивирања, које Хартова предлаже као централне кореографске 
стратегије за дочаравање историчности.

Међутим, паралелно са развојем интересовања за историју и, условно речено, 
традицију – извођачку и културну, које усмерава савремену плесну сцену у свим 
њеним глобалним манифестацијама, још један од покретача овог поља је свакако 
и посматрање плеса као нематеријалног културног наслеђа (intangible cultural he-
ritage) или живућег наслеђа (living heritage), које све више обликује дискурсе о 
традицији у плесу, као и дискурсе о плесним традицијама на сцени.

Од 2003. године, UNESCO отвара светску листу нематеријалног културног 
наслеђа која дозвољава упис активности као што су извођачке уметности и 
вештине на листу заједничког наслеђа човечанства. Другим речима, према члану 
2. Конвенције о нематеријалном културном наслеђу, из 2003. године, оквирно 
стоји да нематеријално културно наслеђе представља праксе репрезентације, 
експресије, знања, вештине – као и инструменте, објекте, предмете и културне 
просторе повезане са њима – које заједнице, групе, и у неким случајевима 
индивидуе, препознају као део њиховог наслеђа (в. https://ich.unesco.org/en/con-
vention).

Од тада до данас, уписане су бројне праксе на ову листу. Такође, сама идеја НКН-а 
постала је значајан део не само академско/уметничких дискурса и комплексних 
бирократских процедура, већ је и појам наслеђа заузео значајно место међу 
носиоцима наслеђа, када је реч о разумевању сопствених традиционалних пракси 
на глобалној сцени. Дакле, последњих двадесет година, развила су се одређена 
значајна аналитичка „чворишта“ у дискусијама које обликују свет плеса. То су: 
аутентичност, транскултуралност, динамично или статично схватање традиције, 
трансмисија и „утрживост“ наслеђа. Многи од ових појмова нису нови у дискусијама 
и разумевањима плеса. Међутим, оно што је ново, то су заједнице укључене у ове 
праксе – научника, извођача и бирократа – у којима се, из различитих углова, тврди да 
плес као нематеријално културно наслеђе има вредност. Та вредност огледа се у томе 
што има везе с прошлошћу (Kirshenblatt-Gimblett 1995), коју људи желе да сачувају за 
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будућност (Howard 2010) и, најзад, има тржишну вредност, тј. представља ресурс – и 
у овом смислу, плесно наслеђе може бити нешто што даје живот и обезбеђује живот 
локалним заједницама и извођачима (в. Stepputat 2015), али и нешто што заступа 
ауторитарне позиције ограничења креативног живота традиција, па и опстанка самих 
носилаца традиција (в. Hameršak, Pleše & Vukušić 2013).

Пре него што кренемо на дискусију о локалној, источноевропској традицији 
промишљања о традицији на сцени, желимо да истакнемо још један иновативни 
аспект тумачења плеса кроз призму нематеријалног културног наслеђа.5 Наиме, 
реч је о пољу кореографије и њене формалне анализе. У овом смислу, плес као 
НКН изазива пажњу и савременим компјутерским техникама и иновацијама, 
настојећи да се искористе невероватне могућности бележења, документације и 
чувања НКН садржаја. Разни иновативни алати за снимање покрета, омогућују 
развој нових софтвера за моделирање, класификацију и сумаризацију елемената 
НКН (в. El Raheb & Ioannidis 2021). Иако вредност оваквих приступа остаје виђена, 
сматрамо да је генерално окретање ка формалним принципима кореографије, као 
што су покрет, темпо, ритам, просторни и временски обрасци, веома важно. Они, 
са једне стране, успостављају нове научне дијалоге између различитих традиција 
бављења плесом, као што су, на пример, етнокореологија и антропологија. А, са 
друге стране, окретање ка формалним аспектима кореографије, омогућава да се 
традиција „види“ и из другог угла, а не само из угла политичких и дискурзивних 
анализа, те да се постави питање ауторства у плесу.

Традиција у дискурсу плеса као нематеријалног културног наслеђа
Савремене дискусије о традиционалном плесу на сцени могу бити интерпретиране 

из перспективе плеса као традиције или НКН-а, где увиђамо три промене у овим 
дискусијама.

Прва промена подразумева развој „изнутра“. Претходни приступи постављања 
традиције на сцену, као што су били интеркултурно, крос-културно или 
постколонијално позориште, користили су праксу мешања или спајања културних 
елемената различитих временски и просторно удаљених традиција. Тако се 
експериментисало са спајањем класичног азијског позоришта, традиционалних 
„народних“ сценских облика и пракси и традиција западног позоришта, а све у 
циљу културног разумевања и дијалога. Чини се, међутим, да је данас тежиште 
на дубинском читању појединачних традиција где се разматра развој традиција 
„изнутра“, њиховим сопственим правилима, што се поклапа са широко схваћеном 
идејом очувања (safeguarding), дефинисаним од стране UNESCO-а. Друга промена 
представља измењен однос између интересних група: научника, кореографа, 
заједница праксе и бирократа, који морају чвршће и повезаније да раде на 
заједничком разумевању суштина традиција, као и њихових будућности, што се 
поклапа са широко схваћеном идејом одрживости (sustainability) дефинисаном 
од стране UNESCO-а. Разматрање одрживости и будућности традиционалних 
пракси и израза свакако је постојало и пре УНЕСЦО-ве листе. Академска 
заједница, стручна тела и организације, националне легислативе, бавили су се, 
током двадесетог века, идејама и потребама очувања народне (фолк) културе, 
али не на начин на који се наслеђе данас перципира у оквиру новог дискурса о 

5  У даљем тексту, користићемо скраћеницу НКН.
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наслеђу.6 На пример, акценат на разумевању традиције био је на „очувању“ где 
се традиција разумевала у највећој мери статично – другим речима, правила се 
веза са пожељном прошлошћу. Међутим, UNESCO-ва идеја одрживости (в. Gi-
liberto and Labadi 2022) поставља питање будућности пракси и израза – не 
само одржавање онога што је традиција била, већ и шта би она могла да буде у 
будућности. Климатске промене и еколошка деградација планете поставља пред 
UNESCO не само изазове одрживости и заштите, већ и темељна питања сврхе и 
места традиције у будућности (в. Wolf 2021). Трећа промена представља окрет ка 
формалним аспектима кореографије, о којима смо већ говорили горе у тексту. Овај 
окрет, такође, дугујемо UNESCO-у, који захтева формално дефинисање пракси 
приликом уписа на листу.

Ове три промене, верујемо, могу нам помоћи у контекстуализацији и разумевању 
локалних дискусија о традиционалном плесу на сцени, развијеним у оквиру 
кореографисаног фоклора у Југоисточној Европи и дискусијама покренутих у 
оквиру Етно самита ТрадицијаНова.

Кореографија традиционалног плеса у Југоисточној Европи: 
кратак осврт

Кореографију традиционалног плеса као жанр можемо пратити тек након 
II светског рата, када је у Југославији дошло до формирања аматерских и 
професионалних група које су изводиле традиционалне плесове на сцени.7 
Експанзија аматерских културно-уметничких друштава, након Другог светског 
рата,8 условила је и генерисање нове уметничке праксе, која је била превасходно 
инспирисана оновременим културним политикама и процесима еманципације 
претежно сесоског становништва Југославије (в. Hofman 2012; Njaradi 2018; Rašić 
2022).9 Иако многи теоретичари социјализма говоре о његовим контролишућим 
утицајима над културом (в. Haraszti 1989; Verdery 1991; Shay 2002), важно је 
истаћи да, упркос редовним идеолошким утицајима које имају све државне 
власти, социјализам је, ипак, омогућио да се створи један нов и специфичан облик 
уметничке праксе каква је кореографија традиционалног плеса (в. Njaradi 2018, 
72; Rašić 2022, 92).

Идеја о кореографији и сценској презентацији традиционалних плесова у 
Србији веома је стара.10 Неки видови прото кореографија појављивали су се 

6  Види, на пример, Петковски: „Упркос веровањима да концепт наслеђа постоји већ дуже време, неколико научника 
сугерише да је формално скован и теоретизован тек у последњих неколико деценија. Савремени интерес за теоретисање 
наслеђа делом је последица његове укључености у културну политику и институционализацију кроз УНЕСЦО“ (Petkovski 
2023, 4).
7  Од Другог светског рата, у Југославији су креиране нове културне политике, када државни врх, између осталог, утиче 
и на формирање културно-уметничких друштава широм земље. Аматеризам је тада замишљан као култура свих радних 
људи и дефинисан као човекова потреба да се изрази културно-уметнички, а не да на тај начин стиче средства за живот 
(Supek 1974, 8). Културно-уметничка друштва представљала су аматерске институције у којима је појединац могао да 
се учлањује у различите – драмске, литерарне, фолклорне и друге – секције. Веременом, фолклорне секције задобиле 
су доминацију и преузеле примат у овим организацијам. У Југославији је локална власт подстицала уније, фабрике и 
студентске асоцијације да спонзоришу и на друге начине подржавају фолклорне секције КУД-ова (Aguilar 2005, 156).
8  Осим великог броја аматерских културно-уметничких друштава која су била формирана или обновљена у сеоским и 
градским срединама целе Југославије, основана су и три професионална ансамбла традиционалних плесова и песама и то 
„Коло“ у Србији (1948), „Ладо“ у Хрватској (1948) и „Танец“ у Македонији (1949).
9  Културне политике Југославије мењале су се кроз време и те промене значајно су утицале и на рад културно-
уметничких друштава, мењајући њихове начине функционисања, финансирања и политика презентације (в. Dimić 1988; 
Doknić 2021; Hofman 2012).
10  Више о кореографији и процесима кореографисања видети у: Njaradi 2016; Rašić 2021.
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још крајем 30-их година XX века, када се у Београду одржао први фестивал тзв. 
„изворног фолклора“. Поменути фестивал је трајао чак две недеље, учешће су 
узеле изворне групе из различитих крајева тадашње краљевине Југославије и за 
крајњи циљ је имао „пропаганду нестилизоване народне игре“ (Јанковић 1949, 
298-303). Важно је истаћи да београдски фестивал није био усамљени случај, већ 
да су широм Југославије у том периоду организовани фестивали сличног типа. 
Баш из тог разлога, Вишински и Дунин верују да је кроз активности поменутих 
фестивала формиран модел за приказивање традиционалних плесова на сцени 
(Ivančić Dunin i Višinski 1995, 6). Ипак, делује да све ове видове презентације 
традиционалних плесова на сцени можемо сматрати само претечама данашњих 
кореографија, будући да је на изградњу уметности кореографије традиционалног 
плеса утицало више различитих фактора – од препорука етнокореолога, преко 
друштвено-политичког контекста, па све до непостојања професионалних школа 
за кореографију, због чега се уметност развијала искључиво кроз интуитивну 
практичну делатност аматера.

Теоријска промишљања о кореографији традиционалног плеса, премда су била 
спорадична и не баш обимна, можемо пратити од рада Љубице и Данице Јанковић, 
„Постављање и режирање народних игара: врсте примењених игара“ (Јанковић 
1949, 63-75). Према њиховом мишљењу, кореографисање традиционалних плесова 
зависи од „...врсте комада за који се узима; друго, од техничких средстава којима 
се кореограф служи; и треће, од тежње коју жели да оствари“ (Јанковић и Јанковић 
1949, 65). Надаље, оне наводе да се традиционални плесови могу изводити онако 
како су забележени током теренског рада или у сплетовима игара, али тако да се не 
ремети „оригиналност плеса“. Комбиновање традиционалних плесова са другим 
жанровима, рецимо балетом или савременом игром, нису виделе као погодну 
методологију, јер би се тиме нарушио њихов „карактер“ (Јанковић и Јанковић 
1949, 14).

Скоро три деценије касније, хрватски етнокореолог Иван Иванчан публикује 
струдију Фолклор и сцена, у којој, истовремено из теоријског и искуственог 
аспекта, говори о процесу кореографисања традиционалних плесова. Иванчан 
првенствено наводи шта је све потребно да би неко уопште постао кореограф, а 
потом истиче важност теренских истраживања, верујући да једино кроз тај процес 
кореограф може да стекне неопходно искуство за креирање успешне кореографије 
(Ivančan 1971, 110). Према Иванчановом мишљењу, теренски рад је до те мере 
неопходан пре кореографисања, да без њега „нема ни разлога да кореографију 
називамо плесом из тог краја“ (Ivančan 1971, 110).

Међутим, када се осврнемо на историју кореографије традиционалног плеса, 
постаје јасније да је на њену крајњу форму, која нам је данас позната, ипак више 
утицаја имало практично деловање кореографа овог жанра. Сви ти кореографи 
били су аматери и калили су свој занат кроз практичан рад у професионалним 
и аматерским ансамблима. Да су сви кореографи били аматери – не чуди, јер у 
Југославији није било професионалних школских програма за обуку кореографа. 
Систем кореографисања био је релативно уједначен код свих кореографа. Они су 
бирали одређене традиционалне елементе – плесове, музику, народну ношњу и то 
најчешће оне најтипичније, стандардизовали их и даље уклапали у кореографску 
целину. Једна од првих озбиљних кореографкиња на просторима бивше Југославије 
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у домену традиционалног плеса, била је прва директорка и кореографкиња 
Ансамбла народних игара и песама Србије „Коло“, Олга Сковран.11

Радећи у Ансамблу „Коло“, Олга Сковран је коначно дефинисала принципе 
кореографисања у овој уметности, који су и данас присутни као модели на које 
се угледају нови кореографи. Сходно томе, Сковранову можемо одредити као 
зачетницу жанра кореографије традиционалног плеса. Вероватно због позиције на 
којој је радила – професионални ансамбл, њен облик презентације традиционалних 
плесова представља доминантни облик ове уметности. Како наглашава Петковски:

„...с обзиром на то да су још увек постојале локалне плесне групе које су изразиле 
своје идентитете као различите кроз извођење локалне културе, југословенски 
званичници су инсистирали на модернизацији која би трансформисала игре 
из сељачких у ’високу културу’. Процес модернизације се разликовао од стила 
совјетског ’социјалистичког реализма’ и критиковали су га југословенски 
идеолози који су саветовали да се не усваја и шири, али су подстицали научнике и 
уметнике да буду слободни у свом стваралаштву [...]. Ова слобода у стваралаштву 
и акценат на осавремењавању народног укључивао је процес стилизације који је 
подразумевао мењање музике и игре за сцену“ (Petkovski 2023, 107).

Осим угледања на прото кореографије које су изводиле сеоске групе на 
фестивалима, практичног деловања и препорука еминентних етнокореолога, 
на изглед и поруку коју су слале кореографије традиционалног плеса, значајан 
утицај имало је и друштвено-политичко стање у земљи. Тако су КУД-ови одмах 
након рата у својим кореографијама презентовали фолклор свих југословенских 
република, што је нарочито било изражено када се Југославија отворила за страна 
тржишта, а фолклорне трупе кренуле на међународне турнеје. Ови сплетови 
традиционалних плесова, у којима су приказиване традиције из свих делова 
Југославије, били су погодни за: презентацију пожељне слике о Југославији, 
„стварање осећаја јединства и непосредног искуства мултикултурализма“ (Hof-
man 2012, 76) и подржавање идеологије „братства и јединства“ (Њаради 2018, 
66). Распад Југославије означио је и промене у политикама репрезентације 
фолклорних ансамбала, па се тако мултикултурална слика Југославије замењује за 
ускоодређену националну традицију појединачних република. Другим речима, а 
на примеру Србије, од деведесетих година, кореографи се све више и интензивније 
окрећу приказивању локалних традиција и своје кореографије представљају као 
дела којима се „чува традиција“ и „национални идентитет“.12

Нарочити утицај на кореографије традиционалног плеса имао је распад 
Југославије и повратак националним идеологијама које су се јавиле у готово свим 
пост-југословенским државама. У тренутку када су у држави почеле да бујају 
националне идеологије, делује да је за уметност кореографије традиционалног 
плеса сламка спаса била чињеница да су „народне традиције“ поново добиле своје 
значајно место у политичком и друштвеном животу нове националне државе. 
11  Олга Сковран (1908-1995) била је први српски кореограф и директор Ансамбла народних игара и песама Србије 
„Коло“. Пре него што је учествовала у оснивању „Кола“ (1948) и његовом каснијем раду, Олга је од 1944. године 
учествовала у раду фолклорне секције аматерског културно-уметничког друштва „Иво Лола Рибар“ из Београда. Управо 
је у овој групи Сковранова установила своје педагошке и кореографске принципе у раду с традиционалним плесовима. 
Она је учествовала у оснивању Ансамбла „Коло“ и у њему је, као директорка, кореографскиња и педагошкиња, радила све 
до 1965. године. Њен рад обележен је великим бројем кореографија и успешних националних и међународних наступа 
Ансамбла „Коло“. Више о животу и раду Олге Сковран видети у: Ђурић 2020.
12  Иако постоје различите интерпртације и разумевања „традиције“ међу кореграфима који стварају у овом пољу, 
доминантно схватање је есенцијалистичко и романтичарско.
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Наиме, да би се изградила и легитимизовала националност, били су неопходни 
симболи, а управо су они тражени у што старијим традицијама, фолклору, митовима 
и обичајима. У политичком дискурсу Србије, већ од краја 1980-их, а нарочито 
током 1990-их година, све значајније место заузимају термини попут „национални 
идентитет“, „национална специфичност“, „национално биће“ и слични синоними, 
те питања националне угрожености (Čolović 2014, 19; Malešević 2011, 47). 
Национални идентитет се у овом контексту посматра примордијалистички – као 
нешто што је природно дато, а не друштвено конструисано, све у циљу да се на тај 
начин оправдају различите политичке акције, превасходно власти. Наиме, градио 
се нови тип колективног идентитета и, стога, „традиција“ којом је овај идентитет 
могао да се легитимизује и даље пројектује. Кореографи су, услед нових идеолошких 
утицаја, почели да креирају искључиво кореографије сопствених етничких група, 
а да је промена долазила под утицајем државне идологије, говори у прилог 
истраживање Јанка Димитријевића о постепеној, али јасној промени програмске 
политике Ансамбла народних игара и песама „Коло“, док су се исте промене 
догодиле и у осталим пост-Југословенским професионалним ансамблима као што 
су Ладо и Танец (в. Petkovski 2023, 112-113). Што се тиче стварања кореографија у 
новом периоду, доминантан модел стилизације, према Филипу Петковском, остаје 
једини присутан модел – ипак, додајемо, однос према стилизацији није остао 
подразумевајући. Како смо појаснили, дискурс нематеријалне баштине и очувања 
какав промовише UNESCO закомпликовао је доминантне парадигме стварања 
традиционалних кореорафија на сцени. С једне стране, очекује се повратак 
„аутентичним“ формалним музичко-плесним обрасцима и минимализација 
стилизације. С друге стране, укључивање кореографије традиционалног плеса 
у уметничке и Wорлд данце дискурсе, подразумева позивање кореографа да се 
укључе у глобалне уметничке процесе стварања. Другим речима, то значи да, иако 
би нагласак на очувању могао да имплицира статичан поглед на традицију или 
„замрзавање“ (в. Bakka 2020), од традиционалних плесних форми се све више 
очекује да остваре активне везе са савременим процесима валоризације, углавном 
кроз комодификацију плесног наслеђа (кроз туристичку понуду), нове начине 
преноса (друштвене мреже, онлајн живот плеса) и власништва (питања ауторства 
и цопy-ригхт-а уметничких форми насталих на основама традиције) (в. Zheng 
2023). Ова двострука веза дискурса наслеђа – која, с једне стране, подразумева 
окамењеност, а са друге захтева релевантност кроз раст и развој – створила је 
кризу међу различитим плесним заједницама (в. Kim et al. 2019). Поменуте кризе 
наглашавају потребу да плесне заједнице ухвате, разумеју и пренесу динамику 
креативности и иновација у заштићеним традиционалним облицима (в. Filippou et 
al. 2006; Bakka 2020).

Преиспитивање граница: да ли је жанр у кризи?
Етно самит ТрадицијаНова тежио је одговору на кризе и указивању на 

перспективе. Дакле, осмишљавање ТрадицијаНове, као уметничко-научне 
манифестације, настало је из потребе да се из више перспектива преиспитају и 
понуде нова решења за уметничку презентацију традиционалних плесова на 
сцени. С тим у вези, стручна и научна конференција „Етно самит – Традиција 
Нова“ први пут је одржана 2017. године. Конференција је, у октобру те године, 
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окупила теоретичаре, научнике, критичаре и практичаре у подручју изведбене 
традицијске уметности и четири професионална фолклорна ансамбла, те наставила 
свој континуитет одржавања у 2018, 2019, 2020, 2021. и 2022. години. Циљ ових 
сусрета, реализованих у Београду (2017, 2018, 2022) и Ужицу (2019, 2021, 2022), 
био је стварање простора унутар којег ће учесници расправљати о могућностима 
напредовања у свом раду, учењу, али и креирању будућности презентације 
традиције на сцени.

Традиција Нова, већ тада, у свом првом издању, осим научног и стручног дела, 
дала је могућност уметницима ансамбала да учествују у драмским радионицама, 
преиспитујући сопствени уметнички израз и генеришући, на крају самита, за све 
учеснике, ново креативно изведбено дело. Такве радионице, постале су пример 
добре праксе, који се наставио и током свих следећих самита.

У научном делу конференције, учествовали су истраживачи из САД-а, Хрватске, 
Велике Британије, Македоније, Ирске, Србије, Турске, Румуније, Мађарске 
и других земаља. Представљајући своје радове, расправљали су о актуелним 
питањима у вези са деловањем професионалних извођача традиционалног плеса 
и, генерално, презентацијом овог жанра на сцени. Намера стручно-научних 
сусрета била је да кроз нова искуства, међусобну сарадњу и учење помогну 
бољем разумевању властите историје и културе, те да се пронађе начин за бољу 
презентацију културног наслеђа, које је неисцрпни потенцијал стваралаштва за 
чиниоце ове уметничке нише.

Како смо то дефинисали у првој Агенди ТрадицијаНове, ова манифестација 
имала је за циљ „...да истражи феномен сценске презентације народне игре или 
кореографисане народне игре у условима у којима се она развијала и у којима 
се и даље развија у оквиру професионалних и аматерских ансамала региона и 
Европе“ (Њаради и Рашић 2017, 22). Основна питања која су постављана кроз 
ову платформу, била су „где и како даље?“. Окупљајући научнике из области 
етномузикологије, етнокореологије, антропологије и драматургије, али и искусне 
руководиоце и плесаче професионалних ансамбала, ТрадицијаНова нудила је 
неколико програмских линија: 1) научну конференцију и округле столове, где 
су дискутована различита питања у вези са кореографијом и драматургијом 
традиционалних плесова на сцени – у синхронијској и дијахронијског 
перспективи; 2) уметничке радионице на којима су плесачи из више различитих 
професионалних ансамбала размењивали знања и искуства, те радили на стицању 
нових вештина и развијали алтернативне моделе за презентацију традиционалних 
плесова на сцени; 3) наступе професионалних ансамбала из региона и Европе, 
балетских школа и аматерских ансамбала који су креирали другачије програме 
за потребе ТрадицијаНове. Најјаснији одјек ових конференција нуди тадашњи 
директор Ансамбла Коло, Владимир Декић: „Научили смо да самокритичност као 
вриједност у нашој умјетности не постоји, те да, ако се не мијењамо, можемо 
изгубити ласкаву титулу ’умјетност’. Научили смо да оно што је изнесено на 
конференцији остаје забележено, да о томе размишљамо и враћамо се одређеним 
темама из претходних година, с новим искуством или новим закључцима“ (Lado 
Godišnjak 2019, 41).

Један од многобројних разноликих резултата одржаних конференција, односно 
комуникације међу страучњацима и са јавношћу, свакако је и овај зборник у којем 



19

се представља селекција одабраних радова и тема о којима се дискутовало на 
научним панелима током протеклих година.

У свом чланку, Соња Здравкова Дјепароска (Sonja Zdravkova Djeparoska) пише 
о традиционалном плесу тешкото, који за Македонце има посебно значење. 
Тешкото не припада само низу традиционалних плесова, већ представља и 
облик који је акумулирао мноштво значења. Општа перцепција и интерпретација 
традиционалног плеса тешкото и његова популарност, не само због традиционалне 
фолклорне форме, већ и због специфичности у погледу естетике и изражаја, 
говори нам о јединственој вредности овог феномена. Emili Vilkoks (Emily Wi-
lcox) приповеда о слици која одјекује, односно о уметници Jанг Липинг (Yang 
Liping) и еволуцији савременог кинеског традиционалног плеса. Jанг Липинг је 
најуспешнија кинеска кореографкиња савременог приказа традиционалног плеса. 
Овај чланак поставља питање како је Yанг постигла значајан успех кроз савремену 
кореографију традиционалног плеса, испитујући успон поменуте уметнице од 
седамдесетих година XX века, кроз њену трансформацију иконографске кинеске 
народне слике: плеса пауна. Сузана Ајхнер-Старчевић и Крешимир Старчевић 
доносе причу о Ивану Иванчану, који 1975. године започиње каријеру у Ансамблу 
народних плесова и пјесама Хрватске „ЛАДО“, где је провео 41 годину, од чега 
чак 24 године као уметнички директор. Током година проведених на позицији 
уметничког директора, на репертоар је поставио више од четрдесет нових 
кореографија и четиристо музичких комада световног и сакралног карактера. 
Осмислио је и на сцену поставио стотинак посебних програма за разне пригоде. 
Све наведено, а што је само део богате и разнолике фолклорне активности Ивана 
Иванчана, недвосмислено га сврстава у великане фолклорне сцене Хрватске. 
Мехмет Oxал Oзбилгин (Mehmet Öcal Özbilgin), у чланку под називом „Оснивање 
и процес развоја националних турских институција за фолклорни плес“, доноси 
хронологију развоја установа за фолклорни плес у Турској. Државни ансамбл 
народних плесова основан је 1975. године при Министарству туризма и пропаганде, 
као први службени професионални ансамбл фолклорних плесова. Иновативни 
сценски аранжмани Државног ансамбла фолклорних плесова, који традиционалне 
плесове представљају савременим сценским приступом, дали су нову димензију 
схватању инсценације ових плесова. Различите врсте обука за професионалне 
плесаче Државног ансамбла народних плесова и сценска перцепција коју су 
створили познати плесни кореографи тог раздобља, биће основа за стварање 
курса изведбених уметности, укључених у наставни план и програм Одсека за 
турски фолклор. Аутор у раду расправља о учинку професионалних фолклорних 
ансамбала основаних у Источној Еуропи, те процесу успостављања и развоја 
националних турских институција за традиционални плес.

Дуња Њаради тематизује плес у контексту наслеђа кроз три студије случаја 
традиције на савременој плесној сцени. Ауторка кроз овај рад представља 
допринос растућој расправи о инсценацији историје и традиције у научним 
расправама и уметничким круговима. Реконструкција култних историјских дела, 
као и упризорење различитог традиционалног плесног материјала из целог света, 
постали су саставни део савремених кореографских приступа. Ови трендови у 
уметничким стратегијама отворили су многа значајна питања која се односе на 
наш осећај за историју и разумевање баштине. Покушавајући да разјасни нека 
од поменутих питања и проблема, овај рад уводи три различите кореографске 
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студије случаја које се, свака на свој начин, баве појмом традиције у савременим 
дискурсима плеса као баштине.

Ива Ниемчић пише о професионалцима – плесачима традиционалних плесова. 
У бившој Југославији, средином прошлога века, основана су три професионална 
ансамбла народних плесова и песама која делују до данас. Ове Ансамбле чине 
професионални плесачи и музичари. Основни задатак била им је уметничка 
интерпретација некада југословенских, а данас хрватских, српских и македонских 
народних песмама и плесова у земљи и иностранству.

У свом раду Андриј Нахачевски (Andriy Nahachewsky) говори о кореографисању 
погледа у украјинским сценским традиционалним плесовима. Плесачи користе 
своје очи врло различито у контексту партиципације у плесу, за разлику од 
наступа на позорници. У инсценираном традиционалном плесу, учесници су 
често упућени да одрже снажан контакт очима једни с другима (интрадијагетички 
поглед), који се делимично користи за појачавање илузије импутираног окружења 
плеса „тамо и тада“ (често у идеализовано традиционално село у прошлости), 
те помоћи публици да их прати у својој машти. Друга доминантна стратегија 
гледања је екстрадијагетичка (успостављање контакта очима с гледаоцима изван 
просцениума). Ова опција наглашава фокусирање на „овде и сада“, на догађаје 
заједничке изведбе.

У раду „Румунска плесна етнокореографија: путање из прошлости и 
приступи у развоју“, Лиз Мелиш (Liz Mellish) проговара о историји румунске 
етнокореографије и њених заговорника, ослањајући се на документарне изворе и 
свој дугогодишњи теренски рад. Истражује вишеслојне идеје локалних културних 
норми, кореографског ауторитета и знања, презентацијских изведби и „начина 
репрезентације“. Први део рада оцртава историју румунске етнокореографије од 
раног двадесетог века, када су румунски плесови били укључени у инсцениране 
уметничке продукције. Мелиш оцртава оквир мреже фолклорних ансамбала 
основаних након Другог светског рата, који су се смањили између 1990. и 2005. 
године, а потом проширили након обновљеног ентузијазма за локалну културу. 
Други део прати кореографе и плесне инструкторе, разврставајући их према 
одговарајућим генерацијама, те истражујући доступне могућности кореографског 
тренинга у прошлости и садашњости. Трећи део испитује еволуцију структуре 
изведбе румунских ансамбала и етнокореографски стил, улогу кореографа као 
посредника између плесних покрета и стварања њихових плесних изведби, те 
различите стратегије које се користе за конструисање кореографија.

Мари-Пијер Гиберт (Marie-Pierre Gibert) у раду под називом „Прикажите, 
сачувајте, овековечите. Логика изведбе у појединим јеменским етничким плесним 
групама у Израелу“ говори о такозваним „етничким плесним трупама“ (лехакот 
етниот) које приказују богато културно наслеђе појединих група које чине израелско 
друштво: Јевреја из Јемена, Марока, Курдистана, Либије, Ирака, Етиопије или 
Индије, али и Арапа, Друза или Черкеза. Приказујући елементе своје културе, 
ове су групе учествовале у важном политичком захтеву из 1970-их у Израелу: 
да буду признате и третиране као једнаке с осталим деловима становништва ове 
мултикултуралне државе. Антрополошки истраживачки рад ауторке, спроведен у 
Израелу током последњих двадесет година, фокусирао се на плесне репертоаре 
Јевреја који долазе из Јемена. Овај рад приказује како је репертоар, који су донели 
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из Јемена, коришћен за конструисање различитих изведби појединих јеменских 
етничких плесних група унутар овог политичког оквира културног признања, а 
касније, за очување и овековечење ове баштине. У новије време, окрећући свој 
поглед према будућности плесних група и њиховом одржавању, плесачи и менаџери 
приступају радикалној трансформацији онога што се изводи на позорници.

У свом раду Кетрин Фоли (Catherine E. Foley) говори о кореографима ирског 
традиционалног степ плес. У Ирској, кореографски рад у традиционалном степ 
плесу постоји на многим нивоима: од аматерског до професионалног и унутар 
различитих културних система и контекста. Ови системи и контексти подржавају 
одређене заједничке праксе, које утичу и обликују кореографски рад кореографа и 
значења која ти плесови/дела утеловљују и изражавају. У чланку, ауторка одабира 
и испитује различите ирске традиционалне плесне заједнице и њихове естетске 
системе. Притом, истражује како кореографи смештају свој рад унутар и око тих 
система културне праксе. Смештен унутар специфичних идеолошких дискурса и 
епистемологија, ауторка тврди да се данас кореографи традиционалног степ плеса 
или прилагођавају или изазивају границе дискурса повезаних с одговарајућим 
естетским системима тих пракси.

Даниела Иванова-Најберг (Daniela Ivanova-Nyberg) у своме чланку тумачи 
културолошки пренос кореографског знања, представљајући резултате теренског 
рада у Бугарској, с неким примерима из Сједињених Држава. Овај рад разматра 
различите изазове које представља тема културног преноса кореографског 
знања, али такође открива фасцинацију новим путевима за даље проучавање 
које нуди. Текст садржи теоријски део, документе с теренског рада (попраћене 
аналитичким коментарима) и закључна разматрања. Теоријски део доноси 
ауторкин „дијалог“ с појмовима културног преноса и кореографског знања; 
„презентацијски“ представља документе теренског рада у потрази за културним 
преносом кореографског знања у бугарском контексту с појединим примерима 
из САД-а. Јошко Ћалета пише о формалним и неформалним начинима преноса 
знања и вештина традиционалног (вишегласног) певања на примеру Ансамбла 
„Ладо“. Једноставно је немогуће говорити о традиционалној вокалној музици, 
кроз призму идиличног сеоског живота у којем све перфектно функционише, где 
је музика контекстуално присутна кроз изведбе различитих архаичних жанрова 
и стилова. Попут многих културних процеса установљених у прошлости, 
у временима другачијих друштвених, економских и социјалних прилика, и 
традицијски вокални музички идиом подложан је менама кроз које проналази 
нове начине опстанка у садашњем времену. Све наведене околности утицале су 
и на развој музичког живота, посебно вокалне (вишегласне) традиције у малим 
градским и руралним срединама, чији се традиционални музички живот наставља 
у контексту разноврсних традиционалних световних и сакралних обичаја, као и 
кроз разне вокалне, инструменталне и плесне форме.

У свом раду, Милош Рашић указује како је кореографија традиционалног плеса 
у Србији у уметничкој кризи. Србија има дугу етнокореолошку традицију, док је 
уметност кореографије традиционалног плеса релативно новија појава, настала 
након Другог светског рата. Иако се ради о уметничкој пракси, кореографија 
традиционалног плеса често се темељи на опозицији изворно:стилизирано и 
перципира као пракса која „чува идентитет“, „традицију“ и „баштину“. Аутор 
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тврди да тежња према поделама унутар жанра не иде у прилог уметности. 
Напротив, покушаји кадрирања и инсистирање на јасном опредељењу за приступ 
при стварању кореографије доводе до ограничавања уметности кореографије 
традиционалног плеса. Рашић је у свом раду приказао процесе којима је изграђен 
дискурс о „изворним“ кореографијама, а затим и указао на ограничавајуће 
покушаје поџанровске класификације кореографија. На крају, представио је 
представу „#МелтингПот“ у извођењу ученика Средње балетске школе из Новог 
Сада, као пример покушаја изласка из поменутих жанровских граница.

Да закључимо, нови концепт попут ТрадицијаНове око себе је окупио велики 
број научника и уметника из целог света. Креативне дискусије и презентације 
традиционалних плесова на сцени били су инспирација многим кореографима, 
који су почели да бирају нове приступе кореографији традиционалног плеса. На 
пример, професори и ученици Средње балетске школе у Новом Саду креирали 
су целовечерњи уметнички перформанс инспирисан традиционалним плесовима, 
под именом „МелтингПот“ (в. Рашић у овом Зборнику), да наведемо само један 
пример. Управо су такве реакције појединаца показале да је ТрадицијаНова 
успела у томе да понуди нови уметнички импулс жанру који је у вишедеценијској 
хибернацији – то је нешто за чиме су многи тежили.

Овим Зборником обележавамо низ успешних, узбудљивих и турбулентних година 
на локалној и регионалној сцени кореографије традиционалног плеса на сцени. 
Овај Зборник истражује теоријске и практичне проблеме, недоумице и изазове 
који се јављају у доменима професионалне сценске презентације традиционалних 
плесова у Југоисточној Европи, али и повезује поменуте дискусије са глобалним 
токовима и дискурсима о плесу, уметности и наслеђу.
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The choreography of traditional dance between the Local and the Glo-
bal – Introductory Considerations 

Abstract: The collection of papers, The Choreography of Traditional Dance on Stage: 
Crises, Perspectives and Global Dialogues, was created as a result of a series of confe-
rences held within the Ethno Summit “TradicijaNova”, organized by the Ensemble of 
folk dances and songs of Serbia “Kolo”. This paper aims to present topics discussed at 
conferences and opens space for new re-examinations in traditional and contemporary 
dance at local and global levels. This paper explores the artistic transpositions of traditi-
onal dance on stage (the relationship between artistic dance, its discourses and practices, 
with the discourses and practices of traditional dance) and the issue of heritage in both 
dance genres. Finally, our goal is to explore theoretical and practical problems, doubts 
and challenges arising in the professional presentation of traditional dances in Southeast 
Europe and to connect these discussions with global trends and discourses about dance, 
art and heritage.

Key words: traditional dance, contemporary dance, local, global, heritage, artistic 
transposition
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Formalni i neformalni načini prijenosa znanja i vještina tra-
dicijskog (višeglasnog) pjevanja na primjeru Ansambla Lado

Apstrakt: Vokalni glazbeni fenomeni predstavljaju prepoznatljive identifikacijske 
oznake širih zajednica i sastavni su dio njihova kulturnog i društvenog identiteta. Pojam 
„narodna glazba“ u Hrvatskoj usko je povezan s poviješću njezina izvođenja na festiva-
lima i smotrama gdje je upravo odnos spram vokalnoj glazbi imao poseban utjecaj na 
razvoj sustava smotri. Sve navedeno bilo je dobrim preduvjetom da u razdoblju institu-
cionalizacije nastane i prvi profesionalni ansambl koji će svojim postankom formirati 
i prepoznatljiv vokalni obrazac, prepoznatljiv hrvatski „glas“. Prsno – grleno pjeva-
nje, danas poznato kao ladovsko pjevanje, kao „glas“, uvelike podsjeća na pjevanje 
centralno i sjeverno Hrvatskih ravničarskih krajeva. Neformalni način učenja (usmena 
predaja) ovim je činom formaliziran novim načinima učenja – spontanost koja je jed-
nom od okosnica koncepta izvornosti u ovom je slučaju zamijenjena profesionalnošću 
zastupljenim tijekom čitavog procesa nastajanja stiliziranog, za scenu priređenog um-
jetničkog djela. Mijene u pristupima spram scenskom predstavljanju vokalne glazbe u 
sedamdeset godišnjoj praksi ansambla „Lado“ prikazat će niz procesa prijenosa znanja 
koji su svoje mjesto našli u scenskim vokalnim izvedbama ansambla stvarajući pri tom 
nove izvedbene modele koji su istovremeno postajali novim načinima usvajanja i prije-
nosa znanja u lokalnim zajednicama.

Ključne reči: hrvatska vokalna glazba, višeglasno pjevanje, folklorizam, izvorni vs. 
stilizirani folklor, ansambl Lado, Ladarice, Vokalisti Lada.

Tradicijska vokalna (višeglasna) glazba u Hrvatskoj
Govoriti o tradicijskoj vokalnoj glazbi kroz prizmu idiličnog seoskog života u kojem 

sve perfektno funkcionira, a glazba je kontekstualno prisutna kroz izvedbe različitih 
arhaičnih žanrova i stilova o kojima ćemo razglabati, jednostavno je nemoguća misi-
ja. Poput mnogih kulturnih procesa ustanovljenih u prošlosti, u vremenima drugačijih 
društvenih, ekonomskih i socijalnih prilika, i tradicijski vokalni glazbeni idiom podlo-
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žan je mijenama kroz koje pronalazi nove načine opstanka u sadašnjem vremenu. Sve 
navedene okolnosti utjecale su i na razvoj glazbenog života, posebice vokalne (višegla-
sne) tradicije u malim gradskim i ruralnim sredinama, čiji se tradicijski glazbeni život 
nastavlja u kontekstu raznovrsnih tradicijskih običaja, svjetovnih i sakralnih, kao i kroz 
razne vokalne, instrumentalne i plesne forme.

Hrvatska vokalna tradicijska kultura integralna je i važna sastavnica hrvatske tra-
dicijske kulture. Karakterizira je raznolikost vokalnih stilova i žanrova u različitim 
hrvatskim regijama, različitim etnografskim zonama. Višeglasno pjevanje najčešća 
je vokalna glazbena tradicija u Hrvatskoj. Sjeverni krajevi Međimurja i Podravine 
jedini su krajevi u kojima je u višeglasnom pjevanju (u prošlosti) dominiralo jedno-
glasno pjevanje, mada je činjenica da praksa višeglasnog (gradskog) pjevanja sve 
više postaje pjevačka tradicija i u ovim krajevima. Mnogo je razloga za postojanost 
višeglasnog pjevanja u Hrvatskoj. Geografski, Hrvatska je prostor na kojem se suda-
raju različite kulture pa tako i glazbeni utjecaji. To je prostor na kojem se isprepliće 
tradicija arhaičnog, netemperiranog, višeglasnog pjevanja s višeglasnim dijatonskim 
urbanim pjevanjem. Područje dodira mediteranskog, alpskog i balkanskog kulturnog 
kruga izvrstan je primjer suživota različitih kulturnih (glazbenih) utjecaja koji svo-
je različitosti čuvaju tradicionalnim vokalnim izričajima.1 Složeni slojevi vokalnih 
tradicija isprepliću se i nadopunjuju u svim pogledima; u većini slučajeva vokalni 
glazbeni fenomeni predstavljaju prepoznatljive identifikacijske oznake širih zajednica 
i sastavni su dio njihova kulturnog i društvenog identiteta. Višeglasno pjevanje pred-
stavlja živahan, kreativan, složen i nadasve promjenjiv kulturni izričaj koji stvaraju 
talentirani glazbenici – pojedinci i skupine. Na spomen tradicijskih vokalnih stilova 
i žanrova tipičnih za hrvatsko područje, suočeni smo s različitim pristupima koji su 
jednako važni za poznavanje i predstavljanje ove materije. Složeni mozaik vokalnog 
(višeglasnog) glazbenog fenomena najjednostavnije je prikazati određivanjem zajed-
ničkih glazbenih karakteristika, kako u svjetovnom, tako i u sakralnom glazbenom 
vokalnom fenomenu.

Ranija istraživanja vokalne glazbene tradicije u Hrvatskoj uglavnom su bila usredoto-
čena na arhaične slojeve višeglasnih ili jednoglasnih vokalnih žanrova i stilova sakral-
nih i sekularnih repertoara lokalnih zajednica. Opsežna sakupljanja melodija i napjeva 
(melografiranje) uobičajena je praksa među istraživačima gotovo do kraja 20. stoljeća. 
Melografe isključivo zanimaju glazbene karakteristike napjeva koje utvrđuju analitič-
kim uspoređivanjem melodijskih tonskih nizova i meloritmičkih obrazaca. Glazbena 
analiza u pravilu polazi od temeljnih načela zapadnoevropske glazbe iako je velik broj 
zapisanih glazbenih primjera gotovo nemoguće zabilježiti u standardiziranom zapad-
noevropskom notnom pismu. Isto tako, melografi često zapisuju vodeći izvedbeni glas 
mada se u velikom broju slučajeva radi o višeglasnim izvedbama. Standardna notogra-
fija i meloritmički obrasci (taktovi) u mnogim slučajevima krivo predstavljaju realnu 
zvučnu sliku izvedbe najčešće donesenu u slobodnom parlando rubato ritmu, neopte-
rećenu zakonitostima klasične glazbe koja je najčešći jezik sporazumijevanja. Istovre-
meno, u pravilu se izbjegavaju usporedne studije lokalnih aspekata vokalne glazbe u 
kontekstu i okviru šire regije.

1   Drevni sloj hrvatske tradicijske i pučke crkvene glazbene prakse obilježen je obiljem različitih stilova, heterogenim repertoar-
om, koji je bio posljedica različitih životnih uvjeta, burnih povijesnih zbivanja, te položaja Hrvatske na geografskom, politič-
kom i kulturnom susretištu srednjoeuropskog, balkanskog i mediteranskog prostora (Ceribašić 2000, 27; Marošević 2000, 413).
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Iz perspektive današnjih etnomuzikoloških paradigmi složeni mozaik vokalnog 
(višeglasnog) glazbenog fenomena najjednostavnije je prikazati kroz prepoznavanje 
glazbenih stilova i žanrova, tj. raznolikih slojeva glazbenih kultura još uvijek prisut-
nih u suvremenom glazbovanju. Suvremena etnomuzikologija pridaje važnost istra-
živanju svekolikih glazbenih fenomena što podrazumijeva različite glazbene stilove 
i žanrove koje istovremeno zajednički egzistiraju na istraživanom području. Shodno 
tome, iz današnje perspektive možemo govoriti o starim, starijim, novim ili novijim 
glazbenim tradicijama koje danas baštini područje Republike Hrvatske. Suvremeni 
način života omogućuje svim pojedincima iz manjih ili većih zajednica da usvoje ra-
zličite opće glazbene utjecaje čiju je složenost gotovo nemoguće generalizirati. Zbog 
sve veće interakcije stanovnika susjednih regija i različitih etnografskih zona tradi-
cijske pjesme spajaju različite glazbene karakteristike. Arhaičke, najstarije glazbene 
tradicije polako utiru put novim, popularnijim glazbenim stilovima i žanrovima, tako 
da zauvijek nestaju iz glazbene prakse. Urbaniziranjem sela dolazi do međusobnog 
prožimanja ruralne i urbane tradicijske glazbe. Isto vrijedi i za najnovije ekonom-
ske procese koji su se demografski i ekonomski potpuno promijenili glazbenu sliku 
čitavog područja. Umjesto brojnih pjevača i pjevačica koji su u često neformalnim 
privatnim i javnim prilikama rado demonstrirali svoje pjevačke sposobnosti, današnji 
izvođači redovito su članovi lokalnih folklornih skupina ili aktivni sudionici i organi-
zatori lokalnih formalnih događanja – procesija, običaja i obreda – još uvijek prisut-
nih u životu lokalnih zajednica.

Navedene činjenice glavnim su razlogom da je tradicijsko pjevanje danas sporadič-
nim dijelom svakodnevnog glazbenog života. Kontekst u kojem je nastajalo i kontinu-
irano stoljećima prakticirano davno je potisnuo tehnološki napredniji način življenja. 
Isto se događa i s društvenom interakcijom koja je manja u odnosu na prošla vremena 
u kojima je pojedinac više ovisio o svojoj neposrednoj životnoj zajednici. Na svu 
sreću, veliki napredak ostavio je slabiji utjecaj na male lokalne zajednice gdje i danas 
dobre izvedbene prakse ukazuju da je moguć nastavak glazbene tradicije u neformal-
nim situacijama ili pak kao dio negdašnjih običaja kojima je glazba, posebno ona vo-
kalna, integralnim dijelom tradicije. Lokalna zajednica treba potporu u obliku vanjske 
potvrde, prepoznavanja i priznavanja njihovih aktivnosti i dijeljenja svog postojanja 
sa širom zajednicom. To su aktivnosti kojima etnomuzikolog i etnokoreolog mogu 
približiti dva potpuno različita svijeta: lokalni svijet u kojem je tradicija donekle još 
uvijek način života i globalni svijet koji nastoji znanstveno kategorizirati i objasniti 
živu tradiciju. Treba naglasiti da unatoč spomenutom, hrvatska tradicijska glazba i 
dalje postoji (rjeđe) u autentičnom kontekstu, (češće) u različitim javno izvedbenim 
oblicima ruralnih i urbanih, amaterskih i profesionalnih skupina i ansambala, kao i u 
formama neo-tradicijske glazbe (Hrvatska etno glazba), tj. u popularnoj glazbi koja 
se temelji na transformiranim tradicijskim elementima.2 Može se zaključiti da su za-
okupljenost poviješću i njenom reinterpretacijom u lokalnim zajednicama i važnim 
tekućim (globalnim) promjenama glavne karakteristike glazbenog života, ali i više-
glasnog pjevanja lokalnih zajednica – gradova i sela. Povijesni procesi, kao rezultat 

2   Ovo je samo kratki uvodni pregled višeglasnog pjevanja u Hrvatskoj. Postoji opsežna bibliografija o tradicijskoj vokalnoj 
glazbi u Hrvatskoj koja je među ostalim uključena i u bibliografiju bečkog Centra za istraživanje evropske višeglasne glazbe 
(Research Centre for European Multipart Music) https://www.mdw.ac.at/ive/emm/?PageId=21. U tom pogledu ističu se radovi 
Vinka Žganeca (1944, 1951, 1956, 1958ab, 1959, 1962, 1964, 1965, 1966, 1983), Božidara Širole (1920, 1930, 1935, 1940, 1956), 
Stjepana Stepanova (1960abc, 1966, 1970) i Jerka Bezića (1973, 1975, 1976, 1977, 1981ab, 1988, 1989ab, 1990abc, 1991, 1995, 
1996abcd, 1998, 1999ab) kao najznačajniji za povijesno istraživanje tradicijske vokalne glazbe u Hrvatskoj.
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sučeljavanja globalnih utjecaja koje donosi turizam izvana i lokalnih zajednica koje 
pokušavaju očuvati vlastiti sustav iznutra, pridonijeli su stvaranju dobro definiranih 
lokalnih identiteta i pomogli različite slojeve višeglasnog pjevanja sačuvati za buduće 
dane.

Izvedba (scena) kao način čuvanja i prijenosa tradicije
Pogledamo li korak unatrag na načine čuvanja i prijenosa tradicije moramo se osvrnuti 

na prijelomne trenutke koji su na širem, europskom području ostavili traga, a jasno su 
se reflektirali i na situaciju u našoj regiji. Drugu polovinu prošlog stoljeća evropske tra-
dicijske glazbe obilježili su procesi „festivalizacije, orijentacije naspram javnoj izved-
bi, profesionalizacije, internacionalizacije, institucionalizacije i medijacije“ (Ronström 
and Malm 2000, 149) među kojima u Hrvatskoj najistaknutije mjesto zauzimaju procesi 
festivalizacije i uz nje vezane institucionalizacije nositelja tradicijske glazbe. Festiva-
lizacija i institucionalizacija predstavljaju najvažnije polje primjene etnomuzikoloških, 
etnokoreoloških, folklorističkih i etnoloških znanja. Njihova se uloga istaknula u kano-
niziranju tradicijske glazbe, posebice profiliranju žanrova i stilova koje su stavljanjem 
na scenu isticali za razliku od onih koje nisu. U tom procesu stručnjaci stječu status 
poznavatelja tradicije i prema svojim nahođenjima ga formiraju. Ti procesi traju sve do 
današnjeg dana. Pripreme i kreiranje programa koje prikazuju na smotrama njihovo su 
djelo definirano kao nastavak očuvanja tradicijske glazbe. Spomenuti stručnjaci imaju 
iste uloge i u plesnom i u pjevnom segmentu.

Treba napomenuti da spomenuti procesi u Hrvatskoj započinju dosta ranije, u razdoblju 
između dva velika svjetska rata (Ceribašić 2003). Smotre folklora, smotre predstavlja-
nja tradicijske kulture, u Hrvatskoj su dugogodišnja tradicija. Od 1930-ih do 1950-ih 
okupljaju domaće sudionike i prezentiraju tradicijsku hrvatsku kulturu. Pojam „narodna 
glazba“ u Hrvatskoj usko je povezan s poviješću njezina izvođenja na festivalima i 
drugim srodnim javnim događanjima. Uspostavom regionalnih smotri i Međunarodne 
smotre folklora u Zagrebu „započelo je suvremeno propitivanje folklora i folklorizma, 
izvornosti i izvornosti, estetike prezentacije, odnosa tradicijskih i suvremenih vrijedno-
sti, slobode kreativnog izražavanja, odnosa stručnjaka i znanstveni diskurs“ (Ceribašić 
2003, 405). Važno je spomenuti da je i u ovim procesima odnos spram vokalnoj glazbi, 
javno predstavljanje vokalne glazbe imalo veliki utjecaj na razvoj kasnijeg sustava smo-
tri. Već polovinom 19. stoljeća u Hrvatskoj se u okviru župa, posebice sjevernohrvatskih 
urbanih sredina, osnivaju formalni crkveni zborovi. Rezultat te aktivnosti ustanovljenje 
je saveza hrvatskih pjevačkih zborova davne 1875. godine. Na drugu stranu, formalni 
seoski crkveni zborovi aktualni su početkom 20. stoljeća. Seljačka sloga, nositelj razvo-
ja i reforme hrvatskog sela smotrama narodnog stvaralaštva potiče kulturne aktivnosti. 
Brojna organizirana pjevačka društva 5. svibnja 1926. osnivaju svoju zajednicu: Se-
ljačka pjevačka župa „Matija Gubec“ s ciljem „spašavanja starinske hrvatske narodne 
popijevke“, „razvijanja i vraćanja popijevke narodu po selima“ kao i „davanje temelja i 
nepresušivog izvora umjetnoj glazbenoj kulturi“ (Herceg, prema: Ceribašić 1929, 67). 
S crkvenim su popijevkama seljačka pjevačka društva nastupala isključivo u crkvama, 
„naročito na velike blagdane“ (Herceg 1928b, 41), dok su rodoljubne popijevke bile 
neizostavni dio različitih priredbi (Ceribašić 2003, 50). Ta aktivnost zamrla je nakon 
drugog svjetskog rata da bi se tijekom i nakon Domovinskog rata ponovno aktualizi-
rala. Spomenuti glazbeni „stručnjaci“ u tom prvom razdoblju imali su značajnu ulogu 



31

u kreiranju glazbenih identiteta. Rudolf Matz, Božidar Širola, Antun Dobronić, Vinko 
Žganec, Ivan Matetić Ronjgov, Matko Brajša Rašan, Slavko Zlatić, Jakov Gotovac, 
Ivo Tijardović, samo su neki od istaknutih skladatelja tog doba koji su melografirane 
narodne napjeve nastojali pretočiti u folklorno zborski zvuk aktualan do današnjih dana 
u izvedbama brojnih vokalnih sastava i pjevačkih zborova. Isti procesi događaju se i s 
glazbenim fenomenom kojeg danas poznajemo pod nazivom klapsko pjevanje. Melo-
grafi druge polovine 19. i prve polovine 20. stoljeća (Kuhač, Kuba, Bersa, Dobronić) 
sakupljaju građu na području južne Hrvatske. Melografi druge polovine 20. stoljeća za-
pisuju i zapisanu građu obrađuju za izvedbe četveroglasnih zborova i vokalnih sastava 
(Fio, Tralić, Stipišić) da bi sredinom 1960tih godina organiziranjem Festivala dalmatin-
skih klapa u Omišu započelo razdoblje organizirane festivalske klape koja do današnjih 
dana razvija svoju aktivnost (u. Ćaleta 2008a; Ćaleta 2008b; Ćaleta i Bošković 2011).

Važna činjenica koju je potrebno spomenuti, a koja se indirektno prožima i kroz plesnu 
i pjevnu folklornu tradiciju odnosi se na prijepor oko dviju glavnih koncepcija čija je 
prepoznatljiva različitost došla do izražaja upravo smještanjem tradicijskog izričaja na 
scenu – koncepciji izvornosti suprotstavljena je koncepcija stilizacije. Prema koncepciji 
izvornosti, folklor je izravnim izrazom i integralnim dijelom lokalne kulture. Organizi-
rane folklorne skupine čija se izvedbena aktivnost veže uz koncepciju izvornosti čuvaju, 
prenose i izvode isključivo lokalni, zavičajni repertoar. Iako intervencije koje nastaju 
prilikom postavljanja glazbeno plesnih obrazaca na scenu poštuju zakonitosti scenskog 
prikazivanja mnogi su u uvjerenju da je ovdje riječ o očuvanju izvornih oblika preuzetih 
iz prošlosti bez modifikacija. U njihovu se slučaju dobrom izvedbom smatra ona koja 
svojim strukturnim osobinama pokušava imitirati izvedbe iz prošlosti što u cijelosti ocr-
tava složenost i višeznačajnost odnosa između neformalnog i usustavljenog prijenosa 
znanja i vještina. Zagovornici ove koncepcije rijetko spominju pitanja uvježbavanja ili 
načina prijenosa znanja dok u prvi plan ističu tradiciju kao integralni dio kulture koji se 
po „prirodnom“ nagonu usvaja cjelinom procesa akulturacije i regulacijskih mehaniza-
ma kanonizirane javne prakse. Na drugu stranu, stav prema kvaliteti izvedbe se očituje 
u manjoj kompleksnosti glede odnosa prema poželjnoj razini varijabilnosti, individua-
lizma i inovativnosti pjevača i plesača. Neki će tako za pjevanje koje je neartikulirano, 
nedovoljno balansirano ili pak tonalno nesigurno pronaći opravdanje u činjenici da se 
je „tako nekada pjevalo“. Opravdanje za svoj stav pronalaze u tvrdnji da je potrebno 
očuvati zatečene tradicijske tekovine iz prošlosti koje bi istodobno trebale biti izrazom 
i integralnim dijelom današnje lokalne kulture.

S druge strane, za koncepciju stilizacije najbolje će poslužiti citat kojim se na svojim 
službenim stranicama predstavlja jedini hrvatski profesionalni folklorni ansambl, An-
sambl narodnih plesova i pjesama Hrvatske „Lado“. U prvom pasusu opisa svojeg rada 
stoji navod da ansambl djeluje „sa zadaćom i ciljem istraživanja, prikupljanja, umjetnič-
ke obrade i scenskog prikazivanja najljepših primjera bogate hrvatske glazbene i plesne 
tradicije. Vrhunski plesači, njih 38, koji su istodobno i izvanredni pjevači, s lakoćom 
se transformiraju iz plesnog ansambla u reprezentativan folklorni zbor, a 14 odličnih 
glazbenika svira pedesetak tradicijskih i klasičnih instrumenata“ ([S.n.] 2023). Ovo je 
jasan primjer odjeljivanja finalnog umjetničkog produkta odvojenog od „terena“, od ne-
posrednog kulturnog konteksta čiju izvedbenu građu preuzima. Elementi koji se navode 
prema tvrdnji su i izrazito estetizirani. U daljnjem dijelu teksta autor ističe suradnju s 
kreativnim autorskim osobnostima koji će svojim znanjem, vještinom i talentom saku-
pljenu bogatu građu umjetnički obraditi i uz sustavno uvježbavanje scenski postaviti u 
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vrhunskim izvedbama ansambla Lado. U ovom se slučaju ne radi o promijeni oblika iz 
prošlosti poradi nužde. Promjena je rezultatom izuzetnog individualizma i inovativnosti 
istaknutih pojedinaca: „koreografa, etnokoreologa i folklorista, glazbenih obrađivača i 
etnomuzikologa, dirigenata i skladatelja nadahnutih pučkim glazbenim stvaralaštvom 
(usp. ibid.). Spontanost koja je jednom od okosnica koncepta izvornosti ovdje je zami-
jenjena profesionalnošću zastupljenim tijekom čitavog procesa nastajanja za scenu pri-
ređenog umjetničkog djela. Profesionalizam pretpostavlja vrhunski talent, uvježbanost 
i vještinu što u konačnici ostavlja mali prostor za improvizaciju i inovaciju koja su ta-
kođer karakteristike izvornosti. Osim Ansambla Lado, prema istim principima djeluju i 
mnogi, većinom gradski, folklorni ansambli. Njihove se izvedbe također temelje na po-
stavljanju i vrsnoj reprodukciji plesnih koreografija i vokalnih, vokalno-instrumentalnih 
obrada koje svoje izvorište danas najčešće nalaze u hrvatskoj seoskoj glazbeno-plesnoj 
tradiciji. Naspram gradskih folklornih skupina i ansambla, seoske folklorne skupine 
temelje svoj rad na odrednicama koncepcije izvornosti.

Ovako čvrsta podijeljenost u praksi ipak ne funkcionira. Zbog različitih interakcija, dje-
lovanja stručnjaka koji svoju aktivnost provode na oba spomenuta područja na djelu je 
miješanje koncepcija izvornosti i stilizacije. Kako su i izvorne seoske folklorne skupine 
orijentirane scenskom izvođenju, trebaju stručnu pomoć pri oblikovanju i uvježbavanju 
programa, što u mnogim slučajevima ne ostavlja mnogo prostora variranju i slobodnom 
improviziranju kakvim bi ga kontekst izvedbe trebao predstavljati. Isto tako, u mnogim 
lokalnim tradicijama usvojeni su pojedini stilski postupci kojima je izvorište u poznatim 
koreografijama i glazbenim obradama nastalim umjetničkom preobrazbom istih tih tradi-
cija. Slučaj ladovskog „glasa“ o kojem će u nastavku biti riječi ilustrirati će ovu tvrdnju.

Slični se procesi događaju i na suprotnoj strani; prijenos znanja koji se institucionalno 
prenosi putem Hrvatske škole folklora, temelji se „u poštivanju autentičnih plesnih, 
glazbenih i koreografskih oblika“; autorska nadgradnja očituje se tek u „znalačkom 
prepoznavanju i isticanju stilskih i drugih posebnosti koje su istovremeno i scenski za-
nimljive, pa i atraktivne“ (Sremac 2002, 179). Iz svega navedenog moguće je zaključiti 
da na isti način kako se skupine koje djeluju u okviru koncepcije izvornosti svojim 
pristupima približavaju koncepciji stilizacije, hrvatski autori folklornih koreografija i 
glazbenih obrada svojim izborom ostaju bliski izvoru. Hibridni međuprostor stvoren 
procesom festivalizacije ovim je činom i sam postao legitimnom tradicijom.

Sve navedeno bilo je dobrim preduvjetom da u razdoblju institucionalizacije nastane 
i prvi profesionalni ansambl koji će svojim postankom formirati i prepoznatljiv vokalni 
obrazac, prepoznatljiv hrvatski „glas“.

Lado – „glas“, izvedbena praksa kao način prijenosa znanja
Pojam „Lado“, ljubitelje njihove umjetnosti i sve ostale u zemlji i svijetu upoznate s 

veličinom i kvalitetom izvođačke moći jedinog hrvatskog profesionalnog ansambla pr-
venstveno asocira na glavnu komponentu njihova scenskog nastupa – na razigran ples u 
prepoznatljivim tradicijskim nošnjama. Istina je ipak mnogo kompleksnija, sadržajnija 
a integralne komponente su joj specifično pjevanje kao pratnja plesu i instrumentalna 
pratnja različitih orkestara i tradicijskih glazbala, bez kojih bi većina Ladovskih koreo-
grafija bila nezamisliva.

Vrlo je odgovorno i zahtjevno govoriti o vokalnom repertoaru i načinima izvedbe 
koje je od svojih prvih izvedbi „Lado“ prikazao i inagurirao kao dio kulture (folklor-



33

nog, tradicijskog) pjevanja. Od samih početaka, prvog javnog koncerta (4.veljače 1950) 
utemeljitelji, odgovorni za umjetničku koncepciju rada ansambla, upoznali su javnost 
i s jednim od karakterističnih načina pjevanja; prsno – grleno pjevanje, danas poznato 
kao ladovsko pjevanje, kao „glas“ koje podsjeća na pjevanje centralno i sjeverno Hr-
vatskih ravničarskih krajeva. Ovaj glazbeni idiom uzet je tijekom vremena kao vokalni 
standard, sinonim za folklorno pjevanje ansambla Lado. Uzmemo li u obzir činjenicu 
da je ovo pjevanje samo jedno od brojnih arhaičnih, starih i novijih varijanti tradicij-
skog pjevanja u Hrvata vidjet ćemo pred kakvim su zahtjevnim zadatkom bili njegovi 
tvorci. Bilo bi nepravedno govoriti o ovom pjevanju kao jedinom načinu glazbenog 
izražavanja koje Ansambl Lado predstavlja u svojim koreografijama. Pogledamo li pro-
gram prvog koncerta primijetiti ćemo priličnu stilsku raznovrsnost kao i težnju da se u 
cjelovečernjem koncertu publici predstave glazbene-plesne tradicije različitih hrvatskih 
krajeva.3 Čak i osvrt na prvi nastup kojeg donosi Tvrtko Čubelić ističe raznovrsnost vo-
kalnu stilova kao i dobru uvježbanost izvođača/pjevačica i pjevača koji su na primjeren 
način te vokalne stilove izveli:

„...Popijevka je bitni, sastavni dio narodnog plesa i pred nju se postavljaju isti zahtjevi kao i 
pred sam ples. U programu našeg Državnog zbora izvođenje popijevaka bilo je skoro bespri-
jekorno. Izvođenje samostalnih popijevaka, koje su se pjevale bez plesa, izvrsno je pridonijelo 
raznolikosti i zanimljivosti programa. Ako se ima na umu, da narodna popijevka ima svoju 
posebnu arhitektoniku, da ona od izvođača traži osebujne glasovne izražajne mogućnosti, onda 
se može razumjeti koliko je truda i razumijevanja uloženo u njihovu doista savršenu stilsku 
izvedbu. Obzirom na specifično izvođenje, treba posebno istaknuti uspjelu izvedbu istarske po-
pijevke Rodila loza grozda dva, zatim popijevke s otoka Krka o Dobrinju, te bosanske popijevke 
Igrali se konji vrani...“ (Ćubelić 1950, 35).

Praksa koja je dijelom svakodnevne pjevačke aktivnosti Ansambla Lado ipak je u jav-
nosti prepoznata po prvom, brustonalnom pjevanju kako ga najčešće nazivaju. Razloge 
za to možemo potražiti kako u intervencijama tvoraca zvuka tako i u ukusima publike 
bez koje djelovanje ovog jedinog profesionalnog ansambla ne bi bilo moguće. Ansambl 
je započeo u vremenu kad su pogledi na predstavljanje tradicijske kulture bili drugačiji, 
usmjereni ka umjetničkoj prilagodbi tradicijske kulture za scensko prikazivanje, u vri-
jeme kada se je pokušavalo prema tadašnjim svjetskim utjecajima tradicijsku kulturu 
– folklor predstaviti na reprezentativan način koji je i u vokalnom smislu podrazumije-
vao određeno standardiziranje. U slučaju Ansambla Lado izabran je određeni način pr-
sno-grlenog pjevanja koje postaje zaštitnim znakom, sinonimom hrvatskog pjevanja za 
sve one koji se bave folklornim pjevanjem.4 Usporedimo li to s bugarskim pjevanjima 
koja u svjetskim razmjerima predstavljaju jedno od najatraktivnijih tradicijskih pjevanja 
primijetiti ćemo osnovnu razliku upravo u odabiru načina pjevanja. Dok je bugarski vo-
kalni standard substrat pretežito planinskih grlenih pjevanja (koje bi se kod nas moglo 
uspoređivati s pjevanjima dinarskog areala) ladovsko pjevanje je više nizinsko, druga-
čije po karakteru ali i po načinu izvedbe.
3   Program prvog koncerta: 1. Ladarska popijevka iz srednje Hrvatske; 2. Istarska popijevka: Rodila loza grozda dva; Balun uz 

sopele; 3. Slavonsko kolo uz pjesmu; 4. Krčki tanac uz sopele; 5. Slavonsko kolo uz tambure; 6. Bosanska popijevka: Igrali se 
konji vrani; 7. Vrličko kolo; 8. Brezovačka jurjevska popijevka; 9. Bunjevačko momačko kolo; 10. Slavonska popijevka: Tri 
jetrve žito žele; 11. Drmeš „Opšajdiri“ i Pokupski svatovski drmeš; 12. Slavonska svatovska i pokladna popijevka; 13. Dalmat-
insko kolo – poskočica uz lijericu; 14. Ladarska popijevka iz Posavine; 15. Posavski plesovi.

4   Jedan od recentnih radova na ovu temu je rad nedavno preminule sarajevske etnomuzikologinje Mirjane Laušević (Balkan 
Fascination) koji analizira balkansku glazbenu scenu među pripadnicima američke zajednice („Balkanites“) od kojih mnogi 
nemaju nikakve korijenske veze s ovim dijelom svijeta. Tradicijska glazba – sviranje, pjevanje i folklorni ples – jedini su iden-
tifikacijski markeri koji povezuju ovu skupinu ljudi, ljubitelja glazbe. Brojni isječci iz razgovora s utemeljiteljima scene (Dick 
Crum) i brojnim sljedbenicima spominju ansambl Lado i ansambl Filip Kutev kao osnovnu inspiraciju za načine rada s brojnim 
folklornim ansamblima na području Sjedinjenih američkih država.
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Poznajući rad i djelo velikog hrvatskog zborskog dirigenta, pedagoga i kompozitora 
Emila Cossetta, a razgovarajući uz to i s najstarijim članovima ansambla dolazim do za-
ključka da je upravo Cossetto uz Zvonimira Ljevakovića bio stvoritelj prepoznatljivog 
stila pjevanja. Njegovi ciklusi zborskih pjesama pisanih za folklorni zbor (Ladarke idu 
u selo, Dobri denek, Jurjaši itd) najbolje svjedoče o vokalnom stilu kojeg danas većina 
ljubitelja folklorne glazbe smatra iskonskim, izvornim načinom pjevanja.

Prvih četrdesetak godina promoviranja ovog načina pjevanja i glazbenog razmišlja-
nja, kod kojeg je preuređivanje i (pre)harmoniziranje jednostavnih tradicijskih na-
pjeva u standardne zborske višeglasne brojeve običajna procedura, karakterizirao je 
vokalni izričaj ansambla Lado. Slična su se metode reflektirale i kod orkestriranja 
glazbene pratnje – dodavanjem složenijih harmonija, polifonim vođenjem glasova, 
dodavanjem novih motiva, uvoda, intermezza koji su svojom melodijskom struktu-
rom odgovarali ili podsjećali na izvorne predloške. Šef orkestra Božo Potočnik kao 
i umjetnički direktori Zvonimir Ljevaković i Ivan Ivančan stoje na čelu Ansambla u 
vremenu kada je ovakav način glazbenog razmišljanja postao „slavan“ te tako postao 
standardno prihvaćen od šire zajednice. Treba napomenuti da je utjecaj bio dvosmje-
ran; ono što je Lado preuzeo, a kasnije oblikovao u prepoznatljiv način pjevanja imalo 
je velik utjecaj na lokalne sredine, na folklorne skupine (posebice gradske ansamble, 
ali i lokalne folklorne skupine) koje su se u svom radu uvelike oslanjale na svoj 
najveći uzor u postavljanju tradicije na scenu – Lado. Bilo bi nepravedno govoriti 
o isključivosti, jer je poznat značaj koji su ti načini pjevanja imali na razvoj kako 
domaćeg folklornog pokreta tako i internacionalnog folklornog pokreta. Za razliku 
od bugarskog slučaja gdje je brigu o očuvanju i razvitku prihvaćenih način pjevanja 
preuzeo sustav, gdje su uz organiziran školski sustav čitavi timovi stručnjaka, vokal-
nih pedagoga, kompozitora, obrađivača, vodili brigu o izučavanju talentiranih novih 
pjevača, u Hrvatskoj je čitav proces ostao na dobroj volji „starijih“ pjevačica i pjevača 
u ansamblu koju su „usmenom predajom“ ali uz pomoć glazbenih voditelja ansambla 
prenosili načine pjevanja na nove generacije Ladovaca.

Ladarice – medijske nositeljice „glasa“
Potvrdu činjenici da se ovdje radi o „glazbenom procesu“ donosi bezvremenska po-

pularnost ženskog vokalnog sastava oformljenog u najslavnijoj fazi „ladovskog“ načina 
pjevanja. Ladarice su vokalna skupina osnovana 1968. godine od pjevačica-plesačica 
koje su u svoje slobodno vrijeme zajednički glazbovale i nastupale s repertoarom kojeg 
su sačinjavale sjevernohrvatske, zagorske i međimurske pučke popijevke, kao i soci-
jalističke i partizanske pjesme aktualne u tom razdoblju.5 Brustonalno pjevanje bilo je 
gotovo isključivim načinom pjevanja ovog sastava što je još više populariziralo ovaj 
specifičan način pjevanja promoviravši ga u prepoznatljivi „glas“ kao prvu asocijaciju 
na zvuk ansambla Lado. Zanimljiva je činjenica da su pjevačice, djelatnice Ansambla 
Lado, spomenute aktivnosti obavljale u svoje slobodno vrijeme, van radnih obaveza. 
Povezanost imena vokalne skupine s imenom Ansambla širu javnost je asociralo na nji-
hovu izravnu povezanost; pretpostavljalo se da su Ladarice službenim dijelom nastupa 
Ansambla Lado što nije bila točna informacija. Zahvaljujući prilično čestim pojavljiva-
njima u tadašnjim medijima (TV, radio)6 njihov se glas mogao čuti diljem tadašnje drža-
5   Zapravo, već od 1965. ženski vokalni sastav djeluje, ali pod imenom 9 mladih, da bi 1968. godine promijenio ime u Ladarice, 

započinjući tako jedno slavno poglavnje tradicijske vokalne glazbe u Hrvatskoj.
6   Kontinuirano su snimale za programske potrebe negdašnje Redakcije narodne glazbe RTV Zagreb, te pjevale u mnogim 
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ve. Slavu njihova pjevanja, nastupa i repertoara i danas se sa sjetom sjećaju oni koji su 
ih imali prilike gledati u brojnim televizijskim nastupima7, na festivalima8, glazbenim 
suradnjama9 i koncertima.

Novi ladovski „glasovi“ novog razdoblja (1990 – 2016)
Priča o novodobnom Ladovskom „glasu“ započinje u isto vrijeme kad i velike pro-

mjene u Hrvatskoj, osamostaljenjem nove države mijenja se i repertoar Lada koji tada 
za isključivi cilj ima predstaviti raznoliko hrvatsko tradicijsko blago. Osim prikazivanja 
svjetovne tradicijske baštine otvara se sasvim novo područje interpretacije hrvatske du-
hovne baštine, kao i tradicijskog pjevanja južnohrvatskih krajeva (uključivo i klapskog 
pjevanja), što postaje novim idiomom i poligonom za dokazivanje vrijednosti kvalitete 
Ansambla. Promjene u pristupu načinima tretiranja zvuka dolaze s novim izvršnim sna-
gama. Umjetnički direktori Hanibal Dundović (1983-1991) i Ivan Ivančan ml. (1992-
2016) uveli su u svoje koncepte nove smjernice, omogućivši „novim“ ljudima slobodno 
eksperimentiranje s postavljanjem i uobličavanjem novog zvuka ansambla Lado. Dun-
dović je tada, najprije uz pomoć Dinka Fia, a zatim Tomislava Uhlika i Bojana Pogrmi-
lovića intenzivirao, a Ivančan mlađi u potpunosti afirmirao velike vokalne i instrumen-
talne potencijale Ansambla (uvijek prisutne, ali nedovoljno eksponirane) samostalnim 
vokalnim koncertima, samostalnim nastupima orkestra i snimkama na nosačima zvu-
ka. Od toga vremena sve bogatija diskografija ansambla postaje dostupnom građom za 
učenje novim generacijama kako ladovaca tako i brojnih sudionika folklornog pokreta 
kojima je Ansambl Lado i nadalje najveći ideal na putu usvajanja znanja o folklornoj 
izvedbenoj tradiciji u Hrvatskoj.

Prateći razvoj „glasa“ i odnosa spram vokalnom glazbenom izričaju, možemo pri-
mijetiti da taj proces od 1990-ih dobro ocrtava opće odmicanje od koncepcije plesne 
stilizacije iz razdoblja socijalističke Jugoslavije prema koncepciji kulturne raznolikosti, 
pluralističkih pristupa i izričaja unutar nacionalnog korpusa. Tako i ladovski „glas“ više 
nije jedini koji se uči, više nije jedini „glas“ kojemu se pridaje posebna pažnja. Da bi 
ilustrirali novo stanje iznijet ćemo koncept pjevačkih tehnika koje na vokalnim radio-
nicama i seminarima sudionicima predstavlja jedan od najdugovječnijih umjetničkih 

emisijama koje su tematski bile posvećene tradicijskoj kulturi i narodnoj baštini. Ladarice su redovito nastupale u zabavnim 
novogodišnjim TV emisijama, pjevajući uz svoj repertoar i popularne starogradske pjesme, te novije zabavnoglazbene us-
pješnice. Osim studijskih snimanja s Tamburaškim orkestrom RTV Zagreb (današnji Tamburaški orkestar Hrvatske radiotele-
vizije), nastupale su diljem Hrvatske i tadašnje Jugoslavije.

7   Zanimljiv opis djelovanja i značaja Ladarica donosi Đorđe Matić u Leksikonu YU mitologije: „...Ladarice su bile prepoznatljive 
na mah: odjevene u narodnu nošnju – u bijele ženske košulje, šalove sa narodnom šarom i sa umjetnim kikama ispod marama 
– pjevale su široke, tužne kajkavske pjesme i kad bi svojim bogatim glasovima razvukle ‘Zorja je zorja’ ili ‘Zvira voda’ to je 
zvučalo fantastično – sofisticirano i paganski neposlušno u isto vrijeme. Toliko da su, nakon godina pjevanja i nastupanja (po 
čitavom svijetu), one gotovo prisvojile čitav žanr i postale njegovi jedini tumači. Ladarice su dokaz da dobro prelazi prvobitne 
namjere i loše okolnosti: prvo, KUD-ovi su po definiciji umjetna, institucionalizirana varijanta narodnoga blaga. Drugo, čin-
jenica da je ‘iza’ njih stajao takav lik kao što je Božo Potočnik, alfa i omega gotovo cjelokupne reprezentacije folklorne glazbene 
baštine Hrvatske i čovjek odgovoran za strašnu, akademsku formalizaciju našega folklora – dovoljno je upaliti radio noću pa 
čuti kako uškopljeno danas zvuči hrvatska narodna glazba – već to bilo bi dovoljno da sve postane umjetno, lažno i u krajnjoj 
instanci dosadno. Bez obzira i unatoč, Ladarice su uvijek zvučale odlično, iskreno, duboko i što je najvažnije autentično. I drugi 
muzičari nisu ostali gluhi na to...“ http://www.leksikon-yu-mitologije.net/ladarice/ (pristup 07. 05. 2023).

8   U periodu od 1971. do 1998. nastupale su više puta na Festivalu kajkavskih popevki u Krapini gdje su osvojile dvanaest nagrada 
stručnoga povjerenstva i publike. Nastupale su i na Muzičkom festivalu Slavonija u Požegi, gdje su 1973. i 1974. također bile 
nagrađene, a 1984. nastupile su i na Festivalu podunavskih zemalja u Novom Sadu.

9   Ladarice su surađivale u produkcijama kazališta Komedija: sudjelovale su u praizvedbi (1975), te nastupale u brojnim izvedba-
ma prve hrvatske rock-opere Gubec-beg (Ivice Krajač, Karlo Metikoš i Miljenko Prohaska), pop-operi Jadnici (Claude-Michel 
Schönberg, Alain Boublil i Jean-Marc Natel). Godine 1984. surađivale su s Goranom Bregovićem i rock-sastavom „Bijelo 
dugme“ na njihovu istoimenom albumu, a godinu poslije i s Harisom Džinovićem i ansamblom „Sar e Roma“ na njihovu 
trećem studijskom albumu Romske pjesme.
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direktora ansambla, Ivan Ivančan mlađi, pri tom ističući činjenicu da su ovo pjevanja 
koja su pjevačice i pjevači Ansambla Lado sposobni kvalitetno izvesti. Ivančan dijeli 
načine pjevanja na četiri osnovne kategorije:10

Brustonalno pjevanje – način pjevanja kod kojega jaki pritisak zraka u prsnom dijelu 
rezultira oštrim, glasnim tonovima. Imitiranje zvuka tradicijskih glazbala poput diplica 
i gajdi, tipično za panonski, središnji i nizinski dio Hrvatske. Za primjere ovog pjevanja, 
navodi naslove s albuma Iz kajkavskih krajeva i Kolo igra tamburica svira.

Dinarsko pjevanje – dozivačko pjevanje, ojkanje, je način pjevanja kod kojeg se ton 
stvara velikim potiskom u trbušnom dijelu, te visoko u nepcu. Takav način pjevanja, 
snažnog, oporog zvuka nastao je u brdovitim, planinskim krajevima Hrvatske i opona-
ša dozivanje „s brda na brdo“, kao i zvuk dipli, narodnog instrumenta tipičnog za ove 
krajeve. Za primjere ovog pjevanja, navodi naslove s albuma Na moru i kraju i Riznica.

Kopftonalno pjevanje – način pjevanja tipičan za mediteranske gradske sredine. Ta-
kvo pjevanje mekanim tonovovima „iz glave“, nastalo je po uzoru na urbano, crkveno 
pjevanje. Za primjere ovog pjevanja navodi naslove s albuma Na moru i kraju (Dobra 
večer ružo moja, Ovamo dojdi sokole).

Nazalno pjevanje – način pjevanja tipičan za područje Istre i Kvarnera, koji također 
zvuči poput tradicijskih glazba (sopele, roženice, šurle). Za primjere ovog pjevanja 
navodi naslove s albuma Na moru i kraju (Lovran je bili grad, Homo u kolo, Katarina 
zlata hći).

Osvrnemo li se na izvedbenu aktivnost Ansambla Lado od 1990tih, primijetit ćemo 
sve značajniju vokalnu aktivnost ansambla. To je doba kada Bojan Pogrmilović gradi 
novi zvuk, ali i novi formalni pristup pjevanju – folklorni zbor, koji postaje po važ-
nosti ravnopravan radu i nastupima plesnog ansambla. Dva nova repertoara, kojima 
posljednjih tridesetak godina Lado prezentira svoje novo glazbeno lice, su božićni i 
korizmeni hrvatski pučki napjevi. Njihovo istraživanje i postavljanje formalizirano je 
tradicionalnim božićni koncertima, te suradnjom s festivalom Pasionska baština (ko-
rizmeni napjevi). Sukladno s time organiziraju se božićne i korizmene (vokalne) tur-
neje i česti vokalni koncerti od kojih je najvažniji vokalni koncert u Kneževu dvoru 
na Dubrovačkim ljetnim igrama u Dubrovniku. Pogrmilović i Ivančan traže eminentne 
suradnike u „traženju“ zanimljivih repertoara i novog zvuka. Najuvaženiji vanjski su-
radnik tog razdoblja svakako je dalmatinski pučki pjesnik i glazbenik Ljubo Stipišić 
Dalmata. Suradnja Pogrmilovića i Stipišića rezultirala je brojnim djelima inspiriranih 
glazbenim idiomom južnohrvatskih pučkih glazbenih područja. Najupečatljivije djelo iz 
tog perioda, koje je Lado u početku izvodio uz pomoć vanjskih suradnika – pjevača, a 
kasnije svojim snagama, je Stipišićeva Kalvarija – oratorij za sole, muški zbor i mješo-
viti folklorni zbor nastao na temelju korizmenih pučkih crkvenih pjevanja otoka Hvara. 
Kompleksno djelo, zahtjevnih glasovnih mogućnosti, Kalvarija predstavlja izazov koji 
do danas ni jedan drugi zbor u Hrvata nije uspio prebroditi. Ona je i jedan od prvih sni-
mljenih na nosaču zvuka – praksi koju je također početkom devedesetih uveo dvojac 
Pogrmilović-Ivančan. Glazbena produkcija je također prolazila kroz različite transfor-
macije, od suradnje s Brankom Starcem i njegovom nezavisnom izdavačkom kućom 
Best music, preko Memphis produkcije, samostalne produkcije Ansambla Lado, pa do 
uspješne suradnje s današnjim izdavačem Aquarius recordsom. Slična situacija događa-
la se i s načinima i mjestima snimanja koja su varirala od različitih akustičkih prostora 

10  Ustupljeno iz privatne arhive Ivana Ivančan mlađeg.
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(crkve), Ladovske dvorane, do studija Hrvatskog radija s kojima niz godina Ansambl 
Lado ima reciprocitetnu suradnju. Kalvarija je i jedino djelo koje je snimljeno dva puta 
– prvi put neposredno nakon prvih izvedbi i nastanka djela s dirigentom Pogrmilovi-
ćem, a drugi puta 2006. godine s dirigentom Joškom Ćaletom. I ovaj potez simbolički 
ukazuje na procese koje su otvorili Pogrmilović i Ivančan ml, a dalje nastavili „novi“ 
ljudi – Kurilovčan, Ivanković, Ćaleta. Kalvarija je nakon petnaestak godina izvedbe i 
suradnje s novim voditeljima, koji su zvuk tretirali na stilski određeniji način, trebala 
biti „opremljena novim zvukovnim ruhom“. Najveći izazov u cijelom procesu zasi-
gurno su imali sami članice i članovi Ansambla koji više svoju pjevačku vještinu nisu 
brusili isključivo učeći/imitirajući starije kolege nego su zajedno s novim glazbenim 
voditeljima savladavali nove glazbene idiome. Slušanje zvučnih zapisa, diskografskih 
i arhivskih postaje jednim od načina učenja i formiranja novih glazbenih idioma koji u 
slučaju Ansambla Lado nikada neće nadmašiti „glas“, ali će ipak svojom raznolikošću 
osvježiti cjelokupni repertoar, te tako ponuditi raznovrsniju izvedbenu ponudu. Raz-
doblje od 1990-2000. godine tako je postalo razdoblje formiranja folklornog zborskog 
zvuka, upoznavanja novih koreografija s jednostavnim stilski odgovarajućim zvukom 
(Bagur, Ivanković, Golemac, Ivančan ml.), razdoblje u kojem su godišnji koncerti te-
matski pokušavali prikazati različite hrvatske tradicije oduzimajući pri tom dominantnu 
poziciju sjevernohrvatskom ladovskom načinu glazbenog izražavanja. Razdoblje je to 
intenzivnog stvaranja novih repertoara istraživanjem glazbenih predložaka iz povijesti, 
kao i novim terenskim istraživanjima dotad neistraženih područja. Novine u repertoaru 
reflektiraju se i na načine učenja. Uz klasični način čitanja partitura sve je više situacija 
u kojima se pjevačice i pjevači slušanjem uvode u stilske osobitosti napjeva koje će 
izvoditi. Isto tako, obrada, dodavanje harmonijski odgovarajućih dionica i „premije-
štanije“ arhaičkih, često netemperiranih napjeva u standardno intoniran zvuk u ovim 
situacijama izostaje. Svjedok sam susreta s nositeljima tradicije nakon ladovskih konce-
rata i njihove ushićenosti i sreće, kada su prepoznali „svoje“ napjeve u izvedbi čuvenog 
Ansambla Lado. Hibridni prostor između koncepta stilizacije i koncepta izvornosti u 
mnogim se situacijama ili preklapao ili postao jedinstvenim, što je cjelokupnom dojmu 
izvedbi Ansambla Lado dalo novu kvalitetu i novu prepoznatljivu karakteristiku, koja 
više nije počivala isključivo na „glasu“. „Glas“ je i dalje sveprisutan, ali ga pjevaju nove 
generacije pjevačica i pjevača koje ga na novi način i percipiraju, doživljavajući ga sada 
kao osnovni, ali ne i jedini voklani glazbeni izričaj svojeg Ansambla.

U isto vrijeme Ansambl Lado lansira zanimljiv niz svjetskih božićnih hitova pod na-
slovom Božić u svijetu (Tomislav Uhlik), koje i dan danas plijeni pažnju ladovske vjerne 
publike. U ovom djelu do izražaja dolaze Uhlikove kvalitete izvrsnog priređivača za 
orkestar, dajući na taj način sve veću važnost orkestru koji je u međuvremenu evoluirao 
od pratećeg orkestra u samostalno izvođačko tijelo. Tomislav Uhlik je i autor prvog oz-
biljnijeg božićnog djela Telo Kristuševo – liturgijske kantate za folklorni zbor i tambu-
re. Djelo pisano za Ansambl Lado, a inspirirano međimurskom glazbenom tradicijom, 
temelji se na sakralnim narodnim tekstovima koje je, hrvatski etnomuzikolog, Vinko 
Žganec sakupio početkom 20st. u Međimurju. Telo Kristuševo, koje zbog nestandar-
dnog misnog teksta nosi naslov liturgijska kantata, skladano je u obliku klasične mise 
sa samostalnim Benedictusom (Pozdravljeno budi). Božićne kantate za Ansambl Lado 
piše i Ljubo Stipišić Delmata (Ditić rodi se nam – pastoralna kantata a cappella za muški 
zbor i tradicionalnu dalmatinsku skupinu (klapu) na temelju pučkih božićnih napjeva 
iz Splita, Solina, Trogira i Poljica; I rič se Bogom učini – oratorijska kantata a cappe-
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lla (40 božićnih pjesama jadranskih otoka, obale i zaleđa od Istre do Boke Kotorske), 
ali ne tako s velikim uspjehom poput Uhlikovih djela u kojima je dominantan „glas“. 
Uspjeh Uhlikovog Tela Kristuševog kod publike i stručne kritike doveo je do realizacije 
novog zajedničkog projekta, Narodil se mladi Kralj. Izvor, ideja i inspiracija jednaki su 
kao i u prethodnom djelu, ali je forma bitno različita. Pet stavaka božićnog prikazanja 
imaju jasnu dramsku strukturu i fabulu, kojoj je moguće scensko uprizorenje. Djelo je 
postavljeno i s uspjehom izvođeno u Gradskom kazalištu „Komedija“, na dramski tekst 
Vida Baloga (prosinac 2000). Jedan od razloga uspjeha, koji je ovaj projekt polučio i 
kod publike ali i kod izvođača, upravo je „glas“, prepoznatljivi ladovski vokalni idiom 
koji se je idealno uklopio u glazbenu koncepciju ovog djela. Ponovila se tvrdnja da je 
„glas“ vokalni izričaj u kojem se pjevači najsigurnije osjećaju, pa ga stoga i najuvjerlji-
vije izvode.

Posljednje razdoblje, razdoblje novog tisućljeća obilježili su novi ljudi, obilježili su 
novi pristupi i nova djela. Pogrmilovića na mjesto voditelja zamjenjuje Dražen Ku-
rilovčan, koji od 2008. i formalno postaje dirigentom Ansambla. Ivančan ml. i dalje 
nastavlja s koncepcijom istraživanja novih zvukova, obogaćivanja repertoara s novim 
posebnim glazbenim idiomima, koji će predstaviti raznolikost vokalne glazbene baštine 
svih hrvatskih krajeva. Prvo značajno djelo nastalo u tom periodu je Raspelo – koriz-
meni napjevi kajkavskih krajeva. Suradnja je to Dražena Kurilovčana i Vida Baloga, 
koji su zajedničkim snagama istražili i predstavili jednu drugačiju kajkavijanu, čiji vo-
kalni predložak nije ni blizu standardnom ladovskom zvuku, donesenu u jednostavnim 
dvoglasjima, mješovitim četveroglasjima, na pučki način, blizak glazbenom idiomu 
žive glazbene prakse na navedenim područjima. Raspelo je prepoznato od šire javnosti 
dobivanjem godišnje nagrade Porin za najbolji album duhovne glazbe. S Raspelom 
započima uspješni niz priznanja koja su rezultat sistematske aktivnost Ansambla, plod 
dugogodišnjeg nastojanja da se zvuk oplemeni i donese na „novi“ ljudima bliskiji način. 
Stilizacija je u ovom slučaju prepustila svoje mjesto koncepciji izvornosti koja se je 
pokazala punim pogotkom kod predstavljanja crkvene pučke tradicije.

U isto vrijeme Ivančan ml. započima suradnju s Joškom Ćaletom, piscem ovih redaka. 
Za Božićni koncert, 2001. godine, naručen je dalmatinski božićni repertoar. Moja prva 
iskustva u radu s pjevačima potvrdili su pretpostavku da se radi o pjevačima izuzetnih 
glazbenih sposobnosti, spremnih na ozbiljan rad, pjevače sposobnih na preuzimanje 
glazbeno-stilskih odrednica različitih hrvatskih područja. Ono što je posebnost mojega 
rada je i novi način tretiranja zbora – postava ansambla se slaže „po krilima“ s dva vo-
deća pjevača, na dvije suprotne strane (tenorski vodeći glasovi) i dubokim glasovima 
(baritoni i basovi) po sredini polukruga. Na taj način dobiva se privid responorijal-
nog pučkog zbora – glazbene prakse i danas u lokalnoj pučkoj crkvenoj praksi južne 
Hrvatske poznate pod nazivom glagoljaško pjevanje. Nekoliko godina istraživanja i 
postavljanja božićnog repertoara srednje i južnohrvatske glazbene baštine, rezultiralo 
je nosačem zvuka Preveliku radost navišćujem Vama – božićne pjesme i kolende iz 
Srednje Dalmacije.11

11   U prilogu CD-a, urednica izdanja Mojca Piškor, piše: „Slušajući kompaktni disk Preveliku radost navišćujem vama teško je 
oteti se dojmu kako je upravo samo prožimanje zvukovlja primorskih i gorskih dijelova Dalmacije onaj impuls koji pokreće 
stvaralaštvo Joška Ćalete. Za njega taj dodir dviju tradicija unutar kojih živi još bezbroj manjih tradicija, nije sudar dviju sfera 
koje se međusobno isključuju, već susret glazbenih svjetova koji se međusobno nadopunjuju. To je prožimanje obale i zaleđa 
podjednako snažno kao i prožimanje Ćalete skladatelja i Ćalete etnomuzikologa. Stalno ispreplitanje njegova interesa za 
glazbene tradicije Dalmatinske Zagore i glazbenog iskustva klapskog pjevanja ovim je kompaktnim diskom zaživjelo i u oso-
bitoj glazbenoj interpretaciji dalmatinskog Božića. Pojedinci koji izvode napjeve na zvučnim zapisima – koji su poslužili kao 
svojevrsna inspiracija ovom opusu – duboko su vezani uz glazbene tradicije svojih krajeva i ti su napjevi neizostavan segment 
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Cjelokupnu glazbenu građu koja čini osnovu ovdje predstavljenih glazbenih obrada 
božićnih pjesama i kolendi Dalmacije osmišljenih u pet cjelina – Na dobro nam Božić 
dojde (zadarsko područje), Kad se Bog čovik učini (Bol), Evo smo van zdravo došli 
(Vinišće), Dobra večer u barba Sibeta (Stari Grad) i Preveliku radost navišćujem vama 
(Murter) – autor je prikupio tijekom višegodišnjih terenskih istraživanja. Svi su korište-
ni napjevi dio žive glazbene tradicije pojedinih lokaliteta i kao takvi neizostavni dije-
lovi lokalnih božićnih običaja. Pritom nisu zastupljeni samo primjeri crkvenog pučkog 
pjevanja, već i glazbene prakse vezane uz slavljenje Božića izvan crkve, prije svega u 
okviru obrednog obilaska kuća odnosno kolendanja. Specifična simbioza crkvene i tra-
dicijske glazbe jedna je od osobitosti crkvenog pučkog pjevanja u Hrvatskoj. Preuzima-
jući osnove koralne psalmodije pučki su pjevači gotovo uvijek zadržavali i stilske oso-
bitosti tradicijske glazbe vlastitog kraja, što je rezultiralo velikim brojem melodijskih, 
ritamskih i izvedbenih varijanti pojedinih napjeva. To bogatstvo lokalnih specifičnosti 
u oblikovanju napjeva božićnog repertoara najbolje ocrtavaju četiri napjeva rasprostra-
njene božićne pjesme U se vrime godišća zapisana u Polači, Vrani, Vinišću i Murteru.

Zanimljiv je bio i način usvajanja ovog repertoara. Pjevači su prilično burno reagirali 
na novi raspored u postavi, stajanje tijekom izvedbe kod novih pjevača na čije se je 
pjevanje trebalo naviknuti. Isto tako, inzistirao sam na pjevanju bez partitura koje su za 
vrijeme izvedbe smetale komunikaciji dirigenta i pjevača. Međusobno slušanje izvo-
đača kod pjevanja bez partitura, koje prije toga nisu bila toliko potencirana, omogućila 
su pjevačicama i pjevačicama bolju kontrolu i sigurniji balans izvedbe. Pošto se ovdje 
radilo o predstavljanju „žive“ glazbene tradicije koju sam imao prilike doživjeti i pri 
tom zabilježiti radoznalost pjevačica i pjevača me je natjerala da u nekoliko navrata 
organiziram susret s nositeljima tradicije, a u par slučajeva imali smo priliku (većina 
izvođača) i posjetiti naše „kazivače“ u njihovim malim lokalnim sredinama. Novim 
pristupom pjevačice i pjevači su s još više žara i entuzijazma nastavili izvoditi novi 
repertoar, imajući sada već značajno iskustvo kojim su se približili izvorniku. Kulmi-
nacija novih stilova, kao i interakcija s „terenom“ mogla se je doživjeti na godišnjem 
koncertu 2008. godine. Koncert pjesama i plesova jadranskih otoka pod nazivom Lipi 
naši škoji predstavio je uz profesionalne članove Ansambla Lado i dvadesetak izvornih 
narodnih umjetnika-kazivača: pjesnika, pjevača, svirača i plesača. Osim izuzetne surad-
nje izvornjaka i ladovaca, koncert je i od publike i od strane kritike prepoznat kao revija 
novog zvuka kojim su prednjačili napjevi otoka Raba i Nevijska kolenda (Neviđane, 
otok Pašman).

Naveden je samo mali dio bogate aktivnosti na polju vokalne glazbe koju Ansambl 
Lado provodi tijekom svojeg postojanja, a posebno u ovom tisućljeću. Ovo stanje mo-
glo bi se nazvati i hektičkim, jer nagomilava velik broj različitih pristupa u relativno 
kratkom vremenskom periodu, što ni samim umjetnicima, a ni njihovim voditeljima 
ne dozvoljava potpun razvitak svega onoga što namjeravaju realizirati. No, uz sve to 
rezultati su prisutni. Jedan od svjetlijih primjera je rad s pjevačima koji su tijekom dugo-
godišnjeg postojanja Ansambla Lado vokalno uvijek bili u drugom planu. Tijekom ovog 

njihova glazbenog svijeta. Kompaktni disk Preveliku radost navišćujem vama je pak interpretacija ansambla LADO. Stoga 
zadivljuje bogatstvo i stilska raznolikost izvedbi ovog doista raznorodnog materijala. Stvarajući vlastitu interpretaciju LADO je 
uspio očuvati stilske odrednice svakog od kompaktnim diskom predstavljenih glazbovanja Dalmacije. Najdojmljivija je u zvuku 
ovog opusa boja. Boja detalja i boja cjeline. Možda nas je baš zbog toga u traganju za vizualnim rješenjem ovog izdanja put 
doveo do raskošne monografije Hrvatska obala i more Ive Pervana, do njegovih boja – boja detalja i boja cjeline. U predgovoru 
te monografije Ive Šimat Banov je zapisao – ’Hrvatska nema jedno lice, ona se zrcali na drukčiji način u svakom oku’. Jednako 
tako dalmatinski Božić nema tek jedan zvuk. Preveliku radost navišćujem vama tek je jedan od njegovih zvukova. Onaj ansam-
bla LADO i Joška Ćalete“.
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razdoblja, u kojem su se otvarali novi vidici i oni su dobili svoju šansu. Novi zvukovi, 
nova podneblja, nova glazbena područja inspirirali su muške pjevače Ansambla na novu 
aktivnost koja je rezultirala formiranjem novog pučkog zvuka ansambla pod naslovom 
Vokalisti Lada. Klapsko pučko pjevanje duhovnog i pučkog repertoara južnohrvatskog 
glazbenog idioma područje je koje su u periodu od 2003. do 2016, do odlaska Ivana 
Ivančana ml. koncertno predstavljali ovi vrijedni umjetnici. Inicijalno, krenulo se je s 
projektom formiranja dalmatinske klape. Tijekom procesa prepoznata je činjenica da u 
klapskom sastavu, koji idealno broji 8-9 pjevača, ne bi mogli sudjelovati svi članovi an-
sambla, pa se je priklonilo konceptu „dvokrilne“ postave muškog folklornog zbora, čiji 
repertoar se je temeljio na bogatoj crkvenoj pučkoj tradiciji, posebice onoj jadranskog 
područja. Do 2016. godine i prestanka koncertne aktivnosti,12Vokalisti Lada su uspjeli 
dokazati da je pravim pristupom moguće postići izuzetne rezultate i u „drugim“ vokal-
nim glazbenim izričajima koji izvođačima nisu dijelom osobnog naslijeđa. Uz rad na 
savladavanju stilskih osobina karakterističnih za spomenuta pjevanja, velik dio vreme-
na utrošen je na interakciji među pjevačima, jer je društvena interakcija također važnim 
faktorom procesa nastajanja kvalitetne izvedbe i karaktera vokalne skupine. Nastupiti 
pred dvoranom klapskih „fanova“ na susretu klapa u Zagrebu ili „Svitloj noći“, koriz-
menom koncertu klapa u Zagrebu, velika je čast ali i uspjeh za pjevače čije su izvedbe 
prije toga redovito asocirale na „glas“. Svoj profesionalni pristup, pjevači su dograđiva-
li amaterskim zanosom koji je njihove izvedbe na najvjerodostojniji način približavao 
izvornim načinima vokalnog glazbenog izražavanja.

Ova kratka šetnja kroz vokalnu tradiciju koju je Ansambl Lado od svojih početaka do 
danas izgradio jasno pokazuje da se procesi stvaranja u ovom Ansamblu s uspjehom na-
stavljaju. Nije daleko moment kada će i najzahtjevnija arhaična pjevanja, koja polako u 
narodu nestaju, biti s uspjehom prezentirana od strane naših umjetnika. Svoj kvalitetan 
pjev dokazivale su generacija iskonskih umjetnika pronoseći „glas“ i cijelu nisku dru-
gih „glasova“, a sudeći prema navedenom taj, će se slijed još dugo pronositi na radost i 
zadovoljstvo novih generacija izvođača i ljubitelja Ladove umjetnosti.

Umjesto završetka
Bogata i raznolika aktivnost Ansambla Lado na području vokalne tradicijske glazbe 

tijekom ovog tisućljeća ostavila je traga na aktivnosti šire zajednice. U ovom je pe-
riodu interakcija ansambla i lokalnih zajednica poprimila drugačije obrise, koji su se 
najviše reflektirali na načine usvajanja novih znanja. Osvješćivanje vrijednosti lokalnih 
glazbenih izričaja pomoglo je profesionalnim umjetnicima obogatiti svoje izvođačke 
sposobnosti, dok je lokalnim nositeljima tradicije priznanje o veličini i važnosti njihove 
tradicije postalo poticajem za daljnji, kvalitetniji rad. Institucionalizacija tradicijske vo-
kalne glazbe nenadano je u ovom periodu pokrenuta na prestižnoj instituciji, predvod-
nici klasičnog glazbenog obrazovanja – Muzičkoj akademiji u Zagrebu. 2016. godine 
iz niza radionica tradicijske glazbe održanim na Muzičkoj akademiji u Zagrebu, na 
nagovor etnomuzikologinje Mojce Piškor, kao mjesto susreta studenata klasične glazbe 
i vrsnih pjevača tradicijske glazbe.

Neočekivani odaziv (prvenstveno) pjevačica potaknuo je osnivanje izvedbenog an-
sambla tradicijske glazbe pod imenom Harmonija disonance. Glavni cilj novoosno-

12  Ovaj koncept glazbenog predstavljanja nije odgovarao programskoj politici novog umjetničkog direktora Andrije Ivančana, pa 
je jednostavno stavljen na „mirovanje“.
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vanog ansambla bio je približiti vokalnu tradicijsku glazbu, posebno arhaične sloje-
ve hrvatske tradicijske glazbe, klasično obrazovanim studentima Muzičke akademije. 
Ovakav pristup, vođen idejom premošćivanja glazbenih svjetova njegovih aktera, otvo-
rio je nove prostore za zajedničko učenje i dijeljenje znanja. Prema riječima inicijatorice 
projekta, prof. Mojce Piškor, ovo je trebao biti „važan korak prema afirmaciji tradicijske 
glazbe u sustavu akademskog obrazovanja glazbenika i (etno)muzikologa, ali i nedvo-
smislen odgovor na pitanje jesu li najstariji slojevi tradicijske glazbe uopće relevantni i 
inspirativni za najmlađu generaciju glazbenica obrazovanih u sustavu zapadnoeuropske 
umjetničke glazbe“.13 Programi ansambla oblikovani su u neposrednom susretu s vr-
snim poznavateljima tradicijskog pjevanja, zahvaljujući kojima su tradicijska pjevanja 
i danas dijelom žive izvedbene prakse. Odlazak na teren također je bio dijelom procesa 
učenja, isto kao i preslušavanje arhivskih snimki koje su svojom izvedbom članice an-
sambla ponovno oživile. Osnovni problem s kojima su se u počecima članice ansambla 
borile bio je potpuna sloboda izbora pri interpretaciji pojedinog napjeva – od samog 
izbora repertoara, izvedbenih sastava, kao i početne intonacije, utemeljene notnim zapi-
som u klasičnoj glazbi, a konceptualno nepoznate u tradicijskoj glazbi. Takva nepoznata 
vrsta izvođačke slobode na početku je bila zbunjujuća pa čak i kompleksna za izvedbu. 
Prvi glazbeni primjeri koje su pjevačice činili su se prezahtjevnima kako za pamćenje, 
tako i za reproduciranje često zbog istodobnog straha i srama od javnog nastupa (pred 
drugim pjevačicama u ansamblu, pred publikom). Isto se odnosilo i na strah od eventu-
alne „pogreške“ koja također kao koncept u tradicijskoj glazbi ne postoji.

Novi načini usvajanja i dijeljenja znanja kao i iskustva koje je početkom ovog tisuć-
ljeća započeo svojom aktivnošću Ansambl Lado, pronašli su svoje pobornike u novoj 
generaciji obrazovanih pjevačica i pjevača. Generacija mladih ljudi odraslih u tehnološ-
ki naprednom okružju, pri tom neopterećena povijesno naslijeđenim izvedbenim mode-
lima, stvara svoj “glas” nastavljajući tako stoljetnu tradiciju scenskog predstavljanja i 
prenošenja tradicijske vokalne glazbe u Hrvatskoj.
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Formal and informal ways of transferring knowledge and skills of tradi-
tional (polyphonic) singing, example of the Lado Ensemble

Abstract: Vocal musical phenomena represent recognizable identification marks of 
wider communities and are integral to their cultural and social identity. The term ‘folk 
music’ in Croatia is closely related to the history of its performance at festivals and pa-
rades, where the attitude towards vocal music had a remarkable influence on the deve-
lopment of the parade system. All of the above was a good prerequisite for creating the 
first professional ensemble in the period of institutionalization, which will also form a 
recognizable vocal pattern, a recognizable Croatian “voice”. Chest-throat singing, today 
known as Ladova singing, as a “voice”, is very similar to the singing of the central and 
northern Croatian plains. In this act, the informal way of learning (oral transmission) is 
formalized with new ways of learning – spontaneity, which is one of the backbones of 
the concept of originality, is, in this case, replaced by professionalism represented du-
ring the entire process of creating a stylized, staged work of art. Changes in approaches 
to the stage presentation of vocal music in the seventy-year practice of the Lado ensem-
ble will show a series of knowledge transfer processes that found their place in the stage 
vocal performances of the ensemble, creating new performance models that simultaneo-
usly became new ways of acquiring and transferring knowledge in local communities.

Key words: Croatian vocal music, polyphonic singing, folklore, original vs. stylized 
folklore, Lado ensemble
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Cultural transmission of choreographic knowledge: Fiel-
dwork in Bulgaria with some examples from the United States

Abstract: This paper discusses the various challenges that the topic of cultural transmission 
of choreographic knowledge presents but also reveals the fascination with the new avenues for 
further study it offers. The text includes a theoretical part, fieldwork documents (accompanied 
by analytical commentaries), and a concluding remark. The theoretical part brings the author’s 
“dialogue” with the concepts of cultural transmission and choreographic knowledge; the “pre-
sentational” one presents fieldwork documents in a search for cultural transmission of choreo-
graphic knowledge within the Bulgarian context with some examples from the US. This section 
includes references to universities’ programs, traces the history of the discipline of Bulgarian 
Folk Choreography (and the genre of Bulgarian Dance Art Based on Folklore), and presents 
mentor-disciple influence. The adopted interdisciplinary research method combines historical, 
anthropological, and ethnochoreological research approaches by incorporating a philosophical 
perspective. This research leads to the conclusion that there is a strong institutional foundation 
and well-established practices in offering practical choreographic knowledge/education in Bul-
garia which opens the door to further studies on both theoretical and fieldwork sides.

Keywords: cultural transmission, choreographic knowledge, Bulgaria, continuity, innovation.

Introduction
It is a good thing and a bad thing to revisit a text written years ago.1 The good thing 

is that the author has the illusion that she knows more about her topic. The bad thing is 
that there is no way of pulling out a paper on cultural transmission related to folk dance 
written before the Pandemic and submitting it for publication in 2023. One needs to wri-
te a new text instead, informed by one’s refreshed understanding of dance and dancing, 
teaching-choreographing-performing, the spread of technology, human movement and 
humanity, and more. But even without such a dramatic occurrence, what one had been 
thinking and talking about five years ago is not the same today. In this sense, rewriting 
is a challenge that the author greets with curiosity.

1  I thank TradicijaNova for the honor and privilege to present my work during its 2018 summit in Belgrade.

https://doi.org/10.5281/zenodo.10998079

Daniela Ivanova-Nyberg
Bulgarian Cultural and Heritage Centre of 
Seattle, Seattle
daniela.nyberg@bchcs.org

https://doi.org/10.5281/zenodo.10998079


Daniela Ivanova-Nyberg

48

Before I climb the tall tree of my topic, I must outline a few things. In the past 
(up to 2008), I pursued an understanding of transmission’s complexity while obser-
ving several generations of Bulgarian choreographers within the Bulgarian context, 
starting with those born at the threshold of the 20th century and stopping with those 
born in the 1970s–1980s (s. Ivanova-Nyberg 2001a; Ivanova-Nyberg 2001b; Ivano-
va-Nyberg 2011a). Today, I follow the work of the active choreographers (including 
the practice of those born in the 1990s), but living in the United States, I embrace 
the opportunity to conduct fieldwork in my host country and observe choreographic 
knowledge’s cultural transmission among Bulgarian and international folk dance 
communities (s. Ivanova-Nyberg 2011b; Ivanova-Nyberg 2019; Ivanova-Nyberg 
2019). Still, my frequent trips to Bulgaria (along with the internet providing dan-
ce documents of all kinds) allow me to continue writing on dance-dancing-dan-
cers-and-choreographing in Bulgaria, juxtaposing these to similar occurrences in 
the United States. 

 My paper includes a theoretical part, fieldwork documents (accompanied by analyti-
cal commentaries), and a concluding remark. The theoretical part digests the termino-
logical “jungle” in which I found myself (and from which I tried to get out with some 
dignity). The “presentational” one searches for cultural transmission of choreographic 
knowledge within the Bulgarian context with some examples from the US. The conclu-
ding remark opens the door to further studies on choreographic transmission via social 
media that I consider “a mediated transmission of choreographic knowledge” or, rather, 
a “mediated” (choreographic) knowledge.2

Methodology. I apply an interdisciplinary research method combining historical, ant-
hropological, and ethnochoreological research approaches by incorporating a philosop-
hical perspective.

I look at this work on cultural transmission and all my ethnochoreological investiga-
tions as a re-search, meaning search and search again, and search again. And not only 
because the river is never the same, but also because one can constantly explore new 
perspectives, learn, and grow.

Theoretical Discussion
On the Concept of Cultural Transmission
Cultural transmission lies at the core of many disciplines,3 and the literature on the to-

pic is overwhelming. I bring here my “dialoguing” with this concept by putting together 
excerpts from both “old” (from the 1970s and 1980s) and recent writings that touched 
upon this concept’s complexity and inspired my thinking.

I begin with Allan Tindall’s article, “Theory in the Study of Cultural Transmission” 
(Tindall 1976). This article outlines the distinction between theory and theory work 
(with the remark that descriptions, even in the form of precisely defined concepts, are 
not theory). Then, it dives into the works of Michael Cole, Sylvia Scribner, Marion Do-
bbert, Fred Gearing, Ward H. Goodenough, Solon Toothaker Kimball, George Spindler, 
and others (s. Tindall 1976). In a nutshell, this text addresses a) the inter-psychic inte-
ractive social and cultural process and (b) the intra-psychic process of learning which 
2  I touched upon the topic of mediated dance practices in a separated paper (s. Ivanova-Nyberg 2022a).
3   It is also closely related to the broader topic of culture and the educative process. See for example Kimball 1974; Cole 1974; 

Spindler 1974; Lotman 1990, and others.
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takes place within the individual. The details of the interactive aspect of cultural tran-
smission lie in the specification of who teaches what to whom, how, where, and under 
what circumstances. One must also consider situations where, despite no apparent effort 
to teach, the youthful observers successfully imitate the behavior they have witnessed 
(Tindall 1976, 198, after Kimball 1974). Tindall was looking for a “true” theory.

Reading this part, my mind quickly brought up scenes with Bulgarian children in Se-
attle with my observations of such “imitations”. That quickly also came references to 
“community of practice” research (Wenger 1998), “legitimate peripheral participation” 
(Lave & Wenger 1991), and more studies that appeared later. But the article here was 
written in 1976, and its focus was on “inter” and “intra” processes (of equal importance 
to the author). I liked the specification he made of who teaches what to whom, how, 
where, and under what circumstances.

In 1981, Robert Funnel and Richard Smith published the paper, “Search for a ‘Theory 
of Cultural Transmission in an Anthropology of Education: Notes on Spindler and Ge-
aring”, where they wrote:

“Tindall (Tindall 1976, 198) goes on to identify two types of theory that define cultural trans-
mission: ‘(a) the inter-psychic interactive social and cultural perspectives and (b) the intra-psy-
chic process of learning which takes place within the individual’. While Tindall (Tindall 1976, 
228) suggests that these two approaches need to be transcended if the ‘exact nature’ of their 
interrelationship is to be explained, he does not specify how this might be done” (Funnell & 
Smith 1981, 276–277).

Part of the problem, to the authors, may well be the conceptual paradox inherent in the 
conflation of the terms “cultural transmission” and “culture acquisition”. Transmission 
and acquisition are not the same; “one is a process that implies a sending forward of in-
formation and knowledge, the other refers to an opposite process, that of appropriation” 
(Funnell & Smith 1981, 277). An analytic separation of the two processes is necessary 
because “it enables researchers to differentiate between those personality and personal 
identity characteristics that are a consequence of cultural transmission and the nature of 
the transmitted code”.

The distinguishing between questions of how culture is learned and how behaviors 
are patterned, what effects these have on the personalities of socialized individuals, and 
how systems of knowledge give meaning to social forms of learned behavior is very 
important (Funnell & Smith 1981, 277); it is central to the theoretical work of main-
stream anthropologists (Sahlins, Keesing, Goodenough, Geertz, Bourdieu, and Adlam), 
continued Funnel and Smith. In these contemporary developments, culture is viewed 
as being symbolically constituted in systems of knowledge that are transmitted, for 
example, through a “common set of previously assimilated master patterns” (Bourdieu 
1971, 192–193), which are “grounded in the public order that precedes it and gives it 
context” (Sahlins 1976, 21). Following Geertz (Geertz l957; Geertz 1973), a useful way 
of locating the nature of the cultural code and of ascertaining how symbolic systems 
are institutionalized and transmitted is to analytically distinguish personality, society, 
and culture as separate concepts. It is then possible to focus on intrapsychic variables 
such as acquired personality characteristics, the behavioral patterns in the interpsychic 
transaction of personal and social identity (how culture is acquired), and the transmitted 
code. (Funnell & Smith 1981, 277)

I agree.
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In following the above stream of thoughts, Funnel and Smith argue that:
“…the culture concept, as used in the intra- and interpsychic theories of cultural transmis-

sion, is grounded in the logics of either psychological or biological instrumentalism, and, as 
such, it cannot investigate cultural codes that give shape to, and confer significance on, in, 
and between institutions. Social activity in these circumstances, or the concept of “culture” in 
a cultural analysis of education, or anything else, becomes an epiphenomenon rather than the 
object of analysis”. (Funnell & Smith 1981, 277).
I am taking with me the reasons for critiquing Tindal’s work and the remainder of the 

primacy of investigating the cultural code. It is valid for every culture; it is twice vital 
for my historical overview of the choreography practice. My paper needs to make evi-
dent the significant changes in the cultural code of Bulgaria from before and after 1989.

Again in the early 1980s, Cavalli-Sforza, Feldman, Chen, and Dornbusch offered their 
“Theory and Observation in Cultural Transmission” (Cavalli-Sforza et al. 1982) – a 
quantitative theory of the evolution of a culturally transmitted trait4 that requires “mod-
eling who transmits what to whom, the number of transmitters per receiver, their ages, 
and other relations between them” (Cavalli-Sforza et al. 1982, 19). The introduction 
clarifies that cultural transmission is “the process of acquisition of behaviors, attitudes, 
or technologies through imprinting, conditioning, imitation, active teaching, and learn-
ing. Or a combination of these” (Cavalli-Sforza et al. 1982, 19). And further:

“As a first step in measuring cultural transmission, it is natural to consider discrete valued 
traits and the parent-offspring relationship. When the transmission is from parent to child it is 
termed vertical, in agreement with usage in epidemiology, and the natural discrete time unit is 
the generation. We use horizontal transmission to mean transmission between members of the 
same generation, and oblique for transmission from nonparental individuals of the parental 
generation to members of the filial generation” (Cavalli-Sforza et al. 1982, 20).
With my inclination (and training) to execute/practice qualitative research methods, 

such quantitative theory presented the obvious question: What can I learn? There are 
many things in the cultural transmission of choreographic knowledge that cannot be 
strictly measured. To what degree did the first choreographer of a child in a children’s 
ensemble influence this child’s dance style, for example. Or how to measure the love 
for folklore inspired by one’s first dance teacher. However, I see possibilities to apply 
the quantitative methodology for life choices in vertical transmission (for a child, for 
instance, whose both parents are choreographers or folk dancers, or just the father, or 
only the mother), for aesthetic preferences, and more. But these are avenues for future 
studies.

The ideas and outcomes that this 1980s research proposed, was apparently a very 
significant “first step” (Cavalli-Sforza et al. 1982, 23), because one can hardly find an 
academic writing on cultural transmission afterward that would ignore the suggested 
above research directions. Here is an excerpt from a 2002 study:

“In vertical transmission parents transmit cultural values, skills, beliefs, and motives to their 
offspring. In this case it is difficult to distinguish between cultural and biological transmission, 
since we typically learn from the very people who are responsible for our conception; biologi-
cal parents and cultural parents are very often the same. In horizontal cultural transmission, we 

4  In their earlier work, Cavally-Sforza and Feldman wrote that “they accept as the cultural unit or trait, 
the result of any cultural action (by transmission from other individuals) that can be clearly observed or 
measured on a discontinuous or continuous scale” (italic as in the original) (Cavally-Sforza and Feldman 
1981, 73).
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learn from our peers in day-to-day interactions during the course of development from birth to 
adulthood; in this case, there is no confounding of biological and cultural transmission. And 
in oblique cultural transmission, we learn from other adults and institutions (for example in 
formal schooling), either in our own culture or from other cultures” (Berry et al. 2002, 20).5

The terminological apparatus of vertical, horizontal, and oblique transmissions will 
also work for my research. At least at this stage. I bring this quote above also because 
later on, I will present my examples of father and daughter and father and son cultural 
transmission that illustrate such challenge.

I became especially interested in the ideas expressed in “Understanding Cultural 
Transmission in Anthropology: A Critical Synthesis”, edited by Roy Ellen, Stephen J. 
Lycett, and Sarah E. Johns (Ellen et al. 2013). In this book’s introduction, one reads:

“In studying cultural transmission, we have to explore and attempt to synthesize hypotheses 
and data over series of levels. We might distinguish the following: a) the micro-level, applying 
to bodily and cognitive aspects of processes of learning and innovation, and to interpersonal 
interaction; b) the middle-range level, at which social institutions serve as contexts for per-
petuating transmission and ensuring its fidelity; and (c) the macro-level, addressing issues of 
cultural history, adaptation, phylogeny, diversification and spatial diffusion” (Ellen & Fischer 
2013, 14).
In the choreographic profession, these bodily and cognitive aspects are foundational. 

Such are the institutions (on the middle-range level) and everything that happens on the 
macro-level. I also took with me the following reminder:

“(…) it is often assumed to operate collectively, from one generation to another, rather than 
from one individual to another; at a supra-individual (summative) level (Boyer 1994, 265). 
While the process indeed takes place in a socio-ecological context that comprises multiple 
individuals, single individuals are always the vectors of acquisition and transmission” (Ellen 
& Fischer 2013, 14).
This last quote is crucial to me in understanding the role of the individual (the chore-

ographer as a culture-hero,6 the one who presents, shows the first dance steps, especia-
lly to children,7 creates choreography, teaches choreographic principle, and more), but 
also the “recipient”, that is, the disciple’s aptitude, motivation, education, intelligence, 
talent, personal dance style, and whole personality (the recipients are not vessels to 
be filled)8. Thus, the word “transmission” seems problematic; “transmission” implies 
passiveness. If we examine how people acquire knowledge and skills, however, the 
process is much more interactive and complex, even discordant, than can be conveyed 
by a passive conception of ‘transmission’ (Ellen & Fischer 2013, 15).9 “The mind, like 
all organic learning system, is not a fixed generic device (…); we become experts not 
by passively absorbing knowledge, but by actively selecting it (…)” (Ellen & Fisher 
2013, 15).

This perspective resonates fully with my own.

5  See also Schönplflug 2009 5, 102.
6  I addressed this topic elsewhere, s. Ivanova-Nyberg 2013.
7   I wrote on this topic by giving an example with Lachezaria Pavlova “syllable method” in a chapter for an upcoming book. See 

online:
 https://www.academia.edu/45194742/On_choreographer_Coming_of_age_as_a_choreographer_in_Bulgaria (Accessed February 
6, 2023)
8   After Reynolds, P.C. 1981. On the Evolution of Human Behaviour. Berkely: University of California Press, according to: Ellen & 

Fischer References 2013, 63.
9   After Strauss, S. and N. Guinn. 1997. A Cognitive Theory of Cultural Meaning. Cambridge: Cambridge University Press), ac-

cording to: Ellen and Fischer References 2013, 64.
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Now, equipped with this broader framework of cultural transmission, with its various 
ways of flowing, let me proceed with the concept of choreographic knowledge.

On choreographic knowledge
Before addressing choreographic knowledge, I found it obligatory to elaborate on the con-

cept of knowledge itself. But when shall I even start; “knowledge” is one of this “cabbage” 
or “onion” – words/concepts that have grown so many “meanings” over the history of hu-
mankind that the exhausted scholar, after re-reading some Ancient philosophy collections 
(Radev 1988), going through several heavy philosophical compendiums (such as Four Ages 
of Understanding, and others (Deely 2001)), listening to lectures on epistemology by leading 
philosophers on YouTube, and downloading several helpful articles, ended up consulting 
Cambridge and Merriam-Webster dictionaries. In the latter (among the numerous others), 
one reads that “knowledge is understanding of or information about a subject that you get by 
experience or study, either known by one person or by people generally”).10

I acknowledged the help, but I proceeded with consulting other texts. Here is one:
“Knowledge is an abstract concept without any reference to the tangible world. It is a very 

powerful concept, yet it has no clear definition so far. From the Greek philosophers up to present 
experts in knowledge management, people tried to define knowledge, but the results are still 
very fuzzy (…)” (Bolisani & Bratianu 2018).

I needed to solve this “fuzziness”, though, to have a ground and proceed. The clarifi-
cation I sought required a theoretical understanding and “information about a subject” 
but also involved knowledge through the body. And here on my side came Anna Pakes’ 
article, “Knowing Through Dance-Making: Choreography, Practical Knowledge, and 
Practice-as-Research”. From her article, which I found fascinating in many ways, I took 
only one particular “stream” that applied to my work (being aware that there is always 
a danger in doing such “surgeries”). The latter concerns the differentiation between 
“knowing how” and “knowing what”. While following the works of Gilbert Ryle, David 
Carr, and others, Pakes writes:

“A well-known challenge to the factual and theoretical bias of Western epistemology is 
articulated in Gilbert Ryle’s (1963) discussion of knowing how as distinct from knowing that. 
Against the background of a tradition preoccupied with ‘investigating the nature, source, and 
the credentials of the theories we adopt (Ryle 1963, 28), Ryle’s concern is to explore what it is 
to know how to perform tasks and what it means to act intelligently. His ideas are pertinent to 
choreography insofar as they outline a kind of knowledge embodied in dance, alongside other 
forms of practice” (Pakes 2016, 2).
Now I will allow myself to “twist” this quote (since it is addressed to a form of dance 

that is different from “my” “folk”11 choreographies) and just focus on these questions: 
what is it to know how to perform (tasks) and what does it mean to act intelligently? I 
read further:

“In Aristotle’s world, artmaking was (or was considered to be) essentially this kind of tech-
nical procedure, a species of craftsmanship in which skill was used instrumentally to achieve 
pre-conceived ends. In the context of contemporary choreography, techne is still involved in 
making processes where the end is clearly specified in advance – perhaps where a dance is 

10  https://dictionary.cambridge.org/us/dictionary/english/knowledge; https://www.merriam-webster.com/dictionary/knowledge
11   Applicable here is Andriy Nahachewsky’s definition of “folk dances” broadly seen as peasant dances along with their deriva-

tives – the latter developed (along with rich review of other concepts and definitions) in his Ukrainian Dance (Nahachewsky 
2012, 33), and also in the Oxford Handbook of Dance and Ethnicity (Nahachewsky 2016, 298–305). For a further discussion on 
“folk”, see also Joann Kealiinohomoku’s article on Folk Dance in Encyclopædia Britannica (Kealiinohomoku 2006).
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created according to an exact specification, or within a well-defined style which already sets 
out the criteria for artistic or aesthetic success. Indeed, an element of techne may be present in 
all choreographic making, insofar as there are parts of the process where the aim is clear and 
a largely procedural approach is appropriate to fulfilling it” (Pakes 2016, 8).
I was first introduced to Aristotle’s ideas in depth by my philosophy professors at 

Sofia University, and I loved using techne on various occasions while describing the 
process of “crafting”. But apparently, my reading of Aristotle in depth was not that 
deep since I missed somehow that Aristotle contrasted techne to a different mode 
of practical knowledge – phronesis, or “practical wisdom”, that was now brought 
by Pakes. The latter is “a kind of attunement to the particularities of situations and 
experiences, requiring subjective involvement rather than objective detachment”. 
Such involvement has “an irreducibly personal dimension in its dependence upon 
and the fact that it folds back into subjective and intersubjective experience” (Pakes 
2016, 9).

And here, again, Pakes’s ideas inspire a refreshed perspective of the notion of (folk) 
choreographer in Bulgaria. Some choreographers learned how to act “intelligently” in 
attuning themselves to inspiring (creative) work. Others practice the profession in a 
way that is more or less craftsmanship, lacking a profound understanding of what lies 
behind their “craft”. One can distinguish various approaches in the Bulgarian case (as 
elsewhere). And here, I return again to the concept of phronesis and its applicability to 
choreographic work:

“The concept of phronesis seems relevant to choreography not only because we can draw an 
analogy between dance-making and moral action. Choreography is itself arguably a form of 
praxis because it involves collective production. Choreographers work with others – perform-
ers, designers, audiences – to produce performance events. It is crucial, in this intersubjective 
context, to have a creative sensitivity to the others involved, the evolving situation and the 
experiences it generates” (Pakes 2016, 9).
To some choreographers I interviewed 20 years ago, a choreographer is a person who 

creates his/her own dances. Simultaneously, he/she must be universal—as an organizer 
and everything, from alpha to omega. This “alpha to omega” presumably includes both 
choreographer’s “techne” – her craftsmanship, and her ability to “act intelligently” in 
a sense described above. This is the capability to create, to go beyond one’s already 
acquired instrumentarium. To reach this state, one has to prepare oneself by “allowing”, 
evoking the new (choreographic ideas) to unfold.

Back to my survey, one interviewee believes that a choreographer is a person who 
creates dances that are planted on solid ground with respect to the ethnographic regions. 
But today, things are blurred – everybody proclaims to be a choreographer. This quote 
brings up one essential issue in defining choreographic knowledge. It is not the pure 
craftsmanship (that is, the practical knowledge of how to compose steps and figures). It 
is the practical knowledge bonded to the knowledge of folklore (with an understanding 
of the folklore regions’ specifics) that is essential. Said otherwise, the choreographic 
knowledge includes knowing of/about

- the “classical” folklore traditions from the pre-industrial times when these were liv-
ing traditions (but with an awareness that folklore has not been frozen there)

- ethnographic specifics
- principles of stage arrangements.
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Other perceptions came from another answer: despite the differentiation between 
the choreographer-composer and choreographer-trainer, which is informally made, in 
practice, the term choreographer combines both, including pedagogic skills and more. 

This opinion brings an understanding of a knowledge that “incorporates” “knowing 
what” but also “knowing how”.12 It includes skills that may be defined as craftsmanship 
(more or less a repetition/replication of what has been already learned). But it also con-
sists of a creative aspect, innovations. In addition, the choreographer (in the Bulgarian 
context) must learn (know) how to pass her knowledge to her students, which is often a 
younger generation.

To keep choreographic activity alive is important because 1) it comes from the natio-
nal-training school of folk-dance arrangements, which is a school of high artistic achie-
vements, and 2) it is inspired by “classical” folklore traditions. Therefore, it relates to 
“our” cultural heritage (memory) and national identity. In developing and passing this 
genre, we contribute to securing our future.

To summarize. Choreographic knowledge in Bulgaria, as bonded to the genre Bulga-
rian-music-and-dance-art-based-on-folklore, is understood (by my interviewee) as rela-
ted to both Bulgarian folklore and choreographic principles (s. Abrashev 1989; Abras-
hev 2001). It includes knowledge and talent to create choreographies, to teach someone 
else’s choreography. Related to this (or rather stemming from it) is the existence of a 
proper training school (institution). So, we distinguish here two levels of “knowing 
what” and “knowing how” – one related to choreographic work per se and the other – 
related to the choreographic institutions.

This broad understanding of choreographic knowledge is shared by all institutions that 
offer choreographic education in Bulgaria. Within it, each university has its own prio-
rities and authorities. But these university professors grew up under their own choreo-
grapher(s)-mentors. And now, let us see how the history of this genre has been taught.

Fieldwork Documents
Cultural Transmission of Choreographic Knowledge in Bulgaria: universities’ pro-

grams about the choreographic knowledge foundation (one example)
Dance transmission and choreographic (knowledge) transmission 
are different things13 
Today four universities offer higher choreography education: Academy of Music, 

Dance and Fine Arts in Plovdiv,14 Neofit Rilski South-West University in Blagoevgrad,15 
Chernorizets Hrabar Varna Free University (VSU)16, and New Bulgarian University 

12  For further reading see Ryle 2009, 14–48; Pakes 2016. See also Parviainen 2002.
13   Lately, the Study Group on Ethnochoreology paid special attention to the topic of dance transmission. See Wharton and Urba-

navičienė 2022.
14   About the Choreography Department see: https://www.artacademyplovdiv.com/struktura/kat-horeografiq.html; http://try.

artacademyplovdiv.com/EN/home.html. For the Doctoral program at the Academy: https://www.artacademyplovdiv.com/
doktoranti/planove/Dokt-plan%20-%20Horeografiq.pdf (Accessed January 25, 2023).

15   https://swu.bg/bg/109-bprogrammescat/mticat/170-bnhbgart; https://www.swu.bg/images/educational_programs/bachelor/
music_dance/bulgarian_folk_choreography_infopack_bg.pdf About the department see Bulgarian Folk Choreography Major 
documentary movie (2016): https://www.youtube.com/watch?v=I1db0PJMw6I) Published by South-West University Neofit 
Rilski; About the doctoral program: https://www.swu.bg/bg/prospectivestbg/admphd/176-docpcd/mdapcat/438-chorpbg (Ac-
cessed January 25, 2023).

16   Dance department at The Varna Free University (VFU) https://ects.vfu.bg/ https://ects.vfu.bg/бакалавър/Хореография-
Български-народни-танци/ (Accessed February 5, 2023).
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(NBU)17 in Sofia. They all – in one way or another – address the history of their dis-
cipline and acknowledge the names of the founding mothers and fathers. I take here 
the course on the history of Bulgarian folk choreography taught by Nikolay Tzvetkov, 
professor at the Bulgarian Folk Choreography Department at Neofit Rilski South-West 
University, as an example. In the description, one reads:

“In the lecture course students have the opportunity to get acquainted with the different stages 
of development of Bulgarian choreography, as well as with the biographies and works of prom-
inent choreographers who have created and left significant choreographic works, invaluable 
examples in our contemporary performing arts”.18

The program includes the following topics:
- First attempts to arrange Bulgarian folk dances for stage (1910–1930). The creativity 

of Ruska Koleva and Pesho Radoev
- Second period in the development of Bulgarian folk choreography. The work of 

the choreographers Boris Tsonev, Haralampi Garibov, Hristo Tsonev, Petar Zahariev, 
Bozhidar Yanev, Lyuben Georgiev (1930–1945)19

- Third period in the development of Bulgarian folk choreography (1945–1960). Kiril 
Dzhenev, Metodi Kutev, Kiril Haralampiev, Dimitar Dimitrov, Ivan Todorov, Georgi 
Abrashev, Parvan Stoev, and others

- Fourth period in the development of Bulgarian folk choreography (1960–1985)
- The development of Bulgarian folk choreography in the years after 1985.20

Assos. Prof. Georgi Garov, who is Nikolay Tzvetkov’s colleague from the same de-
partment and with whom he works in close cooperation, leads a course on the legacy 
of the following choreographers: Kiril Dzhenev, Kiril Haralampiev, Georgi Abrashev, 
Metodi Kutev, Dimitar Dimitrov, Ivan Todorov, Yordan Yanakiev21, Nikolay Tzvetkov, 
Todor Bekirski, Ivan Donev, Kiril Apostolov, and Petar Angelov. The lecture course 
topics (including practical classes) are grouped in several main directions. Its aim is for 
the students to become familiar with the individual stages of development of Bulgarian 
folk choreography and to study the biographies and works of “outstanding choreograp-
hers who created and left significant choreographic works, priceless examples in our 
contemporary performing arts”.

I also read online about the discipline, “Classic Repertoire and Choreographic 
Heritage”, presented by Prof. Dr. Anton Andonov, today’s representative “face” 
of the Academy’s choreography department (along with Professor Daniela Dz-
heneva). The program is presented briefly, though. I read that this subject is stu-
died for two semesters within the Master’s program. Its aim is to “summarize the 
knowledge of the students from the other auxiliary disciplines and bring them 
into a coherent system of views, knowledge, and skills, which makes it possible 

17   The NBU Bachelor program description is available here: https://ecatalog.nbu.bg/default.asp?V_Year=2022&PageShow=pro-
grampresent&P_Menu=generalinfo&Fac_ID=3&M_PHD=0&P_ID=844&TabIndex=1&l=0. The NBU Master’s program 
is accessible here: https://ecatalog.nbu.bg/default.asp?V_Year=2022&PageShow=programpresent&P_Menu=generalinfo&-
Fac_ID=4&M_PHD=0&P_ID=2636&TabIndex=1&l=0 (Accessed 30 January 2023). Thanks for the assistance of Dr. Margarita 
Krasteva-Stoychevska, who is among the very responsible people for the development and execution of these programs. Since 
2002, Krasteva-Stoychevska has been a full-time assistant in Bulgarian dance folklore at NBU, and since 2010, she has been a 
chief assistant. She is also the head and choreographer of the NBU dance ensemble.

18  http://www-old.swu.bg/media/416547/bulgarian_folk_choreography_infopack_en.pdf. (Accessed 25, January 2023).
19  On these names, s. Dzhudzhev 1945 and Katzarova 1955.
20  Between the third and the fourth periods, the course includes other lectures.
21  Yordan Yanakiev used to work at the same university. He is also the author of “Bulgarian Character Exercise” (Yanakiev 2000).
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to effectively master the creative process and the professional mastery of the con-
temporary choreographer”.22

But let us stop here and acknowledge the professional mastery of some of the foun-
ding figures of the genre Bulgarian-Music-and-Dance-Art-Based-on-Folklore.

The “golden” choreographers and their impact on the next generations
“Golden choreographers” is a known description for Margarita Dikova (born in 

1916), Ivan Todorov, Kiril Dzhenev, Kiril Haralampiev, Methodi Kutev, and Dimi-
tar Dimitrov (born circa 1922).23 These choreographers set the patterns, the standar-
ds for stage arrangements and created the stage image of the most representative 
music and dance folklore regions. They also laid the foundation of the Bulgarian 
character exercise that became essential for professional, semi-professional, and 
amateur ensemble training. The overarching concept of folk stage arrangements that 
these choreographers created is nationally and internationally recognized today as 
the Bulgarian performance-group/ensemble model (that also includes the rehearsal 
model). With their artistic visions, methodology, and a whole array of activities – 
blended into well-recognized personal styles, these choreographers formed their 
own schools, “shkoli” (although not in a formal way), that profoundly influenced 
the work of their students and followers.

Margarita Dikova was the first choreographer of the State Ensemble for folk songs 
and dances, led by maestro Philip Koutev (1951). Along with her tireless and creative 
work with the ensemble, she frequently traveled across the country, juried regional fe-
stivals, wrote methodological literature that was extremely important for the new genre 
of amateurs’ folk dancing. She also taught at the state’s ballet school that, in the 1950s, 
developed its two branches: ballet and folk dance/choreography, with the help of Ru-
ssian specialists (s. Vasilev 2012; Grancharova 2012). All the choreographic works she 
presented decades ago (with an immense impact on amateur folk dance development 
nationwide) are today’s “true classics”. Many of these pieces are still in the repertoire of 
the Philip Koutev National Ensemble.

Kiril Dzhenev’s role as one of the founding figures of the Bulgarian Music and 
Dance Art Based on Folklore is vital for various reasons. Not only for the establi-
shment of Trakia Folk Ensemble (and embedding his innovative thinking in the en-
semble’s repertoire that became a true “classic”) but for initiating the choreography 
education program at the Independent Higher Institute of Music and Pedagogy in 
Plovdiv (1974). In 1995 the Institute became the Academy of Music and Dance, and 
today it is the Academy of Music, Dance, and Fine Arts. Speeding ahead with my 
examples of horizontal transmission, I want to mention that for 18 years (starting 
in 1951), Dzhenev worked with Margarita Dikova as her assistant, in which profe-
ssional collaboration, he found his own style. Professor Dzhenev is also the author 
of Kinetographia – a system for dance notation that he initially introduced to his 

22   https://www.artacademyplovdiv.com/specialnosti/disciplini/BNH-mag/03%20Klasichesko%20repertoarno%20nasledstvo.
pdf. One the Academy’s website one also reads that the students learn: choreographic composition; choreographic directing 
[horeografska rezhisura]; Bulgarian folk dances; theory of Bulgarian folk choreography; melodics of teaching Bulgarian folk 
dances; classical exercise; Bulgarian ethnography, music theory, historical dances; folk dances from the world; modern and jazz 
dance, acting, and stage designing. S. https://www.artacademyplovdiv.com/specialnosti/BNH.html

23  Biser Grigorov calls them the “titans” of Bulgarian choreography (Grigorov 2021).
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first students at the Plovdiv Institute.24 All the choreographic works he created in 
the 1970s and 1980s were considered excitingly innovative yet close to the earth, 
truly inspirational. Many of these pieces are still in the repertoire of the Trakia En-
semble. Dikova and Dzhenev worked with outstanding professional composers and 
musicians to create their masterpieces.

Ivan Todorov played an essential role in the establishment of the choreography 
branch in the State’s Ballet School. First, he began folk dancing at the high school 
with a group led by Ruska Koleva (this is a good moment to mention the role of the 
first dance leaders from the first decades of the 20th century), having before that, as 
a kid, involved in various village practices in Thrace Then, by chance, he became 
a ballet dancer at the Bulgarian National Opera in 1946 (s. Ivanova-Nyberg 2011). 
Todorov (known for his bohemian spirit and aptitude to include theatrical elements 
in his choreographies) and Kiril Haralampiev (with a background in visual arts, 
known for his “clean” lines and figures and his highly disciplined rehearsal met-
hods) trained hundreds of students (many of whom also became legendary figures 
in the choreographic field). Todorov and Haralampiev also trained numerous folk 
dancers at their semi-professional ensembles (the first one – at the Students’ group 
at the National Students House of Culture in Sofia, now Academic Ensemble, and 
the other – at the Vladimir Mayakovski Ensemble in Sofia. After Haralampiev’s 
death, the latter was renamed the “Kiril Haralampiev” ensemble.

Methodi Koutev began dancing in his high-school years with Boris Tzonev’s gro-
up (s. Tsoneva-Kusitaseva and Tsonev 2000). He received a formal education in 
economics, but like Ivan Todorov, he became a ballet artist at the Bulgarian Natio-
nal Opera (1946–1960). He was also among the professors at the state choreograp-
hy school, long affiliated with the Military Ensemble for Folk Songs and Dances, 
known for his aptitude for higher stylization. Dimitar Doychinov spoke of him with 
great respect as someone from whose way of choreographing he gathered lot, along 
with learning from every other choreographer active at that time (Ivanova-Nyberg 
2011, 94).

Dimitar Dimitrov, who danced with Ruska Koleva’s group, worked from 1957 until 
his last days (1991) with “Sredets” Dance Ensemble. The latter was established in 1937 
by a few young enthusiasts led by Yordan Nikolov at the Sofia Municipality.25 Like the 
choreographers above, Dimitrov created choreographies considered today to be “cla-
ssics”. Marin Marinov, who was Dimitar Dimitrov’s assistant for many years and after 
Dimitrov’s death, the leading choreographer of “Sredets”, is the father of Konstantin 
Marinov, a professional folk dancer, and choreographer. Konstantin Marinov, who emi-
grated to the United States more than 20 years ago and settled in Chicago, founded there 
Verea Ensemble and Verea Bulgarian Folk Festival (2011-); the latter became the most 
essential platform/medium for horizontal transmission of choreographic knowledge in 
the United States.

24   Before offering his Kinetografia Dzhenev worked on a “universal dance notation” with Kiril Haralampiev. About Dzhenev’s 
artistic work, see Parlamov 1992, and also https://archives.bnr.bg/kiril-dzhenev/. (Accessed 26 January 2023).

25  https://www.ensemblesredets.com/bg/managers/6-dimitar-petrov-dimitrov (Accessed January 26, 2023).
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On (choreographic) generations26

When we coordinate serial life cycles and attempt to place them in groups of more or 
less contemporaneous cycles we often speak of “generations”. 

(…)
Members of the same generation are assumed: to associate, and through association 

to reinforce existing practices, or confirm innovatory ones; to receive cultural informa-
tion from, and to be subject to, social control of ascendant generations; and to transmit 
cultural information and exercise social control with respect to descendent generations. 

(Ellen & Fisher 2013, 25)

Dimitar Doychinov, the choreographer who led the three-month seminar for folk dan-
ce arrangement (with Georgi Shishmanov) in Plovdiv for a few decades up to the 1980s 
and whom I had the chance to interview in 2001, suggested that we can now talk about 
First, Second, Third, and further generations (pokoleniya – pl.) of Bulgarian chore-
ographers (Ivanova-Nyberg 2011, 384–386). He considered choreographers Dikova, 
Dzhenev, Haralampev, Todorov, Kutev, and Dimitrov representative of the Second gen-
eration (pokolenie). Ruska Koleva, Boris Tzonev, and those from the second period (as 
described by Tzvetkov above that were active before the 1940s) he defined as represen-
tative of the First generation.

Doychinov himself saw himself as belonging to the second but in a transition to 
the third-generation choreographers. To the “transitional-toward-the-third” generation 
belongs Petar Grigorov, founder and the leader of Rosna Kitka Children’s Ensemble at 
the Palace of Pioneers (known for his outstanding methodology in working with kids). 
With Grigorov and his team, this prestigious ensemble trained thousands and thousands 
of folk dancers, many of whom continued to dance in adult ensembles, chose the profes-
sional choreographer’s career, or remained a faithful audience of folk-dance spectacles.

To the Third generation (choreographers born in the 1940s) – in following Doyc-
hinov’s concept (and to mention only a few) belong:

Agripina Voynova, Toncho Tonchev, and Krasimir Petrov (three of them were class-
mates at the State’s Choreography School, with Ivan Todorov as their mentor; all of 
them had prolific and very successful choreographers’ careers

Ivan Donev (who was “introduced” to the choreography profession by Metodi 
Koutev), Petar Angelov, who learned the choreographic “techne” from Dimitar Dimi-
trov and Kiril Dzhenev, Maria Evtimova, Simeon Simeonov, and other students of Kiril 
Haralampev. To this generation also belongs Yordan Yanakiev, who was first a dancer 
(for 8 years) and then a choreographer (24 years) for Philip Koutev ensemble, being 
also for some periods an Assos. Prof. at Neofit Rilski South-West University and New 
Bulgarian University (NBU).

First graduates of the Higher Institute of Music and Pedagogy in Plovdiv (initiated in 
1974 by Kiril Dzhenev), professional dancers at Trakia Ensemble led by Kiril Dzhenev. 

26   “Generations” is used conventionally here, as suggested by Dimitar Doychinov 20 years ago. The reader may notice that these 
groupings below do not necessarily “agree” with the life cycles. Plus, these individuals of approximately equal relative age are 
not “encapsulated in the idea of siblinghood (Ellen & Fisher 2013, 25). Still, I bring up the term “generation” (pokolenie – in 
Bulgarian) because it is informally used by members of the choreographic guild and because it provides some references. In 
addition, pokolenie is a broader term than “generation”.
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Among the first soloists of Trakia and graduates of the Institute was Todor Bekirski 
(born in 1947) and Lachezaria Pavlova (born in the 1950s).

Lachezaria Pavlova, however, and those born circa the 1950s, appeared to be among 
choreographers in a transition toward the Fourth generation. To this generation also 
belongs Mariya Radulova (who considers herself a student of Todor Bekirski).

Some of the representative names from the Fourth generation (born circa 1960s) 
include Daniela Dzheneva – the daughter of Kiril Dzhenev (Plovdiv), Biser Grigorov 
– the son of Petar Grigorov (Sofia), Nikolay Tzvetkov (Blagoevgrad), Vasil Gerlimov 
(Stara Zagora), Ventsislava Elenska (Plovdiv), Hristo Stankov (Sofia), Zhivko Zhechev 
(Razgrad), Tzetzko Kolev (Rouse), Emil Genov (late 1950s), and others.

To the Fourth in transition to the Fifth generation, we may consider those born 
circa the 1970s (Ivaylo Ivanov, the choreographer of Philip Koutev National Ensemble, 
was born before that, in 1967, but he is closer to this group than to the previous. Geor-
gi Garov may be considered part of this generation (he, along with Nikolay Tzvetkov, 
creates the “image” of the Bulgarian folk choreography department at South-West Uni-
versity in Blagoevgrad.27

To this “stream”, we may consider the choreographic team (brother-and-sister) Mitko 
and Daria Mihalkovi (Sofia and Pernik), who studied with Maria Evtimova (who was 
Kiril Haralampev’s student and his assistant for a long time). Daria and Mitko Mihal-
kovi are choreographers who became fully involved in the Bulgarian folk dance club 
movement while establishing a performing group whose repertoire is inspired by tradi-
tional village repertoire.

A representative of the Fifth generation, following the adopted “thread”, should be 
Maria Kardzhieva (born 1974), a student of Petar Angelov, now an Assoc. Professor at 
VSU’s Choreography department and one of the “faces” of Petar Angelov’s “school”. A 
bit older (born 1969) is Asen Pavlov, who has a significant influence on choreographic 
field because of his work at the National School for Dance Arts for decades now28 (and 
because of his artistic work of a higher stylization at Chinari private ensemble29, and 
many other media and other activities. His son, Kaloyan Pavlov is also a choreographer.

Daniel Kostov (born 1986), the founder and artistic director of Na Megdana Folk Dan-
ce Club (for popular and arranged folk dances)30, would belong to the Fifth-in-transi-
tion-to-Sixth generation. An example of a choreographer of the same generation, who 
also became an ethnochoreologist, is Ivaylo Parvanov.

We have a Sixth generation today – those born in the mid-1990s who graduated from 
one or another university with a professional choreographer’s diploma.

These few names above are included for time references (it is in no way a selection 
by merits; creating a complete list of choreographers with higher achievements is not 
the goal of this paper). What became apparent is that the generation concept is arbitrary. 
The second thing that became obvious was that, in some cases, one may trace a reco-
27   For Tzvetkov and Garov artistic cooperation, s. Pǎrvo Lyube [First love] folk concert-spectacle. 2018. Dance department at the 

Neofit Rilski South-West University. https://www.youtube.com/watch?v=bSd9X5At7u8. Published November 13 by South-
West University Neofit Rilski

28  S. https://nutibg.com/специалности/ (Accessed February 5, 2023).
29  https://chinaryfolkdance.com/en/team.php (Accessed February 6, 2023).
30   S. https://namegdana.eu/team/daniel-kostov/ (Accessed February 5, 2023). See also the Folk dance club and ensemble Na 

Megdana YouTube Channel: https://www.youtube.com/channel/UCoeAuTV3xRJGdpFndktdmPA
(Some of the stage performances are fruits of collaborative work of the dance department of The South-West University “Neofit 
Rilski”, Blagoevgrad and Na Megdana).
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gnizable transmission from the choreographer-mentor to her disciples (and the section 
below addresses some examples). Still, there are many other cases where the transmi-
ssion could not be easily identifiable. As the genre developed and new choreography 
institutions appeared with the Democratic changes (with the increased possibilities for 
folk dancing and choreographic education), the issue of cultural transmission of chore-
ographic knowledge became more and more complicated.

The role of the choreographer(s)-mentor(s) and issue of continuity: 
who have you danced with?

I am a full cocktail… Cocktail, do you understand?
(From an interview with a Bulgarian choreographer, born in 1960, private archive)

One of the aspects that intrigued me from this research is the impact that the primary 
teacher/choreographer (or choreographer) had on their students. So, this section now 
carries further the conversation about the choreographer(s)-mentor and her disciple(s). 
If one wants to understand somebody else’s dance background, one will ask: Who have 
you studied/danced with? Or with which group. Not “what” but “with whom”. At the 
same time, other factors must be observed (since the recipient is not the empty “ve-
ssel to be filled”). So, when I conduct interviews with choreographers, I always ask: 
Whom did you dance with as a child? Where (with whom) did you study choreographic 
principles? Would you identify yourself as someone’s student/disciple; Whose choreo-
grapher’s works “speak” to you, inspire you? And various insights about choreographic 
transmission processes come from such a conversation.

Agripina Voynova’s answer to my question about her mentor was straightforward: 
Ivan Todorov (“I not only adopted his style, but I also adopted his way of thinking”).

I need to note here, though, that such strong influence happens when the student has 
studied intensely with one mentor. The response of Lachezaria Pavlova (with whom I 
worked for several years and benefited genuinely from this cooperation) was this: I see 
myself as belonging to two schools – the school of Haralampiev and to school of Dzhe-
nev, with the Dikova’s impact (femineity and artistic taste).

In 2001, I asked the same question Maria Kardzhieva. At that time, she was a young 
student of Petar Angelov at Varna Free University. Later on (in 2015), while working at 
the same university as a mentor herself, she wrote a book entitled “Petar Angelov – life 
with the dance’s soul” (Kardzhieva 2015). In this book, one reads that “his (Petar An-
gelov’s) creative charisma captivated young people, and so in 1995, the first graduating 
class of the ‘Choreography’ major was formed”. And further:

“Students in these first years are active choreographers and amateur folk dancers. But after 
the publicity in the country that Prof. Angelov has opened training in the field of Bulgarian 
choreography, the courses are filled by graduates of the specialized art schools and the schools 
with profiled training in Bulgarian choreography. Thus, the choreographic school of Prof. Pe-
tar Angelov grows and gains fame, gaining authority in higher education in dance. And once 
you become part of this school as a student, you join a community that follows and assimilates 
the creative and pedagogical experience of Prof. Petar Angelov” (Kardzhieva 2015, 53–54).31

31  Translated by D.I.N.
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Today the university offers two bachelor programs: Choreography: Bulgarian 
folk dances,32 and Choreography – contemporary dance theater.33 The master’s 
program is named “Stage arts, management, and production”.34 Students with ma-
ster’s degrees may also obtain their doctoral degree in Choreography (Ph.D. in 
Choreography).

Varna Free University is a private university as it is the New Bulgarian Universi-
ty. And again, let me say that although all these four universities provide bachelor, 
master’s, and doctoral degrees in choreography (within the national standards set 
by the Bulgarian Ministry of Education and Science), each university presents 
and teaches choreographic knowledge differently. The programs and the profe-
ssors behind them attract students of various backgrounds. Going back to the 
“cocktail” metaphor, there are many cases when there is no explicit self-identifi-
cation of a dancer as a student of one particular professor. This is especially true 
when the dancer dances with various choreographers and acquires different bits 
of knowledge from all of them. There is a lot of material today for research on ho-
rizontal and oblique transmission in further addressing the role of the institutions 
and other factors.35

Examples of mixed vertical, horizontal, and oblique transmissions
We see such a complex transmission in the example of Professor Kiril Dzhenev and 

his daughter, Professor Daniela Dzheneva. The daughter continued her father’s position 
with Trakia Ensemble and the “Academy” in Plovdiv. She established her own team and 
endorsed the educational programs (for “choreographic knowledge” – bachelor, master, 
and doctoral).36 At the same time, it is hard to estimate to what extent the daughter’s 
life choice was predisposed “by blood” and how other factors played their roles. The 
only thing that may be said at this point is that today’s Academy is one of the primary 
institutions for distributing choreographic knowledge.

Another example of complex transmission would be in the case of Petar Grigorov 
(the father) and Bisser Grigorov (the son). Today, the choreographic guild identifies 
them with Rosna Kitka Children Ensemble and with teaching at higher institutions and 
writing (Biser Grigorov). But what precisely Biser took from his father in terms of pe-
dagogical approaches and style of choreographing?

Ivaylo Ivanov, the choreographer of the Philip Koutev Ensemble, grew up in the State 
Choreography School. He was a student there. But his mother, Lyubov Stoyanova, was 
also there. As a dance teacher. She was also among the mentors of Lachezaria Pavlova.

32   https://ects.vfu.bg/бакалавър/Хореография-Български-народни-танци/ Accessed 6 February 2023. See also: “Tants ot 
Dusha Blika” [Dance from the soul gushes] concert-spectacle. 2018. Dance department at The Varna Free University (VFU) 
“Chernorizets Hrabar” (https://www.youtube.com/watch?v=P5gG4sxTSyk). Publsihed May 9, 2018 by (VFU) “Chernorizets 
Hrabar” (Accessed February 5, 2023).

33  https://ects.vfu.bg/бакалавър/Хореография-Съвременен-танцов-театъ/. (Accessed January 28, 2023). 
34  https://ects.vfu.bg/магистър/сценични-изкуства-мениджмънт-и-проду/
35   And since higher (folk) choreography education was initiated in 1974, a couple of decades ago, a look at it (diachronically and 

synchronically) is required while tracing the cultural transmission of choreographic knowledge in Bulgaria. However, this is 
beyond the scope of this paper.

36   On the Academy’s website one reads that students first learn: Choreographic composition; choreographic directing [horeograf-
ska rezhisura]; Bulgarian folk dances; theory of Bulgarian folk choreography; melodics of teaching Bulgarian folk dances; 
classical exercise; Bulgarian ethnography, music theory, historical dances; folk dances from the world; modern and jazz dance, 
acting, and stage designing. https://www.artacademyplovdiv.com/specialnosti/BNH.html
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Notes from my fieldwork in the United States
Choreographic work is shared knowledge37

Tanya Kostova (Lachezaria Pavlova’s colleague in Trakia Ensemble) has lived in San 
Francisco, California, for more than 20 years. She established Antika Bulgaria Festival 
in San Francisco, Antika Ensemble, and Martenichki Art School. Tanya presented an 
approach strongly influenced by her background as a soloist of Trakia Ensemble (with 
Kiril Dzenev’s work there and in the Academy) and a professional who worked closely 
with Todor Bekirski. This background, combined with her knowledge of folklore, her 
taste for stage performances, and her strong leadership personality, was her signature. 
Tanya returned to Bulgaria to stay in 2020. But so did some of “her” dancers, members 
of Antika Ensemble who were deeply influenced by Tanya’s knowledge of Bulgarian 
folklore (village traditions) and passion. The latter led to some genuinely transformative 
experiences for the ensemble members.

Konstantin Marinov (born in 1973), the founder of the more significant Bulgarian 
folk festival Verea (2011–) with hundreds of participants, is another name I mentioned 
earlier. Not only was his father a choreographer, but his mother and sister were folk 
dancers. In the States, he has a wife who is a folk dancer, and their daughter became a 
folk dancer, also.

Konstantin grew up folk dancing/performing and graduated from the State Choreo-
graphy School (today National School for Dance Arts). Among his mentors were Stefan 
Kolaksazov and Vasil Gerlimov. Vasil Gerlimov was the choreographer who, on the 
threshold to the 21st century, created his spectacle “Dance of the Wind” to the music 
of renowned accordionist and composer Petar Ralchev with his private troupe. Inspired 
by River Dance, the show was envisioned as an attractive spectacle with newly created 
steps and stylized costumes. “Dance of the Wind” was one of these dance “experiments” 
that appeared on the threshold of the 21st century (as it was “Two Kingdoms” by natio-
nal gymnastics coach Neshka Robeva with Ivaylo Ivanov – soloist and choreographer, 
Georgi Andreev – composer).38

A careful observer may “sense” some influence of Gerlimov’s innovative thinking 
in Konstantin Marinov’s work. However, other forces also need to be considered. 
Among these is one’s unique way of adopting and re-working the acquired (any kind 
of) knowledge.

There are many Bulgarian folk dance groups in the United States today whose leaders 
are not professional choreographers but folk dancers. The typical way to sustain the 
group for these amateur leaders is to bring the repertoire of the group they danced with, 
also imitating their choreographer’s style. They also look online and pick something 
appealing to them and the group members.

Unaddressed here remained the topic of the influence of Bulgarian choreographers 
with their artistic visions on the repertoires of American ensembles such as Duque-
sne’s Tamburitza (Pittsburgh, Pennsylvania), Brigham Young University’s Interna-
tional Ensemble (Provo, Utah), Aman (Los Angeles, Koleda, Radost (Seattle), and 
others. I will only mention that choreographer Dimitar Manov (born 1941) worked 

37  Suggested by an article on shared knowledge (Dombrowski et al. 2013, 221–226).
38   Later on Ivaylo Ivanov, as choreographer of Philip Koutev National Folk Ensemble would present his work “Crossroad” to 

Georgi Andreev’s music. Today it may be interpreted as a metaphoric expression of the state ensembles’ search for new direc-
tion.
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with the Tamburitzans for 10 years (and he is known for his aptitude for a higher 
stylization in folk dance arrangement, Antony Shay’s Shop Suite for Aman Ensemble 
in the 1970s was greatly inspired by Margarita Dikova’s Shop choreography, and that 
Seattle’ Radost Ensemble still keeps in their repertoire (and treasures) Petar Ange-
lov’s choreographies.

My notes here only briefly illustrate the connection between the Bulgarian folk dan-
ce scene and the Bulgarian and International folk dancing scenes in the United States. 
Having in mind the Bulgarian communities, the topic of choreographic knowledge (in-
troduced by one or another professional choreographer or amateur leader, or acquired 
from YouTube dance tutorials), is essential in studying the different revival strategies 
(cp. Nahachewsky 2008). But while some trends of stage arrangements (or modes of 
existence, such as the club form) flew in both directions (from America to Europe and 
back), the highly professional choreographic work on a grand scale remained a domain 
of Bulgaria.

Choreographic knowledge in Bulgaria in the 21st century: the transmi-
tted cultural standard(s)

It has been a long enough time for the choreography profession in Bulgaria to lay a 
strong foundation – that strong that even the ground-shaking political shift (like the one 
in 1989) could not destroy. It had been, and still is, a solid motivation to sustain this 
activity, to pass it (by passing the passion first) to the next generation. Going through the 
generational concept, as lucid as it was, revealed some lines of continuity and innovati-
on. As for choreographic knowledge, publications suggest that the practical knowledge/
education offered by higher institutions needs to be more connected to the theoretical 
understanding of not only choreographic principles but to studies of traditional culture, 
folkloristics, and ethnochoreology (Vasilev 2012, 150).

There were visible changes in the artistic profiles of professional ensembles, private, 
professional ensembles/companies, amateur ensembles, and folk dance clubs in the 21st 
century. It was not only due to the urge for new creations but also because of the need 
to attract new members and a faithful audience.

A specific way of transmission appeared when “offspring” of folk dance clubs (initia-
lly for recreational folk dancing, but gradually involved in competing and performing, 
meaning, choreographing) with a few years of club-dancing initiated their own group/
club. Then, they began teaching the material introduced in the club or learned via the 
internet. Some leaders attend programs (at the Academy and other institutions) that 
provide specializations to receive certificates for folk dance club leaders. The latter 
puts even more “wheat” for grinding in my mill since the study of the club’s repertoire 
dissemination, in person and online, is also part of today’s cultural transmission of cho-
reographic knowledge. 

I did not have enough time to “untangle” the “alpha to omega” range of choreographic 
knowledge that presumably includes both choreographer’s “techne” – her craftsmans-
hip and her ability to “act intelligently”, that is, the capability to create, to go beyond 
one’s already acquired instrumentarium. But I did include names of choreographers 
that, to my understanding, act “intelligently” in attuning themselves to inspiring (crea-
tive) work (Nikolay Tzvetkov and Georgi Garov, for example).
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The ensembles, dance groups, and clubs’ repertoires and overall activities belong to 
the topic of the cultural standard – “It is a standard that is being transmitted or encultu-
rated” (Ingold in Ellen & Fisher 2013, 20).

In this paper I did not talk about the relationship of the genre, Bulgarian folk dance 
based on the folklore, and transmission processes with the politics and economy, only 
because I have spoken on this matter in depth earlier (Ivanova-Nyberg 2011). However, 
none of the addressed issues in this paper could be properly understood without looking 
at the larger picture of Bulgarian state of before and after 1989.

A reflection

(…) in human cultural transmission, “teleology is mostly everything”
(Ellen & Fisher 2013:19).

I realize that my text, in a way, bridges two separate papers: one related to the theore-
tical wonders and the other – plainly ethnographical, with brief analytical commentaries 
only, and I am aware that the connection between the concepts and the fieldwork appe-
ars to be more implicit than explicit. Which means that good work is still ahead. In this 
mood, I bring back my dialoguing with some of the theoretical texts, cited earlier, that 
now suggest the concept of meta-culture:

“We cannot learn how to pour water from one container to another without mastering the 
concepts of volume. We cannot learn needlepoint before we have mastered the intuitive physics 
of manipulating the needle. We, literally, cannot run before we can walk. We have to know how 
to use tools before we can execute the jobs that require them, except that often as not we learn 
how to operate a tool by repeatedly using it in a real (rather virtual context). The two parts of 
the process of learning are not completely separate. It is the idea that certain things have to be 
learned to acquire other things that has given rise to the idea of ‘meta-culture,’ cultural equip-
ment learned first in order to facilitate the learning of the rest of culture (…)” (Ellen & Fisher 
2013, 3).

And this is like I just began working on understanding choreographic knowledge, 
inviting me to search and search again and again in exploring different perspectives. To 
learn. And grow.

A concluding remark
 I enjoy listening to Larry McEnerney’s lecture, The Craft of Writing Effectively.39 

What he says there always reminds me to ask myself: is my research of importance? If 
yes, to whom? Is it valuable, not just informative? And I am looking now at all these pa-
ges above, wondering. Did I succeed in moving the conversation forward? My hope is 
that along with outlining the major developmental lines in the Bulgarian choreography 
profession and knowledge, I presented the potential that the topic of cultural transmis-
sion of choreographic knowledge offers for further studies.

39  https://www.youtube.com/watch?v=vtIzMaLkCaM (Accessed February 5, 2023).
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Културно преношење кореографског знања:
Теренски рад у Бугарској са појединим примерима из Сједињених Држава

Сажетак: Овај рад је пратио две (беле и црвене) „нити” – теоријску и практичну 
(које је научник покушао да заокрене као бугарску martenitsa). Теоријски део 
обухватао је различите научне радове који су довели до прилагођавања појмова 
вертикалног, хоризонталног и косог преноса. Истовремено, теоријски оквир 
које нуде Рој Елен и Мајкл Фишер (у погледу процеса преноса на микро нивоу, 
средњем домету и макро нивоу) (Ellen & Fischer 2013) и Ана Пejks (са њенiм 
разликовањем између „знати како” и „знати шта” у кореографском процесу, 
заједно са поентом „интелигентног деловања” (Pakes 2016) проширили су 
истраживачку перспективу сугеришући неистражене правце. Бугарски контекст 
је представљен под мотом да су плесни пренос и кореографскa (знања) различите 
ствари – будући да је ово схватање донето успостављањем народне кореографије 
као професије и сада је утиснуто у кореографски еснаф. Овај одељак прво узима 
историјску перспективу која наводи имена оснивача жанра бугарске плесне 
уметности засноване на фолклору и дисциплине бугарске народне кореографије 
као академске дисциплине (оријентисане ка уметничким сценским наступима). 
Потоњи представља примере како се историја ове области предавала на неким 
универзитетима, као и преглед програма које нуде Академија музичке, плесне 
и ликовне уметности у Пловдиву, Југозападни универзитет Неофит Рилски у 
Благоевграду, Черноризец Храбар Слободни универзитет Варна (ВСУ) и Нови 
бугарски универзитет (НБУ) у Софији. Затим усваја концепт кореографских 
генерација (поколенија), пратећи перспективу Димитра Дојчинова који пак прати 
примере различитих врста кореографског преноса (вертикалног, хоризонталног и 
косог). Коначно, белешке са теренског рада истраживача у Сједињеним Државама 
повезују неке бугарске примере (имена) са међународном сценом традиционалних 
плесова и данашњом ситуацијом (у смислу кореографског преноса) међу 
бугарским заједницама. За крај, рад се осврће на кореографско знање Бугарске 
у 21. веку. Овде долази до позивања на студију Мирослава Василева (Василев 
2012), према коме практична знања/образовање које нуде високе институције 
треба више да се везују за студије традиционалне културе, фолклористике и 
етнокореологије. Развој феномена клубова народних игара појавио се на другом 
„колору” (а ипак повезаним) са темом кореографског преноса будући да је овај 
феномен покренут од стране професионалних кореографа, али је сада стекао и свој 
правац. Постепено развијајући се, рад је дошао до теме културног(их) стандарда и 
до закључка да, пошто посебност бугарске националне школе/модела постављају 
више институције за професионално кореографско образовање, даља проучавања 
било које теме која се односи на културно преношење кореографског знања треба 
почети са њиховим утицајем.

Кључне речи: културни пренос, кореографско знање, Бугарска, континуитет, 
иновације





71

Situating the Choreographer in 
Irish Traditional Step Dancing

Abstract: In Ireland, choreographic work in traditional step dancing exists on many 
levels: amateur to professional and within diverse cultural systems and contexts. 
These systems and contexts support particular communities of practice, which in-
fluence and shape choreographers’ choreographic work and the meanings that these 
dances/works embody and express. In this paper, I select and examine different Irish 
traditional step dancing communities of practice and their respective aesthetic sys-
tems. In so doing, I explore how choreographers situate their work within and around 
these systems of cultural practice. Located within specific ideological discourses and 
epistemologies, I contend that today, choreographers of traditional step dancing either 
conform to, or challenge, the boundaries of discourses associated with the respective 
aesthetic systems of these practices. The paper focuses on group dancing and not solo 
step dancing.

Keywords: Irish traditional step dancing, Ireland, political ideologies, choreography, 
choreographer.

Introduction
At the end of the 19th century within the context of English colonialism, Irish dan-

cing was “invented” (Hobsbawm 1983) and promoted by the Gaelic League, a cultural 
nationalist movement in Ireland (Foley 2012 [1988]; Foley 2013). The Gaelic League, 
established in 1893, had as its primary objective the de-anglicisation of Ireland through 
the revival of the Irish language. By the closing years of the 19th century, traditional 
music, song and dance were included in this de-anglicisation process as they provided 
a continuation with the past and were enjoyed by Irish people. They were therefore 
potentially powerful tools in the de-anglicisation and ideological agenda of the Gaelic 
League. To this end, the Gaelic League established and organised dance events such as 
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céilithe1 and feiseanna2 (festivals).
The first céilí was organised in London on 30th October 1897 by the London branch 

of the Gaelic League (Foley 2011; Foley 2013). With a strong Irish diasporic presence, 
it was successful, and subsequently, the model of an Irish céilí – as a social Irish dance 
event, was disseminated to Ireland and other Irish diasporic regions around the world, 
including England, Scotland, the United States, Canada, New Zealand and Australia. 
Debates, however, emerged within the Gaelic League around what dances were or were 
not Irish dances. These debates led to social dances such as Sets (Sets of Quadrilles), 
which had been danced socially throughout Ireland during the 19th century, and which 
had also been danced at the first céilí in London, being banned by the Gaelic League at 
future céilithe. The reason for Sets being banned was because they were considered by 
the Gaelic League to be foreign dances as they had been disseminated to Ireland from 
France in the 19th century. Instead, a canon of what were believed to be “true” Irish 
group dances was selected by the Gaelic League and these formed a canon of Irish céilí 
dances; these dances included Ballaí Luimní (The Walls of Limerick), Ionsaí na hÍnse 
(The Siege of Ennis), and Baint an Fhéir (The Haymakers Jig) (s. Foley 2011). This 
canon of dances was subsequently popularised, institutionalised and danced at céilithe 
in Ireland and other diasporic locations throughout the 20th century. In popularising 
this canon of céilí dances as Irish social dances, the Gaelic League contributed to the 
construction of a uniform sense of Irish cultural identity for themselves and for people 
living in Ireland and Irish diasporic regions around the world (Foley 2011; Foley 2013). 
As social dance events, céilithe were participatory and inclusive and therefore the focus 
was on dancing the selected social dances; step dancers also participated in these social 
dance events although solo step dancing was not the focus of céilithe. Feiseanna, howe-
ver, again established and organised by the Gaelic League, had a greater impact on the 
development of Irish step dancing.

Feiseanna established at the end of the 19th century – again as part of the Gaelic Le-
ague’s cultural nationalist agenda, consisted of formal competitions in the indigenous 
performing arts. Initially, feiseanna consisted of competitions in Irish language singing, 
Irish traditional instrumental music, and Irish dancing, which consisted of both cate-
gories, céilí dancing and solo step dancing (Foley 2012; Foley 2013). Feiseanna were 
initially held outdoors in rural areas during summer seasons but as the 20th century 
progressed, indoor feiseanna became the norm allowing for an increase in feiseanna 
and oireachtais3 throughout the year. Thus, from its rural roots in 18th-century Ireland 
(Foley 2012; Foley 2013), step dancing as Irish dancing became urbanised, popularised 
and institutionalised by the Gaelic League from the early 20th century. In 1930, intent 
on centralizing, overseeing and controlling all aspects of competitive Irish dancing, the 
Gaelic League established the organisation An Coimisiún le Rincí Gaelacha or simply 
An Coimisiún (The Commission) under its auspices. From the 1940s, registration of Iri-
sh dancing teachers was introduced by An Coimisiún, which qualified teachers to teach 
Irish dancing and for their students to participate in competitions run by An Coimisiún. 
Registration for adjudicators was also introduced. Thus, in controlling and centralizing 

1   The plural for céilí in the Irish language is céilithe, but in the English language, they may be commonly referred to as céilís (s. 
Foley 2011; Foley 2013). In this paper, I will use the Irish spelling.

2   The plural of feis in the Irish language is feiseanna, but in the English language, they may be commonly referred to as feises (s. 
Foley 2013). In this paper, I will use the Irish spelling.

3   An Oireachtas is a major competitive event such as those run at regional, national, or “world” levels (s. Foley 2013). Oireachtais 
is the plural of Oireachtas.



73

Irish dancing, the Gaelic League as a cultural nationalist organisation, brought Irish 
dancing into its political and cultural nationalist agenda. Today, An Coimisiún is the lar-
gest organisation in competitive Irish dancing in the World and it also holds its annual 
Oireachtas Rince na Cruinne – World Irish Dancing Championships (or simply “the 
Worlds”); the Worlds was established in 1970 and is the pinnacle in the hierarchical 
system of Coimisiún Irish dancing competitions (Foley 2013).

Alongside An Coimisiún, other Irish dancing organisations also exist including 
Comhdháil na Múinteoirí le Rincí Gaelacha, Cumann Rince Náisiúnta, Festival Dance 
Teachers’ Association, and World Irish Dancing Association, however An Coimisiún 
continues to be the largest of these organisations internationally, and due to length re-
strictions in this paper, when examining dance competitions in this paper, I will focus 
solely on An Coimisiún. However, the other organisations in competitive Irish dancing 
also hold their competitions.

Formal Training in Irish Competitive Dancing
Throughout the 20th century to date, regular tuition in Irish dancing occurred in Irish 

dance schools which were run by registered Irish dancing teachers in predominantly ur-
ban areas in Ireland, diasporic areas, and further afield; it was predominantly young chi-
ldren (sometimes commencing as early as the age of four) and teenagers who attended 
these Irish dancing classes, which were dominated by female dancers (see Foley 2013). 
Dancers trained in solo dances and in group or céilí/figure dances. Solo dances fell into 
two categories: light-shoe dances and hard-shoe dances. Light-shoe dances included 
reels, slip jigs, single jigs, and light jigs; hard-shoe dances included, double jigs, and 
hornpipes. Céilí or figure dances included four-hand reels, six-hand reels, eight-hand 
reels and jigs, and more. Many of these group dances were selected by An Coimisiún 
and published in An Coimisiún handbook, Ár Rincidhe Fóirne; this handbook consisted 
of three little booklets published in 1939, 1943, and 1969. Each booklet included ten 
céilí dances, totalling thirty dances. Today, the handbook combines the three booklets 
into one volume and has been renamed to Ár Rincí Céilí: Thirty Popular Céilí Dances. 
This handbook is the required textbook for all aspiring teachers and adjudicators of Iri-
sh dancing within An Coimisiún. Within Irish dancing classes, dancers generally learn 
both solo dances – choreographed and taught to them by their teachers according to age, 
competency, and gender, and a selection of the prescribed céilí dances from the book 
Ár Rincí Céilí. These céilí dances are generally performed in competitions run by An 
Coimisiún; and as mentioned above, the most prestigious of these competitions was, and 
continues to be, Oireachtas Rince na Cruinne, the World Championships. In this paper, 
I will focus on the choreographer and Irish dancing as it is manifested in group or team 
competitions at World Championships, rather than on solo step dancing. However, it is 
important to note that team dancing in Irish dancing requires members of the team to be 
proficient in the technique of solo Irish dancing, and in many cases, dancers perform in 
both solo and team dances within and outside of formal competitions.

In the céilí dance competitions at the Oireachtas, assessment is based on teamwork 
and timing; the execution of the céilí dance in question; synchronicity in movement; 
accuracy of footwork and execution; and overall teamwork and presentation. However, 
teachers also have the opportunity to choreograph their own group or team dances for 
their dancers; these they choreograph predominantly for school exhibition purposes or 
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competition.4 In the next section I will look at the Figure Dancing and Dance Drama 
competitions at the Oireachtas or World Championships as these competitions provide 
teachers with a platform and the opportunity to choreograph new dance work for danc-
ers in their dance schools.

Choreographing Team Dances within Competitive Irish Dancing
The Figure Dancing Championships at the World Championship competitions run by An 

Coimisiún have strict guidelines for team dances. Regarding the Figure Dances, these inc-
lude that each team must consist of no fewer than eight dancers and not more than sixteen 
dancers; each Figure Dance must portray an Irish theme or item; and each Figure Dance 
must be no longer in time than four minutes. In the Figure-Dancing competition, teams are 
assessed on (1) the portrayal of a story through dance; (2) figure content; (3) footwork and 
execution; and (4) teamwork and presentation. Only basic Irish dancing movements are 
admissible; solo dancing steps are not admissible. Hand movements are permitted, inclu-
ding hand clapping. no props or theatrical lighting is permitted. According to the Competi-
tion Syllabus (2008): “Stance and body movements should be performed with modesty in 
mind” (An Coimisiún, 2008, 35). Music for the Figure Dance must be in either 2/4, 4/4/, 
or 6/8, or a combination of these - this allows for Irish traditional dance movements to fit 
into the music. Teachers as choreographers can select their music accompaniment for the 
Figure Dance, which can be pre-recorded or performed live for the competition. Prior to 
the competition, teachers are required to submit a written account of their Figure Dance to 
An Coimisiún, which cannot exceed 200 words. This account is read aloud to the audience 
before the commencement of the Figure Dance performance.

The Figure Dance Competition provides teachers with an opportunity to choreograph 
for teams; formal Irish dancing costumes and shoes are worn by all members of the 
team. The story that is portrayed can be historical or cultural, while those Figure Dances 
based on an Irish item, can be based on an item such as the Tara brooch, which carries 
Celtic symbolic relevance for the dance community as an artefact of Celtic metalwork; 
also replicas of Tara brooches were and may still be worn by step dancers who use it to 
attach a corner of their shawls to the left shoulder of their costume. Up to the 1970s, the 
Tara brooch was also an accepted Celtic design embroidered on female dance costumes. 
For an example of a Figure Dance, see The Changelings performed by The Doherty 
School of Irish Dancing’s Senior Mixed Team from Belfast, who won the World Cham-
pions in Glasgow, Scotland in 2010: The Changelings (accessed 11 January 2023). The 
text for the Figure Dance is as follows:

The Changelings
“Complete anarchy, the changelings take control of the mortal bodies of the leaders one by 

one, as they attempt to steal the infants of the mortals in order to play music in their own land. 
Finally, realizing what is happening, the leaders of Éire can take no more. They fall to their 
knees, and they pray for the evil spirits to leave. With their prayers answered, and the change-
lings departing the mortal bodies … The mortals vanish them from the land of Éire, never to 
be seen again. As they leave, the leaders of the land fall to their knees again, but this time… 
in gratitude with the promise to protect the homeland for ever more”.
Sixteen dancers – eight female and eight male dancers, wearing formal Irish danc-

4  Teachers within An Coimisiún do not receive formal training in choreography.

https://www.youtube.com/watch?v=F6kLQ_SPFEU
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ing costumes and shoes, perform a new choreographed Figure Dance to this story of 
The Changelings. Recorded Reels and Jigs are used for music accompaniment while 
the choreography includes fast-moving, synchronized, travelling spatial patterns; these 
patterns include circular, diagonal, and square formations. Hand and body gestures are 
used to enhance the narrative.

Another opportunity teachers have to choreograph new dances for a team is the Dance 
Drama Championships, which differ from the Figure Dance Championships. In the Dance 
Drama competition at the World Championships, teams must consist of between six and 
twenty dancers and each dance must portray a specific Irish historical or traditional story 
or event, suitable for a general audience. A dance drama cannot exceed six minutes. In this 
competition, stage props which can be easily moved may be used, and stage lighting ava-
ilable in the venue may also be used. The music accompaniment must be Irish music con-
sisting of one or a combination of reels, jigs, slip jigs, single jigs, hornpipes, Irish marches, 
or Irish slow airs – the music accompaniment must be submitted to An Coimisiún prior to 
the competition. Spoken words or songs are not permitted, and neither is miming to spo-
ken words or songs on tape. Video projection is also not allowed as part of a dance-drama. 
Similar to the Figure Dance competition, a 200-word (or less) account of the story must 
be submitted before the competition to An Coimisiún. These criteria are some of the gu-
idelines and parameters for teachers who wish to consider choreographing a new dance 
drama for competition. Assessment of the Dance Drama is based on (1) choice of theme, 
event, or story, (2) portrayal of theme, including dance content and music, (3) dancing, (4) 
impact (on adjudicator); and (5) costume (An Coimisiún 2008, 27). These Dance Dramas 
may be comedic or serious, depending on the theme, event or story. The Dance Drama 
competition at the Oireachtas or World Championships is a very popular competition and 
often assists in bringing light relief to what is otherwise a serious Irish dance event. Also, 
the competition is culturally informative and engages audiences. An example of a Dance 
Drama is The Girona performed by The Maguire O’Shea Academy of Irish Dancing at the 
World Irish Dance Championships in Belfast in 2012: The Girona (accessed 22 December 
2022). The Girona text is as follows:

“A long, long time ago in the province of Ulster, a beautiful town on the coast celebrated 
its annual match making festival, where men make merry, and women hope to find a suiter. 
But all was not well in the town as they were troubled by the dark presence of little púcas. 
These pixie-like creatures loved to cause mischief and chaos all over the land. A great storm 
brought sailors from the Spanish Armada into the borders of Ireland and the púcas seized 
this opportunity to entice the huge ship, The Girona on to the rocks of Lacada Point. Brave 
Captain Alonso fought hard against the evil spirits to save his men, but the púcas power was 
too strong for the Girona and few sailors survived. Dazed and disoriented in a new land, the 
sailors were discovered by the ladies of the village. Afraid but curious, the ladies watched the 
Spanish sailors, some taken in by their dark hair and mysterious ways. The Captain falls in 
love with Síona, a beautiful Irish maiden, and the Irish men arrive furiously defending their 
women from the Spanish arrivals. The Spanish and Irish men clash in battle to the púcas cap-
ture, Síona, forcing the clans to unite and fight against a common enemy. The púcas place the 
men under a spell, broken only by the brave Captain Alonso to vanish the púcas and save the 
town. The Spanish are welcomed and accepted into the community and the Captain and his 
Irish love are together at last”.
In the Dance Drama competition, the narrative of The Girona is dramatically repre-

sented on stage using predominantly hard-shoe treble reels and soft-shoes slip jigs; the 

https://www.youtube.com/watch?v=8xGT7tG-OZk
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latter are confined to the women as slip-jigs are generally confined to women in compe-
titions. Maguire O’Shea, the choreographers and teachers, incorporate recorded music, 
appropriate costuming related to the characterisation of the narrative, and dramatic ge-
stural movements in portraying the clash between the Spanish and Irish men, and then 
their united battle against the púcas for the capture of Síona. The choreography and the 
dramatic tension owe much to the influence of the commercial Irish dance stage show, 
Lord of the Dance.

The competitive context, along with the style of dancing and the parameters of the 
Dance Drama competition, situates these choreographers – Maguire O’Shea within the 
competitive context of An Coimisiún but illustrates influences from the Irish dance com-
mercial stage shows (s. Foley 2001; Hall 1997; O Cinnéide 2002 ). The Dance Drama 
competition therefore provides a platform for teachers to choreograph new Irish dance 
material, but the parameters of the competition shape the choreographer’s choreograp-
hic work and the intended meanings that these dances/works embody and express. The-
se intended meanings are communicated through the theme, story, or event around whi-
ch the dance is choreographed. The Girona (2012) performance was influenced by the 
Irish dance stage show, Lord of the Dance, however, the Dance Drama competition was 
in existence long before Riverdance and Lord of the Dance; in fact, the Dance Drama 
competition was introduced in 1970, and the dancers who performed in Riverdance and 
many of the other popular Irish dance stage shows, were trained within the competitive 
contexts of Irish dancing.

These Figure Dance Championships and the Dance Drama Championships as exam-
ined above, provide opportunities for Irish dance choreographers to play with, and cho-
reograph within the Irish dance form. These opportunities assist in expanding (1) cultur-
al knowledge through Irish-themed, storylines from Irish culture; and (2) choreographic 
ideas, while conforming to the guidelines of the competitions by An Coimisiún.

Riverdance and its Aftermath
With the emergence and success of the Irish popular stage show Riverdance – the 

Show in 1995 (Foley 2001; Hall 1997; Ó Cinnéide 2002), Irish dancing became trans-
national and was popularized and disseminated to different parts of the world. Prior to 
Riverdance, Irish dancers were predominantly from Ireland or Irish diasporic locations; 
post-Riverdance, Irish dancing was no longer confined to Ireland and its diasporas, with 
classes emerging in places in Finland, Japan, Russia, and elsewhere. Dancers were now 
learning from teachers registered with An Coimisiún or with one of the other Irish dance 
organizations including An Comhdháil na Múinteoirí le Rincí Gaelacha, Cumann Rince 
Náisiúnta, the Festival Dance Teachers Association, or the World Irish Dancing Associ-
ation; others were learning from the former stage show dancers of Riverdance, Lord of 
the Dance, and others still. Those dancers interested in learning traditional Irish danc-
ing that existed outside of the formal competitive contexts, learned traditional dancing 
(s. Foley 2012 [1988]; Foley 2013; Foley 2015) or sean nós dancing5 informally from 
teachers who were not involved in the competitive Irish dancing scene, or from dancing 
friends or neighbors. Indeed, following the success of Riverdance, I authored a paper on 
“Perceptions of Irish Step Dance: National, Local, and Global” (2001) and at the end of 
that paper I asked:

5  Sean nós dancing is a solo percussive, and improvisatory form of step dancing (s. Foley 2019; Foley 2021).
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“…what is the future for the Riverdancers after Riverdance? Do we see the establishment of 
small Irish step-dance companies or freelance individual Irish step-dance performers? These 
are questions that may well be answered in the near future” (Foley 2001, 43).

The 1990s onwards did see the emergence of the cited potential careers in Irish danc-
ing above, along with other developments in Irish dance, including university programs.

Choreographing Irish Traditional Dance: The University Context 
In 1997, an MA in Ethnochoreology was established at the Irish World Academy 

of Music and Dance, University of Limerick, Ireland. This was the first masters of 
its kind at a university in Europe and dancers from different parts of the world, in-
cluding dancers from Ireland, enrolled in this one-year taught program. In 1999, an 
MA in Irish Traditional Dance Performance program was also established there; this 
was the first program of its type at any university in the world. As an ethnochore-
ologist, trained Irish step dancer and musician, and qualified Irish dance teacher, I 
had the privilege of leading the design of these programs and in being the founding 
director of both programs. Within the ethnochoreology program, students trained in 
theoretical and methodological techniques within the discipline of ethnochoreology 
and they also studied and engaged in practical dance classes to embody movement 
systems from different dance cultures; these included a selection of world and Irish 
dance workshops.

Students on the MA in Irish Traditional Dance Performance had the opportunity to 
train to a very advanced level in Irish dancing – traditional repertoires and contempo-
rary techniques, while also taking practical workshops in contemporary dance princi-
ples, somatic practices, world dance, and dance analysis; they also engaged in field-
work techniques and theoretical critical reflection. While the MA in Ethnochoreology 
program provided students with the opportunity to do a final written thesis submission 
or a combination of a shorter written thesis with a choreographic/performative final 
submission, the MA in Irish Traditional Dance Performance provided students with the 
opportunity to showcase their performative, technical and choreographic skills at a final 
performance; they also choose additionally between a solo choreography, a written es-
say, or a field research project (s. Foley 2012b; Foley 2021a).

Regarding choreographic work, students on the MA in Irish Traditional Dance Per-
formance program created original, solo theatrical works, and engaged and performed 
in ensemble works choreographed for them by invited and experienced dance tutors; 
these included Colin Dunne, Máire Clerkin, Katarina Mojzisova, Olive Beecher and 
Breandán de Gallaí. Students choreographed their new solo works based on their ability 
and their thematic choices, which included themes addressing personal, social, cultur-
al and/or political issues. Theatrical props, lighting and costuming appropriate to the 
theme of their theatrical solo were used. For example, a Japanese student took a theme 
from a Japanese Noh drama; a Dutch student took the bicycle as iconic of her home 
city, Amsterdam; an Irish student took the skipping rope as iconic of games she played 
in her youth; and an American student took the theme of synesthesia, as she had direct 
experience of it.
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Full choreographed steps (generally 8-bar structures), as is characteristic of Irish solo 
step dancing, were not always present in these theatrical solos. Dancers sometimes de-
constructed steps, played with rhythm, timing, postures, and foot positioning. Texts 
were spoken, video technology was used, and Irish traditional dance music was often 
replaced by different music, or indeed no music. Without Irish traditional dance mu-
sic, which generally provides the music structure for Irish step dancers, dancers were 
able to explore Irish dance in ways that were new for them. Also, since students came 
with differing levels of competencies and from different parts of the world, music, and 
soundscapes along with the themes selected, were richly diverse. The theatrical solos 
thus provided students with opportunities to (1) develop and express themselves as Irish 
dancers in different ways; (2) expand their dance vocabulary and different creative and 
choreographic possibilities; and (3) build their skills and confidence to move outside the 
parameters of competition culture and to creatively explore within the form. Together 
with this, students were encouraged to find their own individual voice, while respecting, 
acknowledging, and referencing the rich traditions of Irish step dancing. Indeed, in an 
earlier publication, I wrote:

“The university arena provides a context where …Irish dance boundaries may be main-
tained, redefined, shaped and challenged while honoring and respecting the tradition from 
which it has come” (Foley 2007, 68).

The ensemble choreographers worked with the students/dancers knowing that they 
were Irish dancers and introduced them to working differently as an ensemble. As dis-
cussed above, Irish dancers are trained in and have experience in working in team for-
mations (for example céilí dances, figure dances, and dance dramas), therefore within 
the parameters of Irish dancing, trained dancers generally excel at rhythmic, gestural, 
and spatial synchronicity. Within the MA program, students also learned to move indi-
vidually and theatrically within a contemporary ensemble framework, and with different 
objectives. For example, Katarina Mojzisova, a performance artist from Belgium living 
in Limerick at the time, choreographed the work Danny Boy, which took a comedic 
angle, again developing the dancers’ techniques and modes of expression.

Figure 1: Danny Boy (2007). Choreographer: Katarina Mo-
jzisova. Performers: Michael Donnellan, Nicole McKeever, An-
drej Mikulka (Students on MA Irish Traditional Dance Perfor-
mance). Photo: Maurice Gunning.

Although both the MA in Ethnochoreology and the MA 
in Irish Traditional Dance Performance programs had their 
specializations, there was engagement between the two 
programs. For example, students on the MA Ethnochoreol-
ogy program had the opportunity to choose to choreograph 
a new dance work as part of their final submission (see 

above), and frequently, students on the MA in Irish Traditional Dance Performance 
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trained in, and performed these works as part of their assessment for their final MA per-
formances. For example, Breandán de Gallaí, an Irish dancer/choreographer/ and ex-
lead Riverdancer, choreographed Firebird (music by Igor Stravinsky) as part of his final 
submission for his MA in Ethnochoreology degree (de Gallaí 2009). Three alumni of the 
MA Irish Traditional Dance Performance program together with then two current stu-
dents, learned and performed it, along with de Gallaí. The image below was the first 
performance of Firebird and was part of the Final Performance assessment for the MA 
Irish Traditional Dance Performance students.

Figure 2: Firebird. Choreographer: 
Breandán de Gallaí. Performers: Satomi 
Mitera, Anna Shalabadova, Renska Bur-
gout, Mairéad O’Connor, Andriy Mikul-
ka (Students MA Irish Traditional Dance 
Performance), and Breandán de Gallaí. 
Performed at the Irish World Academy 
of Music and Dance, University of Lim-
erick. Photograph: Maurice Gunning. 

Firebird was a new Irish dance work. de Gallaí selected one movement from Stravin-
sky’s Firebird Suite: the third movement – “Infernal Dance of King Kashchei”. This was 
four minutes and forty-two seconds of music. Aiming to choreograph a slightly longer 
piece, de Gallaí selected a piece of music by Jozef Csibi, called Fairies. According to 
de Gallaí, Fairies had many of the characteristics of Stravinsky’s Firebird Suite, such as 
motif repetition, similar instrumentation, harsh atonal passage and programmatic tone, 
mood, and style. Using percussive-sounding pedestrian movements, the choreography 
of the Firebird movement was linked to Fairies – although the full seven-minute cho-
reographic work for the final performance of the MA Irish Dance Performance students 
was simply called Firebird.

 In the words of de Gallaí:

“The intention of Firebird for me is to persuade an audience, content with the art form as it 
is, to engage in work of a different nature. The appealing percussive nature still exists, albeit 
doctored in how it is executed, but the nature of its presentation is challenging to the seasoned 
Irish dance member…. One of the intentions of Firebird was to avoid a conventional presen-
tation and create a contemporary context” (de Gallaí 2009, 23-24).

Regarding the Firebird choreography, de Gallaí stated:

“As an Irish dancer, I am obsessed with syncopation and the “Infernal dance’ was an excel-
lent opportunity for me as a choreographer and performer to experiment with polyrhythmic 
music to create an Irish ensemble percussive dance. …Postures and gestures which would be 
unusual to the Irish dance form could be experimented with and introduced into the choreog-
raphy as a result of this musical choice… The musical choices …are certainly unusual for an 
Irish dance choreography but were not chosen with the intention of being clever or contro-
versial in mind. Mostly they were … music pieces that appealed to me. Also, I felt that they 
would lend themselves well to a contemporary piece of Irish dance choreography. I did not 
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use traditional Irish dance music because it does not provoke the movements or gestures of the 
new vocabulary I had in mind. When I hear regular Irish music, my body or habitus responds 
in the normal everyday step dance aesthetic, whereas the mood and tone of the musical choic-
es above affect my habitus differently, generating a different kind of Irish dance aesthetic” (de 
Gallaí 2009, 14-16).

He continues:

“Crucial to my work ... is to work the corps as a “swarm” or sort of Grecian chorus. The 
intended spacial patterns is that of a drifting motion, the individuals of the ensemble always 
having the same special relationship relative to each other as they move about the space. The 
“swarm” operates as a collective” (de Gallaí 2009, 18).

In response to the question, I often posed to my students on the MA in Irish Dance 
Performance, and discussed in an earlier article: “When is Irish dance no longer Irish 
dance?”, de Gallaí had the following to say in relation to Firebird:

“Firebird to me was nothing other than an Irish dance choreography, and it is certainly my 
opinion that only Irish dancers could perform it. Therefore, although it has pushed the bound-
aries, it is still Irish dance” (de Gallaí 2009, 43).

De Gallaí continued to do a PhD in Arts Practice Research, under my supervision, for 
which he choreographed two further choreographies: Noctú and The Rite of Spring. For 
the training and performance of these two doctoral works, he created his own dance 
company, Ériu Dance Company. The dancers of the Ériu Dance Company had been 
trained in competitive Irish dancing and a number of them had completed degrees in 
dance at the University of Limerick; they were all open-minded and willing to explore 
another way of doing Irish dancing in a theatricalized way within a company setting. 
The two dance works by de Gallaí aimed to expand Irish dancers’ dance vocabulary and 
create expressive possibilities within the Irish dance form (de Gallaí, 2013).6

After completing his doctorate, de Gallaí, continued choreographing new work in-
cluding Linger, a male duet, performed by de Gallaí and Nick O’Connell, which ex-
plored themes relating to identity, sexuality, and the aging body. Linger also sought 
to examine the empowerment of human beings through manipulation of tensions that 
might arise from these thematic areas. De Gallaí was awarded funding from the Arts 
Council of Ireland for this work.

Regarding Éiru the company, de Gallaí stated:

“With Éiru, I wanted to create shows that had a narrative, or indeed no narrative at all – to be 
abstract and thought provoking. I wanted to work with all types of music and collaborate with 
a host of artists of different disciplines. My aim was to promote Irish dance as a living, ever 
evolving tradition, to explore the traditional aesthetic, and to exploit the untapped poetic and 
dramatic possibilities of the genre, and to create inspiring new work. An important motivation 

6   See a sample of de Gallaí’s Noctú; see a sample of de Gallaí’s Rite of Spring. Also, see Breandán de Gallaí’s TEDx Talk at Dublin 
City University in 2013 on “Neither Here nor There: Exploring the Transformative through Choreography”.

http://eriu.co/shows/noctu/
http://eriu.co/shows/rite-of-spring/
https://www.youtube.com/watch?v=aqxOVws8O_o
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was to move away from the review style structure, which many of the mainstream stage shows 
follow” (Breandán de Gallaí, Ériu at Stutháin, Earagail Arts Festival 2020).7

De Gallaí continued choreographing new works for Éiru including Aon and The Vil-
lage. Éiru received awards including the Drama Desk Awards (New York) and The 
Total Theatre and Place Award (Edinburgh Fringe, Scotland). With these new works, 
de Gallaí succeeded in expanding understandings of Irish dance practices with the Éiru 
Dance Company. Today he is a Lecturer in Dance at the Irish World Academy of Music 
and Dance, University of Limerick.

Choreographing Irish Traditional Dance: Free-Lance Choreographers and Per-
formers

Together with Breandán de Gallaí, other choreographers working within the Irish 
dance form and within a free-lance capacity include Colin Dunne (s. Foley 2010). 
Dunne was also a lead dancer with Riverdance, taking over from Michael Flatley, and 
after successfully completing an MA in Dance Performance at the University of Limer-
ick, he choreographed new solo dance works to construct

“…a way of moving as a dancer that would allow him to express something through his 
body about himself, about the individual Colin Dunne. Within the competitive context and 
also within the stage shows, Colin stated that much of the dance material was created onto his 
body, was inscribed, and this left him with the creative urge to choreograph work from the 
inside-out, as opposed to from the outside-in” (Foley 2010, 60-61).

With funding from institutions such as the Arts Council of Ireland and Culture 
Ireland, Dunne choreographed works including Out of Time (2008) and Concert 
(2011). Out of Time, directed by Sinéad Rushe, was a one-man choreographic explo-
ration of time, utilizing archival film footage, white cubed boxes for film projection, 
technical lighting, and text. In Out of Time Dunne moves from dancing with his 
Irish “hard” dance shoes to dancing barefoot, but always engaging with Irish dance 
as a dance form – its precision in footwork and rhythmic timing, but often seeing 
Dunne play or improvise with rhythmic motivic patterns (movement and sound) by 
changes of tempo, repetition, and the use of loose upper body movements. Using 
archival video footage, Dunne positions himself within the tradition of Irish danc-
ing, while simultaneously questioning and pushing its boundaries. In Out of Time8, 
Dunne celebrates the Irish dance tradition as an artist and interrogates the tradition 
with spoken text, sung text, and lilting; movement-wise, he plays with Irish dance 
motifs, pedestrian movement, running, and stillness. In Out of Time, he asks: “Horn-
pipe: What the hell is a Hornpipe?” As one of the three primary solo Irish dance 
types (Reels, Jigs, and Hornpipes), this question, which Dunne simultaneously ver-
bally poses while performing the basic motif of the Hornpipe, brings the audience 
back to basics and to a question, which they have possibly never asked. Dunne also 
reflects on this question as he narrates and performs his story and his relationship 
to the Irish dance tradition. He also explores the aesthetics of tradition, particularly 

7  See other Excerpts of de Gallaí’s Work.
8  See a sample of Dunne’s Out of Time.

https://www.youtube.com/watch?v=WkDQS83AvCw
https://www.youtube.com/user/BreandandeGallai?app=desktop
https://www.google.com/search?q=colin+dunne+Out+of+Time&&client=safari&&channel=iphone_bm&&sxsrf=ALiCzsZLBxYuA_OaiMG2dylA5wI-1r8jRA:1671814818888&&ei=ot6lY9fpNYi9gQaz1pLgBg&&ved=0ahUKEwjXwqPDm5D8AhWIXsAKHTOrBGwQ4dUDCA4&&uact=5&&oq=colin+dunne+Out+of+Time&&gs_lcp=Cgxnd3Mtd2l6LXNlcnAQAzIGCAAQFhAeOgoIABBHENYEELADOgcIABCwAxBDOg0IABDkAhDWBBCwAxgBOgwILhDIAxCwAxBDGAI6DwguENQCEMgDELADEEMYAjoECC4QQzoFCAAQgAQ6CwguEIAEEMcBEK8BOgQIABBDOgUIABCGA0oECEEYAEoECEYYAVDiDljFJ2CqK2gBcAF4AIABTYgBpwaSAQIxMpgBAKABAcgBEcABAdoBBggBEAEYCdoBBggCEAEYCA&&sclient=gws-wiz-serp&&safari_group=9
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in regard to the use of space. For example, taking a four-foot by four-foot piece of 
wood, he places it in the middle of the performance space and confines his dancing 
to this space; this was traditionally the amount of space used by traditional dancers, 
before the revival of Irish dancing by the Gaelic League at the end of the nineteenth 
century (see above; also s. Foley 2012; Foley 2013). This confined spatial aesthetic 
is a nod to an older generation of traditional dancers; dancers on whose shoulders 
Dunne stands and dances, expressing his place within the tradition of Irish dancing.

Dunne toured internationally with Out of Time and was nominated for a 2010 Ol-
ivier Award for outstanding achievement in dance. His next major work was Con-
cert in 2017, which he choreographed in collaboration with Sinéad Rushe and sound 
designer/composer Mel Mercier, and with film design by Jeffrey Weeter. Influenced 
by the music of Irish traditional fiddle player, Tommie Potts (1912-1988), Dunne 
set out in Concert to choreograph a new solo dance work. Tommie Potts, a virtuoso 
and controversial Irish traditional fiddle player, rarely played in public, but he suc-
ceeded in commercially releasing one album The Liffey Banks in 1972, before his 
death. This iconic album of Potts is full of reels, jigs, hornpipes, and slip jigs and 
displays not only playfulness, delicacy, and melancholy, but it is full of idiosyn-
crasies with changing tempos, pauses, and abrupt changing tempos. Unlike other 
traditional Irish musicians, Potts expresses his interpretation of these music tunes in 
what is regarded by traditional Irish musicians as unusual but virtuosic. Potts’ music 
has been regarded as being undanceable.

Dunne, however, selects Potts’ The Liffey Banks, for his new solo dance work to 
explore and understand Potts’ music. The set consists of planks of wood to enable 
the hearing of Dunne’s percussive dancing, an upright piano, a record player with a 
vinyl copy of Potts’ The Liffey Bank, a cassette player, a chair, and a pair of black, 
Irish dancing hard-shoes; the latter belonging to Dunne, which he put on and off 
throughout the show. Following the playfulness of Potts’ music, Dunne interacts 
and plays with Potts’ music, often in an improvisatory percussive, rhythmical man-
ner, other times in a listening stillness, but always, in a manner that displays his 
mastery of Irish dancing.

The cassette player on stage represents a recorded archival interview with Potts, from 
which a small segment is played, and Dunne movingly interacts in conversation with 
Potts. Later Dunne approaches the upright piano on stage; he sits and plays the tradition-
al solo set dance The Blackbird in a steady, structured, and rhythmically regular manner; 
this set dance and the tempo which Dunne is playing, is familiar to Irish competitive 
step dancers. Later, a recording of Potts’ interpretation of the traditional solo set dance 
The Blackbird, is played and as has been stated earlier – it is irregular and for Irish step 
dancers, it is “undanceable”, that is, what they would generally dance to The Blackbird 
music, cannot be danced to Potts’ version of The Blackbird. In Concert, Dunne does not 
dance to Potts’ Blackbird.

Concert enabled Dunne to explore the virtuosic and idiosyncratic music style of Tom-
mie Pott artistically and choreographically and in doing so he enabled audiences to hear 
Potts’ music in a new way, and maybe for the very first time. And, as Potts was pushing 
the boundaries within Irish traditional music, Dunne was doing likewise within Irish 
traditional dance. As Foley states:
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“In relation to his choreographic work and his attempts at negotiating the boundaries of 
Irish step-dance performance practice, Colin Dunne states, “the process in those pieces has 
changed hugely for myself – in terms of how I think about use of space or use of music – use 
of my body – use of rhythm…” (Colin Dunne in Foley 2010, 61).

Dunne has continued his artistic practice with other choreographic works including 
Edges of Light (2016), Whitby (2017) with Joan Sheehy, and Session (2019) with Sidi 
Larbi Cherkaoui.

Choreographing Irish Traditional Dance: Irish Dance Companies and 
Popular Culture

Following the success of Riverdance and the professionalization of Irish dance, a 
number of Irish dancers established professional dance companies. Above, I discussed 
Breandán de Gallaí and his establishment of the Éiru Dance Company, here I will look 
at Prodijig, another Irish dance company.

Prodijig was established by another Irish dancer and ex-Riverdancer, Alan Kenefick. 
It was while touring with Riverdance that Kenefick began exploring his idea of where 
Irish dance could develop further. During downtime in between Riverdance shows, he 
worked with other Riverdancers on his vision for Irish dance. Eventually, seven of these 
Riverdancers – four men, including Kenefick as lead dancer, and three women, formed 
the new company – Prodijig. In 2012, the third televised season of the popular British, 
reality television dance program Got to Dance was broadcast. The program was a dance 
competition open to all ages, dance styles, solo or group, and consisted of auditions, 
eliminations, and a live final round. Alan Kenefick entered Prodijg in the competition; 
they won the 2012 competition, which provided the company with huge exposure for 
their style of Irish dancing and catapulted them into social media around the world.9

Influences on Kenefick’s style of dancing in Prodijig included his years of training in 
competitive Irish dancing, participation in Riverdance, and his years of roller-skating 
while in his teens. Indeed, amidst the fast-paced rhythmical and synchronic percus-
sive hard-shoe Irish dancing, skating slides, flows and spins can be observed within 
the Prodijig style. The context of the Got to Dance competition, a popular television 
program, dictated the temporal and spacial demands of the choreography. A sense of 
spectacle, of excitement, was demanded for the popular television audience. Dressed 
identically in shiny dark blue uniforms, the choreography and its performance illustrat-
ed the disciplined bodies of Irish dancers in a robotic, hard-hitting, and highly synchro-
nized manner. 

After their success in Got to Dance, Prodijig continued to choreograph new dance 
work for the popular stage and popular culture, including ProdiJIG: the Revolution 
in 2016.10 With the company Prodijig, Kenefick aspired to bring about change in Irish 
dancing: change in how Irish dance is performed and perceived; and a change for Irish 
competitive dancers, where dancers in the company could engage in new dance work 
aimed to suit popular tastes and culture. According to Kenefick,

9  See Prodijig Got to Dance Finals 2012.
10  See a sample of the choreography for ProgiJiG: the Revolution.

https://www.google.com/search?q=Got+to+Dance+Finals+2012
https://www.google.com/search?q=Prodijig+teh+revolution&&client=safari&&channel=iphone_bm&&sxsrf=AJOqlzUnamt1kTExVmcVoi8sTKehpvfdag:1677611363483&&source=hp&&ei=Y1H-Y__TG8j6gAbqurEg&&iflsig=AK50M_UAAAAAY_5fc9Fnm-1Q61oq4BQa632DMpQ62pUc&&ved=0ahUKEwi_kY-r9bj9AhVIPcAKHWpdDAQQ4dUDCAc&&uact=5&&oq=Prodijig+teh+revolution&&gs_lcp=Cgdnd3Mtd2l6EAMyBggAEB4QDTIFCAAQhgMyBQgAEIYDOgQIIxAnOgsILhDHARCvARCRAjoLCC4QgAQQsQMQgwE6EQguEIMBEMcBELEDENEDEIAEOggIABCABBCxAzoFCAAQgAQ6CwgAEIAEELEDEIMBOgUILhCRAjoRCC4QgAQQsQMQgwEQxwEQ0QM6DggAEIAEELEDEIMBEMkDOg4ILhCABBCxAxDHARDRAzoICC4QgAQQ1AI6BwgAEIAEEAo6CAguENQCEIAEOgoILhCABBDUAhAKOgoILhDUAhCABBAKOg0IABCABBCxAxCDARAKOg0ILhCABBCxAxDUAhAKOgUILhCABDoKCAAQgAQQFBCHAjoFCAAQkQI6BggAEBYQHjoNCAAQFhAeEA8Q8QQQCjoJCAAQFhAeEPEEOgUIIRCgAToFCAAQogQ6BwgAEB4QogRQAFiFK2D6O2gAcAB4AIABT4gBlgmSAQIyM5gBAKABAQ&&sclient=gws-wiz
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“It is very hard to figure out what exactly is the next step for Irish dancing, because Riv-
erdance and Lord of the Dance were such huge moments in our culture, it’s hard to get past 
that, to reshape the imagination … I’m obsessed with getting better. I’ve always dreamt of 
being the Michael Jackson of Irish dancing but I’m getting into other artists like Pina Bausch, 
Breandán de Gallaí, and Colin Dunne; I’m learning to be an artist… I’d love to dance at the 
Grammys — there has been hip-hop or contemporary dance in pop videos but never Irish 
dancers. I would love to go to Broadway and the West End, and I would love to do the Super 
Bowl. I’m hoping it will happen…” (Kenefick in interview with Marjorie Brennan in The 
Irish Examiner, Saturday 10 June, 2017).

Conclusion
Today, Irish dance is dynamic and vibrant on all levels, amateur and professional. In this 

paper, I examined how choreographers within the field of Irish dance situate themselves 
and their dance work within diverse contexts including, the competitive context, the com-
mercial stage-show context, the university context, and the free-lance artist’s context.

Within the competitive context, Irish dance teachers choreograph for the dance stu-
dents in their schools of Irish dancing, and in this paper, I focused on team choreog-
raphies for the Figure and Dance Drama competitions of An Coimisiún. These compe-
titions have specific guidelines and teachers as choreographers are confined to these 
guidelines; however, there is room for creativity with thematic, music, and movement 
choices; in the Dance Drama competition, additional creative choices are made con-
cerning the use of costumes, props, and lighting. Although there is no official training 
for Irish dance teachers on the act of choreography within An Coimisiún, these teachers 
use their Irish dance training and experience, and their skills in telling a story through 
movement, to meet the requirements of these competitions.

Within the university context, undergraduate and postgraduate programs in Irish danc-
ing exist at the University of Limerick in Ireland, which provide opportunities for students 
to develop their dance training, skills, and knowledge further. By engaging with tradition-
al Irish dancers and professional dancers and choreographers from Ireland and elsewhere, 
dancers work and perform both traditional dance and the creation of new dance works, 
both solo and ensemble; students also undertake independent research projects to develop 
their critical awareness and academic skills. All the above provide students with the skills 
to find their individual voice in choreographing and performing new dance works, while 
honoring and respecting the tradition from which they have come.

The commercial stage-show contexts, initiated by Riverdance in the 1990s, continue 
to be an important source of employment for Irish dancers and a site for choreographic 
work for the popular stage. From their experiences in Riverdance, a number of dancers 
choose to become freelance artists, some going solo while others established compa-
nies of Irish dancers. These free-lance artists and new dance companies emerged in 
the 2000s. This paper focused on some of these, including Breandán de Gallaí, Colin 
Dunne, and Alan Kenefick, all ex-Riverdancers and all, in their different ways, aspiring 
to express themselves and to develop Irish dance by choreographing and performing 
new dance works. These artists’ works have been received successfully both in Ireland 
and abroad and as these, and other artists, continue to creatively choreograph and per-
form new dance works for their bodies and that of other Irish dancers’ bodies, under-
standings of Irish dancing will be richly expanded.

https://www.irishexaminer.com/lifestyle/arid-20452115.html
https://www.irishexaminer.com/lifestyle/arid-20452115.html
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Позиционирање кореографа у ирском традиционалном плесу

Сажетак: Рад је истраживао начине на који данашњи кореографи из области ирског 
традиционалног плеса ситуирају свој рад унутар и око различитих система културне 
праксе. Чинећи то, они се прилагођавају или изазивају границе дискурса повезаних са 
одговарајућим естетским системима ових пракси. У раду сам се осврнула на кореографе 
који раде у оквиру такмичења, универзитетских програма, комерцијалних сценских 
представа и уметничког рада за позориште.

У оквиру такмичарске арене, испитала сам како наставници кореографишу тимски 
плес за ученике у школама ирског плеса; ови плесови укључују фигуралне игре и плесне 
драме. Кореографи се у овом контексту налазе у такмичарској арени, и придржавају се 
смерница које им је прописала организација An Coimisiún. Прегледала сам ове смернице и 
фокусирала се на један фигурални плес (The Changing), и једну плесну драму (The Girona) 
и илустровала сам како су кореографи успели да буду креативни унутар ових смерница.

Након успеха Риверденса (Riverdance), 1990-их, ирски плесачи из различитих делова 
света, укључујући велики број бивших ‘риверденсера’, одлучили су да даље развијају 
своје вештине у вођењу универзитетских програма, на пример, на Универзитету у 
Лимерику. Рад се бавио овим програмима и начином на који су ирски плесачи у њима 
добили подршку и платформу за стварање нових кореографија. Тврдила сам да се унутар 
универзитетског контекста „границе ирског плеса могу одржавати, редефинисати, 
обликовати и оспорити уз поштовање традиције из које потиче“. Студенти мастер 
студија извођења ирског традиционалног плеса, кореографисали су соло плесне форме 
као начине изражавања и као начин проналажења сопствених индивидуалних гласова 
кроз медиј ирског плеса. Поред тога, студент Breandán de Gallaí, створио је пригиналне 
кореографије као магистарски рад из етнокореологије – Firebird, и још два плесна рада за 
његов докторат из области истраживања уметничке праксе на Универзитету у Лимерику: 
Noctú and Rite of Spring. Ова дела су била кључна за помоћ де Галају (de Gallai) да изрази 
своју визију ирског плеса. Рад је такође испитао рад слободних кореографа, укључујући 
Колина Дана (Colin Dunne) и његова нова соло дела Out of Time и Concert, као и оснивање 
ирских плесних компанија као што су Éiru и Prodjig.

Да закључим, тврдила сам да у овим различитим контекстима, кореографи из области 
ирског плеса настављају да стварају, истражују и постављају важна питања своје праксе. 
На тај начин помажу у развоју и ширењу разумевања ирског плеса.

Кључне речи: ирски традиционални степ плес, Ирска, политичке идеологије, 
кореографија, кореографи
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Display, Preserve, Perpetuate. Logics of Performance in some 
Yemenite Ethnic dance troupes in Israel

Abstract: Created in the 1970s, the so-called “Ethnic dance troupes” (lehakot etniot) 
exhibit the rich cultural heritage of some of the many groups composing the Israeli so-
ciety: Jews from Yemen, Morocco, Kurdistan, Libya, Iraq, Ethiopia, or India, but also 
Arabs, Druzes or Circassians. By displaying elements of their culture, these troupes 
have participated in an important political claim of the 1970s in Israel: to be recognized 
and treated as equal to other parts of the population of this multicultural State.

My anthropological work, conducted in Israel for the last twenty years, has focused on 
the dance repertoires of Jews coming from Yemen (or whose parents/grandparents came 
from there). This article intends to show how the repertoires they brought from Yemen 
have been used to construct the various performances of some Yemenite Ethnic dance 
troupes within this political framework of cultural recognition, and later, to preserve 
and perpetuate this heritage. More recently, turning their gaze towards the future of the 
dance troupes and their perpetuation, dancers and managers are proceeding to a radical 
transformation of what is performed on stage. The politics and perception of change 
will be explored, as well as performance logics that I have named “pedagogical” and 
“aesthetics”.

Keywords: Change, Dance, Performance, Recognition, Yemenite Jews

This article is dedicated to Selena Rakočević, a sharp and wonderful ethnochoreolo-
gist, whose premature death has deeply affected me and the international community of 
ethnochoreologists and anthropologists of dance.
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Introduction
What I will present today stems from research I started more than 20 years ago.1 I have 

never really stopped it, although since then I have been and still am exploring various 
other anthropological domains. When I started this research, the aim was to use dance as 
an entry point to understand how a Nation-State builds itself through varied processes, 
including the creation of a culture. To do so, I looked at various types of dance coex-
isting in Israel today (1998-2019) and tried to understand where it comes from, how it 
has been created, how it might have changed over the years, who had participated in the 
transformations, and how and why. For various reasons that I have detailed elsewhere 
(Gibert 2004; Gibert 2011), I decided to focus on the repertoires of Jews coming from 
Yemen to Israel, arriving from different regions, and at different moments.2

In Israel, there are many dance forms that might be called “Jewish Yemenite dance” 
for many reasons that will be unveiled in the course of this article. One of them is per-
formed by what are called in Hebrew “lehakot etniot teymaniot”, which can be translat-
ed as Yemenite Ethnic (dance) troupe.3 These are the ones on which this article will be 
focusing.

First, this article will offer an overall presentation of these troupes: Who are the var-
ious actors involved? In which ways? And what is the social, historical, and political 
context of their creation and existence? Keeping this in mind, we will then go deeper 
into the logics of performance and try to unfold them in order to understand what are the 
processes which govern the creation of staged performances in these troupes, and why.

The Yemenite Ethnic dance troupes
What are these troupes?4

Most of them were founded in the 1960s and 1970s within a process of cultural and 
political recognition described below. Today only a few troupes remain active.5 Depend-
ing on the troupe, they give between one and ten shows per year. Such shows are mainly 
taking place in Israel, sometimes for private events (weddings, etc.). However, some 
troupes are also participating in international festivals abroad. One troupe is particularly 
1   I would like to thank the various colleagues and guests of TradicjaNova 3, colleagues and students of the Seminar “La danse 

comme objet anthropologique” (Paris, France), colleagues of the CRACE Seminar Series (U. of Roehampton, UK) and students 
of the Master Choreomundus who heard earlier versions of this text and helped me, with their questions and remarks, to 
sharpen my thoughts. Nonetheless, I take responsibility for any flaw in this text. I am also very much in debt to Jean-Baptiste 
Cabaud for the professional design of the diagrams.

2   The biggest wave of migration from Yemen took place between 1949 and 1951, years during which approximately 50.000 Jews 
arrived in Israel. Before that, approximately 3.000 arrived in the last decades of the 19th century and 7.000 between 1919 and 
1928 (s. Parfitt 1996). Later on, very small groups arrived sporadically up until the late 2010s. According to the official statistics 
(Central Bureau of Statistics-CBS) of 2022, 18.4 thousand Israelis were born in Yemen and 106.8 were born in Israel from a 
father born in Yemen, leaving aside those born from a Yemenite mother! These figures are to be red within a general Jewish 
population of 6.928.3 thousand. See tables 2.8 and 2.1 on the Central Bureau of Statistics website:

 https://www.cbs.gov.il/en/publications/Pages/2022/Population-Statistical-Abstract-of-Israel-2022-No.73.aspx
3   Technically, “lehaka” (pl. lehakot) means “troupe” and can also apply to a music group for instance. But in the context of this 

article, I will systematically translate it as “dance troupe”. I have adopted Latin transliteration of Hebrew in order to facilitate the 
reading.

4  See also Gibert 2007 and Ingber Brin 2011.
5   To my knowledge, only four have remained active to some extent until today. They comprise between 10 and 25 dancers. The 

troupes are mostly referred to by the name of the place where they live in Israel and/or the area they are coming from in Yemen. 
The most active ones today are the troupes from Moshav Amka (coming, in Yemen, from the region of Taïz – South West of the 
country), Moshav Bareket (and in Yemen, from the region of Haban, South East), Kiriat Ekron (and in Yemen, from the region 
of Heydan, North), and “Sei Yona”, a troupe based in Shaar Efraïm (Israel) and presents repertoires coming from the South West 
region of Yemen. The troupe of Hadera (to my knowledge not active anymore) was one of the rare troupes to officially declare 
presenting repertoires from various regions in Yemen. Among the dormant (or dismantled?) troupes, the Troupe of Midrach 
Oz, was studied carefully by S. Staub during the 1970s-80s (Staub 1986).



91

active: the one created in Moshav Amka in 1972. It is the troupe with which I have been 
working particularly closely for many years.

Who composes these troupes?
Dancers are mostly only Jews coming – or those whose parents/grandparents came – 

from Yemen. Each troupe focuses on the dance repertoires of only one specific area in 
Yemen (Center and Southwest: south of Sanaa, around the city of Taïz; North: around 
the city of Heydan; Southeast: around the city of Haban).6 Dancers are not paid; they 
perform as a hobby. Each troupe has a manager. He or she often has a profile similar to 
the dancers’, i.e. of a Yemenite background. Less often it is a non-Yemenite. If so, it is 
mostly someone invested in Israeli Folk Dance – this dance form, created in the 1940s, 
will be presented below. Some troupes deciding together what to dance and how to do 
so, while others have their own choreographer (for instance, Saadia Amishaï in Hadera). 
Some troupes are also working punctually with external choreographers (Lea Avraham, 
Shmulik Gov-Ari, Reena Sharet, and so on). In that case, most of the invited choreogra-
phers are connected to some kind of Yemenite ancestry, and/or knowledgeable on dance 
repertoires coming from Yemen. Many of them are also trained in other types of dances 
(Israeli Folk dance; Modern or contemporary dance; Ballet; Theatrical dance; etc.).

What is shown?
The general idea is to present dances practiced by Jews in Yemen. As most of the Jews 

had left this country by the begining of the 1950s,7 and since for political reasons, Jews, 
or at least Israeli citizens, are not allowed to visit Yemen, there are no possibilities to 
drew on what is going on there currently in terms of dance. For these reasons, the funda-
mental elements called upon for the creation of staged dances were, and still are, based 
only on the dancers’ memory of what was done in Yemen, and/or on what they saw in 
their neighborhood or village when they were children, soon after immigrating to Israel. 
Yet such dances have been progressively dropped after a few decades of living in Israel, 
the number of events during which they were practiced having drastically reduced for 
a few decades, before coming back in the 1960s-70s, often with transformed dances 
(Staub 1986). Some of the troupes also used elements from the collects conducted in 
Palestine in the early 1940s by the creators of Israeli Folk Dance (see below), but this 
influence is minimal. A direct or indirect influence can also come from the Dance The-
ater Inbal,8 in particular in performances created with the help of Lea Avraham or Malka 
Hagbi, themselves dancers of Inbal.9 Therefore, in the case of this article, my reference 
point is the various repertoires which were brought from Yemen to Israel in the late 

6   A Moshav is a semi-collective village. Amka is situated in the north of Israel, near the city of Naharya. It was exclusively inhab-
ited by Yemenite Jews when it was built in 1949, and it has mostly remained so to date.

7   A new wave of immigration constituted by most of the remaining Jews from Yemen has taken place in the early 1990s, but their 
arrival has not really impacted the repertoire of the troupes.

8   The company was founded in 1949 by the Israeli-Yemenite choreographer Sara-Levi Tanai who was working with Jewish 
Yemenite dancers as well as with repertoires that she had collected around Palestine-Israel. However, strongly influenced by 
the choreographer Jerome Robbins and his musicals, she has introduced modern dance and theatrical dance in the shows she 
wrote for this Company. See for instance her piece called “Yemenite Wedding” created in 1962: https://www.youtube.com/
watch?v=DWnldrG-Yaw

9   See for instance this performance of the Ethnic Dance Troupe ‘Sei Yona’, staging an entire story mixing dance and theater about 
the coming wedding of a man already married. One can successively see stylized dances and choreographed dialogues: https://
www.youtube.com/watch?v=DWnldrG-Yaw



Marie-Pierre Gibert

92

1940s-beginning of the 1950s or brought earlier but recorded at that period.10 However, 
it must be clear that they are only one reality at one point in time and were undoubtedly 
transformed many times before that specific moment!

Tradition or Change?
Over the several months and years that I spent with dancers, managers, and choreog-

raphers of these troupes, and throughout interviews and archives, many of the actors’ 
discourses are bringing to the fore the words “tradition” and “change” while describing 
their dances and their work to present them in shows.

Let’s first listen to some of them and see how “tradition” and “change” are therefore 
used as categories of practice:11

“We must (…) change a bit: make some variations, realize some choreography. You must 
change: everyone comes together, and then they scatter. The stage is fuller; the audience has 
more to look at. Yemenites did not have choreographies… And those are things that have influ-
enced many troupes. It is not possible for any choreographer – including me in my own work 
with the troupe – to remain static.
(…) Tradition is here, it is in the songs, and in the dance. But the choreography must change 
because it is not…In Yemen there was no choreography… They were dancing freely, sponta-
neously. Here, in Israel, you must show to the audience what is going on. Therefore, you must 
occupy the entire stage, change the forms, the structures so that it becomes interesting, and 
not boring. Those are the elementary rules”.12 (Saadia, Former manager and choreographer, 
Troupe of Hadera, May 2000)

“Choreographers have simply tried to work with us on the steps, nobody gave us the dance, 
the authentic, the traditional, because nobody knows it. So, for instance they would tell us 
‘Why do you do like that? Maybe you should put your hand like this’. Or one choreographer 
would tell us «Smile» and the other one would say ‘Don’t smile’”. (Zion, Manager, Troupe of 
Amka. January 1998)

However, while constructing “tradition” and “change” as a categories of analysis 
(Brubaker 2005), researchers have shown that they are very complex notions. Empha-
sizing the fact that “the more it is the same, the more it changes”13 (Pouillon 1977), Jean 
Pouillon suggests that “tradition is a ‘back projection’, the reading of the past through 
the filter of present necessities, a quest in the past for a legitimization of the present” 
(Pouillon 1975, 159-160). Therefore, before coming back to the shows, it is important 
to understand what the politics of change at stake are here. What were the “present ne-
cessities” as Pouillon would say, when these Ethnic Dance Troupes emerged, and what 
was leading this “quest in the past for legitimation”?

10   Very few video documents exist, or remain, from that period. A very short clip, extracted from a collect made by Gurit Kad-
man with Yemenite men in 1951, has been used in a film. Although this clip can be found in various places on the web, I have 
not been able to discover the exact reference to that film.

11   I use the distinction between “category of practice” and “category of analysis” made by R. Brubaker in his analysis of diaspora 
(Brubaker 2005).

12   All the interviews quoted in this article have been conducted either in English (1998-1999) or in Hebrew (2000 onwards). 
Hebrew quotes have been translated by me.

13  Unless specified, all translations from French or Hebrew are mine.
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This question calls for a larger contextualization, which will permit us to situate this 
emergence within a historical and political perspective of the uses of dance and music 
in the creation and development of Israel as a Nation-State.

The politics of change
To be brief – but with the risk of being a bit too sketchy14 – I will focus on the two 

main periods for dance’s use and transformation: (a) the creation of a Nation-State and 
its first decades of existence (1930s-1950s) and (b) the turning point (1960s-1970s) and 
its aftermath.

(a) 1930s-1950s: Creating a Nation-State and Dancing the Nation
Israel declared its independence in May 1948. Yet the idea of creating a Jewish cul-

tural core, and later a Jewish State, had already started to develop several decades ear-
lier in the 19th century when Jews realized that it remained impossible for them to be 
treated as “normal citizens” in most of the countries due to their Jewishness (even as 
non-religious citizens) and would continuously be persecuted. Therefore, the necessity 
of creating a safe space emerged and slowly became a will to construct a Nation-State. 
Based on the 19th century ideological framework of a Nation (in particular, the equation 
of one people, one territory, one language and one culture), the creation of the State of 
Israel calls upon a process of ‘culture building’. Its aim to construct a new common and 
single Israeli culture which would unify all its (Jewish) inhabitants, in body and soul. 
Such (new) culture is also seen as a social and corporal tool to integrate as fast as pos-
sible the numerous immigrants who have arrived immediately after the independence in 
1948: the exact expressions usually used are “fusion of the exiled” (mizug ha galuyot) 
and “absorption of the immigration” (klitat ha alya)15.

This process of building a national culture is underlined by the strong ideological 
framework of Zionism16, which follows three main principles:

- To forget everything from the life in Diaspora and Exile which took place during 
the last 2000 years – i.e. the long period during which no independent Jewish state was 
subsisting – and thus to discard the cultural specificities of each diasporic place.

- To reconstruct, or be strongly inspired by, the culture possessed by the Hebrews 
who lived in Palestine during the so-called “Biblical times”, considering the Bible as a 
source of historical and cultural reference rather than as a religious text.

- To depict the construction of a new modern country at the beginning of the 20th cen-
tury, hence acknowledging what one of the State’s founders, Ben Gurion, considered as 
“a leap” forward (quoted by Gorny 1995). This construction includes the (re)construc-
tion of the “New Hebrew”, a human being physically strong and culturally equipped 
of the new “Eretz Israeli” culture in the making (Zerubavel 1994; Ingber Brin 2000; 
Shavit, Sitton 2004; Brenner, Reuveni 2006; Presner 2007; Gibert 2014).

14   For a more detailed and complex account of Israel’s social, political and cultural situation of the creation of Israel, see for 
instance Segev 1985; Dieckhoff 1993; Zerubavel 1995; Sternhell 1999; Divine 2009.

15   During this period, the Jewish population doubles in three years: between 1948 (650 000 inhabitants) and 1951 (1 400 000) 
due to vast immigration from different parts of the world (on the demography of Israel, see for instance Anteby, Berthomière, 
Sheffer 2005).

16   Zionism is a wide movement, composed of multiple branches, mainly secular. Among them, cultural Zionism which aims at 
creating a cultural home (see for instance Ahad Ha-Am 1894), whereas the goal of political Zionism is to establish a Na-
tion-State (See for instance Nordau 1909; Herzl 1902). 
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In this process, the development of dance and music is seen as an important tool for 
the construction of a national culture based on a single identity. To fit into this process, 
the creation of a new dance form, called Rikudei Am (literally “Dances of the People” 
in Hebrew, but usually translated in English by “Israeli Folk Dance”) had to follow the 
above Zionist framework. In response to it, the creators of this dance developed the 
following process:17

- Collect as many dance repertoires of inhabitants of the country (Jewish or not) as 
possible, and select from them separate kinetic, rhythmic, or choreographic elements.

- Erase from them any reference to their cultural, geographic, or ethnographic 
original context (place of origin, gender specificities, costumes, connections to mu-
sic, and so on).

- Reorganise these “neutralized” elements into a new form of dance, which sets brief 
choreographies (a few minutes) and is then taught and disseminated throughout the 
entire country to enforce a similar way to dance and perform in every citizen of Israel.

- This dance form can be practiced either during leisure evening of social dance (hark-
adot) or as shows of performing groups.

As Yemenite repertoires were among the collected ones, some Yemenite dance 
motives have entered Israel Folk Dance, largely disconnected from their original 
context (see Kadman 1952, 1972, 1976; Ingber Brin 1974, 2000; Bahat-Ratzon 
1982, 1987/88; Staub 1986; Gibert 2011). Indeed, new Yemenite migrants are 
themselves caught in this period of nation-building. Although a small amount 
of them arrived in the late 19th century, the main migration from Yemen took 
place between 1949 and 1951 thanks to an operation of “rescue” from the Jewish 
Agency for Israel.18 Within the general population, they occupy an ambiguous 
position: their cultural “input” is very valued (songs, dances and crafts are con-
sidered as beautiful), and they are symbolically seen as the “closest” to “Biblical 
Jews” (“Their Ballet is 2.000 Years Old” 1948).19 However, in everyday life, they 
are considered a cheap labor force and seen as uncivilized (a wide grey literature 
shows how, upon arrival, they were considered in need to be taught how to eat or 
to take care of their children). Hence, they are caught in what I call an “inversed 
diaspora”:20 they are seen symbolically as “returning home”, yet treated as poor 
and uncivilized migrants who must adapt to their “host country” and discard their 
own previous culture.

(b) 1960s-1970s: the turning point and its consequences
The late 1960s are the theatre of many socio-political changes in Israel: the War of 

1967 followed by a strong divergence of opinion about the occupied territories; an in-
creased religiosity (while the first decades were characterized by a secular trend); the 
arrival of the right-wing in the government, and so on. This constitutes the overall social 

17   On the creation of the Israeli Folk Dance form, see also Kadman 1969; Kadman 1972a; Berk 1972; Ingber Brin 1974; Ingber 
Brin 2011; Bahat-Ratzon 1977; Bahat-Ratzon 1978/79; Friedhaber 1985; Friedhaber 1986; Friedhaber 1987/88; Spiegel 2000, 
2013; Kaschl 2003; Gibert 2004; Gibet 2014; Hirshberg 2007; Spiegel 2013.

18  By the end of this operation in 1951, 50.000 Yemenite Jews had arrived in Israel (within a Jewish population of 1.4 million).
19   On the perspective of the general Israeli population on Yemenite Jews, see Berreby 1953/1954; Bensimon, Errera 1977; Tobi 

1999; Gibert 2004.
20   To my knowledge, this expression is not used elsewhere. T. Trier speaks of “reversed diaspora” (Trier 1996) when presenting the 

case of Russian migration to Israel. D.R. Divine uses the title “Exiled in the Homeland” (Divine 2009) to express a similar idea.
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and political backdrop of the story of dance that we are following (Peres 1971; Smooha 
1978; Cohen E. 1972; Cohen E. 1983; Cohen E. 1995; Cohen M. 1987; Dieckhoff 1993, 
2002; Zerubavel 1995).

In the first decades following their arrival in Israel, most of the Jews of Asian 
or African origin21 were treated as second-zone citizens, asked to adapt to the 
Israeli society by forgetting their cultural heritage in order to have access to a 
socio-economical level equal to the one of Jews of European or North American 
backgrounds. However, several decades later, it has become clear that albeit their 
compliance to fit into this new culture and ways of life, a strong socio-economic 
gap between the two groups remains. Slowly, they realize that these socioeconom-
ical inequalities stem from a lack of cultural legitimacy within Israel. A strong 
movement of protest therefore emerges by the end of the 1960s-beginning of the 
1970s, also claiming for a recognition of their diasporic cultural heritage as part 
of the national culture. Such claims are slowly recognized, and it is to feed this 
recognition process that Ethnic dance troupes are created.22 They develop stage 
performance of the dance and music repertoires which were brought by Jews im-
migrating from Yemen, Morocco, Bukhara, India, and so on, as well as dance and 
music repertoires from non-Jewish Israelis: Christian and Muslim Arabs, Druz-
es, Circassians. In addition, along with this creation of Dance troupes, one can 
observe the entrance of musical and dance diasporic repertoires into the public 
sphere through at least four channels:

(1) The so-called Musiqa Mizrahit (“Oriental music”) enters the commercial sphere, 
bringing to the fore a combination of “oriental” musical specificities (such as non-met-
ric introductions, the use of micro-intervals, vocal inflexions) with Western standard-
ized pop music23. The Israeli-Yemenite singer Ofra Haza, who finished second at the 
Eurovision in 1983, is a good and widely known example of it.24

(2) The blooming of henna celebrations (pre-wedding event) and other specific 
events (Mimuna of Morrocan Jews, Saharaneh of Jewish Kurds, etc.) which had 
been repressed previously, yet continued quietly to some extent, become more and 
more publicised. For Yemenite Jews at least, dance practices deriving from reper-
toires brought from Yemen are thus officially re-entering life cycle events and are 
subject to new developments.25

21   Also mistakenly called “Oriental Jews” or Sefaradim, and hence opposed to “Ashkenazim”. See Dieckhoff 2002, Smooha 1978. 
The use of the term etni (heb. for “ethnic”), and its corollary eda (heb. for “ethnic group or community”) is particularly prob-
lematic as a characteristic difference exists in its use: only Jews of African or Asian origins are qualified of “etni” and organized 
into such Troupes. Therefore, a difference in symbolic recognition remains to some extent. Beyond the Israeli case, on the use 
of “ethnic” to qualify some dance forms only, see Kealiinohomoku 1969-70; Buckland 1999.

22   On the “Israel Ethnic Dance Project” and the creation of these troupes, see Ingber Brin 1977; Ashkenazy 1978; Kadman 1982; 
Staub 1986; Goren 1986; Bahat and Bahat-Ratzon 1998.

23   Such music has been defined by ethnomusicologists as music which “incorporates various ethnic “colors” (for example Ye-
menite, Arabic, Kurdish, Greek and so on) within the standardized forms of Western popular music” (Regev and Seroussi 2004, 
191). The “oriental” dimension comes from the introduction of different musical instruments, the use of micro-interval of 1/4 
tones; vocal inflexions (melism); different harmonic systems, or improvised sections in free rhythm. Yemenite specificities can 
mainly be seen in terms of texts; rhythms; and a special organisation in suites of successive pieces. See also Shiloah 1997.

24   Her song, “Im Nin’Alu” is probably her most famous song, placing to music a poem written in the 17th century by the Yemenite 
Rabbi Shalom Shabazy. You can find the first version, dating from 1978, here https://www.youtube.com/watch?v=O2xNTzlF-
Sk0. A later and remixed version was created ten years later, bringing together pop and techno rhythms with Yemenite-Jewish 
musical and vocal technics. An official clip (1988), is staging this mix with traditional costumes and a strong imaginary of what 
could have been life in desertic Yemen. See: https://www.youtube.com/watch?v=O-R-Z8DYb5s

25   See Ashkenazy 1978. For a visual example, see for instance the video recording of dances during a hinna in Moshav Yakhini in 
1988: https://www.youtube.com/watch?v=uCI_o42AAko
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(3) Some deep changes appear in the Israeli Folk Dance, as a new type of dances 
emerges: dances strongly and officially influenced by a specific cultural heritage are cre-
ated, bringing together several kinetic, rhythmical, and musical elements coming from 
a specific country to create a “Yemenite dance”, “Moroccan dance”, “Kurdish dance” 
and so on.26 Such dances are either created for the social dance form or the performance 
form, the later henceforth offering panoramas of what are now seen as the various com-
ponents of Israeli culture.27

(4) Cultural events aiming at learned or academic presentations of the dance and mu-
sic “traditions” of Yemenite Jews are organized.28 

Such changes are therefore attesting to a failure of the national Israeli identity as a 
monolithic construction and the redefinition of this identity. In this process, a shift of the 
position towards a recognition of the ‘ethnic’/’geographic’ origins of its various inhab-
itants occurs and permeates every part of the society. Positive reference is made to the 
cultural specificities of every community composing Israel, leading to the redefinition 
of a new Israeli identity multifaceted, and rich because of its heterogeneity. Hence many 
Israelis start using a hyphenated expression to identify themselves: Yemenite-Israeli, 
and so on.

Logics of performances 
Armed with a better understanding of this social, cultural, and political context and 

aware of its specific issues, let’s enter Yemenite Ethnic Dance troupes’ shows and meet 
the various actors involved in their construction. How did they proceed to construct the 
shows? What are the logics of such performances?

According to my various interlocutors, the starting point of such a troupe or a staged 
dance is often a meeting (formal or informal) of older people bringing their memories 
together.

“In 1972, I have started to work in Amka at the community center (…). Whenever we would 
travel with the old people of Amka, when we would sleep on the beach for instance, they 
would be really happy and they would start to do a [mock] wedding, just like that, for fun! 
Men would make a zaffa [procession] to the groom. They would say ‘OK, tonight, let’s make 
a wedding!’. So I thought that we might do it as a show”. (Zion, Manager, Troupe of Moshav 
Amka, November 1999)

“Zion: ‘We cannot really say that someone specific is the choreographer of this or that dance…. 
This group works with me (…) but I cannot say that it is just me. It is the all group, together: 
each one says “Let’s do this or that’, and then, after a lot of discussions, I decide what we’ll 

26   See for instance a compilation of Israeli-Kurdish dance taking place in various places and events in Jerusalem at the end of 
the 2010s. It includes various performances of the Kurdish Ethnic Dance Troupe and social dance. https://www.youtube.com/
watch?v=a10HQocVrIA

27   See for instance a “Yemenite dance” created for a Performing Israeli Dance Troupe (Hora Pardes Hanna) on the Ofra Haza 
version of Im Nahalu: https://www.youtube.com/watch?v=5RnUOpk6HkI

28   Several performances and Seminars are organized in the framework of the Israel Ethnic Dance Project (see above). For a visual 
example, see for instance an extract of a study day on Yemenite poetry, featuring the group “Bnei Teiman” (Beth Hatefutsoth- 
The Nahum Goldmann Museum of the Jewish Diaspora, Tel Aviv, undated event, but posted on YouTube in 2014). This group 
is not exactly an Ethnic Dance Troupe as they mainly focus on music and songs, but some of the singers-musicians are some-
times standing up to dance. Their dances are barely choreographed, if not at all. See: https://www.youtube.com/watch?v=t9Pk-
ShC4SRo&t=367s 
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do precisely. And then, I don’t say to them ‘We do this two times, or three, or we do like this’, 
I ask them, each time, and then I decide, after checking how it looks like’.
MPG: ‘And in concrete terms, how did you proceed? You put some music on and told them 
‘Ok, do what you want’?’
Zion: ‘Yes, something like that. I have several people who can show to others, teach them how 
to move their body. And we also learned a lot from the old people (…) we have some stars in 
Amka! (…) We use to see them at parties, there use to be quite a lot of parties in Amka, so we 
saw them and we’ve learned the moves’” (Zion, Manager, Troupe of Moshav Amka, Novem-
ber 1999).

As we can see in these extracts, once various dancers have brought together their 
memories, decisions must be made on what to choose and how to display it on stage. 
This usually provokes long discussions and negotiations between the dancers and/or 
between dancers and choreographers. Such discussions are bringing two types of ar-
guments which seem opposite at first glance but are actually the two sides of the same 
coin.

The first argument can be summarized with this expression that I have heard many 
times when interviewing various members of the troupes about the creative process of 
staging: “Let’s keep it exactly as it was done in Yemen”. Here are a few quotes which 
underline this perspective:

“We didn’t want, for instance, that the choreographer develops something. We really wanted 
what belongs to us, exactly as they did in Yemen. You see, [from the choreographer] we just 
wanted a bit of polishing...” (Lea, Dancer, Troupe of Shaar Efraïm, September 2002).  
“No, there has been no change in the origins of our work. Maybe we became a bit more ‘Pro-
fessional’ on the way we do it, we are more confident when we are on stage, that’s all. I believe 
that when we’ll start to lose the basic elements, it will be the end of the troupe, the end of the 
founding idea” (Zion, Manager, Troupe of Moshav Amka. January 1998).

The second direction taken by such discussions argues that “We need to please and 
interest the audience, so let’s make some changes”. As the original aim of such Troupes 
is to display, and hence legitimize their cultural heritage, the role of the audience (and 
its pleasure) is often and clearly stated in many discourses, and the semantic field of the 
view (eyes, gaze, look, etc.) is particularly called upon.

“That’s for the eyes of the audience, for him not to get bored. It is not like when I am at home. 
There I can do as I like… Who will look at me, who will see me? It is to please the audience’s 
eyes, to make it interesting” (Shemesh, Dancer, Troupe of Bareket, August 2002).

“We must (…) change a bit: to make some variations, to realize some choreography. You must 
change: everyone comes together, and then they scatter. The stage is fuller; the audience has 
more to look at. (…) Because the eye becomes tired when it sees the same thing all the time” 
(Saadia Amishaï, Former manager and choreographer, Troupe of Hadera, May 2000).

However, even for those clearly stating their will not to change anything, it is obvious 
that they do need to make some little transformations to present their dances on a stage 
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and to an audience. Therefore, these two processes are not alternative choices, but rath-
er the two poles of a continuum according to the degree of perception of, and will to, 
change.

Diagram 1 – Perceptions of change
Indeed, after several years working in the anthropology of dance, it has become clear 

to me that it is more relevant to consider change as a continuum of perception rather 
than as a binary opposition (change/no change). Many research has shown that no mat-
ter which kind of dance one considers, it is always the product of endless transforma-
tions, many of them being untraceable throughout the years, decades or centuries. Yet, 
one can also trace down, and sometimes even see, moments of crystallization and/or 
formalization of some elements. Those are voluntary processes of some kind, which 
depend on specific actors, moments, contexts, issues and so on that we need to study 
(Nahachewsky 2001; Nahachewsky 2006; Shay 2002; Gibert 2011; Gibert 2020).

So, let’s continue to explore further this continuum of perception.
What the reader might have started to distinguish in the previous quotes, is that chang-

es are not accepted, refused, or desired the same way depending on the dimension of 
dance that is touched (space, time, body, dance motives, songs and music, costumes, 
props, etc.). Change is therefore a multi-dimensional process.

In the case of the Yemenite Ethnic Dance Troupes (but also for many other ethnic 
dance troupes in Israel), it seems that the more accepted changes touched upon the re-
lation to space and/or time.

“The choreographer brought us a lot. (…) She taught us ‘How to dance’. How this dance is 
the same as ours but how to enter or to leave the stage, how to manage time” (Sara, Dancer, 
Troupe of Moshav Bareket. August 2002).

“They kept the tradition but in a modern way; they did not make modern dances. (…) Chang-
es occur in terms of ‘rules of the stage’. The dances remain partly improvised but you can see 
lines, dances with a partner, trios, fixed scenes, and so on. And everything is perfectly per-
formed, in a very professional manner” (Shmulik Gov-Ari, Choreographer, about the Troupe 
of Moshav Amka with which he works regularly. January 1998).

“Yemenites did not have choreographies… And those are things that have influenced many 
troupes. It is not possible, for any choreographer – including me in my own work with the 
troupe – to remain static. (…)
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The choreography must be modern: a line, some couples, a circle which becomes a line, lines 
crossing each other and combining into a single one, and so on. Because the eye becomes 
tired when it sees the same thing all the time. (…)
And if you make something very rhythmic, with a choreography which changes very often, 
the eye rejoices, the heart rejoices, and that is what one must do!” (Saadia Amishaï, Former 
manager and choreographer, Troupe of Hadera, May 2000).

This kind of change can go quite far and lead to a deep restructuring of directions and 
configurations of the dancers in space, as well as a reorganization of time, in particular 
a cut of dances’ length.

On the contrary, what is almost always considered, by the dancers and choreographers 
alike, as impossible to be modified is closely related to body practices: gestures, body 
technique, personal style of movement, as well as dance motives.

“People who worked with us did not teach us how to dance but how to do it on the stage. Even 
if I have them all do the same thing, I also leave them do what each one feels. To dance with 
feelings, not with steps. So, in the pairs, we dance with our body, the way we feel it. Even if 
you see them going down and up all together, each one is doing it a bit different from what the 
other one is doing” (Zion, Manager, Troupe of Moshav Amka. November 1999).

“The main part of my work was to have them understand how important it is to keep 
their own way of dancing. One of my constant fights was against their artificial smile. 
They are very popular, and they really like to have contact with the audience, but I had 
to re-educate them so that they keep their natural expressions. (…) One does not smile in 
this culture because one does not dance for an audience but for oneself or for his family. 
Yemenite dance is an inner thing, something which comes from the inside. So, you don’t 
change your expression for an audience, you don’t laugh, you don’t even smile to it. If 
you simply let yourself dance, you will adopt your own expression, which is a lot more 
interesting than an artificial smile” (Reena Sharet, Non-Yemenite invited choreographer 
working with various troupes, and organizer of many shows for Ethnic Dance Troupes. 
January 2000).

Yet, changes in gestures do happen, and sometimes some dancers and/or choreogra-
phers are aware of it:

“This is an addition which comes from the influence of Inbal [Dance Theater] Troupe. It is 
a troupe which has been created in order to transform Yemenite folklore, its songs and its 
[dance] elements. There has been many additions of ballet and modern movements. This is 
why, when you see today, among women, someone who does that [large arms’ movement], it 
did not exist in the original dance. These are things which appeared because we needed them 
for the dance [show] to give the audience things that it will like” (Saadia Amishaï, Former 
manager and choreographer, Troupe of Hadera. May 2000).

Dance material is therefore reorganized to create performances to be shown on stage 
in the form of brief successive scenes of a few minutes. One can distinguish two main 
ways to construct such scenes:
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(a) Some dance motives are made to serve a brief scene aiming to present an event 
which used to take place in Yemen but was not danced, or only partly. I call these scenes 
a narrative scene. For instance, the troupe of Moshav Amka have created the “dance of 
the jugs” (heb. Rikud kadim) depicting women fetching water at the local well29 and the 
“Learning of the Torah” dance (heb. Limud Torah), a scene during which dancers are 
playing young kids being taught the Torah collectively and being distracted. However, 
according to their manager, they do not really perform them anymore, unless they are 
asked to present “a very ethnic show” (Zion, informal discussion, 2015).

(b) A single dance piece (potentially composed of various kinetic motives) is done on its 
own, without “a story to tell” (my own words). In that case, I call it a non-narrative scene.30

In addition, a combination of (a) and (b) is also often used, in which one or several 
non-narrative scenes are integrated into a larger scene presenting an event which used 
to take place in Yemen. This is very often a wedding.31 In that case, the overall narrative 
scene contains a succession of narrative and non-narrative scenes.32

These various ways of treating the dance material when constructing a scene for the 
stage are guided by two main logics. These logics can be seen as the two poles of anoth-
er continuum, based on what they want to insist on when displaying dances to an audi-
ence. At one end of this continuum, one can find a strong use of narrative scenes. This 
corresponds to an attempt to present and explain life as it was in Yemen. Or rather, as 
one thinks it was or wants to show it. I have therefore chosen to call it a Pedagogical 
logic. On the other end, one finds a strong use of non-narrative scenes, with no explicit 
story, but rather an accentuation of body forms and aesthetic moves in space. I have 
therefore chosen to call it Aesthetics logic.

Diagram 2 – Logics of scenes’ creation

29   This dance (filmed in the 1990s) can be seen on the web at this address: https://www.youtube.com/watch?v=wly70mX9fYM
30   However, such a scene can be accompanied by a verbal explanation of someone on the stage, hence adding some narration to 

a non-narrative dance! See for instance women dance “dance of the candles” (heb. Rikud haNeyrot), taken from the feminine 
hinna celebration, here performed by the Ethnic Dance Troupe of Shaar Efraïm (presenting the dance repertoire of Jews com-
ing from North Yemen). See here: https://www.youtube.com/watch?v=eJ0iUZy8oSc

31   See for instance the “women dance” and part of the “men dance” which are performed in the middle of “the wedding”. 
Troupe of Moshav Amka, recorded in the 1990s but quite similar to what can be performed today: https://www.youtube.com/
watch?v=B98aJk4ALF8

32   It is for instance the case in the scene “Henne in Haban” (heb. Hinna beHaban) performed by the Ethnic Dance Troupe of 
Moshav Bareket which presents repertoires of Jews coming from the South West of Yemen (region of the city Haban). In 
the version performed during a festival taking place in 1990 in Moshav Yakhini (Israel) featuring different Yemenite Ethnic 
Dance Troupes, this overall Henna ceremony is constituted by a succession of five scenes: a zaffa (procession) for the groom, a 
non-narrative women dance, the (mock) application of henna on the groom hands, a second (different) non-narrative women 
dance, and finally a non-narrative men dance. See the video here: https://www.youtube.com/watch?v=ANjV4y8qqUc
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Although these two logics are often not conceptualized as such by the choreographers, 
various discourses are addressing them and therefore support my analysis. 

Emphasis on the Pedagogical logic:

“MPG: In the wedding scene, Amnon is coming with a candle…
Zion: oh, that’s only for the show. [In real weddings], once the rabbi is done, we take the man 
and the woman, we sit down to eat, and people start to dance for pleasure.
MPG: So why did you create his solo?
Zion: The exact moment when the rabbi is here is very short. People won’t understand what is 
going on (…). What Amnon is doing, it is to show to the audience ‘Look this young girl, today 
she is getting married’. This is something symbolic, to warn the people to look that way. To 
tell them ‘Watch out, something is going to happen here!’” (Zion, Manager, Troupe of Moshav 
Amka. November 1999)

“On stage you must do something which is close to theatre, to give the possibility to the audi-
ence to understand what’s going on. Because to stay static, to continue for too long, to stretch 
a piece which is very long, very simple, what for? People will not understand what it is! We 
need someone who will explain what they are doing, and then, maybe, they will understand…” 
(Saadia Amishaï, Former manager and choreographer, Troupe of Hadera. May 2000)

Emphasis on the Aesthetics logic: 

“The way they lay their feet on the floor, even if they do not dance barefoot anymore today – 
men, yes, but not the women. It is in this kind of thing that we can preserve the basic style… 
But on the other hand, if you are on stage, you must make sure that everyone will step at the 
same moment, things like that. And this is what professional work is about: to do this in order 
to embellish the performance, but without changing the style. It is a constant search for it.” 
(Reena Sharet. Invited choreographer working with different troupes, and organizer of many 
shows for Ethnic Dance Troupes. January 2000).

This analysis shows that both logics (pedagogical/aesthetics) are different in ways 
and strategies to find a balance between the two previous poles (imagined upkeep/
voluntary change). We can therefore place this continuum as a vertical axe crossing 
the previous one.

Diagram 3 – Perceptions and Logics
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After this first level of analysis, which stems from an exploration of dance material 
and discourses, i.e. from what can be seen and said on stage, during participant obser-
vation with the troupes, and formal interviews or informal chats with dancers and cho-
reographers about their staging processes, let’s step back one more time to articulate it 
with the larger issues presented above.

A display for the recognition of a Yemenite heritage
The first issue at stake, which led to the creation of such troupes in the 1970s was a so-

cio-political stance: the full recognition of their dance repertoire as a constituent of the 
national culture of Israel; proof that they have a proper and prestigious culture, not just a 
mere folklore. In that context, dance is used with a strong emphasis on the “no change” 
pole, yet some minor concessions of change are made for the sake of the audience. On 
stage, they present both narrative and non-narrative scenes, the former using mainly the 
pedagogical logic to reinforce the political dimension of recognition while the latter em-
phasizes aesthetics logics to strengthen the artistic dimension of the recognition.

Diagram 4 – Recognition
To preserve
After a decade or so of normalization of their position within the Israeli culture, the 

will to preserve their repertoires becomes the strongest. This is the second issue at stake. 
In that process of preservation, one can often see a tendency to reinforce the side of “no 
change” and a strong pedagogical logic through a large use of narrative scenes.

Diagram 5 – Preservation
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A need to perpetuate
This issue of preservation had been so much reinforced that some (dancers or audi-

ence) see in it some kind of museification, using the word in a slightly derogatory way 
to qualify the exhibition of something “dead”, or at least something which does not exist 
anymore in the “real life”.

This negative perception towards a museified preservation often belongs to young Is-
raeli-Yemenite (whose parents were born in Israel already) and leads us to the third is-
sue: the necessity of a perpetuation of the troupes. Indeed, in the last ten years or so, 
several troupes have become either less active or even dormant. This is largely due to 
the fact that they are struggling to recruit new members. Some are therefore trying to be 
proactive about their future. They need to pass the torch to the so-called “third genera-
tion”, but how to attract them? How to recruit new (younger) dancers to perpetuate the 
troupes?

Diagram 6 – Perpetuation

In the case of Amka, in the last five to ten years, the manager and some of the more 
experienced dancers have put quite a lot of thinking and have tried to find out what 
do these younger potential dancers want to show and to dance. They have decided 
to borrow from the Yemenite dances practiced today during weddings, concerts, or 
parties33, and to apply to them the same type of “rules of the stage” that were enun-
ciated above. They have particularly emphasized those which aim at pleasing the 
audience’s eyes, mainly in non-narrative scenes responding to an aesthetics’ logic. 
That is, to display them in various configurations of dancers: lines, circles, crosses, 
and so on.34 The aim is also, therefore, to please a new generation of Israeli-Ye-
menites, dancers, or audience.

The dance form used here partly corresponds to the informal development of the 
repertoires brought from Yemen and used freely at parties and life-cycle events 
since the 1950s. These have not been frozen in time through a staging process in 
ethnic dance troupes nor formalized in Israeli Folk Dances. They have developed 
and transformed freely and informally. This new source of raw material permits to 
33   See for instance the video of a hinna in Moshav Bareket (mainly populated by Yemenite Jews coming from the South West 

region of Yemen, near the city of Haban. In the video, one can see at the front three men performing the athari dance, while at 
the back a large circle of mixt dancers are performing the “regular step”, also called the “Yemenite step” in Israel Folk Dance, 
and performed slightly differently. https://www.youtube.com/watch?v=IDOs6EH3giE

34   One can see an example of such a scene, performed by the youth group of the Troupe of Moshav Amka, during a Festival in 
Porto Alegre (Brazil) in 2013 (see the youngest group at 3’): http://www.youtube.com/watch?v=HyduObpVxys
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accentuate on stage the contemporary Israeli-Yemenite dimension of their culture 
(i.e. neither only Israeli nor only Yemenite), which is nourished by a combination 
of pride that Yemenite Jews have a beautiful heritage and a will to go “forward”.35 
Hence, these younger dancers are embracing, claiming and evaluating voluntary 
changes:

“I don’t want to dance like our grandpas, I want my own style. And anyways, I couldn’t suc-
ceed!” (Mor, 22 years-old, 2016).

Which could be read, if one adds the subtext that this young dancer provided me with 
during our various informal talks:

“I don’t want to dance like our grandpas! [It is beautiful but], I want my own style. And any-
ways, [even if I was trying to dance like them, it is too difficult.] I couldn’t succeed!”

These younger dancers recognize the beauty of this previous way of dancing, but also 
its difficulties. They also often state that they do not want a museum of what was done 
in Yemen, and therefore no “stories”, i.e. narrative scenes. On the contrary, they have 
a strong interest in the beauty of the dance motives and body forms, hence favoring the 
aesthetics logic. And even more so, amongst these young dancers, the invention of mul-
tiple variations is strongly valued, arguing that “[they] want to develop it” (informal talk 
with a group of young dancers who did frequent assiduously the Yemenite disco of Tel 
Aviv before its closure).36 Therefore, their arrival in the troupes brings a radical shift to-
wards non-narrative scenes and voluntary change, as shown on diagram 6. Yet, by join-
ing such Troupes, they also signal their wish to preserve a Yemenite dancing specificity.

By way of conclusion: To create is to preserve…
What can be seen today, under the indirect influence of the younger dancers, is a 

change in the perception of what it means to preserve. For them, unlike for most of the 
previous generations, to create is to preserve. Therefore, this article has aimed to show 
how the notion of “change” is a lot more versatile than it might look. In terms of dance 
practices, changes happen all the time, but sometimes they are hidden, without dancers 
and/or other actors of the field realizing it, or at least not desiring to assess or accept the 
changes. Sometimes, on the contrary, such changes are confirmed by the actors, recog-
nized, if not even looked for and claimed. The anthropology of dance is therefore here to 
document and analyze such processes, listen to their actors, and unveil what is at stake.

35   See for instance a video created by “the Yemenite dancer” (his internaut name, followed by 9,14k people- last consulted on Feb. 
11th, 2023), featuring himself and another dancer in a private home, in 2011, performing on a song by one of the current most 
famous Yemenite singers, Zion Golan. They first dance the da’assa (slow and fast tempi) with many variations (most of them 
were not existing when this dance, originally a feminine dance, was brought from south east Yemen), and then (from timecode 
4’28 onwards) the athari https://www.youtube.com/watch?v=U-KpmRlW-Ig

36   Many videos shot during weddings and familial parties are circulating on the net, often accompanied by various comments 
emphasizing how skilled the dancers are, and how beautiful and “cool” Yemenite culture is. See for instance this video, untitled 
“Very cool Yemenite dances at a wedding”, recorded in 2007. The young dancers (only male) are successively dancing the 
da’assa (originally a women only dance) and the athari. At some point, one can distinguish on the back a few older men slightly 
puzzled by the younger dancers’ way of performing the steps. https://www.youtube.com/watch?v=huO_3E9Y_Dw&t=6sc. 
Another representative video, also posted by the internaut “the Yemenite dancer”, obviously promotes this dance form. It is 
composed of da’assa slow tempo and fast tempo, as well as athari: https://www.youtube.com/watch?v=xIqY9_OJuIU
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Прикажи, сачувај, овековечи.
Логика наступа у појединим јеменским етничким плесним 

трупама у Израелу

Сажетак: Основане 1970-их, такозване „Етничке плесне трупе“ (lehakot etni-
ot) у Израелу, излажу богато културно наслеђе неких од многих група које чине 
израелско друштво: Јевреја из Јемена, Марока, Курдистана, Либије, Ирака, 
Етиопије или Индије. , али и Арапи, Друзи или Черкези. Приказујући елементе 
своје културе, ове трупе су учествовале у важном политичком захтеву из 1970-тих 
у Израелу: да буду признати и третирани као равноправни са осталим деловима 
становништва ове мултикултуралне државе.

Мој антрополошки рад, спроведен у Израелу последњих двадесет година, 
фокусиран је на плесне репертоаре Јевреја који долазе из Јемена (или чији су 
родитељи/баке и деке одатле). Овај чланак има за циљ да покаже како су 
репертоари које су донели из Јемена коришћени за конструисање различитих 
представа неких јеменских етничких плесних трупа у оквиру овог политичког 
оквира културног признања, а касније и за очување и овековечење овог наслеђа. 
У скорије време, окрећући свој поглед ка будућности плесних трупа и њиховој 
перпетуацији, плесачи и менаџери прелазе на радикалну трансформацију онога 
што се изводи на сцени. Рад је истражио политику и перцепцију промена, као и 
логику перформанси коју сам назвала „педагошка“ и „естетска“.

Кључне речи: промена, плес, перформан, препознавање, јеменски Јевреји
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Romanian dance ethno-choreography: past trajectories and 
evolving approaches

Abstract: This paper investigates the history of Romanian ethno-choreography and 
its proponents by drawing from documentary sources and the author’s long-term field-
work. It explores multi-layered notions of local cultural norms, choreographic authority 
and knowledge, presentational performances, and ‘modes of representation’. The first 
section outlines the history of Romanian ethno-choreography from the early twentieth 
century, when Romanian dances were included within staged art productions. It outlines 
the framework of the network of folk ensembles established after the Second World War 
that contracted between 1990 and 2005, then expanded following a renewed enthusiasm 
for local culture. The second section follows the choreographers and dance instructors 
placing these individuals according to their generations and investigates available op-
tions for choreographic training both past and present. The third section examines the 
evolution of the structure of Romanian ensemble performances, and ethno-choreogra-
phy styling, the role of the choreographer as mediators between the dance moves and 
the creation of their dance performances and various strategies used to construct chore-
ographies. Finally, this paper looks forward at the notion of continuity and ethno-cho-
reography in relation to evolving performance in Romania, the future of the gene, its 
mediators and their pupils, audiences, and funding bodies.

Key words: Romanian-dance, ensemble, ethno-choreography, choreographers, con-
tinuity

Introduction
Romanian dance ethno-choreography1 is the combination of local Romanian dances 

into “choreographies” for organized presentational performance. The history of Roma-
nian dance ethno-choreography can be traced back to the early twentieth century (or 
slightly earlier), when Romanian dances were included within staged art productions. 
1   I use the term „ethno-choreography“ to distinguish choreographies of dances that originated in a local (usually rural) setting 

from choreographies of other dance genres.
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Separate to this, groups of Romanians began to travel away from their home locations 
to perform their local dances for non-local audiences which necessitated some adap-
tations due to this change in context. The aim of this paper is to provide the reader 
with a history of Romanian ethno-choreography and its proponents by drawing from 
documentary sources and the author’s long-term fieldwork among Romanian dancers 
and choreographers.2 It explores multi-layered notions of local cultural norms, choreo-
graphic authority and knowledge, presentational performances and ‘modes of represen-
tation’ (Shay 2002, 20) involving local and performance aesthetics, visibility, continuity 
and the factors necessary for this. After a short contextual and theoretical discussion, 
it moves on to a brief history of Romanian dance performance from the 19th century 
to the present. The next section turns the reader’s attention to the choreographers (and 
dance instructors) who are the mediators (Ivanova 2003b, 6) for these groups between 
the dance moves and the creation of their dance performances. It places these individu-
als into generations, which also reveals different dance backgrounds. It then examines 
ways that choreographic experience is acquired by Romanian dancers and the available 
options for obtaining their choreographic knowledge, and the ways that this experience 
is reflected in the format of the arrangements that they create. The following section 
presents Romanian ethno-choreography styling and the various strategies used to con-
struct the arrangements of local dances for performance by amateur and professional 
Romanian dancers. Finally, this paper looks forward at the notion of continuity and 
ethno-choreography in relation to evolving performance in Romania, the future of the 
gene, its mediators and their pupils, and audience and funding bodies.

Contextualizing Romanian ethno-choreography 
in east and south east Europe

The challenge faced when talking about choreography, choreographers, and ensembles 
in Romania to an audience from outside is to attempt to highlight the ways in which the 
situation in Romania contrasts with similar situations elsewhere. Each country in central 
and south eastern Europe has a unique history of its professional (and amateur) folk en-
sembles3 based on the Moiseyev model dating from the post second world war period, 
and an in-depth analysis would reveal parallels that can be drawn between countries and 
differences that can be highlighted. Further investigation exploring the basis for these 
ensembles traces backwards in time to the period prior to 1945. Recent publications that 
follow the “internal” histories of ethno-choreography reveal nationally specific histories 
with trajectories following on from 1930s “nationalisms”4 key personalities involved in 

2   The contents of this paper were presented during the Tradicija Nova Ethno-summit in 2017, 2021 and 2022, in presentations 
entitled: Romanian dance choreography: past and present variations (2017); New generation choreographers and evolving 
approaches to Romanian dance choreography (2021); The historically greats’ - (forgotten) pioneers of Romanian dance eth-
no-choreography (2022).

3   In this paper I use the term folk ensemble, but avoid the term folk dance which can have pejorative meanings, instead using the 
term Romanian dance or local dance which gives a clearer indication of the source of these dances. Also, in Romania the term 
muzica folk (folk music) refers to a genre of music that has its roots in American folk, and not to the music and songs included 
in these ensemble performances that is usually referred to as “muzica populară”. For a discussion on the various terminologies 
used for these groups in Romania that include “ansamblul folcloric”, “ansamblul artistic” or “ansamblul profesionist” (see Mel-
lish 2013a, 28).

4   Zebec explains that “[t]he tradition of folklore festivals in Croatia has roots in celebrations of peasant culture from the late 
1920s and the latter half of the 1930s“ (Zebec 2018, 183), whereas in Slovenia Kunej says that „[m]ost of the folk dance groups 
were established after 1945, although the beginnings of the earliest Slovenian folk dance groups date back to the period before 
World War Two“ (Kunej 2018, 258). In Hungary during the Pearly Bouquet movement encouraged village groups to maintain 
their local dances and customs with the aim of revitalising the latest „folklore of the region in its entirety“ (Kaposi and Pesovár 
1983, 57). 
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high art productions, composers who drew on folk themes, dancers with classical training, 
and trained choirs and singers.5

Shay’s (Shay 2002) seminal work “Choreographic Politics” and his other works on key 
folk ensembles, provides a background frame work for the study of these ensembles and 
although each ensemble has its individual history there are many underlying conceptu-
al issues in common. He covers professional dance companies in Eastern Europe and 
further afield, including “Lado” (Croatia) and “Dora Stratou” (Greece), and in his other 
publications “Kolo” (Serbia) (Shay 2008). However, he has never written about the Ro-
manian professional ensembles that he saw during their US visits prior to 1989.6 Other 
authors draw on both personal participation and academic involvement when writing 
on ensembles including “Tanec” in Macedonia (Dunin and Visinski 1995), “Lado” in 
Croatia (Niemčić 2014; Niemčić 2016; Shay 2016; Antoljak 2009), the Hungarian State 
Folk Ensemble (Tarr, Varjasi, and Horváth 1956, 7), professional ensembles in Bulgaria 
(Ivanova-Nyberg 2011; Ivanova-Nyberg 2021; Panova 2018; Panova-Tekath 2021) and 
Ukrainian ensembles in Ukraine and Canada respectively (Nahachewsky 2012). 

When it comes to Romania there are few published works that cover even part of the 
history of presentational Romanian dance performance or the genre of urban folk en-
sembles in Romania. Giurchescu commented on this gap in research in 1999 (Giurches-
cu 1999, 52) and in my research over the past around twenty years I have only found 
two short articles by Baciu (Baciu 1965) and Bucșan (Bucșan 1982), however and the 
latter only covers the period from 1848 to 1918!

Folk ensembles now have a long history, and this can raise the question as to why they 
have continued to exist, and what role do they play in their respective countries. Howev-
er, there is not a universal answer. In certain cases, the national professional ensemble, 
and to a lesser extent other ensembles that travel abroad, have a nationally recognised 
role as national icons, but in the Romanian case, especially since 1990, this does not 
apply, so we have to look for other reasons. To do this I move to the other end of the 
spectrum, to the local. In a local context in order to continue their activities folk ensem-
bles need to fulfil two key factors, firstly to attract a local audience, and secondly to 
continue to receive local funding. In order to analyze these,  I turn to Appadurai and his 
research on an Indian temple (Appadurai 1981:203) in which he proposes that consen-
sus is necessary on a minimal set of four constraints for the maintenance of local norms. 
I propose that his proposals can be applied to local cultural institutions including folk 
ensembles. His four constraints are that cultural consensuses is necessary regarding; 
the source needed for credibility of the past (the “authority”), the nature of linkage with 
this source of authority (“continuity”), the relative values of different time-depths in the 
mutual evaluation of the authority cited, and the convention about how closely a past 
must be interdependent with other pasts to ensure minimum credibility (see Figure 1).

In the paragraphs that follow I explore these constraints. The first section deals with the 
time-depth that looks backwards into the history of Romanian ethno-choreography from 
the first presentational performances of Romanian dance for an (non-local) audience. The 
next sections follow the choreographers as the authorities and the role they play in conti-
nuity of the genre (linking backwards and forwards in time), and their interdependence 
(horizontal linkages) as part of a network of Romanian dance choreographers. The third 
5   See Nahachewsky on Ukraine (Nahachewsky 2006, 168), and Panova and Ivanova-Nyberg on Bulgaria (Panova 2018; Pano-

va-Tekath 2021; Ivanova-Nyberg (this volume).
6  Personnel conversation between Anthony Shay and Liz Mellish June 2009.



Liz Mellish 

114

section reveals their choreographic strategies that result in their presentational perfor-
mances, have to retain credibility so as to continue to attract a local audience and, also 
these constraints act as regulators to limit the effects of variations in respect of perfor-
mance content in the work of the key choreographers (see Mellish 2013a, 24).

Figure 1. Cultural consensus on local norms.
Kaeppler comments that “[c]horeographers, performers and viewers are socially and 

historically placed individuals who operate according to socio-cultural conventions and 
aesthetic systems” (Kaeppler 1999, 23). Presentational performances have to fit with-
in local expectations by drawing from their local (and regional) past, which generally 
requires a local respected choreographer/director to maintain a format that draws on 
nostalgia among the potential audience but at the same time incorporating elements of 
modern staging, so performance do not look dated and stale.

In order to attract local funding ensemble artistic directors (and choreographers) have 
to ‘comply’ with the requirements of their funding bodies, and adapt as these require-
ments change over time, and there has to be local consensus regarding the status of these 
individuals. To justify funding, they also have to maintain visibility of their activities, 
both to attract audiences and new members. Slobin sees visibility as being „the quality 
of being known to an audience“ (Slobin 1993, 17), a process which Slobin terms as 
„validation through visibility“ (Slobin 1993, 21). His proposed three levels of visibility; 
local, regional including groups of linked people (choreographers network) and tran-
sregional and these levels apply to the activities of the folk ensembles who take part in 
performances in their locality, regionally (travelling to festivals and other events) and 
nationally (on TV and social media including YouTube).

Presentational dance performances: performance aesthetics and pa-
rallel traditions

The other theoretical notions that emerge in this paper involve definition of perfor-
mance styles, traditions, and aesthetics. This work deals primarily with presentational 
dance performances, not participatory social dancing. Presentational dance performanc-
es involve an audience that is (non-participatory) in the sense that they are separated 
from the performers, either seated or standing around a space set aside for the perfor-
mance, whereas participatory local dancing takes place in a social setting usually (but 
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not always) in a rural area (Nahachewsky 1995, 1; see also Turino 2008, 25–26).7 In 
“Choreographing Politics” Shay famously proposes the concept of parallel traditions 
(Shay 2002, 17–18) to describe, ‘two types of performances—those for stage and those 
found in the field’ although whether these are parallel, juxtaposed, overlapping, or on 
a spectrum as Nahachwsky (Nahachewsky 1995, 1) suggests is a question of much de-
bate. I would suggest that the concept of parallel traditions applies mostly to designated 
national ensembles, or other urban based professional or semi-professional ensembles 
that include in their repertoire dance suites from all (or many) of the regions within their 
nation and often travel abroad with the role of presenting their home nation; where the 
dancers mostly have urban backgrounds and no connection to the participatory settings 
from which the dances they perform originated see (Shay 2002, 19).

Interplay between local and performance aesthetics
For local ensembles it is important that their presentational performances continue to 

resonate with their local audiences. In my PhD I follow Kaeppler’s definition of the term 
aesthetic as “a society’s standard for production and performance of cultural forms” 
(Kaeppler 1971, 175). I proposed the term “local cultural aesthetics” to refer specifically 
to the bundle of aesthetic qualities that locals consider looks “right” in presentational 
performances by local ensembles (see Mellish 2012, 149). I also suggested that local 
cultural aesthetics work within the bounds set by local cultural norms (see Appadurai 
above). I distinguish between these “local cultural aesthetics” and aesthetics that relate 
specifically to presentational performance that I term as “performance aesthetics” that 
Giurchescu (Giurchescu 2003, 165) sees as ‘characterised by a physical and mental dis-
tance making possible the segregation of an art product from its social context’ where 
it can be evaluated “only in terms of its structural features and composition”. I also 
observed that performance aesthetics predominate when the continuity within the dance 
genre in both place and time is lost outside of the local (Mellish 2013a, 24, 236) and 
that what resonates with a local audience does not necessarily resonate with a national 
or another national audience.

History of Romanian ethno-choreography (time-depth)
The history of Romanian dance ethno-choreography (coregrafia) can be traced back 

to the mid-19th, around 80 years before Moiseyev, and similar to other eastern European 
countries has two distinct trajectories/threads (see Figure 2). The first emerges from oc-
casions when village groups travelled outside their locality to demonstrate their dances 
and/or customs for a non-local audience. This necessitated some adaptations to their 
local material due to this change in context such as arrangement for viewing by a seated 
audience and shortening the material to fit a defined time slot with the aim to retain the 
interest of an outsider audience. This could be regarded as a ‘bottom up’ or from the 
source presentational form of performance. In Romania language there is not a specific 
term for this form of organised performance.8

7   Turino sees participatory performance as a “special type of artistic practice in which there are no artist-audience distinctions, 
only participants and potential participants performing different roles, and the primary goal is to involve the maximum num-
ber of people in some performance role’ whereas presentational performance ‘refers to situations where one group of people, 
the artists, prepare and provide music for another group, the audience, who do not participate in making the music or dancing” 
(Turino 2008, 25–26).

8   In Bulgaria the term “Izvorni” (sources) or “groups for authentic folklore“ is used. These are mixed-age and ability village 
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Figure 2. History of Romanian ethno-choreography

The earliest recorded instance of this form of ethno-choreography took place in in 
Transylvania around 1850 as part of the drive to promote Romanian nationalism (Mar-
tin 1985, 119; Bucșan 1982, 88) when urban dance masters adapted călușer dances 
that were normally danced as part of the winter custom complex in villages to make a 
short performance item that was included in upper class balls arranged in Transylvanian 
cities (Clemente 1998, 140; Mellish & Green 2020). During the last two decades of 
the 19th century groups of călușer dancers also travelled outside Romania to perform 
at key occasions, including in 1886 at a Conference in Stockholm to celebrate the 25th 
anniversary of the Astra organisation, that was founded to promote Romanian identity 
in Transylvania (Preda 1944, 127) and in 1896 in Budapest at the millennium anniver-
sary of Hungary (Turcuș and Milin 2007, 34). Twelve years later in 1908 the history of 
the “Arcanul” group from northern Moldavian village of Fundu Moldovei records that 
a group of twenty dancers went to Vienna in 1908 to take part in the 60th anniversary 
celebrations for Emperor Franz Joseph (Strugari 2004, 1).9

The most renowned occasion for this form of presentational performance dates from 
1935, when a group of călușari dancers from the southern Romanian village of Padu-
reți-Argeș was selected to travel to the first international folk festival in London. Harry 
Brauner, an ethnomusicologist from Bucharest assisted them in their preparations for 
the trip. In his memoirs he explains that:

“Another very significant task, was the organisation of the team from the artistic point of view. 
It was one thing to ‘make căluș’, as one says, in your village or on the streets of Bucharest, 
another for you to present it abroad on the stage. It was necessary to synchronise the figures, 
careful timing of the steps, and the arrangement of the entire dance, to include the movements 
with the greatest effect because, as we know, the dance of the călușari is able to last an hour 
or even more, but we must reduce it greatly to fit within the time limit that we have at our 
disposal” (Brauner 1979, 45–6).

groups who perform what is termed as “authentic village folklore” (Mellish 2013b, 157).
9   Kunej in her history of Slovenian dance groups mentions this event. “Few, groups with the longest tradition associate their 

origins with participation in the ceremonial imperial procession held in celebration of the 60th anniversary of the reign of 
Emperor Franz Joseph I of Austria, which took place in Vienna on 12 June 1908’. Groups ‘[c]lad in folk costumes [...] walked 
past the Emperor’s grandstand; however, the procession involved no demonstration of their dance tradition” (Kunej 2018, 258).
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In this quote Brauner acknowledges the need for some “choreography” in order to 
present local traditions and dances outside their locale.10 There have been many de-
bates about the extent of “choreography” necessary for these occasions but although this 
forms an interesting topic, it falls outside the remit of this paper.

1930s Romanian dance on stage – ballet and opera
The second historical thread of Romanian dance ethno-choreography, the inclusion 

of stylized folk or character Romanian dances in urban staged (high) art productions, 
opera, ballet, and plays, involves what I term as a ‘top down’ approach. In this case 
elements of local (or national) dances are incorporated into dramatic productions, usu-
ally with an underlying story line, often based on folk tales or poetry. The dances are 
performed by dancers usually trained in classical ballet or more recently contemporary 
dance. This inclusion of Romanian dance in high arts productions, opera, ballet and 
plays, can also be traced back to around the end of the nineteenth and beginning of the 
twentieth centuries when, according to Baciu certain productions included dances in 
costume from various regions of the country and ended with a hora by the actors (Baciu 
1965, 6). He attributes the start of professional choreography in Romania from 1920 
when the Romanian national opera company was founded in Bucharest and Cluj.11 This 
company had its own ballet section and it is worth noting that the pioneers of Romanian 
ethno-choreography initially worked within this company although later taking on roles 
as choreographers in folk ensembles in Bucharest and some of the main regional towns 
in Romania.

When the Moiseyev company first toured Romania in 1945, Chudnovsky reported 
that, “the dancers attended performances given by many choreographic groups among 
them those of the ballet company of the State Opera, the Army Dance Ensemble, the 
National Confederation of Labour’s company and of amateur groups” (Chudnovsky 
1959, 83).

This comment reveals that Romanian dance companies already existed by 1945 so 
although Moiseyev is widely considered the father of folk ensembles, he was not re-
sponsible for the introduction of ethno-choreography in Romania as this had its origins 
several decades earlier. Also, the Bucharest folk ensembles set up around this period had 
their roots and drew their choreographers from the exiting organisations.

Post Second World War folk ensembles in Romania
During the years following the Moiseyev company tour in Romania, the first profes-

sional folk orchestra, the Barbu Lăutaru Orchestra, and the first professional Romanian 
dance groups were established in Bucharest: these included the “Perinița” ensemble in 
1946, “Ansamblul de cantece si dansuri al armatiei” in 194712, the ensemble of the min-
istry of interior “Ansamblului Artistic Ciocârlia” (also known as ‘the Romanian Folk 
10   This example from the film: by Amice Calverley, “Romanian Folk Dances” (1939) recorded in 1938 and shows a village Căluș 

performance for visitors, see https://youtu.be/OFjr8nsz09I.
11   Two examples: Operei Nationale din Bucuresti 1962 https://youtu.be/8GOUSGkgaSM and Dorin Teodorescu – Teatrul de 

Opereta-București https://youtu.be/burqTK9UHRw.
12   Baciu explains the apparent contradiction in dates for the founding of the Army ensemble. “The first artistic collective in this 

genre in Romania was organised in the autumn of 1945 in the army. It began its activities with a formation of dancers, a choir, 
a small orchestra for accompaniment and a group of actors; one and a half years later it was transformed into the ansamblul de 
cantece si dansuri al armatiei who presented their first spectacle in May 1947” (Baciu 1965, 9). See also (Popescu 1972; Ansam-
blul de cântec și dansuri al armatei 1967).
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Ballet, Ciocârlia’) in 1949, and “Cununa Carpaților” ensemble in 1947, several of which 
provided the dancers and musicians for the consortium, Rapsodia Româna,  (Petrescu 
2006; Alexandru 1962, 1), the closest to a national ensemble in Romania in this period.

Moving outside the capital city, during the 1950s the first regional professional ‘folk’ 
orchestras and dance companies were established, that were later combined under one 
director forming a single entity, the folk ensemble. These included several that are still 
prominent including “Ciprian Porumbescu” Suceava in 1953; “Maramureșul” (later re-
named “Transylvania”) Baia Mare in 1959; and “Mureșul” Târgu Mureș in 1956. In 
1968 following an administrative reorganisation the number of counties (at the time 
known as regiunea) in Romania was increased from fifteen to thirty-nine, and renamed 
judetul, a structure that has remained until today with some minor modifications (Gi-
urescu 1972, 390). This led to additional professional folk ensembles being founded in 
the newly nominated county cities, for example “Doina Gorjului” for Gorj county in 
1969, and “Banatul” for Timiș county in 1970, as well as numerous semi-professional 
and amateur ensembles for students, teenagers and children.

This situation continued until 1989 after which, as elsewhere in south eastern Europe, 
central funding for the arts was severely reduced and a dip in enthusiasm for Romanian 
dance and music related activities emerged as a reaction against the centrality of the 
nation prior to 1989, and the forced participation in large events in honour of Ceaușescu 
in particularly the massive festival “Cântarea României”. During the 1990s some pro-
fessional ensembles severely curtailed their activities retaining only a few dancers and 
musicians, whilst many amateur ensembles closed. A few ensembles flourished counter 
to this trend, in particularly “Junii Sibiului” in Sibiu that was founded in 1944 as an 
amateur ensemble that took on professional status in 1992 (Mellish 2016, 159).

Since around 2005 a growing regional awareness, has emerged as a reaction to Roma-
nia’s entry into the EU in 2007 and the increasing influences of globalization (Mellish 
2013a, 12) which brought with it an increase in enthusiasm for local music and in par-
ticular popular singers. For the following ten to fifteen years there has been a steady in-
crease in the number of both professional and amateur ensembles throughout Romania, 
together with competitions for young singers and musicians, and although many paused 
their activities in 2020–2021 the majority have restarted and their members continue to 
enjoy the benefits of membership and being part of their ensemble “family”.

Structure of folk ensembles and Romanian dance groups today
Nowadays, in the second decade of the 21st century the hierarchy of groups continues 

to be based on that established in the years following the second world war (along the 
same lines as in other central and south east European countries but with certain differ-
ences) (see Figure 3). The most important factor to note is that Romania does not have 
a “national” professional ensemble although in the communist period favoured ensem-
bles toured internationally under this heading. Prior to its closure in 1990 the closest to 
a national ensemble was the grouping “Rapsodia Romana” that toured throughout the 
world in the latter years of the communist period. This “consortium” was made up of 
dancers, musicians and singers from several of the Bucharest professional ensembles 
combined for each tour, and for performances in Lipscani theatre in central Bucharest 
mostly for tourists.
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Figure 3. Structure of folk ensembles and Romanian dance groups

There are currently around twenty-five professional ensembles in Romania that are 
funded by the country cultural centres in the major county towns (see Figure 4). These 
mostly have their own professional folk orchestras with musicians that play a mixture 
of folk and classical instruments, a group of salaried dancers (ranging from 8 to 20 danc-
ers) and work with respected local vocal soloists. These ensembles can be places in a 
form of unspoken and flexible ranking similar to that observed by Buchanan in Bulgar-
ia (Buchanan 2006, 229), that is determined by popular appeal and present day audience 
perceptions from their live performances and visibility on TV and in social media, and 
has a close correlation with the popularity of the vocal soloists who collaborate with 
each ensemble (Mellish 2016, 159).

Figure 4. Romanian professional ensem-
bles 2022

It is worthy to note that the contemporary highest-ranking ensembles in audience per-
ceptions are based in the major regional cities in Romania and not in the capital. This 
reveals that there is little correlation between the size or economic importance of the 
city and the ensembles’ raking. This ranking is also reflected in the participation of these 
ensembles in the annual “Ioan Macrea” festival of professional ensembles held in Sibiu 
in every November when each year around 8 to 10 ensembles travel to Sibiu to take part 
in three long evening performances that are broadcast on national TV.

In addition to the professional ensembles there are many semi-professionals urban 
based groups where the dancers are unsalaried and fall into the age range of 14 to 
around 25 years. These include,
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  Students’ ensembles based mostly at the major universities in Romania and funded 
by the Ministry for Youth and Sport. For example, “Doina Timișului” (Timișoara), 
“Mărtișorul” (Cluj), “Arcanul” (Suceava), “Doina Cărpaților” (Iași).

  Teenage feeder groups for the professional ensembles that operate as both an inde-
pendent ensemble and as a pool of dancers to supplement the professional dancers 
for larger scale performances.

  Municipal ensembles funded by the local mayor.
  Teenage ensembles funded via a private cultural association, for example “Mărgin-

imea” (Sibiu), “Pusta Banatului”, and “Pro Datina” (Timișoara).
In the case of these semi-professional groups the associated orchestra if this exists is 

made up of young musicians and the vocal soloists are also young. This provides these 
young singers and musicians a route to taking part in regular performances and the op-
portunity (visibility) to be noticed by the local audiences.

For performances locally, and within Romania, the performance programmes of these 
urban based ensembles generally focuses on a combination of dance, song and music 
from their locality, whereas when they travel outside Romania they include dance suites 
from other regions of Romania. Thus, they play a dual role, performing their locality 
and performing their nation depending on the occasion.

There are many amateur dance groups where the dancers are mostly local children 
from age 6 to 18 that are usually linked to the local culture house in villages or the chil-
dren’s palace “palatal copilor” in cities. These mostly work with pre-recorded music, 
seldom have funds to secure their own musicians, but almost always include young 
singers in their performances. These can be subdivided into “urban based” or “village 
based”. The children and teenage urban based groups perform dances mostly from their 
own ethnographic zone or region but also learn dance suites from other regions of Ro-
mania whereas village-based groups generally only include dances from their locality.

In addition, the most recent development is the popularity of recreational groups for 
adults in most of the major towns of Romania and some villages. These are frequently 
organised as an independent “scoala de dans” and are often but not always are connect-
ed to one of the above institutions.

In some villages there are mixed age groups whose performances incorporate local 
customs, dance and song. These groups usually include the term datini (customs) in 
their names, for example “Grupul de datini si tradiții” (Negreni Cluj) or “Ansamblul da-
tini” (Ghiroda Timișoara) and are broadly the equivalent to the Bulgarian village (izvor-
ni) groups. In Bulgaria the focus of such performances has been the national Koprivsh-
titsa festival, although Romania has never had an equivalent. The renowned “Cântarea 
România” involved these groups together with all the other groups listed above but its 
purpose was more a glorification of Ceaușescu with a biased competitive element that 
the intention to ‘preserve’ village folklore.

The above list of categories is a broad outline of the structure of groups that take 
part in presentational performance in Romania. However, in reality, as with Romanian 
culture and life in general in Romania, the distinctions between the types of groups are 
more ambiguous. Village groups that dance their social dances on stage morph into ur-
ban ensembles into regional professional ensembles.
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Role played by the choreographer as the authority
The history of Romanian ethno-choreography cannot be fully explored without con-

sidering the role of the choreographers who are responsible for the performances. In the 
following discussion I use the term choreographer for simplicity although the Roma-
nians use a combination of the terms – maestru coreograf, coreograf, profesor instruc-
tor coreograf, instructor-coreograf, or instructor to refer to each other or self-designate 
themselves, and their status in the hierarchy. The nuance in these terms reflects that 
the umbrella term of choreographer can encompass a variety of roles. The most widely 
acknowledged role is that the “coreograf” or “maestru-coreograf” is “the person who 
creates his/her own dances” (Ivanova 2003a, 1-2). He may also be the “manager of 
the dance group” (Ivanova 2003a, 1-2). However, the manager can also be a musician, 
famous singer or administrator. The dance instructor is usually an experienced member 
or ex-member of the adults’ ensemble (Nahachewsky 2012, 151) who is usually the 
person who supervises dance classes or ensemble rehearsals (Gore 1986, 59) although 
in many cases the ensemble choreographer also supervises rehearsals in which case they 
could be terms an “instructor-coreograf”. The term ‘choreographer’ is even sometimes 
applied to the person who is in charge in the tour bus even when they have no role in 
supervising rehearsals or making choreographers.

The most revealing definition is in my opinion Daniela Ivanova’s reference to the 
choreographer as a “mediator” (Ivanova 2003b, 6) between the dance moves and the 
creation of their dance performances, a role I will elaborate on in the following sections. 
First, I will provide a broad ‘division of Romanian choreographers into their respective 
generations (see Figure 5).13 This division reveals that variations in life backgrounds 
(urban versus rural), genre of dance and methods of dance training of the ethno-chore-
ographers in Romania has varied over time and among individuals.

1. Key pioneers born in the early twentieth century.
2. Communist period choreographers born before 1945, currently aged 80+.
3.  Communist period choreographers born approximately between 1945–1955 whose 

careers spanned the latter part of the communist period continuing into the 1990s.
4.  Communist period dancers and current generation choreographers born approxi-

mately between 1955–1975 so currently aged 45–65.
5.  New choreographers under 35 born in late 1980s or after who do not have memories 

of dancing prior to 1989.

Figure 5. Generations of Romanian choreographers

13   Ivanova-Nyberg in this volume provides a similar division for Bulgarian choreographers into generations. It would be interest-
ing to make a detailed comparison between the equivalent generations of choreographers in Bulgaria and Romania in a future 
work.
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Key pioneers of Romanian dance ethno-choreography
The key pioneers of Romanian dance ethno-choreography were born in early decades 

of the 20th century and include names such as Floria Capsali (1900-1982), Gheorghe 
Popescu-Județ (1911-1972), Vera Proca-Ciortea (1912-2002), and Gheorghe Baciu 
(1923-2004). They were appointed as the founding choreographers to the Bucharest 
professional ensembles in the period immediately after the second world war: in 1947 
Capsali and Popescu-Județ at “Ansamblului Ciocârlia”, and Baciu and Popescu-Județ 
at “Ansamblul al Armatei”, in 1949 Popescu-Judet at “Perenita” ensemble, and 1951–
1953 Proca-Ciortea at “Ansamblului Giulești” in Bucharest. They were mostly trained 
in classical dance, and both Capsali and Proca-Ciortea had considerable experience as 
choreographers of art dance productions prior to being appointed to these newly formed 
Romanian dance companies.

In other countries (Bulgaria and Serbia) the names of names of the early pioneers are 
usually fossilised in their key choreographies that are kept as an ‘artefact’ a treasure in 
national cultural memory, and are credited in each repetition, but not in Romania.

Generations of active choreographers
This generation of early pioneers was followed by choreographers (born before 1945, 

currently aged 80+) who were prominent during communist period, although only a 
few of these are still alive, and even fewer are still active. For Bucharest ensembles 
and regional professional ensembles founded from 1950s to 1970s the choreographers 
appointed were generally trained in art dance or dramatic art (and many had previous 
experience in the Opera companies in Bucharest and Cluj) and in certain cases the cho-
reographer appointed to regional ensembles was from a different region, usually south-
ern Romania so had not detailed knowledge of the local dance repertoire. During this 
period the dancers trained in the Bucharest and regional professional ensembles has the 
greatest degree of balletic techniques and dance character stylisation.

After the 1968 political reorganisation when many amateur ensembles were founded 
outside of Bucharest the newly appointed choreographers were mostly from local vil-
lages. They were generally (with some exceptions) local dance specialists who often 
spent their childhood living in a village where they gained their first dance experience 
dancing during social events. Their only formal training was in local folk arts schools, 
and subsequently the part-time state-run choreographers training where the focus was 
on ethnographic knowledge not art dance techniques. The most prominent choreogra-
pher of this generation was Theodor Vasilescu (1932-2024) who made choreographies 
for the professional ensembles including “Junii Sibiului” (Sibiu), “Baladele Deltei” 
(Tulcea), “Doina Gorjului” (Târgu Jiu) and “Mureșul” (Târgu Mureș) and passed on 
advice from his long career to younger choreographers who respected him. This gen-
eration was followed by the generation of choreographers born approximately between 
1945–1955 whose careers spanned the latter part of the communist period continuing 
into the 1990s. The majority of these individuals are pensioners so no longer active cho-
reographers, and many have passed away.

The currently active choreographers can be divided into two generations; those born 
between 1955–1975 so currently aged 45–65 who were professional or semi-profes-
sional dancers prior to, and during the 1990s, with exceptions and mostly took posts as 
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choreographers during the later 1990s, and the younger generation of currently active 
choreographers, now between 30 and 45 years old (born late 1980s or after), who are 
what I term as the “post dip” choreographers and started dancing in the 1990s so have 
no memories of dancing during the communist period. During the period between 1990 
and the early 2000s (the dip period) many ensembles closed when central funding was 
withdrawn, and many dancers took “western style” jobs or left Romania. This gener-
ation of choreographers danced with one of the ensembles that continued to exist and 
took on the role of choreographers or instructors after 2005 when the number of chil-
dren’s dance groups and ensembles started to increase.

The currently active generations (4th and 5th) of Romanian choreographers in many 
cases group their activities under the umbrella of a title such as “scoala de dans de 
XXXXXX”. These organisations incorporate children’s dance classes, teenage ensem-
bles and recreational dance classes for adults. Often due to funding sources the parent 
ensemble (whether professional or amateur) operates as a separate entity but is closely 
linked. In addition to their dance activities, some choreographers have diversified their 
economic and cultural profiles with associated enterprises including costume making 
workshops with computerised embroidery, applying for EU project funding for specific 
ethnographic projects – cross-border collaborations, Erasmus + projects, fieldwork con-
nected to intangible cultural heritage applications and ethnographic publications.

The youngest generation of choreographers, dance instructors and prospective cho-
reographers (from 16 years old to about 30) lead children’s groups in villages or are 
instructors for urban based children’s groups based at the children’s palace. This gener-
ation enthusiastically attend dance seminars with their group leaders and are forming a 
new network that will hopefully develop into the next generation of maestro choreog-
raphers in the future.

Acquisition of choreographic knowledge
I agree with Ivanova-Nyberg (Ivanova-Nyberg 2024) that “dance transmission and 

choreographic (knowledge) transmission are different things” (Ivanova-Nyberg 2024, 
52). I have discussed dance transmission and how dance knowledge is acquired in Ro-
mania in previous publications (see Mellish & Green 2022; Mellish 2013a) and a de-
tailed discussion on this is not part of this paper.

However, the acquisition of choreographic knowledge in Romania is (and has been 
for decades) very different to Bulgaria and is a constant source of discussions among 
Romanian ethno-choreographers today. As Ivanova-Nyberg explains in Bulgaria cho-
reographic (knowledge) transmission is taught at higher education level in four uni-
versities in courses that “address the history of their discipline and acknowledge the 
names of the founding mothers and fathers […] It includes knowledge and talent to 
create choreographies, to teach someone else’s choreography […] it is inspired by ‘clas-
sical’ folklore traditions” (Ivanova-Nyberg 2024, 53). In contrast to this, in Romania, 
both dance knowledge and choreographic experience is acquired by Romanian dancers 
mainly through time spent as dancers in ensembles and is strongly influenced by their 
personal fund of knowledge from their backgrounds in villages or urban settings and 
this experience is reflected in the format of the arrangements that they create.

In the late 1960s a part-time state-run training scheme for ensemble choreographers 
was organised in Romania by the central arts office and on successful completion of the 
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relevant course a diploma was given as a “choreographer” or “maestru choreographer”. 
This continued until 1990 and also during this time ensemble dancers met regularly at 
camps and events during which choreographic knowledge was informally shared. For 
around ten years after 1990 Theodor Vasilescu organised a part time scheme of for cho-
reographers. However, those that completed this course express regret that the course 
was not recognized by the Romanian state as an educational qualification. For a short 
period between 2006 and around 2012, a master’s degree and bachelor’s degree in (eth-
no)-choreography, was organised by the Gheorghe Dima National Music Academy in 
Cluj and a number of the established choreographers at that time took these courses. Al-
ternatively, since the mid-1990s choreographers also pursued an academic qualification 
at masters level based at one of the academic institutions in the major cities in Romania 
in either artistic choreographic staging (not ethno-choreography), the art of musical 
spectacle or else in choreographic pedagogy.

Currently, there is not an academic qualification, nor a course, that teaches the skills 
necessary for folk ensemble choreographers, which presents a dilemma for the young 
choreographers who are seeking a formal qualification that is often requested by local 
cultural managers or mayors for potential group leaders. Many are following courses in 
theatrical skills and classical or contemporary dance choreography at universities in 
Bucharest, Sibiu or Chisinau in the Republic of Moldova (see Figure 6), but part way 
through their courses they are expressing concern that these courses are not giving them 
the skills that they need for their jobs, and the assignments that they are asked to com-
plete have no relevance to their dance knowledge, ethnographic knowledge or even in-
terest.

Figure 6. Universities with cho-
reography programmes 2022

Aside from academic qualifications, practical choreographic training is taught 
during regular choreographic seminars for amateur choreographers that have been 
organised by several choreographers, or groups of choreographers, since around 2014. 
These seminars last three or four days during which dance and choreographic instruc-
tion is given by several respected choreographers from different regions in Romania 
and problems related to choreographic strategies are discussed. These seminars are 
open to both established choreographers and enthusiastic ensemble dancers (and also 
non-Romanian enthusiasts14). In addition, during the evenings, music is put on for 
social dancing thus the participants have the opportunity to watch, and dance next to, 
respected dancers from various regions so as to gain dance transmission in nuances of 

14  The author of this paper regularly attends these seminars.
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local styling through imitation. The regularity of these seminars during the last few 
years (excluding 2020) has enabled a strong inter-generational network to be estab-
lished among the currently active choreographers and enthusiastic young dancers in 
Romania (ages between 20 and 70).

Photo 1. Magia Dansului seminar October 2021, Moneasa, Romania.

Photo 2. Seminar for students group organised by Doina Timișului ensemble, October 2021, 
Buziaș, Romania.

Romanian ethno-choreography styling
In Romanian language the term “coregrafia” (the choreography) or “folclor coregraf-

ic” (which translates as choreographic folklore)15 is used to refer to a combination of 
village dances into a simple suite suitable for watching by a non-participant audience. In 
the majority of cases this structure also persists when the choreography is framed with 
thematic acting portraying local customs, life cycle and calendrical events or a historical 
event or a story. For Romanian choreographers, a key element of choreography is danc-
ing steps in a defined order as the following quotes from informal conversations with 
choreographers reveal “this makes a choreography…because the steps are in an order” 
or “choreography is geometry”. This usage reflects the more widely referred to cho-
reographic structures used by Moiseyev, the dance suite, and thematic (subject or pro-

15  Footnote: the term “folclor coregrafic” is most often used for the collection, notation and arrangement of local dances.
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gramme) choreographies where dramatic and dance elements are merged (Chudnovsky 
1959, 46). However, in practice the dance styling in Romanian ethno-choreographies 
retains links to the local village dances and is not stylised to the extent seen elsewhere 
for example among ensembles from the Republic of Moldova, or the early Bucharest 
ensembles.

Structure of Romanian ensemble performances
In Romanian ensemble performances the popular vocal soloists take the central place, 

and are the draw for the majority of the audience and this applies to all the levels of 
ensembles and local dance groups even to the extent that the main purpose of the dance 
suites and instrumental items often appears to be only to provide an infill between sing-
ers. This situation is the opposite to that in other countries where the purpose of the 
singers’ performances is to allow the dancers time to change costumes between dance 
suites! It is also interesting to note that choral singing is very rare in Romanian ensem-
ble performances.

A presentational performance by a Romania dance ensemble typically has the follow-
ing structure:
  Dance choreography
  Vocal soloist 
  Dance choreography
  Instrumental item
  Dance choreography
  Vocal soloist – (note that the ‘star’ vocal soloist that collaborates with the ensemble 

usually is the final item in the performance)

This sequence takes approximately one hour. If the performance is one ensemble for a 
whole evening, this cycle may be repeated several times.

The performances by vocal soloists are generally separate from dance suites, although 
more recently, the dancers may provide “moving scenery” behind the singers by danc-
ing basic social dances. The instrumental items are either a suite of tunes (often classics 
from the Romanian repertoire such as Ciocârlia “the lark”) or selected instrumental so-
loists who play a folk instrument (or demonstrate how many different folk instruments 
they can play). This format continues to draw in the local audiences largely due to the 
continuing popularity of the famous popular singers whose names are placed promi-
nently on the advertisements for each performance.

In Romania attachment to the ‘national’ is largely seen as something from the “Ceaușes-
cu period” so is not a factor that draws audiences and participants to Romanian dance, 
music and song performances. Even on major national holidays including Romania 
day (1st December) and Union day (24th January), performances only may include one 
or two Romanian songs that could be regarded as national rather than regional and the 
southern Romanian călușari dance suite, which is the closest to a national icon, that is 
performed mostly by groups from the regions of Oltenia and Muntenia in the southern 
parts of Romania.
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Changes in choreographic styling over the years
Variation in Romanian ethno-choreography structure and the level of stylisation of the 

dance techniques can be seen both diachronically and geographically. Over time cho-
reographic styling has evolved from the balletic to the less balletic and choreographies 
are subject to constant adaptation from group to group although certain basic ideas and 
motifs have been repeated numerous times during the last 70 years.

It is interesting to note that in Romania (in contrast to other countries in east and south 
east Europe), the choreographies of the early pioneers, or the early communist peri-
od choreographers, are not included in the programmes of folk ensembles hence their 
names are not perpetuated through their works. This leads on to an additional key point 
regarding Romanian dance choreographies and presentational arrangements in that 
there are not issues regarding copyright and royalties. The same applies to the musical 
arrangements that are made by the conductors and musical directors for the folk orches-
tras. Music is usually played by local musicians with live music used where possible, 
otherwise pre-recorded tracks specifically for the choreographic arrangement are used.

There are only a few key choreographies created during the communist period that 
continue to be performed by Bucharest ensembles (“Doina Bucureștului” and “Cununa 
Carpaților”), either in their entirety or as a basis for a revised arrangement. These are 
the choreographies that Anca Giurchescu referred to in many of her publications, in-
cluding the (spectacular) “căluș tower” where four dancers enter the stage carrying a 
platform made of sticks with another dancer standing on this (Giurchescu 2001; Gi-
urchescu 1987; Giurchescu 1990),16 and the raftsmen (Plutașii) choreography created 
by Gheorghe Băciu, described in a programme from a performance in 1979:

“This popular dance is from the Maramureș region in northern Romanian [...] The dance 
suggests one of the traditional activities of the inhabitants: to cut trees in the forest, make rafts 
from the logs and float them down the river to the mills” (Abbey 1979, 9).17

In the regional ensembles choreographic structure and stylisation has generally been 
subject to ongoing processes of change through time and is affected by influences from 
prevailing fashions in dance performance aesthetics. Ensembles are respected for their 
embodied knowledge and performance of the dances from their locality even in cases 
where they also include dance suites from other regions in their repertoire. As elsewhere 
the professional ensembles have influenced the amateur ensembles, essentially because 
many of their choreographers are professional dancers with the regional ensembles. 
However, this influence flows only from regional to local ensemble and not from the 
centre across the country.

There are regional differences in the construction of the dance suite choreographies 
both at the level of the motif construction and the ordering of the dances. In Transylva-
nia and Banat the order of the individual dances within the suite usually follows the or-
der that these are danced in the dance cycle in the social setting, starting with the slower 
dances and building up to the fastest dance. When dancing socially the local dances are 
made up of an ‘improvised’ sequence of individual motifs, whereas in presentational 
choreographies the choreographer decides whether to organised the motifs into a fixed 

16  Căluș choreography see https://youtu.be/EFcY0sAEAbE.
17  Plutașii (raftsman) choreography see https://youtu.be/n7r6m4-pIv4.
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sequence or else ‘allow’ the dancers to make a personal selection from the possible 
motifs within the overall frame of the choreography. In southern Romania and Moldova 
there is not a fixed order of dances in the local setting, so the elements of the choreog-
raphy are made from the linking of entire village dances (themselves made of two or 
three strings of motifs) that are arranged in an order by the choreographer (Giurchescu 
& Bloland 1995, 141).

Choreographer as mediator
The previous paragraphs have focussed on the “products”, the dances and their ar-

rangements, these cannot be totally detached from the choreographers who shape these 
arrangements that are subject to ongoing processes of change in fashion and personal 
aesthetic preferences. In the above I referred to the choreographer as the mediator be-
tween the source material and the presentational dance suites. In Romania, the chore-
ographer’s authority is recognised for their local knowledge of the dance material, and 
local customs and traditions all necessary for putting together a presentational perfor-
mance (and not necessarily for their artistic creativity). They use their selected “modes 
of representation” in their choreographies to transfer local cultural aesthetics into per-
formance aesthetics, based on their personal visions, but also closely linked to their 
backgrounds and experience. In a few situations local “political” or personal influential 
people may try to take on this authority and impose their desire for performance aes-
thetics on to the choreographer, but in general the choreographers have a ‘free reign’ to 
produce their performances within their own aesthetic preferences.

Although the majority of performances, especially those during festivals, largely follow 
the standard format described above, over time participation in academic courses teach-
ing the art of staging has resulted in a few choreographers of prominent ensembles (both 
professional and amateur) experimenting with different forms of staging that sometimes 
incorporate dramatic elements, although the Romanian choreographers have not so far 
tried the “modernised” show performances seen for example in Bulgaria, or attempted to 
follow the success of “Riverdance” despite this being very popular in Romania.

Dance material is generally shared freely between choreographers from all regions 
of Romania. If they wish their dancers to become more skilled in the dances from a 
particular region then they invite a colleague from that region to teach their dancers 
during a 2-to-3-day workshop. This does not usually involve teaching choreography, 
only the dance material. It is often left to the resident choreographer to put these togeth-
er in an arrangement for stage presentation over a period of several months following 
the workshop. In this case it is most often the resident choreographer, the ensemble’s 
artistic director, or sometimes their assistants, not the visiting choreographer who is 
credited with the resulting choreography by the announcer during a performance. The 
only exceptions to this in contemporary presentational performances are the two nation-
al choreographers Theodor Vasilescu and Marin Barbu who make ‘top level’ thematic 
choreographies for some professional ensembles, although it should be noted that their 
contribution involves the overall framework of the show spectacle, it does not include 
the precise arrangements of the dance material that is taken from the ensembles own 
fund of knowledge.

One example of this is the 2013 spectacle by the professional ensemble, “Junii Sibi-
ului” based in Sibiu, entitled “La hanul lui Ghița” that was re-run in 2022 and was cre-
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ated by Theordor Vasilescu. The story for this 3-hour 20 mins hour long spectacle re-
volved around groups of visitors to a traditional inn from different parts of Romania and 
beyond. Continuity between the travellers’ visits was sustained by several professional 
actors who portrayed comic figures of the inn owner and staff, interspersed with perfor-
mances by well-known Romanian vocal soloists.18 Two other more recent examples 
were both based around classic Romanian literary works which resonate with much of 
the Romanian population. In 2019 “Mărginimea” and “Ghiocelul” ensembles from Sib-
iu presented a theatrical and dance interpretation of the myth of the master builder, 
Meșterul Manole, and in 2022 “Mureșul” ensemble in Târgu Mureș presented a portray-
al of the Romanian pastoral ballad, Miorița (see Photos 3 & 4).

Photo 3. Poster for Meșterul 
Manole, Sibiu 2019

Photo 4. Poster for Miorița, 
Târgu Mureș 2023

Final thoughts on continuity, performance aesthetics, audience expe-
ctations

Drawing towards a conclusion I summarize the ways discussed above in which eth-
no-choreography, folk ensembles and the situations of their choreographers in Romania 
differs from their counterparts elsewhere:
  Romania does not have a national ensemble.
  Vocal soloists are the focus of folk ensemble performances and the main draw for 

the audience.
  Complete choreographers are not repeated as artefacts nor are they necessarily 

credited to their creators.
  Neither choreographies nor their associated musical arrangements are subject to 

copyright.
  There is not state organised or further education courses specifically for ethno-cho-

reographers.

In conclusion, this paper looks forward to continuity in relation to evolving perfor-
mance strategies in Romania, the future of the gene, its mediators and their pupils, and 
audience and funding bodies. Continuity into the future will only happen whilst folk 
ensembles attract a pool of (competent) dancers who choose to participate. For this their 
activities have to be visible and ‘modern’, and their presentational performances have to 
18  “Hanul lui Ghița” – Sibiu professional ensemble see https://youtu.be/t6ZjcqhPeMo.
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fit within the current trends in presentational performance. In order to continue to have 
access to a reliable source of funding these ensembles must also be seen to continue to 
play a role in the visions of those who provide this funding through both the visibility 
of their activities and their success in drawing draw a local (and national) audience. In 
Romania this draw relies strongly on the popularity of the vocal soloists who collab-
orated with the folk ensembles for performances both locally and in the media. As the 
vocal soloists are regional ‘specialists’ the visibility of these performances acts more as 
an aid for the reinforcement of regional identity and provide a link to cultural collective 
memory (nostalgia) among their audiences whereas in countries other than Romania 
this can be regarded more as a demonstration of nationalism.

Continuity implies time-depth and the maintenance of a connection to the accepted 
past within activities in the present. In Romania this connection is maintained through 
the on-going presence of the key personnel, the choreographers, who provide continuity 
and stability in the genre. They act as mediators between the local dance material and 
the presentational performances and transmit their knowledge to the younger dancers. 
Over its long history Romanian choreographic styling and construction has been subject 
to ongoing processes of change in fashion, and personal aesthetic preferences of the 
choreographers and the audiences, whilst retaining its close linkage to the local dance 
material from which it is constructed. There are many initiatives and networks but not 
a fixed hierarchical and organised structure, and no over-riding need for conformity in 
presentation or activities.
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Румунска плесна етнокореографија: минуле путање и приступи 
који се развијају

Сажетак: Румунска плесна етнокореографија представља комбинацију 
локалних румунских плесова у „кореографије“ за организовани презентацијски 
наступ. Историју румунске плесне етнокореографије можемо да пратимо до раног 
двадесетог века (или мало раније), када су румунски плесови били укључени у 
сценско-уметничке продукције. Поред тога, групе Румуна су почеле да путују даље 
од својих места пребивалишта како би изводили њихове локалне плесове за не-
локалну публику, што је захтевало адаптације услед поменуте промене контекста. 
Циљ овог рада је да читаоцу пружи историју румунске етнокореографије и њених 
заговорника, на основу документарних извора и ауторкиног дугогодишњег 
теренског рада међу румунским плесачима и кореографима. Рад истражује 
вишеслојне представе о локалним културним нормама, кореографском ауторитету 
и знању, презентационим наступима и „начинима репрезентације“. Први део 
описује историју румунске етнокореографије с почетка двадесетог века, када су 
румунски плесови били укључени у сценске уметничке продукције. Она оцртава 
оквир мреже фолклорних ансамбала основаних након Другог светског рата која 
се смањила између 1990. и 2005. године, а затим проширила након обновљеног 
ентузијазма за локалну културу. Други одељак прати кореографе и инструкторе 
плеса који постављају ове појединце/ентузијасте према њиховим генерацијама 
и истражује доступне опције за кореографску обуку како у прошлости тако и 
у садашњости. Трећи део испитује еволуцију структуре румунских ансамбл 
представа, етнокореографског стила, улогу кореографа као посредника између 
плесних покрета и креирања плесних представа и различите стратегије које се 
користе за конструисање кореографија. Коначно, овај рад сагледава континуитета 
у етно-кореографији и у развоју перформанса у Румунији, његових посредника и 
њихових ученика, публике и финансијских институција.

Кључне речи: румунски плес, ансамбл, етно-кореографија, кореографи, 
континуитет
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Choreographing eyes in Ukrainian staged folk dance

Abstract: Dancers use their eyes very differently in participatory contexts, as op-
posed to performances on proscenium stages. In an earlier publication I demonstrated 
that, during social dances, eyes are very often unfocussed or used casually as in regular 
interactions. In staged folk dance, the participants are often instructed to sustain strong 
eye contact with each other (an intra-diegetic gaze), which is used in part to reinforce 
the illusion of the dance’s imputed setting “there and then” (often in an idealized tradi-
tional village in the past), and to help the audience to follow them in their imagination. 
A second dominant gaze strategy is extra-diegetic (making eye contact beyond the pro-
scenium with the spectators). This option emphasizes the “here and now” of the shared 
performance event. In this article I extend that exploration and introduce complexity, 
to focus on how Ukrainian staged folk dance choreographers, Pavlo Virsky and Vasile 
Avramenko, have manipulated these two dominant and contrasting options differently 
in their compositions. Standards for intra- and extra-diegetic use of eyes have changed 
over time in Ukrainian dance. I introduce suggestions on how the cultural and political 
environments influence choreographers’ decisions on gaze.

Keywords: presentational dance, folk-staged, eyes, gaze, Ukrainian.

“Gaze remains one of the primary sources 
for understanding the dance” (Foster 1986:64)

In this article, I extend an earlier exploration of how dancers use their eyes in par-
ticipatory and staged dances respectively (Nahachewsky 1995; Nahachewsky 2017). I 
found that dancers use their eyes very differently in these two contexts. In the present 
text, I introduce complexity to this issue and focus particularly on how choreographers 
manipulate dancers’ gazes. I examine two contrasting Ukrainian stаged folk concert 
programs to show how strategies for using stage dancers’ eyes can vary.
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In my research for “Using the eyes in Ukrainian dance”, film materials showed that 
participatory dancers overwhelmingly used their eyes “to see” – for the dancers to col-
lect visual information during the process of the dance as this enriched their experi-
ence and helped them dance successfully. By contrast, in the presentational dances, the 
dominant uses of the eyes were “to be seen” – to send visual information to others. The 
eyes of humans as a species are unusual because of our white sclera and the relatively 
small size of our darker iris (Cohen 2011, 1). This contrasting combination allows one 
person to quite accurately see where another person is looking, even from a distance. 
Following a gaze (gaze cueing) is a very powerful and developed core skill in human 
nonverbal communication (Adams, Nelson & Purring 2013, 236–237). As we shall see, 
this is extremely important in presentational Ukrainian dance. We are dealing with ocu-
lar movements that are intentionally expressive.

In the next sections of this article, I briefly review findings of the various ways in 
which participatory dancers use their eyes, then presentational dancers. I then engage 
more specifically with two of the dominant gazes of staged folk dancers, which I call 
intra-diegetic (looking at their fellow dancers’ faces), and extra-diegetic (looking out 
to the spectators). I describe how these two gazes represent different artistic intentions, 
either making reference to the imputed setting (often a participatory village tradition 
somewhere away and in the past),1 or striving to engage the spectators with the dancers, 
sharing an experience here and now in the theatre. Following this, I examine film re-
cordings of two Ukrainian staged folk dance concerts which show contrasting strategies 
for using dancers’ eyes in particular choreographies, and how the overall Ukrainian 
staged folk dance tradition has shifted with time.

Participatory dancers’ eyes
In contrast to rhythm, footwork, spacial organization, and other elements, the use of 

the eyes is not normally prescribed in Ukrainian participatory dances. A close review 
of numerous film recordings showed that the eyes are used in several distinct and com-
mon patterns. The most common use of the eyes in these films consisted of dancers 
looking somewhat unfocused into a middle distance, not looking at their partner, other 
dancers, or anything in particular. Dancers often kept their eyes semi-closed, gazed 
forward-and-upwards, or looked forward-and-down at the floor. I understand these mo-
ments as periods of de-emphasizing the visual and concentrating instead on kinesthetic, 
tactile, and acoustic modes of experience. The overwhelming frequency of this unfo-
cused gaze indicates that it was not incidental, but an active cultural norm.

From time to time, dancers looked down at their bodies or other nearby dancers, per-
haps when they were not sure of the rhythm, or perhaps observing particularly notable 
movements. These gazes were typically brief, except for some moments that highlight-
ed strong unison or following a leader. A few dancers glanced at their clothing, enjoying 
it as it moved with the actions of their bodies, or simply immersed in the overall kinetic 
environment. Novices seemed most likely to look at the bodies of other dancers to take 
movement cues, but even young children used the dominant unfocused gaze, showing 
that they had become competent early in the conventions for the use of their eyes.

1   The imputed setting of a reflective dance is the setting alluded to – where and when the performers are “pretending to be”, 
communicated by programme notes, music, costume, movement, and other means. The imputed setting of many reflective 
Ukrainian dances is a traditional village in Ukraine in the past (Nahachewsky 2009; Nahachewsky 2012, 28-29).
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In couple dances, participants made eye contact on occasion, particularly at the be-
ginning of a dance together or perhaps for a brief acknowledgement at the end. Partners 
sometimes glanced at each other’s faces and eyes during the dance as well, possibly to 
learn something about their partner’s experience, interest, and mood. Women looked 
at their partners more often than men. During slower dances, such as waltzes, dancers 
occasionally spoke to each other. In these cases, eyes were used in ways that resem-
bled body language during non-dancing verbal communication, as adapted to “intimate 
distances”.2 Listeners more often sustained a gaze at the speaker’s face, or specifically at 
his/her eyes or lips. These moments were not frequent but were the most common mo-
ments of eye contact in my entire review of participatory dances. In these videos, I did 
not observe a couple with a sustained gaze into each other’s eyes, though I remember 
this on occasion from personal experience, for a few seconds at a time. I associate this 
with intense engagement with each other, flirting, or reflecting on an existing intimate 
relationship.

In some circle dances, in scattered couple dances, and other situations in crowded 
dance spaces, dancers looked in the direction they were travelling to reduce bumping 
into other people. On occasion, the dancers visually checked outside stimuli and distrac-
tions, such as other dancers moving near their space, greeting a friend, noting obstacles 
such as furniture, glancing at the musicians, or perhaps peeking at the video camera. 
Most participatory Ukrainian dances tend to have fairly simple prescriptions so that the 
dancers can split their focus among their movements (mostly non visually), those of the 
other dancers, and other stimuli.

Each dancer in this film sample looked at things primarily on an individual basis, inde-
pendently of their fellow dancers. There were, however, some elements of synchroniza-
tion. Partners often appeared unfocused at the same time, simultaneously experiencing 
the flow non visually. Dancers tended to look at each other more consistently when tight 
movement coordination was required, such as during a fast-moving circle or a collab-
orative formation. The participatory dance recordings suggest little that differentiates 
eye use while dancing from nonverbal communication more generally (Adams, Nelson 
& Purring 2013; Borg 2013; Toastmasters International 2011). They used their eyes “to 
see” and to aid them in experiencing the dance as necessary.

Folk-staged dancers’ eyes
In contrast to participatory dancers, presentational dancers exhibited a strong tenden-

cy to present bright, alert, focused eyes, usually accompanied by an active smile. Care-
ful standardization of eye movements was apparent, particularly in adult groups with 
advanced technical skills. Various eye movements were prescribed and synchronized, 
just as the other body parts moved in carefully rehearsed unison.

The first several observations below show that the use of the eyes “to see” was consistent-
ly downplayed in these dance contexts. In contrast to participatory dances, the folk-staged 
dancers never (or rarely) looked at their bodies or at other dancers to orient themselves. 
2   I find that Ukrainians use their bodies during conversations in ways very similar to Americans and people in other cultures de-

scribed in the English-language nonverbal communication literature (Toastmasters International 2011, 13–15; Borg 2013, 321; 
323). Edward T. Hall proposed the term “intimate space” as the closest of four concentric zones of space around persons (Hall 
1969, 113–129). He noted how vision is blurred and eye use is relatively less important at closer intimate distances, such as 
when dancers are in a closed waltz position (Hall 1969:12). In my research sample, dancers leaned away from each other to see 
their partner more clearly during a conversation. Alternately, the listener sometimes moved his/her ear closer to the speaker’s 
mouth if the music was very loud.
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Similarly, they are discouraged from following distractions with their eyes. Stage dancers 
do indeed need to arrange themselves in straight lines and other predetermined relation-
ships, and to move their bodies as identically as possible to their co-dancers. Advanced 
Ukrainian dance groups typically use mirrors in their training facilities. During rehearsals, 
the dancers look forward and out at the reflection of their bodies, and they develop refined 
visual images of their bodily movements and positions without looking directly at them-
selves (Sellers-Young 2008, 2-3). They are trained to refine their kinesthetic capacities, to 
memorize angles of body parts accurately, perhaps to use haptic information to confirm 
spacing, to use their peripheral vision, or at most to take very quick discreet glances for 
orientation. The desired aesthetic is one of effortless coordination and automatic, “natural” 
perfect group unison. One exception to this rule of disguising pragmatic use of the eyes in-
volved the dancers looking in the direction of their travel on a crowded stage, and another 
exception was when they used “spotting” during multiple fast spins.

Eye contact with fellow dancers. In stage dance recordings reviewed, the dancers loo-
ked at their partners and co-dancers much more frequently and intensely than they did in 
participatory settings. Indeed, this is one of the dominant patterns of eye usage in these 
choreographies. These gazes were much more sustained and obvious than typical eye 
contact in non-dance contexts and were especially notable considering that the rest of 
the dancers’ bodies were moving so actively.

Gazing directly out to the spectators. The participatory dancers rarely glanced in a di-
rection beyond the dance space, but the folk-staged dancers looked out at the spectators 
beyond the proscenium wall very clearly and often. This convention is also used exten-
sively in romantic and classical ballet (Foster 1986, 16; 83; 97), and is a familiar device 
in human nonverbal communication more generally: “Individuals are rated as more 
likeable and more attractive when they gaze towards us” (Adams, Nelson & Purring 
2013, 238, see also 229–231; 239). Ukrainian staged folk dancers are often instructed 
to “look out to the second balcony”, to keep their eyes wide open, and to appear to be 
connecting with spectators throughout the performing hall. This is true even if the the-
atre auditorium is too dark and if audience members are too numerous to allow actual 
eye contact. For performances in large theatres, they put on special heavy make-up to 
make their eyes appear larger and the whites more visible. Dancers often look out to the 
spectators particularly as they enter the stage, when they begin a dance, and any time 
they are situated downstage. Also very often, dancers look out into the auditorium at the 
end of a highlighted dance segment to acknowledge the viewers and receive applause.

Other gazes. In dances with narrative elements, the performers often use their eyes 
to provide “gaze cues” so that the spectators can focus more on specific pantomimic or 
other movements that are important for advancing the plot of the story. Many Ukrainian 
folk-staged dance performances have a narrative element, presenting particular themes 
in short dances or developing elaborate plots in full-length “folk ballets”. In these cas-
es, plot lines are advanced by identifiable characters through pantomime and gestures, 
supported by program notes, costumes, props, and other theatrical devices. Dancers 
in character roles emphatically look at other characters or objects, depending on the 
requirements of the story. These movements of the eyes are often made in conjunction 
with more elaborate body language that further helps to focus the spectators’ attention. 
Facial expressions, including the eyes, participate in communicating emotion. All these 
features help the audience read the intended storyline in the dance as it unfolds.
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The staged folk dancers in the films also looked in various other directions to highlight 
the visual design created by their bodies. Sometimes, for example, their eyes looked at 
a side angle to complement a significant extension of their arm in the same direction. 
Such use of the eyes is pre-set in the choreography to help the spectators focus on the 
key movement that the choreographer wants to emphasize. For the same reason, dancers 
of the corps often looked directly at a soloist performing a specially featured series of 
movements at center stage.

On rare occasions, folk-staged dancers presented themselves briefly as looking “in-
ward” with an unfocused gaze. These uses of the eyes were sometimes connected 
with moments in which the characters were conveying perhaps a sublime experience, 
profound concentration, intense kinesthesic effort, strong emotion, or perhaps an in-
ner struggle, raising the dramatic effect in the story. I also remember unfocused eyes 
when soloists performed particularly virtuosic and spectacular motifs, thus dramatizing 
their efforts and the technical difficulty. This use of the eyes remains very unusual; in 
Ukrainian staged folk dance, the dominant aesthetic is the opposite – to try to impress 
the audience that the dancers can perform amazing feats with the greatest of ease.

Intra-diegetic and extra-diegetic gazes
On the one hand, participatory dancers mostly use an unfocused gaze, or diverse glan-

ces to observe, to “take in” elements relevant to their experience. On the other hand, 
presentational dancers use their eyes actively to “give out” information. The strong 
dissimilarities in the use of the eyes in these two contexts suggest important differences 
in the experiences and the meanings of the dances. I concentrate on two important gazes 
for the remainder of the article; looking at fellow dancers’ faces (the main intra-diegetic 
gaze), and looking out to the audience (extra-diegetic).3 In the examples examined for 
my 2017 article, the stage dancers’ eyes shifted from on-stage to beyond-stage gazes 
many times during the performances.

How do these two gazes relate to the idea that folk-staged dances are often theatrical-
ized versions of participatory prototypes? After all, “Hopak” and many other folk-staged 
Ukrainian dances are specifically named after earlier peasant social dances. Countless 
choices about stage costumes, melodies, dance motives, sets, program notes, reviews, 
and overall productions reinforce ideas about continuity and tradition. The use of eyes, 
however, is generally not included among the elements that choreographers manipulate 
as they try to replicate the heritage factor in the new context.

One important exception takes place when the stage dancers look at each other. 
Though eye contact is much exaggerated in comparison with participatory uses, they 
use the eyes in this way to reinforce the message that they are “dancing with each oth-
er” – the core feature of participatory dances. I understand this use of the eyes in part as 
an attempt by the choreographers and dancers to refer to the participatory nature of the 
dance in the imputed setting. This gaze, then, is linked to the heritage dimension of the 
folk-staged dances – their connection with tradition. The dancers portray peasants (to a 
certain degree), pretending (to a certain degree) to be dancing “then and there” in some 
villages in the past. Their gazes are set within the frame of the imputed world for that 
3   I use the terms “intra-diegetic” and “extra-diegetic” according to one of their simpler definitions: In photography and film, 

intra-diegetic elements are those that are contained within the world portrayed in the photograph itself – such as in a photo of 
two people looking at each other. Extra-diegetic elements are those that reach out beyond the world of the photo, such as when 
the subject looks into the camera lens as if making eye contact with a future viewer of the image (Chandler 2014, 1).
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moment, and the spectators’ role is that of voyeurs, peering into the proscenium frame 
at the traditional villagers as they dance, hopefully being drawn in themselves.

When a stage choreographer prescribes eye contact and inter-dancer focus, he/she is 
invoking a subtext of “authenticity”, “tradition” and perhaps “mystique” and “exoti-
cism”. These looks were not practical strategies to orient the dancers’ bodies in space, 
nor did they reveal intense emotional relationships between partners: Gazing into a part-
ner’s eyes should be understood as body language primarily intended for the spectators 
– viewers can read this gaze and receive impressions of strong inter-dancer connections. 
They read that the performers are dancing “with” each other. The eye contact among 
staged folk dancers is more intense and more sustained compared to participatory dance 
practice because it is a symbolic re-presentation of participatory interaction, specifically 
exaggerated to be readily observable by the spectator.

On the other hand, the second of the two most common gazes in these folk-staged 
dances involves looking directly out to the spectators. This use of the eyes is also de-
signed for the benefit of the spectators, aiming to create a stronger direct connection 
with them, to increase empathy, and to bring them symbolically into the dance. This 
look communicates somewhat of opposite meaning to the previous one, emphasizing 
the current actual setting of the performance, the contemporary performers linking with 
the equally contemporary spectators on each side of the proscenium arch in this shared 
moment. The dancers intentionally break the “fourth wall” of the theatre stage, and their 
gaze explicitly emphasizes the theatrical reality of the event.

There is, then, a tension between the meanings of these two dominant gazes. I see this 
opposition as fundamental to Ukrainian folk-staged dance, perhaps staged folk dance 
in general. Both types of gazes are desirable, and a balance between the two must be 
found by the choreographer and dancers. The specific balance between these intra-di-
egetic and extra-diegetic gazes communicates importantly about the meaning of the 
dance. The remainder of this article is devoted to an examination of this balance. I do 
see the activation of this opposition as somewhat built into the definition of staged folk 
dance, however, it is also culturally constructed within the genre, and I present evidence 
that the balance shifts from time to time, from choreographer to choreographer, from 
composition to composition, even in staged folk dance traditions such as this, that are 
strongly standardized because of their cultivation of national identity and national unity. 
I assume that it also shifts from culture to culture.

Pavlo Virsky and Myroslav Vantukh
Pavlo Virsky (1905–1975) is undisputably the single most famous Ukrainian staged 

folk dance choreographer. He was born in Odesa and developed a career as a ballet 
dancer and choreographer, then transitioned to specialize in staged folk dance, direct-
ing the professional Ukrainian National Folk Dance Ensemble in Kyiv from 1955 to 
1975. This ensemble later adopted his name and continued to operate at a very high 
level through the late Socialist Realist period, glasnost’, the economic struggles of early 
independent Ukraine, and up to the 2014 and 2022 Russian invasions (Vernyhor and 
Dosenko 2012; Nahachewsky 2012, 204–205; Ukrainian National). His choreographic 
program continues to dominate the ensemble’s repertoire, even half a century after his 
death. His monumental “academic” style of staged folk dance with classical ballet aes-
thetics has been profoundly influential in Ukrainian staged folk dance worldwide.
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Numerous performances of the Ukrainian National Staged Folk Dance Ensemble 
named after Pavlo Virsky are recorded and posted on the internet. For this article, I 
selected the second half of the long program in 2015 celebrating 110 years of his birth, 
published on YouTube by the largest theatre in Kyiv, the “Ukraina Palace”, in which the 
concert took place (National Palace 2016). I occasionally consulted additional record-
ings of selected dances included in this program, with varying close-up camera angles, 
to gain additional information on the use of eyes.

Myroslav Vantukh has directed the Virsky Ensemble since 1980, and his artistic in-
fluences may certainly have affected elements of the choreographies such as the use 
of the eyes. He oversees rehearsals and polishes the dances intensely, attending to the 
minutest details. He also decides the repertoire and casting for the ensemble’s perfor-
mances. A preliminary comparison of earlier and later recordings, and published cho-
reographic descriptions, indicates that Vantukh does not often make substantial chan-
ges to Virsky’s compositions, and suggests that he has also preserved most of Virsky’s 
prescriptions for the use of the eyes.4 The programme for this concert included nine of 
Virsky’s most oft-performed, perennial favourites: “My z Ukrainy” (We are from Ukra-
ine), “Povzunets’”, “Khmil’” (Hops), “Kyivs’ki parubky” (Young lads from Kyiv), “Pro 
shcho verba plache” (Why the willow weeps), “Vyshyval’nytsi” (The embroiderers), 
“Moriaky” (Sailors), “Chumats’ki radoshchi” (Chumak delights) and “Hopak”.5 These 
dances were nearly all created in the 1960s (“Hopak” and “Vyshyval’nytsi” by 1956) 
and have remained active in the ensemble’s repertoire ever since. They are thought of 
as “classics”. Some have undergone revisions over the decades, but others have proven 
very stable compositionally. Vantukh selected these pieces from among some 60 cho-
reographies created by Virsky throughout his career. Hе included an active mix among 
the diverse types of compositions, including Virsky’s “heroic tapestries”, “lyrical poetic 
pieces”, “humourous scenes from everyday life”, and “Socialist Realist compositions” 
(Vernyhor & Dosenko 2012, 60-61).6 The concert reveals a careful curation of the pro-
gramme, manipulating the choice of dances and their sequence to start with high energy 
and to vary the intensity of each subsequent dance to show each in the best light as they 
build to an explosive climax. Perhaps less consciously, the programme also reveals Vir-
sky’s diverse strategies for the use of the eyes.

“My z Ukrainy” is a very extra-diegetic composition (National Palace 2016, 3:32-
10:02). The dancers stand facing the audience as the curtain rises, looking directly into 
the auditorium, then bowing to, waving to, and even speaking directly to the spectators. 
The forty dancers are dressed in contrasting costumes, typically in groups of four, two 
couples representing each of numerous ethnographic regions of Ukraine. Each region-
al subgroup takes a moment center-stage, featuring movements representative of their 
recognized regional style, and greeting the audience. The dancers’ eyes shift very often 
(sometimes as often as every two measures of music) from the audience to their partners 

4   Written instructions for “My z Ukrainy” published to promote productions of this dance in the amateur staged folk dance 
industry, contain 90 explicit instructions for visual focus, respectively (Virsky 1978). Close observation of the film recordings 
suggests that a great many more eye movements are pre-determined and have been standardized in rehearsals (National Palace 
2016, 3:26–10:01). However, see the discussion on change over time below.

5  A children’s section of the “Hopak”, not choreographed by P. Virsky, was inserted as a prelude to the main “Hopak”. 
6   The explicitly pro-Soviet Socialist Realist dances have mostly been eliminated from the repertoire since the 1980s. “Sailors” 

remains, as it was long one of the most longstanding popular compositions by Virsky (who had created many military-themed 
dances for the Red Army up to 1955). Now simply “Sailors”, the dance had previously been named “Whalers: Sailors of the ‘So-
viet Ukraine’ flotilla” (the whaling theme had also been dropped decades earlier). The dance continues to feature recognisable 
stereotypical Russian melodies and dance motifs.
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and back. Throughout the dance, the downstage dancers look beyond the proscenium 
arch an estimated 75% of the time. The most strongly extra-diegetic sections are the 
introduction described above, in which the dancers establish themselves as Ukrainians 
and dance artists, contemporary with the spectators; in the symbolic highlight in which 
two women bow and present two large loaves of bread symbolically to their guests in 
the centre, right, and left sections of the large theatre; and in the conclusion, when the 
dancers stop abruptly with a sudden powerful frontal pose.

Virsky’s well-known high-energy “Hopak” (National Palace 2016, 1:09:50-1:17:30) 
is equally extraverted and extra-diegetic, as is “Moriaky” (National Palace 2016, 50:50-
58:10) each relying extensively on virtuosic motifs directed to entertain and impress the 
audience. These three dances are unabashedly contemporary, making some references 
to traditional folk culture (in the melodies, the costumes, some of the steps), but set in 
the present, in which the dancers show themselves proudly as active artists and virtuosic 
technicians, aware of and pleased by their relationship at the moment with the audience 
members. These dances have been performed hundreds of times during international 
tours of the ensemble during Soviet times and continuing after Ukrainian independence 
in 1991, and the purpose of the concerts indeed has a strong diplomatic element of 
building positive relationships with people worldwide (in the present and hopefully into 
the future).

Three of Virsky’s dances in this programme involve a much more intra-diegetic focus: 
“Pro shcho verba plache”, “Vyshyval’nytsi”, and “Chumats’ki radoshchi”. They fit the 
“lyrical poetic” style or “humorous scenes from everyday life” and tend to be set ex-
plicitly in the past. The dance “Pro shcho verba plache” (National Palace 2016, 31:10-
42:50) is set in central Ukraine in an earlier time (when people fought with swords). 
It involves a complex narrative, in which young women are first seen dancing with 
wreaths, then throwing them into the water to foretell about their future lovers (familiar 
as a midsummer’s folk custom). One woman’s fortune-telling brings immediate results, 
as a handsome young man appears and chooses her from among the group. They fall in 
love and are betrothed. A call to arms is sounded, and the cossack sombrely fulfils his 
duty and goes off to war, his beloved having handed him his sword, a hat, a kerchief, 
and her sorrowful blessing. The woman is heartbroken with worry and is consoled by 
her friends. Later, two men appear, presenting her with his sword and hat, indicating 
that her beloved has been killed. She suffers great anguish, and a weeping willow tree 
grows in empathy and sorrow (a traditional motif from folk songs). The dance ends in 
a tableau in which their son, some six years old now, takes up the sword and poses with 
a determined gaze into the future, conveying the continuation of their patriotic commit-
ment (Osvita 2010).

The ending of the dance had been long established, but it became particularly striking 
in 2015, a year after Russia invaded Crimea and parts of the Donbas, and as a deadly 
military conflict was ongoing. This made a contemporary layer of meaning to the dance 
explicit. Even in this salient moment of present-day connection, however, the dancers 
did not make a visual connection with the spectators. The boy and the cossacks stood 
frontally but looked sharply forward-upward-right. The eight women surrounding them 
looked and gestured at the boy. Indeed, through the eleven minutes of the choreographic 
composition, the dancers rarely looked beyond the plane of the proscenium but remai-
ned entirely within the “bubble” of the world within the storyline. They looked at each 
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other in a group, often in a circle, and sometimes with their backs to the audience. The 
main couple, performed by Ievhenia Stopnik and Denys Pechenenko, looked directly at 
their partner through most of the pas de deux and other sections (National Palace 2016, 
36:01-37-15). During intimate or tragic moments, the women often looked down at the 
ground. The men and women occasionally looked out into the distance to stage left or 
stage right. When the soloist and her friend mourned the departure of her sweetheart, the 
two women knelt to pray for him, facing directly downstage for an extended time (Na-
tional Palace 2016, 39:55-40:22). Their eyes looked forward and up however, ignoring 
the audience but looking in a heavenly direction. There were three clear extra-diegetic 
gazes: At one point during the beginning of the dance when they were establishing the 
imputed setting (National Palace 2016, 31:42-31:59), the nine women sustained a loose 
gaze out to the audience as if greeting friends and sharing their intimate, pleasant feelin-
gs. At one point, when the protagonists declared their love for each other (National Pala-
ce 2016, 35:18-35:23), they looked directly at the audience for exactly four measures of 
music as they walked forward to the downstage centre. This extra-diegetic contact was 
repeated for two measures during their duet (National Palace 2016, 36:19).

“Chumats’ki radoshchi” is also driven by a clear narrative (National Palace 2016, 
58:10-1:06:30). It presents an intimate scene of four salt traders “in the distant past” 
with a shiny new pair of boots, which they obviously treasure. For one chumak the boots 
are too tight, for another, they are much too large, and by the time they each take their 
turn dancing in them, one of the boots has a detached sole, and the salt traders’ delight 
has ended. Like “Pro shcho verba plache”, this dance is performed primarily in an in-
tra-diegetic mode, but the strategies for eye connections with the audience are different. 
As each dancer tries on the boots, they show off in various directions, and sometimes 
facing directly downstage. They often focus down on the floor, but sometimes they 
lift their sparkling eyes to the audience. The fourth salt trader in particular, joyously 
celebrates with eyes connecting strongly beyond the proscenium. In the eight minutes 
of this dance, we can see some 20 glances out to the spectators, as if to say, “I’m so ha-
ppy!” (National Palace 2016, 59:40), “Isn’t this great!” (National Palace 2016, 1:00:27, 
1:04:35), “I have to stop this guy”(National Palace 2016, 1:01:15), “Oh, they’ve gra-
bbed me (to take the boots away)” (National Palace 2016, 1:01:10), or “Oh no, the sole 
is ripped!” (National Palace 2016, 1:06:20). They use their eyes as if they are conscious 
and comfortable with the audience, who shares “their” space and time, and which they 
treat almost as a fifth chumak in their group. This device invites the audience into the 
scene and also prepares a striking contrast with the massive “Hopak” that follows im-
mediately afterwards.

Two other dances fall more in an intermediate position in terms of their diegetic bal-
ance. “Povzunets’” (National Palace 2016, 10:15-15:45) and “Kyivs’ki parubky” (Na-
tional Palace 2016, 25:50-31:05) are both male group dances. Like “Moriaky” these 
compositions place great emphasis on virtuosic and athletic solo steps performed one 
after another. Unlike the sailors’ dance, however, the performers’ gazes remained most-
ly within their worlds, as if dancing for each other, even though their movements were 
often oriented directly downstage. They looked out to the audience on occasion, when 
they were at the front of the stage, when they were about to begin a special movement, 
and especially at the end of their solo, acknowledging the audience and inviting ap-
plause and recognition. In both these dances, indeed in most of Virsky’s choreographies, 
the entry and finale were particularly extra-diegetic. The dancers smiled and nodded to 
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the spectators as they entered, and then at the end, they stood facing the audience, smil-
ing at them, bowing, and receiving extended applause.

“Khmil’” (National Palace 2016, 16:30-25:50) illustrates yet another type of balance 
between looking out at the audience versus gazing within their narrated world. In this 
dance, the composition alternates perhaps a dozen times between narrative sections and 
sections of more abstract dance. When Susan Leigh Foster describes representation in 
19th-century story ballets, she notes that they tended to alternate modes of “imitation” 
(where movements make explicit connections to the story world of the imputed setting, 
involving perhaps identifiable characters, pantomime, and gesture) and “reflection” 
(“moments of dancing for the sake of sheer formal accomplishment and beauty”, with 
only tangential reference to other events in the world) (Foster 1986, 68-69). This is quite 
clearly what happened in “Khmil’”. The dancers made eye contact with each other and 
looked intra-diegetically most often during the narrative phrases. Then they looked out 
to the spectators more frequently during the more pure movement segments. Indeed, 
this strategy, rooted in classical ballet, is fundamental to most of Virsky’s compositions.

The concert celebrating Pavlo Virsky demonstrates that the use of extra-diegetic gazes 
is not simply a default “natural” feature of staged folk dances, but that it is a device that 
can be masterfully manipulated to create an effective performance. Virsky and Vantukh 
illustrate that diverse strategies of intra- and extra-diegetic balance can be used for dra-
matic effect and to create contrast among dance compositions. As these conventions are 
well known and have been engaged tens of thousands of times, they may appear to be 
“normal” in Ukrainian dance worldwide over the last five decades. In the next section, 
however, I argue that these patterns are also historically bounded, and performance stan-
dards for the use of eyes were quite different in an earlier period. A review of the use of 
eyes in a second concert, characteristic of an earlier age in Ukrainian staged folk dance, 
illustrates this clearly.

Vasile Avramenko
Vasile Avramenko (1885-1981) was also an extremely important leader in the history 

of Ukrainian staged folk dance, born a generation earlier than Virsky, and whose aes-
thetics were established by the beginning of the 1920s. He was forced to emigrate in the 
1920s following the Russian Revolution, the Red Army defeat of the Ukrainian Nation-
al Republic, and Polish control of what Ukrainians had claimed as western Ukraine. He 
worked with Ukrainian dance and film over his long career and was profoundly signif-
icant in the history of staged Ukrainian dance in the diaspora, especially before 1960.

A film recording of The Ukrainian Folk Ballet at the Metropolitan Opera House is 
preserved in the National Library and Archives of Canada (Avramenko 1931). The 
recording documents the largest and most grand Ukrainian dance performance in the 
diaspora until that time, featuring some 500 amateur dancers before a full house (Mar-
tynowych 2014, 59-62). The film records seven dances; “Metelytsia”, “Kolomyika v 
dvi pary” (Kolomyika in two couples), “Hopak kolom” (Hopak in a circle), “Arkan ko-
lomyis’kyi” (Arkan from Kolomyia), “Zaporozhs’kyi hertz’” (The cossack duel), “Ku-
chuhura” (Snowdrift), and “Hopak parubots’kyi” (Youthful hopak).

Avramenko had explicitly prescribed intra-diegetic gazes in his publication of 
Ukrainian dances, “Every male and female dancer follows their partner during the 
dance and does not avert their eyes from each other even for a moment” (Avramen-
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ko 1928:15). The film record indicates that this maxim was followed in the dancers’ 
rehearsals, and indeed, the smaller and larger performing cast for each dance looked 
almost exclusively at their partner, or the other dancers in their group. In “Kolomyika 
v dvi pary” (Avramenko 1931, 6:19-7:50), the dancers looked directly at their partners 
for approximately 40% of the musical phrases, at other dancers as they approached each 
other (approx. 40%), and in the direction of travel forwards or sideways (approx. 20%). 
Near the climax of the dance, they formed a closed circle, and each looked towards its 
centre as it rotated quickly in one direction, then the other. During the last two phras-
es, the circle opened so that all four dancers faced the front of the stage. Even facing 
directly downstage, with their partners on their sides, and dancing backwards to arrive 
upstage, the dancers continued to look left or right towards their partners but not at the 
audience (Avramenko 1931, 7:40).7

A similar pattern is observable, nearly entirely intradiegetic, in most of the other danc-
es. The “Arkan kolomyis’kyi” (Avramenko 1931, 9:47-11:45) was performed entirely 
in a large circle of men holding shoulders, following the shouted commands of a leader 
as the dance progressed (Avramenko 1931, 9:47). Here the dancers can be seen con-
centrating and looking at the leader to keep in unison. In “Zaporozhs’kyi herts’” (Avra-
menko 1931, 11:45-13:10), the thirty-two male dancers performed in smaller groups of 
four arranged about the stage, facing each other, and sometimes striking their swords 
with each other within these subgroups. Near the end of the dance, however, the quartets 
broke open, joining to form larger horizontal lines across the stage. The dancers each 
looked out to the audience for these last two musical phrases and for a strongly accented 
final pose (Avramenko 1931, 13:10).

The script for consistent gazes within the stage and at one’s fellow dancers was diluted 
at times throughout the concert as the dancers individually looked out into the audience, 
particularly when they were situated downstage close to the orchestra pit (see especially 
Avramenko 1931, 7:52; 15:16). This was certainly the first time most of these young 
people had ever performed in such a grand theatre and for such a large audience, and I 
am sure that it must have been an exciting experience. Many had parents in the auditori-
um. I interpret these looks, sometimes quick glances but sometimes outright staring, as 
not fitting an intentional strategy for extra-diegetic communication in the choreography, 
but rather a sign of weak discipline, more akin to participatory dancers noticing a dis-
traction in their environment as they move.

The final dance in the film recording is a solo performed by Vasile Avramenko himself 
(edited into the film twice consecutively, from different camera angles). He seems to 
improvise the entire composition, and it is clear he is confident and loves the spotlight. 
This performance contrasts very strikingly with the group dances before it because he 
beams out at the audience with a huge smile throughout the piece. One camera zooms 
in mid-range on a single person for the first time in the film. This shows, as I understand 
it, that Avramenko had a strong sense of himself as a star performer, here, today, in New 
York, in front of this crowd. He was billed and performed as an individual in contrast to 

7   Interestingly, in a later recording of the dance, performed in Mundare, Canada in 1946, the dancers follow the same prescrip-
tion for gaze as in the 1931 recording, except during these ending phrases. In Mundare, the dancers looked directly out to the 
audience at the conclusion of the dance. It is not clear that they were instructed to do so, but perhaps it felt right for them to 
acknowledge the audience after the fast-spinning circle and as their choreography was ending. We see numerous dances in later 
choreographies featuring a grand extra-diegetic finalé, and I sense that this “mistake” hints at a newer feeling for the balance 
between intra- and extra-diegetic expression, perhaps even if subconsciously, among the performers.
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the hundreds of anonymous performers on stage before his entrance.8 In contrast to him, 
the 500 dancers represented the Ukrainian nation as a collective, in distant Ukraine, in a 
timeless imagined setting. They lived within the proscenium frame for this event, while 
he transcended it.

Historical shifts
On the one hand, careful observation of the use of the eyes in staged folk dance can be 

a powerful tool used by active choreographers as they create new works. On the other 
hand, as Foster suggests in the opening quote, observing gaze can provide important 
insights into the meanings of a dance; a resource for audiences, critics, and ethnochore-
ologists as well.

Having become familiar with these two strongly contrasting concerts in terms of gaze, 
created by two iconic and powerful choreographers, one might be tempted to conclude 
that the shift from Avramenko’s intra-diegetic preference to Virsky’s more mixed di-
egetic balance results directly from their personalities and individual artistic preferenc-
es. This is surely partly true but does not give sufficient weight to the larger cultural and 
political contexts in the first seven decades of the 20th century. Such a larger analysis is 
beyond the scope of this paper, and necessary archival resources are difficult to access at 
present in Ukraine during the war. However, biographical, and anecdotal evidence may 
provide some impressions and point the way for further research.

Avramenko’s preference for intra-diegetic gazes seems to result from numerous fa-
ctors. Ukrainian folk dances had been performed on stages for some 120 years before the 
Metropolitan Opera performance (Humeniuk 1963, 200–203; Shatulsky 1980, 46–47; 
Nahachewsky 2012, 93–94). In the 19th century, most of these dances were embedded 
in melodramatic plays set in romanticized villages with peasant protagonists, and this 
is the staged dance tradition in which Avramenko established his career. He inherited 
many of his aesthetic values (and dance repertoire) from his teachers and predecessors 
in this “ethnographic” theatre movement.9 Little primary data is available about the use 
of eyes in this tradition through the 19th and early 20th centuries, but it seems that the 
aesthetics conformed to realism in Avramenko’s teachers’ time. They strove to create 
the illusion that the world represented on the stage was as real as possible, taking place 
without the awareness of the audience gazing in from across the proscenium plane. In-
tra-diegetic gazes were appropriate to maintain this illusion and draw the audience in.10

8   Avramenko’s role as an individual creative agent was reinforced not only in the promotional material but on stage as he led the 
group warmup while standing on a pedestal downstage centre (with several hundred dancers imitating him, almost as if he was 
a puppeteer); as he shepherded dancers into their places during the “Kuchuhura”; as he congratulated a major donor; and at 
other moments.

9   One of his key instructors, Vasyl’ Verkhovynets’, was a dance and music specialist, and represents the strongest realist propo-
nent of dance in this theatrical tradition. In 1920, he published descriptions of a few dances he observed ethnographically, 
including a hopak in the village Kryve near Kyiv. “During the dance, the boy didn’t look away from his girl even for a moment. 
He turned towards her either at an angle or directly facing her” (Verkhovynets’ 1990 [1920], 109). This claim does not fit the 
pattern of the use of eyes in any other participatory dance I have observed, and I imagine that Verkhovynets’ was not as much 
an ethnographer as a theatre activist, and he described the boys’ gaze as he would prescribe for theatrical performances. His 
phrasing about “not looking away even for a moment” is intriguingly echoed in Avramenko’s publication eight years later.

10   A late remnant of this tradition, the 1938 film Marusia, recorded in the United States, provides an example (Bulgakov 1938). 
The story is set in a central Ukrainian village in pre-industrial times and involves a complex plot with love triangles, jealousy, 
fighting, singing, and dancing. Production values strive to maintain an illusion about the intact “narrated world”. Through-
out the entire film, the actors play their roles intra-diegetically, with the camera serving as an invisible window allowing the 
audience, as voyeurs, into the lives of the characters. At the beginning of a dance scene during a house party, the musicians 
arrive, one of the boys requests a particular dance, and the youth stand up to join in. They arrange themselves in a loose 
semicircle around the stage set. Their bodies face the camera and the open dancing space in front of them, but they continu-
ously look sideways at their fellow actors, carefully avoiding any gaze in the direction of the lens. When they begin to move, 
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Other elements in Avramenko’s cultural environment would have provided him with 
models for more extra-diegetic uses of the eyes. During the years of the First World 
War, he was briefly a student at the Lysenko Music-Drama Institute in Kyiv (Turkevych 
1999, 22; Pihuliak 1979, 17; Martynowych 2014, 11). Kyiv at that time was a centre of 
diverse dance activities, active in ballet and its contemporary expressions. Bronislava 
Nijinska, for example, worked as ballet master of the Kyiv Opera intermittently from 
1915 to 1921 and operated a studio in the city (in which Serge Lifar trained as a youth, 
among others) (Turkevych 1999, 123; 141). The leading theatre groups in Ukraine per-
formed in Kyiv, and the city’s stages also offered vaudeville, cabaret, and other perfor-
mance events which certainly provided diverse models for audience-performer interac-
tion and eye contact. Later, in North America, from when he arrived in 1925 until the 
Metropolitan Opera showcase in 1931, Avramenko developed contacts with a variety 
of professional artists in theatre and film. From 1928 on, Avramenko spent most of his 
time in “Little Ukraine” in Manhattan, an enclave sandwiched between the cultural 
hotspots of the Lower East Side and Greenwich Village. New York at this time was the 
cultural capital of the United States, with a huge theatre district on Broadway, and pow-
erful modern dance companies such as Denishawn, Graham, Humphrey and Weidman 
engaging in genre-changing innovation. Jazz, political radicalism, and the avant-garde 
were everywhere. Avramenko’s first years in New York “were a period of incessant and 
frenzied activity” (Martynowych 2014, 52-55). By this time, however, he seems to have 
consolidated a position conceiving Ukrainian dance as a wholesome bulwark against 
modernism (including degenerate dances such as the shimmy, Charleston, and jazz) 
(Martynowych 2014, 47-50). To help him achieve breakout success in North America, 
he was encouraged by several of his supporters to focus on refining and updating the art 
of his dances and developing more sophisticated choreography and music. He preferred, 
however, to focus on other priorities instead (Martynowych 2014, 50-51). Avramenko’s 
situation in the diaspora, including the community’s frustration felt over the failure of 
Ukrainian independence, appears to have been a major factor in his maintenance of con-
servative, even anachronistic aesthetics, including in his preferences for dancers’ gaze.

Pavlo Virsky was born a generation later than Avramenko and, by contrast, was highly 
successful within Soviet Ukraine. He also lived through contexts which seem to have 
significant implications for his choices of choreography and his use of gaze. In compari-
son to Avramenko, his style may be described as Modernist, actively engaging with, and 
challenging the “fourth wall” in proscenium theatres, reducing the attempt to create an 
illusion of the “narrated world” and more explicitly engaging with the shared contem-
porary reality on stage and in the auditorium. His artistic views and choices for dancer 
gaze may be illuminated by observations about his experiences before 1955 when he 
started mounting dances on the Ukrainian National Folk Dance Ensemble that would 
later bear his name.

Virsky’s youth and early career in Odesa’s ballet community surely presented him with a 
variety of experiences in which diverse dancer gazes were used on stage. He and his col-

they perform a hopak-like dance in couples in which each can improvise individually. Eye contact, and sometimes lack of it, is 
very important to communicate the state of mind of the protagonists, two sweethearts who have quarrelled, while their friends 
dance happily. The rest of the dancers look most often actively at their partners, communicating their pleasure and engagement 
with each other, consistent with the strategy described above for folk stage dance. Notably, their extended eye contact here is 
an artefact of the stage, rather than a realistic replication of participatory dance, as described above. Diaspora examples, such 
as those given here, are admittedly not necessarily representative of what was taking place in the 19th century nor in Soviet 
Ukraine. The dance for this film was directed by Andrii Kist, a student of Avramenko. His aesthetic is surely anachronistic, as is 
the Marusia film project overall. Its conservative qualities are useful in our situation, to illustrate the earlier historic trends.
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leagues staged primarily romantic and realist ballets in the grand Russian tradition, as well 
as Revolutionary themes (Vernyhor and Dosenko 2012, 12-15). This style of ballet tended to 
use a variety of intra- and extra-diegetic gazes, often more muted than Virsky would later use 
in his company. In the 1920s, Soviet Ukraine was a hotbed of modernist experimentation in 
theatre, art, and dance. Virsky was involved in the intense debates in the 1930s about staged 
folk dance and performance arts in general – discussions which ended up as deadly traps for 
many who did not choose the politically correct position regarding issues of Realism, Mod-
ernism, and national representation. Socialist Realism was formally established in 1934, 
leaning towards Realism as the name indicates (but quietly inheriting the political activ-
ism of some of the modernist movements, applied exclusively to the Bolshevik Party). Les’ 
Kurbas, as just one example of hundreds, the leading modernist theatre director in Ukraine, 
was arrested and then shot by the NKVD in 1937 for his modernist positions (Haievsky and 
Stech 2006). Vasyl’ Verkhovynets’ met the same fate in 1938 for Ukrainian nationalism (Ia. 
Verkhovynets’ 1990, 32). Virsky however, managed to survive and even thrive in this con-
text, shifting gradually towards a specialization in staged folk dance in the mid-1930s, and 
co-founding the State National Staged Folk Dance Ensemble with Mykola Bolotov in 1937, 
two months after Igor Moiseyev formed his famed Staged Folk Dance Ensemble in Moscow 
(Borimska 1973, 16-26; 28; Sheremetyevskaya ca1965, 30). Beyond a doubt, Virsky must 
have considered his ideology and his style, including his use of gaze, very carefully.

Though Modernism fell brutally out of favour in the USSR by 1934 and the esta-
blishment of Socialist Realism, we can nonetheless identify elements of it in Virsky’s 
choreographies: “Vyshyval’nytsi” features an extended section in which the women 
“become” a giant living loom; in the dance “Oi pid vyshneiu” (Under the cherry tree) 
(Virsky 2009), the performers move stiffly as if they were puppets: Such mechaniza-
tion of the performers is strongly reminiscent of avant-garde influences of Futurism, 
Constructivism, Bauhaus, and De Stijl. In these dances too, the dancers’ gazes tend to 
be more inward and muted, rather than personal, consistent with what Lynn Garafola 
describes as key elements of modernist ballet in Europe in the early 20th century (Gara-
fola 1988, 24). Stalin died in 1953, and Virsky felt he could allow himself to stage such 
pieces by 1956.11 Perhaps it is related to Stalin’s death in 1953 and the cultural thaw that 
followed. “Vyshyval’nytsi” (as well as “Hopak”) was among the dances he staged for 
the ensemble’s 1956 tour to China, just a year after he came to Kyiv as director. Clearly, 
he and the dancers had previous experience and capacity for such compositions and the 
staff at the Ministry of Culture allowed them.

There is some evidence of a trend for further increases in extra-diegetic engagement 
since Virsky’s most productive period, a suggestion that merits further research. Pavlo 
Sydorenko’s written prescription for “My z Ukrainy” was published in 1978, identi-
fying an equal number of moments during which the dancers should look at fellow 
dancers, and when they should look out to the audience (27 and 26 times respectively) 
(Virsky 1978). Analysis of the 2015 video recording of this dance, however, shows a 
much greater preponderance of extra-diegetic gazes.12

In summary, we note that eyes are used in several ways by Ukrainian staged folk 

11   Admittedly, in Virsky’s choreographies, the mechanization theme and other Futurist elements are softened by the performers’ 
costumes which suggest peasant dress and some movement motifs consistent with the established staged folk lexicon. His 
works are neither free of narrative and setting nor non-objective (see Garafola 1988, 24). Avant-garde artists would surely see 
his pieces as quite “timid” by many Modernist standards.

12   Further analysis of older recordings would be required to demonstrate whether this discrepancy has its roots in Sydorenko’s 
choices for the description, or perhaps Vantukh’s more recent production preferences.
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dancers. The two most common gazes suggest contrasting meanings: an intra-diegetic 
gaze refers to imputed settings in the narrated world, while an extra-diegetic gaze en-
gages more explicitly with the present moment in the theatre, shared with the audience. 
The extra-diegetic gaze is more closely associated with modern and Modernist theatre 
values and tends to be increasingly dominant over the 20th century. Concert recordings 
of choreographies by Vasile Avramenko and Pavlo Virsky indicate a contrast in artistic 
strategies regarding gaze from dance to dance and change over time. The use of differ-
ing gazes seems to relate to larger historical, artistic, and political trends.
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Кореографске очи у украјинском сценском народном плесу

Сажетак: Плесачи користе своје очи веома различито у партиципативним 
контекстима, за разлику од наступа на позорници. Током друштвених плесова, очи 
су врло често нефокусиране или се користе лежерно као у редовним интеракцијама. 
У инсценираном традиционалном плесу, учесници се често упућују да одржавају 
јак контакт очима једни с другима (интрадијагетички поглед), који се делимично 
користи да појача илузију импутираног окружења плеса „тамо и тада” (често у 
идеализованом традиционалном селу у прошлости), и да помогне публици да их 
прати у својој машти. Друга доминантна стратегија погледа је екстрадијагетичка 
(остваривање непосредног контакта очима са гледаоцима). Ова опција наглашава 
„овде и сада” заједничког наступа.

У овом чланку проширујем то запажање и уводим сложеност, како бих се 
фокусирао на то како су украјински кореографи традиционалних плесова, 
Павло Вирски и Василе Авраменко, различито користили ове две доминантне 
и контрастне опције у својим композицијама. Авраменко је, са својим старијим 
кореографским стилом, навео своје играче да гледају скоро искључиво једни у 
друге. Вирски користи много шири спектар стратегија погледа у својим плесним 
композицијама, што има велики ефекат. Неки комади су изразито екстрадијегетски, 
при чему плесачи често гледају директно у гледаоце. Други плесови су више 
фокусирани на унутрашњост, са већином погледа плесача усмерених једни према 
другима или другим местима свету плесне приче која се прича. Украјински плес 
широм света је доживео општи помак са снажног интрадијегетичког баланса на 
екстравертнију стратегију као што је представљено на концерту Вирског. Сматрам 
да су културна и политичка средина утицале на одлуке кореографа о усмеравању 
погледа. Закључујем да посматрање погледа може бити значајно за амбициозне 
кореографе, али и за публику, критичаре и етнокореологе.

Кључне речи: презентациони плес, фолк-сценски, поглед, украјински
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Profesionalci – plesači narodnih plesova

Apstrakt: U bivšoj Jugoslaviji, sredinom prošloga stoljeća, osnovana su tri profesi-
onalna ansambla narodnih plesova i pjesama koja djeluju do danas. To su Lado iz Za-
greba (Hrvatska), Kolo iz Beograda (Srbija) i Tanec iz Skoplja (Makedonija). Ansambli 
su sastavljeni od profesionalnih plesača i glazbenika, a zadatak im je bio umjetnički 
interpretirati nekad jugoslavenske, a danas hrvatske, srpske i makedonske narodne pje-
sme i plesove u zemlji i inozemstvu. Autorica izazvana upravo velikom vidljivošću i 
prepoznatljivošću ansambla Lado u zemlji i inozemstvu, u svom znanstvenom istraži-
vanju bavi se manje vidljivim dijelovima mozaika koji čini tu savršenu sliku za javnost 
i publiku. Metodom Life History koja se temelji na dubinskim intervjuima pokušava 
ocrtati portrete, u prvom redu plesačica, umjetnica koje su svoj život posvetile pozorni-
ci. Zanima je što se sve krije u tami kad se svjetla pozornice ugase, koji su sve identiteti 
profesionalnih plesačica, i oni profesionalni, ali i privatni, kako se oni međusobno mire 
i nadopunjuju, te kako se mijenjaju u kontekstu povijesnog vremena u kojem egzistira-
ju. Kroz prizmu etnološkog propitivanja identiteta plesačica, prvo se nameće pitanje o 
njihovom plesnom tijelu, tijelu kao polazištu, tijelu koje taj ples čini vidljivim. Za ovaj 
rad fokus je usmjerila na edukaciju plesača koja se mijenjala u skladu i neskladu sa 
mijenama u umjetničkoj politici rukovođenja ansamblom. S druge strane ukazuje i na 
sami princip rada unutar ansambla odnosno na koji način se pristupa plesačima koji su 
mijenama u umjetničkoj politici postali čak i više pjevačima.

Ključne reči: Lado, Hrvatska, profesionalci, plesači narodnih plesova

Uvod
U bivšoj Jugoslaviji, sredinom prošloga stoljeća, osnovana su tri profesionalna ansam-

bla narodnih plesova i pjesama koja djeluju do danas.1 To su „Lado” iz Zagreba (Hr-
vatska), „Kolo” iz Beograda (Srbija) i „Tanec” iz Skoplja (Makedonija). Ansambli su 

1   Svoja istraživanja profesionalnih plesačima iz ansambla Lado predstavljala sam na više znanstvenih konferencija, a objavljena 
su izlaganja u zbornicima sa znanstvenih skupova na engleskom jeziku (Niemčić 2014; Niemčić 2016). Ovaj tekst je proširen i 
dopunjen za izlaganje na etno samitu TradicijaNova, a potom i za objavljivanje u ovom zborniku.

https://doi.org/10.5281/zenodo.10998757

Iva Niemčić
Institut za etnologiju i folkloristiku, Zagreb
iva@ief.hr

https://doi.org/10.5281/zenodo.10998757


Iva Niemčić

156

sastavljeni od profesionalnih plesača i glazbenika, a zadatak im je bio umjetnički inter-
pretirati nekad jugoslavenske, a danas hrvatske, srpske i makedonske narodne pjesme i 
plesove u zemlji i inozemstvu. Ansambl Lado je osnovan krajem 1949. godine odlukom 
Vlade Republike Hrvatske sa zadatkom da “putem javnih priredaba prikazuje umjetnič-
ki obrađeno folklorno blago naših naroda: narodne plesove, pjesme, muziku i običaje” 
(Sremac 2009, 93). Lado od svojih početaka pa sve do danas njeguje prepoznatljiv stil 
izvedbe odlikovan visokom razinom profesionalnosti koji je svojim osobitim umjetnič-
kim darom postavio Zvonimir Ljevaković. Ljevaković je bio osnivač Lada, dugogo-
dišnji umjetnički voditelj i autor mnogih slavnih koreografija koje se do danas zdušno 
izvode i koje još uvijek dižu publiku na noge. Sustavno, bez većih odstupanja takav stil 
i koncept scenske primjene folklora u stručnim krugovima postaje poznat po imenom 
zagrebačka škola folklora (Sremac 2009, 97) dorađuje i nastavlja Ivan Ivančan i brojni 
drugi koreografi nakon njega. Iako je ostao vjeran svojoj tradiciji, koja objedinjuje pr-
sno-grleno pjevanje i maksimalnu preciznost i ujednačenost u izvedbi plesnih koraka 
i koreografskih slika temeljenih na izvornoj stilskoj estetici i plesnim koracima, Lado 
se danas okušava i u drugim žanrovima scenske umjetnosti kao i u drugačijim pristupi-
ma prezentacije tradicijske kulture na pozornici. Ladovi profesionalni plesači-pjevači 
sudjeluju u kazališnim predstavama, filmovima, sami rade plesne predstave, vokalni 
koncerti su također sastavni dio njihove djelatnosti, snimaju nosače zvuka koji često do-
bivaju nagrade, te eksperimentiraju i s drugim glazbenim žanrovima u projektima Lado 
Electro i JazzLAnDo. U izvođačkom dijelu ansambla je 16 plesača i 22 plesačica te 14 
glazbenika, a izvode impozantan plesni i glazbeni materijal s više od 140 koreografija 
i stotinama raznovrsnih glazbenih djela (Ivančan ml. 2009, 15-16). Važno je istaknuti 
da su svi plesači ujedno i vrsni pjevači, te da je u većini ladovskih koreografija jednako 
zastupljena plesna i vokalna komponenta, često istovremeno.

Za svoj šezdeseti rođendan (2009) nacionalni profesionalni ansambl narodnih plesova 
i pjesama Hrvatske Lado objavio je reprezentativnu monografiju Lado – hrvatsko naci-
onalno blago. U njoj je ansambl predstavljen istovremeno kao čuvar i suvremeni odraz 
negdašnjih glazbenih i plesnih praksi hrvatskoga naroda, odnosno njihova interpreta-
cija namijenjena prikazivanju na pozornici i u audiovizualnim medijima. Iako o Ladu 
uz navedenu monografiju, postoje brojni novinski članci, kritike i povijesni pregledi, 
znanstvenih tekstova je vrlo malo. Amerikanac Anthony Shay, povjesničar plesa koji 
se bavio profesionalnim folklornim ansamblima, u svojim je istraživanjima posebnu 
pozornost posvetio Ladu iz Zagreba kojeg rado komparira s Kolom iz Beograda ili pak 
stavlja u suprotnost s The Moiseyev Dance Company. Njegovo prvo oduševljenje La-
dom preraslo je u pravo prijateljstvo i dugogodišnju suradnju s ansamblom:

“From the opening ritual, Ladarke, in which a cast of dancers opened their program with 
full-throated Slavic singing, I was riveted to my seat…I was unprepared for the simple ele-
gance and majesty of Lado. … I have never seen any other state folk dance ensamble give 
equal importance to the singing and dancing and use the dancers as singers” (Shay 2002, 109). 

U knjizi Choreographic politics. State Folk Dance Companies, Representation and 
Power Shay upravo Lado izdvaja kao primjer ansambla koji podržava njegovo osnovno 
teorijsko polazište: “that the repertoires and performances of state folk dance ensem-
bles reflect the political situation within which they develop” (Shay 2002, 124). Navodi 
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kako je repertoar Lada na samom početku, nakon osnutka, u poslijeratno vrijeme bio 
isključivo hrvatski jer je Lado i osnovan s namjerom da predstavlja novo osnovanu 
socijalističku republiku Hrvatsku (Shay 2002, 124). Ubrzo nakon toga Vlada odlučuje 
da profesionalni ansambli iz Hrvatske, Srbije i Makedonije moraju u svoje programe 
uvrstiti i pjesme i plesove drugih Jugoslavenskih republika. Stoga su ansambli čak i 
mijenjali svoje koreografije (Shay 2002, 124). I konačno, osamostaljenjem Hrvatske, 
Lado se ponovno vraća isključivo svom nacionalnom, hrvatskom programu, istovreme-
no se u novoj državi otvaraju vrata za obogaćivanje vokalnog repertoara. Tako u zadnjih 
tridesetak godina Lado izvodi i crkvenu pučku glazbu što u komunističkom režimu nije 
bilo poželjno, a ni moguće.

Profesionalizacija folklora
Ansambl Lado formiran je odabirom najboljih mladih amaterskih plesača, a takav 

pristup odabira nastavio se i prelaskom u profesionalizam. Većina tih mladih ljudi prije 
dolaska u novoosnovani Lado bila je zaposlena, a u večernjim satima bi dolazili na 
probe i bavili se folklorom. Osnutkom Lada (1949) istovremeno kada su se rađali i ra-
zvijali “the professional state folk dance ensemble in many countries around the world”, 
folklor im je postao životni poziv, ozbiljno zaposlenje, svakodnevni posao, a ne samo 
zabava i razbibriga (Shay 1999, 37). Nakon dotadašnjih dviju proba tjedno u trajanju od 
dva sata, počeli su plesati i pjevati svaki dan pet sati. Prema riječima moje kazivačice, 
ansambl se godinama formirao, punio plesačima. Kako je mahom bila riječ o mladim 
ljudima, isto tako godinama nitko nije odlazio u mirovinu pa su samim time i audicije 
bile rijetke. I voditelji i asistenti su „preko noći” iz amaterizma prešli u profesionalce 
tako da iako je pristup radu bio ozbiljniji i zahtjevniji, nije se mnogo razlikovao. Uz 
takav svakodnevan višesatni rad u dvorani i usprkos tome što više nitko nije propitivao 
profesionalnost plesača u ansamblu, smatralo se:

„...da dok nisi 5 godina profesionalac, dok 5 godina ne melješ taj zanat, zapravo ne možeš 
reći da znaš. Nakon tih godina, kad sve savladaš, onda znaš svoje mjesto, svoj zadatak, ali 
istovremeno možeš pratiti i lijevo i desno i već vidjeti da li nešto tamo sa strane ne štima i tko 
je pogriješio i što je krivo i gdje ćemo se naći ako se negdje neka greška napravi, moraš se 
snalazit taj čas. Ali tek tada, nakon nekoliko godina rada postaneš svjestan kompletne situaci-
je oko tebe, a ne samo sebe” (plesačica iz Lada).

Lado od svojih početaka pa sve do danas njeguje prepoznatljiv stil izvedbe odlikovan 
visokom razinom profesionalnosti koji je svojim osobitim umjetničkim darom postavio 
Zvonimir Ljevaković. Ljevaković je bio osnivač Lada, dugogodišnji umjetnički vodi-
telj i autor mnogih slavnih koreografija koje se do danas zdušno izvode i koje i da-
nas dižu publiku na noge (Niemčić 2014, 155). No, Ljevaković osim iznimnog talenta 
i autoriteta u folkloru, nije imao službeno obrazovanje iz područja plesa i izvedbene 
umjetnosti. Profesionalni ansambl Lado je iznikao iz najboljeg amaterskog ansambla, 
okupivši najbolje amaterske plesače – pjevače u Zagrebu koji su samim osnutkom Lada 
postali profesionalci. Danas, više od sedamdeset godina kasnije, kada narodni ples po-
staje izvedbena umjetnost i ima svoje mjesto u šou biznisu profesionalnim folklornim 
plesačem u Hrvatskoj postaje se na isti način, jedino prolaskom audicije za plesača Lada 
(Filippou 2006, 55).
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Metodologija istraživanja
Izazvana upravo velikom vidljivošću i prepoznatljivošću ansambla Lado u zemlji i 

inozemstvu, odlučila sam se za znanstveno istraživanje onih manje vidljivih djelića tog 
mozaika koji čini tu savršenu sliku za javnost i publiku. Metodom Life History koja se 
temelji na dubinskim intervjuima nastojala sam ocrtati portrete, u prvom redu plesači-
ca, umjetnica koje su svoj život posvetile pozornici. Razgovarala sam s umirovljenim 
plesačicama koje su cijeli svoj radni vijek provele u Ladu, kao plesačice, solistice ili 
asistentice umjetničkog ravnatelja. U prvom krugu razgovora, u prvoj fazi istraživanja, 
prošli smo kronološki osnovne podatke, audicije, način rada u ansamblu, učenje, pro-
maknuća, prisjetile su se nekih turneja, podjele moći u ansamblu, te od osobnih/inti-
mnih pitanja dotakli se tek tijela kao osnovnog alata za rad. Zanimalo me što se sve krije 
u tami kad se svjetla pozornice ugase, koji su sve identiteti profesionalnih plesačica, i 
oni profesionalni, ali i privatni, kako se oni međusobno mire i nadopunjuju, te kako se 
mijenjaju u kontekstu povijesnog vremena u kojem egzistiraju.

Istraživanje profesionalnih plesačica vodilo me i na procese edukacije plesača koji 
su se mijenjali u skladu i neskladu sa mijenama u umjetničkoj politici rukovođenja 
ansamblom. Istraživanje temeljim na dubinskim intervjuima s plesačima-pjevačima uz 
osobna iskustva polaznice, a potom i višegodišnje profesorice na Odjelu za narodni ples 
pri Baletnoj školi, jednogodišnjem volonterskom angažmanu u ansamblu kao plesačica 
i dijelom vjerne publike koja prati umjetnički rad Lada. Koristim pogled iznutra i izvana 
koliko god mogu ne ograničavajući se samo na jedan pristup.

Kako je “performativnost tijela temeljni medij njegove otvorenosti svijetu” (Biti 2011, 
40) znanstveno promišljati o profesiji plesača ne možemo drugačije nego krenuti od ti-
jela da bi razotkrili plesača. Prema Marjanić je “tijelo pored toga što je javno – mesna/
ta površina društvenih i kulturnih značenja, ono je i privatno, te tijelo nije samo pokaza-
telj našeg disciplinirajućega uklapanja u društveni poredak nego i sredstvo anarhičnog 
samoizražavanja” (Marjanić 2011, 30-31). Slijedom tih teza pokušala sam osvijestiti 
značenje, važnost i brigu, te prepletenost javnog i privatnog plesnog tijela kod svojih 
sugovornica. U prvom krugu razgovora doticali smo se uglavnom javnog tijela, tijela na 
pozornici i tijela koje se priprema za pozornicu. Plesna umjetnost tijela ne sagledava tek 
kao ono što imamo i jesmo, nego ono što tijela mogu postati, odnosno činiti (Biti 2011, 
11). Stoga su i profesionalne plesačice narodnih plesova podredile svoj život svom ple-
snom tijelu i bez puno podrške naučile ga njegovati i trenirati ne bi li što dulje bilo 
obasjano svjetlima reflektora dok pleše na daskama koje život znače.

Edukacija plesača i/ili kako se postaje profesionalac
Budući da je u Hrvatskoj tek u školskoj godini 2013/14. uspostavljen prvi preddi-

plomski sveučilišni studij iz područja plesne umjetnosti i time je ples postao akademska 
disciplina, plesna umjetnost na ljestvici izvedbenih umjetnosti je prema statusu u druš-
tvu pa slijedom toga i količini financiranja vrlo nisko. A prema toj podjeli kada samo 
pogledamo unutar plesne umjetnosti, folklor je na začelju. Dijelom to i ne čudi jer se 
tek osnutkom profesionalnog ansambla Lado 1949. godine dogodila profesionalizacija 
struke. Pri Baletnoj srednjoj školi unazad četrdeset godina postoji i odjel za plesače 
narodnih plesova. No, srednjoškolska diploma plesača narodnih plesova iako jedina 
dostupna diploma iz područja plesa u Hrvatskoj, nije odlučujuća na audiciji za profesi-
onalnog plesača, o čemu će biti riječi dalje u tekstu.
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Jedina formalna obuka plesača narodnih plesova u Hrvatskoj jest Odjel za narodni 
ples pri Baletnoj školi u Zagrebu kojom polaznici stječu srednjoškolsku diplomu ple-
sača-pjevača narodnih plesova. Odjel za narodni ples osnovan je 80-ih godina prošloga 
stoljeća i kontinuirano upisuje đake svake godine. Minimalna kvota za otvaranje prvog 
razreda je 4 učenika/ce, a broj upisanih ne prelazi brojku deset. Kako i stoji na službe-
nim internetskim stranicama škole (http://www.skolazaklasicnibalet.hr/), nastavni plan 
i program Odjela temelji se na programu ansambla Lado, te je organiziran na nacional-
nom plesnom izrazu. Takva politika škole i školovanja plesača-pjevača „u potpunosti 
zadovoljava potrebe za školovanim umjetničkim voditeljima u profesionalnim i ama-
terskim folklornim ansamblima, školama i pučkim učilištima” (http://www.skolazakla-
sicnibalet.hr/plesac-narodnih-plesova.html). Kako je zasad na visokoškolskoj razini 
izostao smjer plesač-pjevač narodnih plesova, srednjoškolska diploma jest jedina iz tog 
područja plesa. Usprkos tome i dalje u Ladu ima više aktivnih plesača bez diplome ple-
sne škole koji dolaze iz amaterskih društava i prolaze audiciju. Isto tako su na mjestima 
umjetničkih voditelja amaterskih ansambala mahom ladovci (aktivni plesači Lada) kao 
jedini profesionalni plesači, bivši plesači iznikli iz amaterskih ansambala te u najma-
njoj mjeri plesači sa diplomom plesača-pjevača narodnih plesova. Razlozi su višestruki. 
Kao i u svakoj umjetničkoj školi tako i prije upisa na Odjel za narodni ples, kandidat 
mora pristupiti i proći audiciju. Nažalost, već godinama vlada negativna selekcija pri 
prijavi na tu audiciju. Naime, u većini se prijavljuju djeca koja se zbog nezadovoljava-
jućeg uspjeha u osnovnoj školi ne mogu upisati u gimnaziju pa odabiru četverogodišnju 
umjetničku školu kao bolji izbor od trogodišnjih zanatskih škola nakon kojih se nisu 
u mogućnosti dalje fakultetski školovati. Audiciji čak pristupaju i kandidati bez ple-
sačkog iskustva ili vrlo skromnog plesnog predznanja. Kako odaziv na audiciju nije 
velik, prolaznost je gotovo sto postotna ne bi li se osigurala kvota za otvaranje prvog 
razreda. Budući da kriteriji audicije za upis u školu nisu usklađeni s kriterijima audicije 
za ansambl Lado, mladi plesači iako su stekli vrlo dobro plesno obrazovanje i diplomu 
plesača/pjevača narodnih plesova često nemaju nikakvu prednost spram kandidata koji 
su svoje plesno znanje stjecali samo u amaterskim ansamblima. Dosad nije napravljena 
višegodišnja projekcija potreba za zapošljavanjem plesača-pjevača u Ladu te je stoga 
izostao taj kriterij stvarnih potreba za edukacijom mladih plesača i njihovom ciljanom 
selekcijom pri upisu na Odjel za narodni ples.

Ansambl Lado je javna ustanova u kulturi koja obavlja djelatnost od posebnog značaja 
za Republiku Hrvatsku i prema njenom ustroju za uspjeh ansambla prije svega odgovo-
ran je ravnatelj u financijskom smislu i umjetnički voditelj koji kreira i provodi umjet-
nički izraz ansambla. Umjetnički voditelj usko surađuje s dirigentom ansambla koji 
je pak odgovoran za zvuk ansambla (muzičare i pjevače) te sa svojim asistentima koji 
su odgovorni za tehničku pripremljenost plesača. Mladi plesač koji je prošao audiciju 
postaje dijelom ansambla na određeno (kao zamjena za nekog plesača) ili neodređeno 
vrijeme. Uobičajen radni dan plesača započinje u 9 sati ujutro vježbama zagrijavanja i 
kondicijskim treningom nakon kojeg od 10 do 12 sati slijedi uvježbavanje plesnog di-
jela programa, a potom su vokalne probe. Plesne probe vode dvoje asistenata, redovito 
muško i žensko koji su na tu poziciju došli odabirom umjetničkog voditelja među naj-
boljim plesačima iz ansambla. Izborom novog umjetničkog voditelja ansambla, dolaze 
i novi asistenti po njegovom odabiru. Često su asistenti i dalje aktivni plesači, a ta im 
je pozicija u ansamblu vezana isključivo uz umjetničkog voditelja i njegov odabir, od-
nosno nemaju određeno trajanje mandata koji podliježe reizboru. Za poziciju asistenta 
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nije potrebna diploma ili dodatna pedagoška edukacija već isključivo talent i vještina, te 
procjena umjetničkog voditelja.

Za jedini nacionalni i profesionalni ansambl kakav je Lado, očekivalo bi se da s ple-
sačima rade i profesionalni učitelji plesa koji osim temeljitog poznavanja plesnog mate-
rijala, posjeduju i sposobnost prenošenja toga znanja. No, uslijed neriješenog nacional-
nog odnosa prema plesnoj umjetnosti uopće, a naročito kada je riječ o narodnom plesu, 
visokoškolovani učitelji narodnog plesa u Hrvatskoj ne postoje.

Kada se postavljaju nove koreografije, s ansamblom dolazi raditi koreograf izvana, 
koji je iz istih, već navedenih razloga, uglavnom samouk, bez diplome (usp. Rašić 2022, 
89-90). Koreografi su bivši ili aktivni plesači u amaterskim ansamblima, neki čak i pro-
fesionalni plesači koji su svoje zvanje stekli neformalnim obrazovanjem preko različitih 
seminarskih radionica i škola folklora te iskustvom na sceni. Oni prestaju biti amateri 
jer svojim koreografskim izrazom i angažmanom ostvaruju financijsku dobit. Prema 
Rašiću, bavljenje folklornom koreografijom ostaje u polju laičkog, a ne školovanog 
znanja, ali se komodificira kao stručno, profesionalno i sa autoritetom (Rašić 2022, 92). 
Koreograf pri postavljanju koreografije odradi nekoliko proba s ansamblom, pokaže 
plesne korake i složi koreografske slike i plesne pozicije s plesačima, a uvježbavanje 
izvedbe i kasnije održavanje stilske interpretacije ostaje na asistentima.

Dugogodišnja praksa je bila da jedan dan plesnu probu s ansamblom vodi jedan asi-
stent dok drugi aktivno pleše na svojim pozicijama u koreografijama, a drugi dan obrnu-
to. S novim, mladim plesačima who are mostly urban-born individuals (Shay 1999, 32), 
nitko posebno nije radio već se od njih očekivalo da aktivno plešu sa strane, mijenjajući 
sve pozicije u koreografijama i da se zapravo sami pripremaju za ulazak u plesnu točku. 
Po potrebi, i u početku često kao zamjene, dobivali se pozicije u koreografijama koje 
im s vremenom postaju više-manje stalne. I u profesionalnom ansamblu znanje se če-
sto prenosi kao i u malim lokalnim zajednicama, s generacije na generaciju, stariji uče 
mlade, iskusniji kolega pomaže novom, mladom plesaču. Budući da je život iza scene 
nemilosrdan, a jedini je cilj doći na scenu, mladi ljudi snalaze se kako znaju, jer nema 
osobe koja je posebno zadužena za njih i koja o njima brine.

Umirovljena solistica koja je primljena u Lado 1964. godine i u njemu odradila cijeli 
svoj radni staž kaže:

„...došli ste kao mladi plesač i mlad čovjek. Ja sam se strašno umiljavala, nesvjesno čisto, 
molila i prosila starije kolegice da mi pokažu nešto. Jer sam ušla u dvoranu, čovjek me odmah 
metne u Baranju ili bunjevačko i ja nemam pojma. Ja znam da nemam pojma, ali onda ovaj 
stariji plesač koji me vodi mi šapće, stišće mi ruke na promjene koraka, sad je prvi, sad je dru-
gi, al ja muljam i dalje. I onda shvatim kad se otpleše koreografija da zapravo nisam sigurna, 
da ne znam točno i onda sam molila starije kolegice da mi pokažu. I pred tim špiglom smo mi 
radili elemente. Najviše mi je pomogla Anđela Potočnik. Ona je bila uvijek raspoložena za po-
moć i za pokazat. Znojila se skup sa mnom pred tim špiglom. I druge kolegice su mi pokazivale 
kad sam ih zamolila. Nikad mi nitko nije odbio. Parola je bila: snađi se druže!”.

Iako se pristup prenošenja plesnog znanja i stjecanje plesne vještine u svim tim godi-
nama profesionalizacije struke kroz jedini nacionalni profesionalni ansambl nije bitno 
mijenjao upravo zbog neadekvatne podrške izvana (državnog obrazovnog sustava koji 
je tek prošle godine 2013. otvorio studij plesa pri Akademiji dramskih umjetnosti koji 
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zasad ne uključuje i narodni ples!), pristup ostalim segmentima djelovanja ansambla 
se znatno poboljšao. Danas ugrijavanje na početku radnoga dana vode stručni ljudi s 
fakulteta za kineziologiju. To sada više nije samo zagrijavanje već organizirani trening 
u trajanju od sat vremena na kojem se rade ciljane vježbe istezanja kao i jačanja tonusa 
mišića kako bi tijelo lakše podnijelo napor svakodnevnog plesanja.

Plesne treninge, tehničke probe, kondicijske pripreme za cjelovečernje koncerte vode 
asistenti umjetničkog voditelja koji su i sami još uvijek aktivni plesači-pjevači. Nasu-
prot tome vokalne probe drže školovani stručnjaci angažirani izvana uz stalno zaposle-
nog voditelja pjevanja i dirigenta.

Ansambl Lado je prije svega zamišljen kao plesni ansambl (Pogrmilović 2009, 87) i u 
prvim desetljećima djelovanja Lada ples i jest bio dominantan i najprepoznatljiviji dio 
ansambla. Prema plesnim vještinama su pojedinci birani za ansambl, kao što su uvijek 
ansambl i vodili (bivši) plesači. Umjetnički voditelji su svoje plesne asistente birali iz 
redova plesača upravo prema vrsnoći njihova plesnog umijeća. No, što se plesa tiče, na 
tome sve i ostaje. Napredovanja i formalna unaprjeđenja u umjetničkim kategorijama u 
praksi se uglavnom vezuju uz godine radnog staža u ansamblu i vokalne vještine, a ne 
na plesnom umijeću. Svakodnevno ponavljanje, vježbanje i prenošenje plesnoga znanja 
na mlađe generacije plesača unutar ansambla samo na prvi pogled zadovoljava današnje 
potrebe nacionalnog ansambla.

„Sistem učenja je jednostavno nesvjesno prošao kroz mene i vjerojatno kroz većinu ljudi 
jer svakodnevno ponavljanje, svakodnevni rad, svakodnevno uvježbavanje i vraćanje moraš 
zapamtiti. Tjera te tempo rada, a i vremena stvarno ima kad svaki dan vježbaš, da se to sav-
lada” (plesačica iz Lada).
Takav pristup i način rada omogućava osposobljavanje plesnih tijela za izvedbu poje-

dinih plesnih koraka pa i cijelih koreografija, ali bez znanja plesača što plešu, zbog čega 
se određeni ples upravo tako stilski izvodi i koji je kontekst pojedinog plesnog koraka, 
pa i što njime poručuju publici (u. Rašić 2022, 103).

Plesno tijelo i profesionalci
Kroz prizmu etnološkog propitivanja identiteta plesačica, prvo se nameće pitanje o 

njihovom plesnom tijelu, tijelu kao polazištu, tijelu koje taj ples čini vidljivim.
Iako svjesne svoga tijela kao instrumenta kojim zarađuju za kruh te da cijeli ansambl 

živi od njihovih plesnih tijela, profesionalne plesačice ističu da je vanjska kontrola nad 
njihovim tijelima vrlo mala. Potiče se samonadziranje plesnog tijela ogledalima postav-
ljenim u prostorijama za rad i garderobama, inicijativa u samodisciplini u vježbanju i 
učenju plesnog i vokalnog materijala. Za razliku od baletnih tijela koja su podvrgnuta 
teškoj torturi ne bi li ostala vitka, gipka i neprirodna, nad plesnim tijelima folklornih 
plesačica ne vrši se takva represija, ona dapače trebaju biti što prirodnija, ne mršava i 
sposobna tridesetak godina plesati često vrlo zahtjevne plesne elemente. No ipak posto-
je nepisana pravila da kose plesačica moraju biti duge, ne smiju biti sijede, nokti moraju 
biti kratki i prirodni, a šminka scenska. U ranim danima ansambla scenska šminka se 
oslanjala isključivo na ukus autoritativnog umjetničkog voditelja koji je svojim mno-
gostrukim umjetničkim talentima i postavio temelje vizualnog identiteta Lada. Kasnije 
se ipak više priklanja kazališnoj šminki koja npr. uvodi umjetne trepavice kao sastavni 
dio šminke, vrlo naglašene oči tamnijim toplim bojama, te obavezan žarko crveni ruž 
na usnama. No, za razliku od kazališta i kazališne šminke gdje postoje i profesional-
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ni vizažisti, plesačice u Ladu se isključivo same brinu o izgledu svoga lica i tijela na 
pozornici, same kupuju šminku, uče od starijih kolegica koje boje su poželjne, kakav 
ten podnosi svijetla reflektora. Isto tako se bez organizirane pomoći brinu oko zahtjev-
nih oglavlja, uplitanja dugih pletenica u svoje nešto kraće kose. Iako nisu podvrgnute 
torturi, dijelom se osjećaju i zakinutima jer se Lado kao ustanova nema razvijenu skrb 
za svoje plesače. Tako npr. kontrola fonijatra slijedi tek na osobnu inicijativu i kad 
nešto pođe po zlu, premda su upravo glasnice instrument kojim se koriste višesatno na 
svakodnevnoj razini. Isti je slučaj i sa ortopedom, iako je praksa pokazala da kod fol-
klornih plesača najviše stradavaju zglobovi, koljena, i kičmeni stup. Također ne postoji 
razvijeni zakonski sustav koji trajno ozlijeđenom plesaču omogućuje zamjenski posao s 
adekvatnom naknadom i statusom. Uslijed takve, rekla bih, nebrige poslodavca, razvilo 
se samonadziranje i ulaganje u vlastito plesno tijelo koje tek svojim izlaganje dobiva 
značaj i smisao.

Mnoge propuste, predviđanja, prepuštanja samima sebi, samonadziranja ili pak učenja 
na iskustvu ili od starijih kolegica pripisujem upravo mladoj struci koja je u profesional-
nim vodama sedamdesetak godina.

Urušavanje plesa unutar Lada se osim u nedostatnoj obuci plesača, asistenata i vodi-
telja, očituje i u sustavu napredovanja unutar ansambla. Kako se sve više pažnje pokla-
nja vokalnim izvedbama ansambla, ansambl je u zadnja dva desetljeća izdao tridesetak 
nosača zvuka, održao nebrojeno mnogo samo vokalnih koncerata, osvojio brojene na-
grade za vokalne izvedbe, ples prestaje biti najprepoznatljivija odlika Lada. Upravo 
glas postaje dominantan i determinira solistu u ansamblu, a u konačnici i prvake an-
sambla kao najvišu točku napredovanja profesionalnog plesača. Glasom u ansamblu se 
bave visoko školovani ljudi sa završenom Muzičkom akademijom. Andrija Ivančan u 
mandatu umjetničkog voditelja (2016-2020.) pokušava vratiti fokus na ples inzistirajući 
na masovnim plesnim koreografijama, dajući prednost i veću posvećenost pripremi i 
osmišljavanju plesnih koncerata u odnosu na vokalne, te u temeljitoj pripremi plesnih 
tijela plesača. No, zbog njegovog prenaglašenog stila koji odudara od ustaljenih normi 
i očekivane izvedbene estetike ansambla, njegovim odlaskom i dolaskom novog umjet-
ničkog voditelja, napušta se ideja vraćanja plesa u prvi plan.

Ovakav odnos prema plesu smatram neodrživim jer još uvijek počiva na ostavštini 
ranijeg perioda, vremena osnutka i početnog entuzijazma pojedinca izuzetnih talenata. 
Oni su osim osnivanja profesionalnog ansambla i odličnih, velikih amaterskih ansam-
bala koji djeluju i danas, istovremeno stvarali i novu struku. Sredinom prošloga stoljeća 
u Hrvatskoj je počelo i sustavno istraživanje i bilježenje tradicijskih plesova i plesnih 
zbivanja na terenu (Zebec 1996, 95-103). Ivan Ivančan, etnokoreolog koji je ostavio 
duboki trag u hrvatskom folkloru i koji je bio uz Zvonimira Ljevakovića jedan od osni-
vača ansambla Lado i vodećeg amaterskog ansambla Joža Vlahović, bio je jednako pro-
duktivan u znanosti kao i u primjeni. Nažalost, ni Ljevaković, ni Ivančan nisu za sobom 
ostavili nasljednika svoga kalibra, a niti se sustav obrazovanja u Hrvatskoj potrudio 
osigurati i obrazovati ljude s adekvatnim znanjima i vještinama za umjetničko vođenje 
profesionalnog ansambla. Prema Filippou današnji “dance teacher is required to have a 
broad view of traditional dances and therefore be aware of the strong links between et-
hnography, theatre direction, teaching and methodology” (Filippou at all 2006, 55-56). 
Iako je preuzet model odabira i vođenja ansambla od osnivača, nije napravljena strate-
gija održavanja takvog načina funkcioniranja u današnjem vremenu kada rukovodeće 
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pozicije zahtijevaju i visoku naobrazbu. Nedostaje visoko obrazovanje na području fol-
klornog plesa za profesionalnog plesača, učitelja plesa, koreografa, pa čak i znanstve-
nika koji istražuje ples (završava studij etnologije, a plesne vještine stiče samostalno i 
neformalno).

U Hrvatskoj su folklorni amateri još uvijek najbrojniji među amaterima (iako bilježi-
mo zabrinjavajući pad broja nakon restriktivnih mjera uzrokovanih zaštitom od korona 
virusa) i Lado kao jedini profesionalni ansambl je san i ambicija mnogima od njih. 
Dokle god je tako na audiciji mogu uz talent i vještinu u plesu i pjevanju, birati alt ili 
sopran, visoku ili nisku djevojku, plavušu ili crnku. Sve te karakteristike jedne plesačice 
imaju prednost pred jedinom srednjoškolskom diplomom plesača-pjevača jer obrazovni 
i umjetnički sustav nije usklađen i povezan, a i dovoljno kvalitetan.

Uz sve navedeno Lado je i dalje na sceni besprijekoran, greške samo znalci mogu 
primijetiti, a energija ansambla nikoga ne ostavlja ravnodušnim. Možda zato i ne treba 
brinuti, nije važan način već rezultat!
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Professionals - dancers of folk dances
Abstract: In the former Yugoslavia, in the middle of the last century, three professio-

nal ensembles of folk dances and songs were founded, which are still active today. They 
are Lado from Zagreb (Croatia), Kolo from Belgrade (Serbia) and Tanec from Skopje 
(Macedonia). The ensembles are made up of professional dancers and musicians, and 
their task was to artistically interpret former Yugoslavian and now Croatian, Serbian and 
Macedonian folk songs and dances in the country and abroad. The author, challenged 
precisely by the excellent visibility and recognition of the Lado ensemble in the country 
and abroad, deals with the less visible parts of the mosaic that make up that perfect ima-
ge for the public and the audience in her scientific research. Using the Life History met-
hod based on in-depth interviews, she tries to draw portraits, primarily of dancers and 
artists who dedicated their lives to the stage. She is interested in what is hidden in the 
darkness when the stage lights go out, what are all the identities of professional dancers, 
both professional and private, how they reconcile and complement each other, and how 
they change in the context of the historical time in which they exist. Through the prism 
of ethnological questioning of the identity of female dancers, the first question arises 
about their dancing body, the body as a starting point, and the body that makes that 
dance visible. For this work, she focused on the education of dancers, which changed 
in accordance and inconsistency with the changes in the artistic policy of the ensemble 
management. On the other hand, it points to the very principle of working within the 
ensemble, that is, how to approach the dancers, who have become even more singers 
due to the changes in the artistic policy.

Key words: Lado, Croatia, professionals, dancers of folk dances
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Плес у контексту наслеђа: три случаја традиције на 
савременој плесној сцени

Апстракт: Овај рад представља допринос растућој расправи о историји и 
традицији у научним дебатама и уметничким круговима. Реконструкција култних 
историјских дела, као и инсценација различитог традиционалног плесног 
материјала из целог света, постали су део савремених кореографских приступа. 
Ови трендови у уметничким стратегијама отворили су многа значајна питања 
која се односе на наш осећај историје и наше разумевање наслеђа. У покушају да 
разјасни нека од ових питања и проблема, овај рад ће анализирати три различите 
кореографске студије случаја које се, свака на различит начин, баве појмом 
традиције у савременим дискурсима плеса као наслеђа.

Кључне речи: плесна историја, плесна традиција, наслеђе

Увод
Током последњих неколико година продукција великог броја плесних 

представа заснованих на идеји реконструкције и цитирања историјских дела 
или традиционалних репертоара различитог порекла постала је главни тренд 
западног савременог плеса. Или како плесни теоретичар Тими Делат (Timmy de 
Laet) тврди „савремену плесну сцену захватила је одређена архивска грозница” 
(de Laet 2020, 206). Делат промишља шта би овај ретроспективни интерес за 
реконструкцију прошлих кореографија могао да значи за разумевање савременог 
плеса. Кореографска реконструкција, наставља Делат „лако се може одбацити као 
пример онога што је Елизабет Утка (Elizabeth Outka) назвала „комодификовано 
аутентично“, категорију коју она уводи да би указала на то како тренутна 
комерцијализација културног наслеђа има тенденцију да претвори искуство и 
носталгију у утрживе производе” (Outka 2016, 66). Иако Делеат признаје да нека од 
ових кореографија заиста може да се посматра из аспекта који предлаже Утка, ипак 
сматра да је потребно подробније размотрити разлоге и процедуре реконструкције 
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плесних техника и плесних идиома прошлости. Слично можемо да тврдимо и за 
постављање дела традиционалних репертоара на сцену савременог плеса, јер се у 
обе врсте реконструкција плеса (историјских дела и традиционалних репертоара) 
прошлост сматра игралиштем за садашњост, а појам архивирања се посматра као 
процес који их трансформише актуализацијом. Репродукције плеса могу се видети 
као нови савремени кореографски тренд, перформативна активност покренута у 
подсећању, евоцирању, критици, и оживљавању минулих дела.

Ово поглавље је у скраћеној верзији било презентовано на трећем Етно самиту 
ТрадицијаНова одржаном у Ужицу 2019. године. У презентацији на поменутом Етно 
самиту покушала сам да повежем локални контекст1 разматрања питања традиције 
и кореографског ауторства, који је био фокус Етно самита, са начинима на који су ти 
проблеми и дебате били артикулисани у савременим уметничким плесним формама 
широм света. Мој фокус је био на опусу Шобане Џејасин (Shobana Jeyasingh), једне 
од највећих живих британских кореографкиња, јер је она своју каријеру градила 
спајањем и мешањем форми традиционалног (класичног) Индијског Бхаратанатyам 
плеса са савременим плесним техникама. Штавише Џејасинова је, заједно са Акрам 
Каном (Akram Khan) доајен такозваног „новог интеркултурализма” у Британској 
савременој плесној сцени, који се развио крајем прошлог миленијума (в. Mitra 2015). 
Дакле, моја намера је била да „одвучем” дискусију са локалног на глобани контекст 
и то на два међусобно повезана начина. Први начин је да третирам кореографију 
традиционалног плеса на сцени у равни са „светским плесовима” (World dan-
ce) (в. Foster 2009), у разматрању транспозиције традиционалног у уметничко. 
Други начин је да посматрам и горепоменути кореографски „тренд“ окренут 
ка реконструкцијама, који инспирацију црпи из минулих или традиционалних 
кореографија, кореографских поступака и плесних форми.

У овом поглављу, представићу три микро студије случаја које покрећу и 
стимулишу дискусије и питања о ауторству и транспозицији традиционалних 
форми, са специјалним освртом на плесну технику (Пример 1), плесни материал 
(мовемент материал) (Пример 2) и употребу симбола и симболичких слика које 
се везују за широко схваћен појам традиције (Пример 3). Сва три примера долазе 
из света савременог плеса и представљају радове признатих кореографа. Сва три 
кореографска примера доживела су признање од стране критичара и публике као 
„врхунска”, и на многе начине су постала иконичка дела савременог плесног израза.

Пример 1: Shobana Jeyasingh Faultline: Традиција кроз плесну 
технику

Први пример о којем ћу говорити, јесте плесна представа Faultline кореографкиње 
Шобане Џејасин, у ужем смислу, као и опус наведене кореографкиње, у ширем смислу. 
Џејасинова је изградила каријеру на свом јединственом кореографском језику који 
подразумева плесну технику која комбинује класични индијски Bharatanatyam плес са 
језиком савременог уметничког западног плеса. Bharatanatyam плес, његова обнова и 
виталност, везују се за дискурсе индијског национализма који је, након ослобођења од 
британских колонијалних власти, тражио упориште у културним формама сматраним 
старијим од колонијалних власти (Meduri 1988; Chatterjea 2004). Bharatanatyam је био 

1  Под локаним контекстом овде мислим на чињеницу да су се ове дискусије артикулисале у оквиру специфичне локалне 
традиције – кореографисаног фолклора, развијаног након Другог светског рата у Југославији и Источној Европи.
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погодан у том смислу јер је његова историја оставила бројна сведочанства о техничким 
и другим детаљима плеса (који су били сачувани у храмовима и академским центрима 
онога времена), укључујући бројне књиге које су се бавиле анализом форме, конкретне 
методологије и методичке кодификције корака. Све ово сведочи о важности правилног 
извођења технике. Заиста, главна сврха плеса је била да се прикаже техника по себи 
и за себе. Сама техника носила је назив nritta што је укључивало технику тела у 
комбинацији са мимиком лица (у стварању драмског). Према Капили Вацјајан (Kapila 
Vatsyayan) (Vatsyayan 1968) основа Bharatanatyam технике је перцепција људског тела 
као геометријског идеала у статичној позицији (замишљеног као права линија око које 
се може нацртати круг), као и у артикулацији кроз плес (која истражује могућности 
формирања хармоничних геометријских облика у односу на централну линију у 
оквиру круга).

Други важан аспект Bharatanatyam технике јесте и појам мудре. Мудра је домен 
покрета и сматра се истакнутим начином комуникације у плесу и драмској уметности 
у Индији. Мудра је, пре свега, схваћена као инскриптивна форма која прати језичке 
параметре, изражавајући симболичко значење кроз систематски кодификоване обрасце 
руку плесача. Како Наир примећује изван нивоа језичке симболике, мудра је кинетичка 
енергија. То је у суштини облик кретања, а ослобађање његовог значења уграђено је у 
кинетичке модалитете руку (в. Nair 2013). Композиционо, плес почиње неком врстом 
интраде која се зове natya aramba. Natya aramba (почетак плеса) је почетна позиција 
која показује тело спуштено дуж централне линије круга и подељено дуж ње кроз arai 
mandi ili demi plié.2 Да би се створила ова поза плесач треба да центрира тело тако што 
ће увући стомак и издужити горњи торзо. Кључан је осећај раста и ширења. Наглашава 
се изокренутост из кукова, док је дубина плиеа кључна за постојање хармоније између 
торза и кукова. Према Наир, ово је идеална Bharatanatyam слика тела и идеал који 
плесач покушава да постигне. 3 Када се тело покреће из натyа арамба позиције, оно 
то чини путем три или четири позиције стопала. За разлику од балета где је деми 
плиé прелазна позиција, у Bharatanatyam плесу то није случај. Bharatanatyam техника 
захтева мишићну консолидацију ове позиције тако што га тежина доњег дела тела 
‘уземљује’. Руке у natya arambа стоје у полукружној позицији, карактеристичној 
за Bharatanatyam, и творе тродимензионални ефекат круга осликавајући његову 
закривљеност. Дискусија о техници не може бити довољна без дискусије о филозофији 
или емоцији коју ова техника имплицира. Према Вацјајан, тело у изврнутој позицији 
са уздигнутим торзом има има квалитет отворености и екстремне стилизације покрета. 
У односу на простор, плес је смирен и сталожен. Постоји специјалан квалитет 
задовољства које долази од техничких достигнућа вођеним стриктним правилима 
где су ова достигнућа циљ по себи. Због тога тренинг, као и тренинг балета, има 
форму готово стриктне индоктринације. Ово учење или индоктринација обухвата 
учење јединица које се зову adavus и које су ограничене у броју. Оне садрже азбуку и 
граматику плеса. Сваки адави састоји се од положаја тела (вертикала са стопалима у 
паралели, у деми или гранд plié-у), позиција стопала, линија руку и образаца за шаке. 
Да би се извео један адави обично је потребно шест до осам тактова и он обично 
произведе ритмичку фразу тако што се стопалима удара о тло и захтева да очи дају 
нагласак и фокус на линије које су створиле руке тако што ће их пратити. Корпус 

2  Demi plié – получучањ као у балетском вокабулару.

3  Као што Вацјајан тврди „[...] Bharata Natyam је серија троуглова у простору“ (Vatsyayan 
1964, 56).
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адавус-а обухвата све покрете који су могући обухватајући оне који су статични као 
и оне који дозвољавају телу да путује укључујући окрете и скокове. Према Шобани 
Џејасин (Jeyasingh 2010), природа и карактеристике нритте могу се разумети и ценити 
ако се узму у обзир следећи принципи: јасноћа – принцип angasudhe или тачног и 
чистог извођења линија. Без овога плес не постоји. Грациозност (lasya) представља 
тачку сусрета или разрешење тензије између апстрактног и физичког. Енергетичност 
(tandava) односи се на снагу и брзину нарочито стопала у извођењу брзих ритмова у 
плесу. Прецизност (tala sudha) – овај принцип је повезан са специјалним односом који 
Бхаратанатyам има са временом. Кроз рад стопала могуће је организовати време у 
веома детаљном кључу – зглоб се користи као перкусионистички детаљ. Прецизност 
је најузбудљивија кад се повеже са брзином и сви адавуси се према томе изводе у 
три темпа. Брзина је такође и тест центрираности јер док се удови померају, јасноћу 
је једино могуће одржати ако постоји равнотежа и контрола у центру. Овај ефекат 
лакоће који се јавља кроз тихи и стабилан центар је квалитет који се много тражи.

Као и код балета, високо кодификоване технике, поставља се питање 
кореографије, односно кореографисања као креативног чина кореографа. Где се 
очитава ауторство у техникама које су кодификоване у оволикој мери? Кореограф 
Bharatanatyam плеса приступа свом материјалу на сличан начин на који то чини 
и балетски кореограф. Његова или њена умешност састоји се у имагинативном 
комбиновању адавуса у такозвани корваис (буквално уланчавање) и променама 
које могу да се изведу у постојећем корпусу корака. Кореографија је вођена 
принципом симетрије (на пример ако су покрети почели на десној страни потребно 
је да их прате покрети на левој страни) и хармоније (аритметичка прогресија 
ритма). Чињеница да се прате композициона правила класичне музике наглашава 
формални и апстрактни квалитет структуре. Виртуозност се огледа у савршеној 
артикулацији технике и брзине и ове квалитете учена публика познаје и цени.

Bharatanatyam плес је, од своје обнове средином двадесетог века, доживео 
бројне промене „путујући“ у друге крајеве света. Једна од најпроминентнијих 
британских кореографкиња Шобана Џејасин као велики познавалац Bharatanatyam 
технике, изградила је кореографски језик који је хибридизовао Bharatanatyam 
технику трудећи се да остане веран њеним техничким основама. Како примећује 
Санџој Рој (Sanjoy Roy) (Roy 2009) на самом почетку каријере, Џејасинова разбија 
класичну структуру Бхаратанатyам плеса, тако што је разлаже на облик/обрис, 
ритам и правац и поново их спаја на нове начине (убацивањем вернакуларних 
гестова, увођењем кореографије са више играча, физички контакт и плес на поду) 
који се не могу наћи у Бхаратанатyам плесу. Постепено, Џејасинова развија шири 
речник покрета који комбинује технике савременог плеса и борилачких вештина 
са Bharatanatyam плесом. Што се тиче тема које Џејасинова истражује у својим 
кореографијама, можемо приметити да су питања идентитета она која се увек 
суптилно провуку кроз њен рад.

На пример, у представи Faultline насталој 2007. године Џејасинова отворено 
дискутује питање идентитета у средишту тензија које су настале у Британском 
друштву након терористичког напада.4 Представа је инспирисана романом Lon-
dostani Гаултама Малканија (Gaultam Malkani) и цела продукција одише мраком 
и клаустрофобијом са помало језивим вокалима Патриције Розарио (Patricia 
4  Овде се реферише на терористички напад који се одиграо 7. Јула 2005. у лондонском метроу када је животе изгубило 
преко педесеторо људи.
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Rozario) чији је лик током представе пројектован изнад плесача. Плесни језик 
ствара драматичну визију генерације младих Азијаца у Британији која се налази у 
стању расцепа осцилујући између агресије, сукоба и кратких момената нежности. 
Обучени у тамна, свакодневна одела, четири плесачице крећу се између четири 
мушкарца повремено изводећи препознатљиве Bharatanatyam фразе као што су 
експанзивни скокови, иконични оштри гестови и акробатско подизање. Ипак, 
ова представа је једна од најудаљенијих од Бхаратанатyам језика у каријери 
Џејасинове. И сами критичари ове представе су препознали „нови језик” њене 
кореографије. Тако, критичарка Индепендент-а пише да 

„...постоји мелтинг пот гестова у овом делу јер неки гестови очигледно имају корен у 
класичном индијском плесу, са зглобовима елегантно окренутим и прстима раширеним 
као звезде. Али, онда ће исти плесачи трљати палац са прстима сугеришући новац…
Плес ствара хибридни језик гангстерског репа, слања порука на телефону и хинди 
језика” (Anderson 2007).
Дакле, занимљиво је да је Џејасинова увела вернакуларне гестове уличне културе 

британских градова у класични језик Bharatanatyam плеса. У представи такође јасно 
видимо „класично тело” Bharatanatyam технике кроз положај руку, ударање стопалом 
у под као и кроз plié као позу а не као транзитну позицију. Оно што је изостало из 
класичног репертоара је јако важна мимика лица која је готово потпуно изостала а 
видимо и постојање формација које се не јављају у класичном плесу. Међутим, оно 
што ову продукцију дефинитивно сврстава у корпус савременог плеса (савремених 
плесних техника) је свакако разумевање и коришћење енергије људског тела. За 
разлику од класичног речника где постоји нагласак на скулптурним и структурним 
квалитетима покрета, у савременом плесу флуидност и енергија покрета носе превагу 
над његовим геометријским квалитетима. Оно што чини ову продукцију узбудљивом, 
тврдим, је управо ово поигравање са класичним и савременим телом плеса односно 
са дијаметрално супротним разумевањем суштине људског покрета. Плесачи путују 
простором час геометријским, строго контролисним, ригидним телом класичног Bha-
ratanatyam плеса, час флуидним покретом савременог плеса који путује простором 
и хоризонтално и вертикално. На овај начин Џејасинова остаје верна класичној 
традицији где плес путем геста прича причу, али и допушта нови динамизам и 
промене. Џејасинова наставља да развија неку врсту космополитске авангарде која 
није ни једноставна ни статична. Како каже Санџој Рој „гледајући њен минули рад 
видимо начине на који класични стил постаје модеран па и постмодеран у периоду од 
једне деценије” (Roy 2009, 4). Иако њен стил комбинује разне форме све чешће носи 
ознаку савремености, мултикултуралности и хибридности.

Пример 2: Christian Rizzo D’après une histoire vraie: плесни материјал 
„медитеранских народа“

Кристијан Ризо (Christian Rizzo) је кореограф, визуелни уметник, стилиста и 
музичар. Његова каријера почиње крајем осамдесетих година када када се бавио 
музиком и визуелним уметностима. Деведесетих година окренуо се савременом 
плесу, у почетку као извођач али је задржао и сталну окренутост ка визуелним и 
музичким уметностима. Од тада је овај концептуално вођени француски уметник 
створио бројне плесне комаде, перформансе и инсталације, смењујући се са 
наруџбинама за оперу, моду и визуелне уметности (в. Darling 2019). Од 2015. године 



Dunja Njaradi

172

је директор Chorégraphique National de Montpellier – Occitanie, сада под називом 
ICI (Institut Chorégraphique International). У овом делу рада изложићу Ризоов 
метод рада са традиционалним материјалом који је изродио једну од његовим 
најуспешнијих кореографија D’après une histoire vraie (Заснован на стварној 
причи), из 2013. године. О овој кореографији најопсежније је писала теоретичарка 
плеса Сузана Франко (Susanne Franco) (Franco 2017) која се махом бавила управо 
критиком Ризоовог разумевања традиције, аутентичности и ауторства у употреби 
традиционалног материјала. Њену критичку позицију користићу као полазишну у 
развијању дискусије око ауторства и аутентичности у употреби традиционалног 
материјала јер су ова питања кључна и у локалним дебатама о транспозицији 
традиционалног материјала у уметнички плесни контекст.

За почетак, и сама представа је својеврсни истраживачки пројекат који се 
бави питањима памћења, традиције, аутентичности и заједнице. Даље, и ова 
кореографија представља извођење врло прецизне кореографске структуре у 
комбинацији са врло минималистичком сценском и плесном естетиком што је, на 
неки начин, одлика Ризоовог рада. Ризо је такође одговоран за сценски дизајн и 
костиме, а сарађивао је са два композитора и музичара, који се зову Didier Ambaht 
и King K4, и који су компоновали партитуру и наступали на сцени током целог 
трајања представе (око један сат), заједно са осам мушких плесача.

Представа је створена за Авињонски фестивал и постигла је изузетан успех 
публике, а критичари су је оценили префињеним примером плеса на западној сцени 
и једним од Ризових ремек-дела. Ово достигнуће је највероватније једно од разлога 
због којих је Ризо именован за директора Националног кореографског центра у 
Монпељеу 2015. године. Теоријске линије које воде креативни процес D’après 
une histoire vraie експлициране су у програмским белешкама и другим текстовима 
кореографа, композитора и неких критичара пре и после стварања представе.

У напоменама у програму Ризо пише да га је 2004. године, док је присуствовао 
фестивалу савременог плеса у Истанбулу и док се досађивао током једне представе, 
изненада очарао турски традиционални плес који је у њега био укључен. Овај 
плес појавио му се као нешто „архаично“ и „дирљиво” и као „аутентични” израз 
ове културе (Rizo, цитирано у Kabado 2013).

Касније је посматрао народне игре на Блиском Истоку, Магребу, у Француској и 
Шпанији и слушао народну музику. Ово деконтекстуализовано посматрање покрета 
и система композиције уверило га је да постоје сличности у мушким медитеранским 
плесовима. Мање заинтересован за прераду постојећег традиционалног плеса 
медитеранског подручја него у изналажењу заједничких елемената у различитим 
медитеранским традицијама Ризо је одлучио да створи потпуно нови плесни 
комад од ових вишеструких културних корена. Ризо је истакао да га није занимало 
рекреирање већ постојећег плеса, већ разумевање зашто је толико саосећао са 
плесом који је том приликом видео у Истанбулу (Rizo, цитирано у Kabado 2013).

Тако, Ризо каже:
„На почетку се овај пројекат састојао у пропитивању фолклора. Фолклор је везан за 
културу, за географију. Ја сам некако однекуд, и зато једино место које знам су студио и 
позориште. Ово је моја територија. Оно што ме занима је да видим који су заједнички 
елементи ове културне разлике. Без сумње се хватам за питање фолклора да бих себи 
створио земљу и породицу током трајања представе” (Rizo, цитирано у Kabado 2013).
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Стално присуство композитора и музичара на сцени има свој контрапункт у 
физичком одсуству кореографа, што је подвучено са неколико предмета (столица, 
биљка, књига) остављених на десној страни сцене ограничавајући интимни део 
простора одакле је Ризо надзирао развој кореографије током проба. Ово одсуство/
присуство кореографа такође је повезано са чињеницом да је Ризо потписао комад 
који се заснива на серији секвенци покрета углавном прикупљених и пренетим 
плесачима, који су сви обучени у различитим савременим техникама, од стране 
турског плесача Керема Гелебека.

Ризо је започео креативни процес допуштајући композиторима да импровизују 
и својим гестама предлажу неке идеје плесачима, као и различите начине 
премештања ритмова са једног на други. Дијалог између два бубњара и њихових 
инструмената – који су конвенционални бубњеви са доданим бонгоима и малим 
чинелама – главни је мотив дела. Амбахт и Кинг К4 били су инспирисани 
разноврсним временским потписима који се користе у традиционалној музици на 
Блиском Истоку, а посебно у Турској, што укључује једноставније попут 2/4, 4/4 и 
3/4 и 5/8, 7/8, 9/8, 7/4, па чак и 5/4. Комбинације неколико основних ритмова често 
резултирају дужим, сложеним ритмовима који се уклапају у временске потписе 
као што су 8/8, 10/8 и 12/8.

Тежећи стварању акустичке и кинестетичке димензије која је у стању да 
прецизно ојача ову идеју „фолклора без културе” – дефиниције која обједињује 
све критичне савремене појмове културе – и да традицију или руралну прошлост 
учине погодном за савремену и урбану публику, Амбахт и Кинг К4 створили 
су резултат мешајући звукове народне и поп музике са ритмовима извученим 
из неколико музичких жанрова који се нејасно именују као етнички, народни 
и традиционални. У напоменама о програму дефинишу такав микс као „World 
музику племенске инспирације” (Rizo, цитирано у Kabado 2013).

Са своје стране, Ризо је Гелебеков избор покрета из плесова, где се извођачи држе 
за руке или рамена, понављао у делу на разне начине. Такође је интегрисао ове 
покрете са импровизацијом и другим елементима као што су падање и додиривање, 
са сталним променама у броју извођача, односно са техникама савременог плеса.

Као што је Ризо истакао, кореографија се заснива на идеји да је народни плес 
„резултат образаца простора, линија или оквира“ (Rizo цитирано у Kabado 
2013). Истовремено, његово сопствено кореографско истраживање обележава 
стална жеља да тело повеже са скоро математичким и апстрактним окружењем. 
Овај концепт је развио под надахнућем апстрактним америчким сликарима, 
фокусирајући се посебно на „њихов преплет линија тако да се око никада не 
заустави ни на једној тачки“ (Rizo цитирано у Kabado 2013).

У овој представи, геометријски обрасци народног плеса (или их је тако схватио 
Ризо) одзвањају простором и уоквирују стално клизање љуљајућих карлица, 
блискоисточне валовитости, руку под руку у Сиртакију, рад ногу из северне Африке. 
Резултат је у програмским белешкама представљен као „нејасна медитеранска 
традиција” помешана са савременим плесним обрасцима и стратегијама извођења. 
Према његовим речима, представа „истражује како је плес повезан са заједницама 
и како покрет повезује појединце” (Rizo цитирано у Kabado 2013). То је такође 
потпуно нови плес који, према Ризовој визији, припада само заједници плесача 
коју је окупио за представу. Плесачи стављају руке на рамена, држе се за руке, 
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подупиру једни друге, наслањају се једни на друге и позивају једни друге на 
плес. Спора трансформација ове групе у мушку плесну заједницу траје читавом 
дужином дела и плесачи су повезани једни с другима чак и када изводе соло.

Пажљиво избегавајући оно што Ризо идентификује као родне стереотипе, дело 
има за циљ да истражи физички однос између мушкараца и њихову потребу да се 
држе и додирују, те да се отвори према новој перспективи из које ће се гледати на 
свет. Односно Ризо истражује потенцијал једне нове хомосоцијалности.

Сузана Франко, теоретичарка плеса, сматра да је кореографија проблематична из 
два угла. За почетак, ту је површно и паушално повезивање уметника са фолклорним 
материјалом као и литературом везаном за глобализацију које је само појачало 
стереотипе о традиционалним плесовима и музици који постоје код већине публике. 
Односно, ова кореографија не даје визију алтернативне заједнице, већ потврђује 
постојеће романтичне и површне стереотипе о Оријенту као простору „другости” и 
слободе јер се предства нејасно везује за овај простор. Тако, она каже:

„Кореографи који су се посебно бавили реконструкцијама које се баве плесовима 
које уметници и критичари неразговетно дефинишу као ‘друштвене’, ‘народне’ или 
‘етничке’ схватају их као традиције које се не могу реконструисати на сцени као 
што су биле у прошлости, већ као дела која се свесно трансформишу савременим 
кореографским стратегијама и савременим телима која их изводе. Међутим, у 
неким случајевима, реконструкције плеса такође могу да ојачају старе стереотипе 
и историјске клишее, као што је перцепција савременог и традиционалног плеса као 
облика уметности који не насељавају исте временске сфере и не деле исте процесе 
преношења, већ су укључени у различите историјске дискурсе и трајекторије сећања” 
(Franco 2017, 177-178).
Ипак, мени се чини да је Ризо успео мало више од пуког постмодерног колажа 

фолклорног материјала „другог” и западних музичких и плесних форми. Иако 
Франкова Ризоов поступак да реферише на неку нејасну медитеранску традицију 
тумачи као паушалан (западњачки) однос према културама медитеранских народа 
(где се оне сматрају међусобно заменљивим), сматрам да и сама позиција са које 
полази Франкова јесте одређена западњачка позиција о јасно одређеним, одвојивим 
и међусобно различитим културама (које су најчешће и замишљене у оквиру 
националних држава). Друго, његов поступак повезивања и комбиновања покрета 
различитих, а ипак сродних традиција може да одговара поступку изградње једне не-
линеарне културне историје где се повезују слични покрети у различитим извођачким 
културама, плесним историјама и периодима.5 Друга критика упућена је управо 
питању ауторства. Франкова поставља питање ауторства Кристијана Ризоа у односу 
на плесача Керема Гелебека који је, ипак, обезбедио материјал за покрет (мовемент 
материал) у кореографији. Занимљиво је да Франкова не поставља питање ауторства 
Керема Гелебека у односу на традиционални материјал. Материјал покрета свакако 
није креирао Ризо, али га није креирао ни Гелебек. Гелебек га је ‘пренео’ плесачима 
а Ризо га је ‘аранжирао’ временски и просторно. Дакле, ко је кореограф? Ризо? 
Гелебек? Или анонимни народни геније разнородних медитеранских народа? Ова 
кореографија, дакле, најдиректније поставља питање ауторства у кореографији те се 
директно повезује са питањима које овај зборник радова истражује.

5  Као у Digital Dance Archives у Великој Британији где је омогућен визуелни метод који посетиоцу архива омогућава да 
претражује архив и овим аналитичким поступком. https://www.coventry.ac.uk/research/research-directories/current-proj-
ects/2015/digital-dance-archive/.
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Пример 3: Ohad Naharin (Ohad Naharin) Echad mi Yodea: елементи 
и симболи традиционалне културе за нови плес

 Трећи аналитички пример биће кореографија Echad Mi Yodea израелског 
кореографа Охада Нахарина. Овај пример је другачији од претходна два јер се не 
бави транспозицијом традиционалног плесног материјала у контекст савременог 
уметничког плеса. Дакле, овде се ради о савременој плесној представи која користи 
традиционални религиозни материал јеврејске културе а која је, парадоксално, постала 
симболом израелске културе. Савремени плесач и кореограф, Охад Нахарин највеће 
је име савремене плесне сцене у Израелу и шире. Познат је као директор реномиране 
Батшева плесне компаније (Batsheva Dance Company) од 1990. до 2018. године а 
светску славу је, поред бројних кореографија, стекао и осмишљавањем јединственог 
језика плесног покрета и плесне педагогије под називом gaga (в. Katan 2016).

Echad Mi Yodea је кореографија настала 1990. године у оквиру целовечерњег дела 
Kir, првог плеса који је Охад Нахарин створио за Батшева плесну компанију као 
уметнички директор. Ово је кумулативна кореографија са звучном траком коју је 
саставила рок група Tractor’s Revenge на познату песму из Хагаде6 која се изводи 
на јеврејски празник Пасха под називом „Ehad Mi Yodea ” („Ко Зна Једнога”). 
Ову бројалицу је за потребе кореографије отпевао Охад Нахарин. Политичка 
прекретница Нахаринове каријере је 1998. година и везује се за ову кореографију. У 
оквиру прославе педесете годишњице државе Израел у Јерусалиму, од кореографа 
је затражено да представи мега-верзију ове моћне кореографије, засноване на 
кумулативној песми (бројалици) Пасхе, у којој се седећи мушки ликови у црним 
оделима постепено и ритмично скидају до доњег рубља. Побожна жена која је 
погледала генералну пробу није се сложила са голим ногама извођача и пожалила 
се тадашњем председнику Езеру Вајцману (Ezer Weizman), који је тражио од 
Нахарина да покрије своје плесаче. Компанија је то одбила и одустала наступа 
на церемонији; резултујућа национална побуна због верске цензуре учинила је од 
Нахарина херојем због супротстављање репресији.

Кореографија има веома једноставну структуру и ослања се на релативну 
кинетику. Дакле, видимо петнаест плесача који седе на столицама у полукругу 
и током целе кореографије, махом у седећем положају, изводе сет једноставних 
али енергичних покрета. Плесна техника је у потпуности савремена: ослања се на 
комбинацију оштрих и флуидних, плутајућих покрета, динамике и успоравања. 
Чак и ако неко у почетку не препозна песму, ритмом се увлачи у нешто што подсећа 
на ритуални круг. Понављање омогућава звуку и покрету да уђу у ум и човек је 
захваћен интензитетом осећаја који поседује фамилијарност. Стефан Фери (Stefan 
Ferry), плесач и члан Батшеве од 1999. до 2008. каже: „Она је немилосрдна...у песму 
се улази понављањем покрета, у кратком трансу, у медитацији. Ако то схватите 
немилосрдно, стварно се физички укључујете. Вичете довољно гласно да људи 
чују, а онда седите и чекате… а ово чекање је као тачка за пуњење” (према: Dekel 
2009). Ова кореографија, извођена стотинама пута у Израелу и широм света, стекла 
је статус традиције сам по себи. Ослањајући се на традиционалну музику, њене 
визуелне слике отворене за разнолику интерпретацију, изазивајући ентузијазам и 
контроверзу у једнакој мери – Ehad Mi Yodea је постала икона израелске културе.

6  Јеврејска обредна књига, која садржи библијске приче, молитве и псалме везане за празник Песах (Пасха) посвећен 
ослобођењу Јевреја од египатског ропства.
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Које то слике и поступке користи Нахарин? За почетак, црна одела са белим 
кошуљама представљају препознатљиви, готово традиционални костим јеврејске 
заједнице у Европи.7 Затим, „Echad Mi Yodea ” је чувени традиционални јеврејски 
напев коју плесачи извикују на хебрејском језику после сваке секвенце покрета8 
над хипнотичким квази аранжманом бубњева и баса, нагињући се напред и 
стежући песнице. Потом, кореографија се завршава са плесачима који грозничаво 
кидају костиме и бацају их заједно са капама и ципелама у средиште позорнице. 
Врхунац дела је у овом последњем положају: плесачи стоје бесрамни у доњем 
вешу и изговарају последње речи хебрејског стиха: „shebashamayim uva’aretz” 
(који је на небесима и на земљи).

Овај напев врло прецизно прати литургију из Хагаде, наводећи неколико 
јеврејских учења. Његов се кумулативни облик обраћа деци , питајући од Једног 
до Тринаестог: Ко зна шта значи Једно? Затим два, три, итд. Један је наш Бог; Два 
повезујемо са две табле Закона; Три са патријарсима; Четири са матријарсима; 
Пет повезујемо са књигама Торе, итд.

У средишту пасхалног ритуала није само прича о егзодусу из ропства у слободу, 
већ и само препричавање. Песма „Echad Mi Yodea” симболична је за императив 
‘препричавања’ у рецитовању, понављању и афирмацији битних елемената 
јудаизма, од једног до тринаест. Без обзира на то да ли се самим чином извођења 
одбацује, измишља или насумце користе елементе јеврејске и израелске традиције, 
на тој традицији је уписано кореографско дело Echad Mi Yodea. Дакле, овај 
пример је био специфичан јер, за разлику од претходна два примера он не користи 
постојећи традиционални репертоар или плесни материјал (ма колико широко 
схваћен) већ користи друге симболе јеврејске традиционалне културе и историје 
који се онда уписују у тела да би творила нову традицију. Место овог примера у 
овом раду оправдавам жељом да скренем пажњу заинтересованим ствараоцима 
у региону о потенцијалним путевима стварања нових традиција на темељима 
других симбола традиционалне културе.

Закључак
Овај рад указао је на процесе који обликују савремену уметничку плесну сцену у 

контексту традиције и нових дискурса о наслеђу (heritage). У извесном смислу, ова 
три дела могла би да се сматрају као добри примери синкретичких кореографија, да 
употребим израз Регине Салвање Батисте (Regina Salvaña Bautista) (Bautista 2019), 
које комбинују различите плесне кодове, кореографски и перформативно, не би ли 
изазвале, истражиле или пружиле отпор различитим идентитеским формацијама. 
Концепт синкретичне кореографије долази из синкретичног позоришта развијеног 
у оквиру постколонијалних студија. Ово позориште гледа на начине на који 
транснационалне културне позајмице могу да обогате плес у оквиру националних 
традиција при чему уметници често стварају радове пуне ироније, пост-модерног 
пастиша са жељом да превазиђу културне разлике (в. Butterworth and Wildschut 
2009, 496). Иако концепт делимично одговара дискусијама о кореографији у овом 
зборнику, наглашавам да савремени глобални тренутак захтева да се кореографија 

7  Мислим на препознатљиву одећу ортодоксних Јевреја.
8  Захваљујем сеВањи Челебичић Arielliна преводу и тумачењу речи бројалице као и тумачењу значаја ове кореографије 
у савременој израелској култури.
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разматра и са аспекта наслеђа – односно плеса као нематеријалног културног 
наслеђа човечанства које даје једну нову димензију коју концепт синкретичног 
позоришта нема. Нови трендови и приступи традиционалној кореографији 
на сцени не покушавају да деконструишу плесне традиције нити да стварају 
„хибриде” и „фузије” (барем не само или не нужно) већ претпостављају дубински 
рад унутар једне традиције и посматрају динамичне могућности изнутра. Или, 
како каже један од најпознатијих класичних индијских Bhataranatyam кореографа 
данас Т. Balasaraswati, традиционални плесови већ у себи крију такву дубину и 
комплексност да омогућавају плесачу да „полети ка облацима слободе… То је 
слобода кроз дисциплину, а не слобода од дисциплине” (према: Katrak 2011, xиx).
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Dance in the context of heritage: three cases of tradition on the 
contemporary dance scene

Summary: This paper represents a contribution towards a growing discussion on sta-
ging history and tradition in scholarly debates and artistic circles. Reconstruction of 
the iconic historical works as well as staging of different traditional dance material 
from all over the world have become part and parcel of contemporary choreographic 
approaches. These trends in artistic strategies have opened many significant questions 
that relate to our sense of history and our understanding of heritage. In attempting to 
tease out some of these questions and problems, this paper will introduce three different 
choreographic case studies that, each in different ways, deal with the notion of tradition 
in contemporary discourses of dance as heritage.

Key words: dance history, dance tradition, heritage.
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Establishment and the process of development of Turkish 
national folk dance institutions

Abstract: In 1947, Madame Ninette De Volais was invited to Turkey to open a ballet 
school in order to establish the National Turkish Ballet. Halil Oğultürk was appointed 
as a teacher of the ‘national dances’ class. In 1951, Ensemble of People’s dances and 
songs of Serbia “Kolo” gave a concert in Ankara opera hall as part of the culture week 
organized by the Yugoslav Embassy. The staging power and cultural aspect of this per-
formance had a great impact. As a result, Halil Oğultürk was sent by the government 
to former Yugoslavia for a year to do research on how to teach, document, choreograph 
and orchestrate dances. Thus, folk dance staging started to increase and turn into a 
modern presentation form in Turkey. The State Folk Dance Ensemble was established 
in 1975 under the Ministry of Tourism and Promotion as the first official professional 
folk dance ensemble. The innovative stage arrangements of the State Folk Dance En-
semble, which presents traditional dances with a modern staging approach, added a new 
dimension to the understanding of folk dance staging. The training activities for the pro-
fessional dancers of the State Folk Dance Ensemble and the staging approaches created 
by the famous dance choreographers of the period would be the basis for the creation 
of the sports and performing arts courses included in the curriculum of the Turkish Folk 
Departments. In this study, I will discuss the effect of professional folk dance ensembles 
established in Eastern Europe on the establishment and development process of Nation-
al Turkish Folk Dance Institutions. The social, economic, and political development of 
Turkish folk dance performances from the Republican period will be examined. The 
effect of Eastern European Professional Folk Dance Ensembles in the process of Turk-
ish folk dance departments becoming an independent art branch in universities will be 
evaluated under this title.

Keyword: folk dance, institution, Turkey, establishment, development
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World History of Folk Dance Staging
We can obtain a lot of information about the staging of the dance since ancient Greece. 

However, the first works in line with today’s staging approaches emerged after the 19th 
century. In the 19th century, various nationalist projects started developing around the 
world, and studies aimed at discovering the culture and geography of the relevant nation 
state were given priority. Anna Ilieva reports that after Bulgaria gained autonomy in 
1878, with the efforts of Bulgarian intellectuals who tried to develop a national identity, 
more than 60 volumes of folklore studies were produced (Ilieva 1992). Studies on the folk 
dance repertoire in Bohemia by the order of the Austrian monarchy in 1819 formed the 
pioneering documents. Founded in Sweden in 1893, “Friends of Swedish Folk Dance” 
organisation has documented different dances in the country. In this way, they protected 
traditional dances and set them to be revived and performed. As Stavĕlová (Stavĕlová 
1998) claims: “The first example of consciously processing and staging folk culture is 
the Czech-Slovak Ethnographic Exhibition that took place in 1895”. The first folk dance 
competition was held in Norway in 1898 (Bakka 1992). The Society for the Promotion 
of Folk Dance was founded in Denmark in 1901. In the same vein, compilation books 
were published in Lithuania at the beginning of the 20th century, which noted that the 
dances spread and gained popularity over time. Pioneering these years, Cecil Sharp’s 
works in England documented folk dances and done compilation and standardization 
studies, several works on the subject were published. Folk dance lessons were added to 
the primary and secondary education curriculum in 1909, the English Folk Dance En-
semble, founded in 1911, contributed to the developments of folk dance.

Traditional Dance Staging in Ottoman society before 20th Century
By looking at the available historical data, it becomes clear that dance staging was an 

important cultural element in the Ottoman Empire. For example, the remaining docu-
ments of financial affairs of the Ottoman Empire give great information about the dance 
in the festival scene at that time. For example, Surname-i Vehbi, in honor of Sultan 
Ahmet the III, took place during his three sons’ circumcision feasts in 1720. In the min-
iatures painted by Levni, many dancers took part in the festival. Surname pieces give us 
a lot of information about how the art of dance was realized at the ‘street level’, outside 
of official ceremonies (Sevinçli 2006, 390-391).

During the reign of Sultan Ibrahim (1640-1648), dancers trade associations called Kol 
takımı began to be established by the Jewish communities. There were jugglers, acro-
bats, as well as köçek dancers in the kol teams, which consisted of (approximately) two 
hundred members. They used to perform in the open air, under the tents set up in the 
squares of the various inns of İstanbul during various festivals or at summer weddings 
(Gazimihal 1997, 125). It is known that the kol used to perform in an organized manner 
with many technical supports such as decor, costume, and accessories.

As And reports, each köçek was standing on a round wooden platform floating on the 
water. There is a weight under the circles to ensure balance. The dancers are tied to a 
vertical bar under their skirts to keep them from falling. A rope is attached to these cir-
cles under the water. One end of the rope is on the beach and the other end is tied to one 
of the ships in the Golden Horn. When the rope is pulled from one end, the round glides 
on the water surface, and the köçek dances during this gliding. A kind of water ballet!’ 
(And 2002, 114).
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Overview of Turkish political trends in the 20th century
The organization of dance institutions in the modern sense and the staging of tradi-

tional dance performances in Turkey appeared in the 20th century, especially after the 
Turkish Republic was established in 1923. Dance staging and education have played 
an important role in the formation of national identity and the dissemination of official 
culture.

In the first half of the 20th century, the official ideology of the young republic moved 
away from the Ottoman legacy, aimed at western aesthetic values, and was based on 
the values of secular nationalism. After the transition to democracy with the multi-party 
period which started in the second half of the 20th century, with the entry of different 
ideologies into the political arena, the quality and status of dance staging and education-
al institutions began to change and diversify.

In the first half of the 21st century, with the ruling of the Justice and Development 
Party (AKP) since 2002, the elite-based Western policies of the Early Republican pe-
riod known as Kemalizm began to be widely discussed in the field of ethnochoreology. 
Turkey’s interest in the Ottoman past has increased again. A view called ‘New Turkey’, 
which is rooted in socially conservative values, has been put forward (Parkinson & 
Muslu Gardner, 2020). The new view focused on national and conservative values and 
ideology with policy interventions based on Ottoman aesthetics. The idea of keeping 
Turkish-Islamic values alive in Turkey was supported by official institutions. A new 
language of art has emerged in the field of ethnochoreology, as well as in almost every 
field related to music, theatre, contemporary arts, museums and such.1

Institutionalization of Folk Dance Staging 
in the First Half of the 20th Century 

There is no precise information about when, how and by whom the organized local 
folk dance groups were formed for staging in the early years of the Republic. However, 
in many regions, it has been documented that people make shows by forming local folk 
dance groups for demonstration purposes with their individual efforts. For example, 
there were local folk dance groups coming from surrounding towns and performing in 
front of the coffeehouses in Izmir between 1920-1925. These groups consist of local 
people (Özbilgin 2010).

As a result of the political views of the Early Republican period, it can be considered 
that the main factors affecting the presentation of folk dances regarding modernization 
are nationalist policies, women’s movements, and political migration.

Nationalism and Modernization Policies
In the Republic of Turkey, which has a multicultural ethnic structure, Folk Dance ac-

tivities are seen as one of the most important elements that unite communities within the 
nation-state model. Their dissemination was officially supported.

Just as music and dance embody the dominant values of society, they can also power-
fully and effectively mobilize competing principles of social organization. In the young 

1   https://www.milliyet.com.tr/siyaset/cumhurbaskani-erdogan-kultur-ve-turizm-bakanligi-ozel-odulleri-to-
reninde-konustu-2809320; https://www.dailysabah.com/columns/ibrahim-kalin/2017/03/07/third-culture-council-discuss-
es-culture-change-globalization; http://mevlana.konyaajansi.com/2018/12/cumhurbaskan-recep-tayyip-erdogan-seb-i.html
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Turkish republic, which has adopted the nation-state model, music and dance have been 
used to dissolve opposition groups, often with state support, to emphasize the benefits 
of gathering under a single roof, but also through emphasizing that difference can be 
accepted as a unity.

Modernization and westernization efforts, which were the main goals of the Republic 
of Turkey, are important factors that are effective in the process of change of traditional 
dance. The innovations made have led to great changes in cultural and economic life. 
For example, the Republic of Turkey tried to establish itself on a secular foundation. 
The use of clothing containing religious symbols was prohibited. After this period, tra-
ditional clothing has turned into ceremonial dress in most of the country, especially in 
the cities. These costumes, which are no longer worn in daily life, have started to be 
used as special costumes worn in traditional ceremonies such as henna nights and folk 
dance activities.

In terms of the institutionalization of traditional dances, we can list a few of the pio-
neering works conducted in Turkey in this period as follows:

The first staging work on folk dances emerged when the physical education teacher 
Selim Sırrı Tarcan, was influenced by the importance given to folk culture in Sweden, 
where he went for education in 1909, and especially the conversion of traditional dances 
to ballroom dances. Tarcan was known to have observed zeybek dances at every oppor-
tunity but could not find the elegance in the dances he had seen in Sweden. He decided 
to create a work that overlaps with western dance aesthetics from the various zeybek 
dances he learned. Selim Sırrı Tarcan prepared a Zeybek choreography with certain new 
steps and figure sequences and named it Tarcan Zeybeği. This newly prepared zeybek 
choreography was performed by the students at the Istanbul teacher school where Tar-
can was a teacher, at the training festival at the Kadıköy İttihadi Spor Klübü [United 
Sports Club] (Ünal 1995, 171). Being the first practice like this in Turkey, then being 
presented on the stage with the students of İzmir Teacher’s School on 14 October 1925 
in the presence of the great leader Atatürk has been a turning point for Turkish Folk 
Dances (Çakır 2001).

The establishment of the Turkish Republic should also be described as a cultural revo-
lution. Aiming at sporting, cultural, and social education by organizations such as Com-
munity Centers (1932) and Village Institutes (1940), which were signature institutions 
of the Republican period, the goal was to create national identity and a dance culture, 
which was previously practiced in a closed and traditional environment within each 
community. These were transformed into a group folk dance activity.

With the establishment of Community Centers in 1932, folklore studies were con-
ducted. Local dance groups formed in Community Centers were trained by local people 
selected among themselves in the first years. The great majority of these teams started to 
perform in the public houses festivals that were established in 1933, and over time they 
also performed on national holidays and liberation days.

The Village Institutes became one of the leading institutions where folk dances were 
taught, disseminated, and exhibited (Ünal 1995). Folk dances were played as morning 
sports in 14 Village Institutes and the folk dances learned here were carried to teacher 
schools by the graduated students, and from there they spread throughout the country.

The view of life connected to modernity is the most prominent this period. There is 
high interest in arts branches that are not yet institutionalized in Turkey, such as ballet, 
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opera, etc., which are called High and Elite Art. With the effect of admiration for West-
ern aesthetics, an understanding of harmony, order, and elegance, which takes western 
norms as an example, began to settle in folk dance performances, and in this direction, 
folk dance audiences were formed in the cities.

In this period when westernization and modernization phenomena came to the fore, 
folk dance activities institutionalized in the urban environment were often compared 
with ballet in terms of art. Under the intensity of these ideas and policies, one of the 
most important goals was the desire to create a ‘Turkish Ballet’ by making use of tradi-
tional dances. In 1947, Madam Ninette De Valois was invited to establish a ballet school 
in Turkey with the aim of establishing a National Turkish Ballet. Due to the concerns 
of westernization, many bureaucrats opposed the inclusion of folk dance lessons in 
the school education repertoire. Halil Oğultürk, who was appointed at the insistence 
of Ninette de Valois, started to teach ‘national dances’ at the conservatory that consist-
ed of folk dances (Özbilgin 2010). As a result, many associated works were revealed: 
“Ninette de Valois in the Ankara State ballet pieces called Hançerli Kadın [Woman with 
a Dagger] and Çeşme Başı presented as an example of Turkish creative power (Bozkurt 
2000, 23). Oğultürk staged a folk dance piece called Köy Düğünü [Village Wedding] 
with a group of 45 students from the theater, opera and singing departments of the 
conservatory. In this work, which is presented in a certain scenario, stage make-up and 
decor are used for the first time in the staging of folk dances.

Women’s Movements
Significant progress has been made on women’s rights after the republican revolu-

tions. As an indicator of a modern state structure, it was desired for women to take place 
in all kinds of social platforms. For this reason, many laws and rules were put into effect, 
especially between the years 1920-50, in line with the decisions taken.2

Selim Sırrı Tarcan transformed his own choreography “Tarcan Zeybeği” into a social 
dance where men and women can dance together, exhibited in the presence of Atatürk 
and received great acclaim. Tarcan quotes this acclaim in his work as follows:

“Ladies and Gentlemen! Mr. Selim Sırrı gave zeybek a civilized form while complimenting 
it. The work of this Artisan Master has been accepted by all of us willingly and has evolved 
enough to occupy a place in our national and social life and has taken a beautiful form. Now 
we can say to the Europeans that we have an excellent dance, and we can dance it in our halls, 
at our stage performances. Zeybek Dance can and should be danced with women in every 
social hall” (Tarcan 1948, 3).

The appearance of women on the stage and the dancing of women and men together 
in social settings later turned into a kind of state policy (Kurt 2017, 28). As a reflec-
tion of these ideas, various encouraging policies were put in place to motivate female 
participants for folk dance activities. For example, while silver medals were given to 
male participants, gold medals were given to female participants, emphasizing that 
being a woman had a different value. It is noteworthy that the number of female danc-
2   1926: With the Turkish Civil Code, regulations on polygamy and unilateral divorce of men were abolished, and women were 

given the right to divorce, the right of custody and the right to dispose of their property. 1934: With the constitutional amend-
ment, women were granted the right to vote and be elected. 1936: The Labor Law came into effect. The working life of women 
was regulated. 1949: The regulation of old age insurance on equal basis for men and women was provided by Law No. 5417.
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ers is also stated in many advertisements and announcements regarding Turkish folk 
dance festivals. 

In the newspaper articles, positive emphasis is placed on female participants and the 
necessity of women being on the stage in dance activities in terms of aesthetics and 
modernity is emphasized.

Among the delegations that showed their talents in the open-air theater, those who put 
women on the stage were more successful than the other teams without hesitation. As one 
newspaper emphasized: “Always male, always male, results in monotony (...) We need wom-
en in the national dances, we should consider this as an idea” (Akis Newspaper 18.09.1954).

The ensembles participating in the Folk Dance festivals saw that the dances in which 
the women took part were more appreciated by the audience. For this reason, they made 
an effort to dance together by teaching men’s dances to women, although there is no 
common dance in the traditional repertoire, but the local dances are changed. Over the 
years, this view has been adopted by many dance groups and spread all over Turkey.

There has been great progress in the visibility of women in the staging of folk dances. 
However, the formation of all trends and the preparation of presentations are designed 
only in a male-dominated structure. When we look at the institutional structure of tradi-
tional dance in the light of current feminist approaches, it can be said that a completely 
masculine point of view is dominant.

Ethnic Structure of Anatolia Changing with Political Migration
As a result of the political transformations and agreements that emerged in the last years 

of the Ottoman Empire, there were massive, forced migrations from the Balkans and the 
Caucasus to Anatolia. Many exchange associations were established by the immigrants 
who immigrated to Turkey in order to preserve their unity and cultural memory. They 
chose folk dance and folk music as the main means of preserving their cultural identity. 

Sociologically, traditional dances are staged by the peoples who migrated to Turkey 
for two main purposes. Firstly, to establish robust symbolic systems that preserve the 
ethnic integrity of the group and guarantee their own traditions. Later, strengthening 
ethnic identity, premarital interaction, social integration, strengthening traditional rules 
of behavior, teaching children to dance, etc. Participants (dancers and spectators) give 
more importance to the social interaction that occurs through the dance environment, 
rather than performing a joint action with dance movements. Due to the multidimen-
sional character of the symbols systematic in traditional dance staging, it creates an 
ideal environment for collectively communicating political-ideological, educational, re-
ligious, and economic messages for the immigrant societies, most of whom immigrated 
from the Balkans and settled in Anatolia (Özbilgin 2012).

Institutionalization of Folk Dance Staging  
in the Second Half of the 20th Century

In the 1950s, the acceleration of the transformation of the country into an industrial 
society, migration, increase in mass media, urbanization, etc. all of these problematized 
the issue of traditional dance. There have been striking changes in the staging of folk 
dances, especially due to the new staging movements carried out from other countries. 
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State and private institutions wanted to spread the living traditional dances on the one 
hand, and to revive the lost and disappearing dances on the other hand.

As a result of the political views adopted in the second half of the 20th century, we can 
consider the main factors affecting the structure and presentation of folk dances under 
the headings of internal migration for economic reasons, urbanization, domestic and 
foreign tourism, international dance events and competitions.

Internal Migration and Staging of Folk Dances 
in the Urban Environment

During Turkey’s modernisation, the rural population started to leave the villages and 
migrate to the cities with the effect of industrialization. Traditional culture struggled to 
adapt to modern life with its own values. In a sense, while trying to protect its values 
from modernity, it also created new values by being influenced by modernity.

There is a ‘problematic’ relationship between tradition and modernity. Gerard Delanty 
in his Modernity and Postmodernity: Knowledge, Power, and Self (Delanty 1997), de-
fines tradition as ‘cultural values from the past’ and traditionalism as a commitment to 
the idea that ‘these values will never change’. According to Gadamer and Ricoeur, tra-
dition in modern society is not a relic, it is something that is reconstructed, reproduced. 
The concern of reviving the tradition seen in the 1950s and transferring it to future gen-
erations within the urban phenomenon has led the intellectuals dealing with folk dance 
staging to find the most ‘authentic’, that is, ‘oldest’ form of dance.

The most important development in the field of folk dance in the 1950s was the internal 
migration movement. People who moved to big cities for business and education have estab-
lished provincial and regional associations in order to protect their own culture in a diasporic 
manner. On the other hand, they started to learn and perform different dances by being curi-
ous about the new cultures they encountered in the environments they came from.

By the 1970s, Folk Dance Associations had become widespread all over Anatolia, 
starting from the big cities. Thus, folk dance has become one of the most interesting 
social activities in all educational institutions from primary school to university level, 
as well as in private institutions. In Öztürkmen’s words:

“The concentration of folk dance activities in cities also led to some fundamental changes 
in their performance and structure of dances. The first change was with the staging of local 
dances—generic distinctions between the various dance traditions began to fade, as various 
geometric shapes such as circles, wheels, diagonal or straight lines were applied to almost 
every regional dance staged. The main reason for this was that the dancers tried to take 
the changing places in the imposed stage order without concentrating on the local figures” 
(Öztürkmen 2002, 153).

Internal - Tourism and International Dance Events
Tourism and international dance events have been another important factor in bringing 

folk dances to the stage.
As a result of the efforts made to develop Turkey economically, urbanized societies 

have turned to domestic and foreign tourism. To determine the groups that can par-
ticipate in the foreign folk dance festival invitations on behalf of Turkey, the General 
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Directorate of Press and Publications of the Ministry of Tourism tried to determine the 
folk dance ensembles that started to form associations throughout Turkey. Photographs 
about the groups, since they have not used a camera yet, the instruments accompanying 
the folk dances, folk dance clothes, etc., with a survey consisting of 17 questions. This 
information has officially started to be archived at the general directorate of press and 
broadcasting.

The desire to market Turkey’s cultural values to the world in accordance with univer-
sal norms, requires following western innovations and views. For this reason, seeing the 
folk dance staging, advanced in Eastern European countries, has directly affected the 
staging and presentation styles of Turkish folk dances. Under these views, participating 
in folk dance festivals held in foreign countries and performing shows in Turkey by var-
ious groups from abroad, turned into a touristic activity that attracted a lot of attention 
(Özbilgin 2010). As a result, the youth has increasingly adopted folk dance.

In 1953, Ensemble “Kolo” gave a concert in Ankara due to the culture week organized 
by the Yugoslavian embassy. According to Oğultürk, Ensemble ‘Kolo’ is a group that 
has come to the forefront with strong efforts to bring culture, art and sports fields influ-
enced by the communist system of the Soviet Union to the forefront:

“Many officials were invited. So, I went to watch. What are their dances and figures? I exam-
ined what kind of costume they are wearing. While we did not know what choreography was 
at that time, these groups accepted this issue and established an institute. They compiled and 
archived. They worked on the choreography. (…) What I saw was this; It was a large group, 
and they were playing with boys and girls. Their clothes were also quite colorful. The lighting 
arrangement was (eye) catching. Their music was performed by an orchestra of folk instru-
ments. After watching, I saw that there were very few figures in the dances; had the influence 
of classical ballet” (Oğultürk, 2007, 138).

During the intermission, the Minister of National Education Ahmet Tevfik İleri (duty 
period: 11 August 1950 - 5 April 1953) asked Halil Oğultürk, “Why aren’t we doing 
something like this?” After Oğultürk said that there were no schools for dance staging 
and choreography education in Turkey, he was assigned by the state to conduct a one-
year study in Yugoslavia in order to obtain information on the education systems, com-
pilation systems, choreography and orchestra formation of the dance.

Halil Oğultürk started to apply his views on the staging of folk dances in Skopje, Priština 
and Belgrade for 10 months in the folk dance classes he gave in the Conservatory Ballet 
Department and in folk dance ensembles. This change in the staging of folk dances con-
tinued with an increasing momentum. As far as possible, foreign societies were invited to 
Turkey to see the presentations of foreign Ensembles. The staging of the Ensembles from 
former Yugoslavia, especially, greatly influenced the staging of Turkish folk dance.

The first information that Oğultürk acquired about staging abroad, in his own words, 
is as follows:

“It will be danced with the same steps as it is danced on the dance floor, only their numbers 
will decrease. For example, if it is repeated 4 or 5 times, it will not be prolonged and repeated 
twice. It will be cleared again. The dancer will not turn his back on the audience as much as 
possible” (Oğultürk 2007, 138).
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In the staging techniques used here, there is a concern that Turkish folk dances will 
disappear over time if the step variety and step sequence are reduced. For this reason, 
it has been adopted to present the plays as a theatrical presentation with a dramatic 
subject by preserving the traditional setup and reducing the number of step repetitions 
(Oğultürk 2007, 140).

Competitions
Folk Dance Competitions have led to the standardization of Turkish folk dance. The 

aesthetic and physical differences seen in the step structures have taken on a standard 
appearance. The aesthetic and physical balances in the presentations prevented the pre-
sentation of the unique local features of the dance.

A trend towards stylized dance has been observed in Turkey in order to bring tradition-
al dances to the same level with professional folk dance ensembles of other countries. 
The necessity of professional groups and academic institutions providing education on 
folk dances has been widely expressed. 

Briefly mentioning the State Folk Dance Ensemble opened within these views, and 
the Turkish Folk Dance departments opened within the Conservatories will contribute 
to understanding the trends of the Turkish Folk Dances and the development of their 
institutions.

State Folk Dance Ensemble
Social movements that define beauty and aim to present folk dances in the most pow-

erful way in search of perfection, have emerged because of the cultural policies of East-
ern European countries. Artistic editing of staged folk dance at amateur or professional 
levels does not guarantee that originality and authenticity will be preserved. Most of 
such stage productions are located within the boundaries of art and socio-cultural per-
formance. Professional dance ensembles have a great responsibility in the formation 
of the aesthetic understanding institutionalized in folk dances and in determining the 
authenticity criteria in this field, having a wide and intense effect on the audience con-
sisting of different social strata.

The State Folk Dance Ensemble, which was established in 1975 as the first and only 
official institution in folk dances, was founded as a part of official policy aiming to 
stylize folk dances and present them in western norms. The entire repertoire of the en-
semble has been widely used by being widely accepted throughout the country thanks 
to its television broadcast. State Folk Dances have been effective in introducing the 
understanding of stage arrangement to the folk dances performed in associations and 
schools (Öztürkmen 2016, 256).

University Departments of Turkish Folk Dances
Turkish Folk Dance Departments were established to train expert educators, artists 

and academics who can teach traditional dances with scientific methods and techniques 
that can be passed onto future generations. After the Turkish Folk Dance Department of 
the ITU State Conservatory, which was first established in İstanbul in 1984, today, eight 
different folk dance departments continue their education in various universities.
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We can classify the traditional dance education approach, which aims to gain compe-
tence and proficiency in Turkish folk dance departments, under five items:

CULTURAL ARTISTIC SPORTIVE SOCIAL EDUCATIONAL
Research / Col-
lection in the field 
of Turkish Folk 
Dances

Artistic Communi-
cation

Educational Information 
and Gymnastics

Social Anthropology Methods and Techniques 
of Teaching Turkish Folk 
Dances

Scientific Research 
Methods and Tech-
niques

Art and Organization Ballet Ethnology? Instrumental Education

Turkish Folk Dance 
History

Acting for Dancers Dance and Sports Social Work Practices Rhythm/Rhythmic 
Perception

Type and Attitude 
in Turkish Folk 
Dances

Stage and Production Physiology Social responsibility 
projects

Using of Technical Tools

Traditional Clothes 
and Finery

Stage Costumes Kinesiological Anatomy Beden Dili Eğitimi

Application / Re-
gional Information

Make-up Movement Notation

Theory and Solfeggio

Ege University State Turkish Music Conservatory and its Turkish Folk Dance Depart-
ment aims to conduct pioneering studies on Turkish folk dances with various experi-
mental studies on the presentation of traditional dance since its establishment with the 
show group named Ekin ensemble, in addition to education. The group, which prepares 
a new project every year, has had to take a break from its work since 2020 due to the 
pandemic declared because of the Covid-19 outbreak.

Conclusion
Folk dances were perceived as a social activity for the first time with the enlight-

enment studies in the Republican period. The efforts of staging dances, arranging the 
steps, putting them in a certain order and applying universal aesthetic values to the 
dances are the result of the approaches of this period.

The traditional musical orchestras and their musical arrangements, theatrical perfor-
mances, the technical use of decor and various accessories, and the inventive presenta-
tion styles of the dance ensembles of foreign countries have affected the staging studies 
of the Turkish national dance society. Local groups looking for ways to make a more 
impressive presentation have tried to make original stagings by going beyond their own 
local dance forms.

The performance of the Irish ‘Riverdance’ dance troupe in the 1994 and Eurovision 
song contest ‘hybrid dance model’, which combines different dance genres around a 
simple narrative, has paved the way for the views of many folk dance ensembles to 
change. In Turkey, at the end of the 1990s, ‘Sultans of the Dance’, today’s ‘Fire of Ana-
tolia’, was established as a follower of this model (Kurt 2017, 129). Fire of Anatolia 
brought together different disciplines such as ballet, contemporary dance and acrobatics 
based on traditional dances (Bozkurt 2019, 39). This new Turkish style dance model, 
which became widespread in a short time, paved the way for the establishment of many 
professional and amateur dance groups in the 2000s.
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The movement of national folk dance institutions from traditional to national, from 
national to the international platform is an effort to create a universal Turkish dance. In-
stitutional efforts of the staging of traditional Anatolian dances have greatly contributed 
to the fact that folk dances take their place in the field of performing arts in Turkey today 
with their unique practices and theories.
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Оснивање и процес развоја турских 
националних институција народне игре

Сажетак: Године 1947., Мадам Нинет Де Валоа је позвана у Турску да отвори 
балетску школу како би основала национални турски балет. Халил Огултурк 
је постављен за наставника класе „националних игара”. Године 1951. Ансамбл 
народних игара и песама Србије „Коло” одржао је концерт у Сали опере у Анкари 
у оквиру Недеље културе коју је организовала Амбасада Југославије. Сценска 
снага и културни аспект ове представе имали су велики утицај. Као резултат 
тога, влада је послала Халила Огултурка у Југославију на годину дана да истражи 
како да подучава, документује, кореографише и оркестрира плесове. Тако је 
инсценација традиционалних плесова у Турској почела да се увећава и претвара 
у модеран облик презентације. Државни ансамбл традиционалних плесова 
основан је 1975. године у оквиру Министарства туризма и промоције као први 
званични професионални ансамбл традиционалних плесова. Иновативни сценски 
аранжмани Државног ансамбла традиционалних плесова, који представља 
традиционалне плесове са савременим сценским приступом, дали су нову 
димензију разумевању инсценације традиционалних плесова. Активности обуке 
за професионалне плесаче Државног ансамбла традиционалних плесова и сценски 
приступи које су креирали познати плесни кореографи тог периода били би 
основа за креирање курикулума спорта и извођачких уметности који су укључени 
у наставни план и програм турских фолклорних одсека. У овој студији говорио 
сам о утицају професионалних ансамбала традиционалних плесова основаних у 
источној Европи на процес оснивања и развоја националних турских институција 
за традиционалне плесове. Био је испитан друштвени, економски и политички 
развој турских сценских традиционалних плесова из републиканског периода. Из 
ове визуре, сагледаван је ефекат источноевропских професионалних фолклорних 
ансамбала у процесу развоја турских одсека за народну игру као самосталне 
уметничке гране на универзитетима.

Кључне речи: народна игра, институције, Турска, јавност, развој
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The Choreography of traditional dance in Serbia in artistic 
crisis: towards an anthropological interpretation1*

Abstract: Serbia has a long ethnochoreological tradition, while the art of the chore-
ography of traditional dance is a relatively recent phenomenon, created after the Second 
World War. Although it is an artistic practice, the choreography of traditional dance is 
often based on the opposition original:stylized and perceived as a practice that “pre-
serves identity”, “tradition”, and “heritage”. I argue that the tendency towards division 
within the genre is not in favor of art. On the contrary, framing attempts and insisting 
on a clear commitment to the approach when creating choreography led to limiting the 
art of the choreography of traditional dance. This paper aims to present the processes 
by which the discourse on “original” choreographies was built and then to point out the 
limiting attempts of sub-genre classification of choreographies. Finally, this article will 
present the show “#MeltingPot” performed by the students at the Ballet High School 
from Novi Sad. Namely, in this performance, traditional dances inspired professors and 
students to create new choreographic forms and bring the choreography of traditional 
dance out of years of hibernation.

Key words: The choreography of traditional dance, art, original, stylized, #Melting-
Pot
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Introduction2

In Serbia, there is a tendency to talk about the choreography of traditional dance from 
several perspectives. While the amateur discourse divides choreographies into “origi-
nal” and “stylized”, the scientific discourse complicates the divisions by distinguishing: 
combinations, processing, high stylization, etc. In this paper, I argue that the tendency 
towards division within the genre is not in favor of art. On the contrary, framing attempts 
and insisting on a clear commitment to the approach when creating choreography led to 
limiting the art of the choreography of traditional dance. Another problem that can be 
seen is the favoring of the so-called “original choreographies” by amateur choreogra-
phers, which “authentically” show elements of traditional culture on stage. The narra-
tive of the “original” choreographies and their appearance is constructed through time 
and practice within the genre. This would not be a problem if “original” choreographies 
were considered a legitimate possibility. The problem arises because any other attempt, 
which goes beyond the “original” or “authentic” way of presenting traditional dances, is 
perceived as a “desecration of tradition” or an attempt to “destroy identity”.

However, with the advent of the Ethno Summit “TradicijaNova”, we saw several cho-
reographies or programs in which the choreography of traditional dances goes beyond the 
genre framework or where these dances are used only as an inspiration for creating a new 
piece. Such attempts generally did not meet with affirmative comments or support from 
the general public but won the space and attention of a significant part of the audience.3

This paper aims to present the processes by which the discourse on “original” chore-
ographies was built, then to point out the limiting attempts of sub-genre classification 
of choreographies. Finally, this article will present the show “#MeltingPot” performed 
by the students at the Ballet High School from Novi Sad. Namely, traditional dances in-
spired professors and students from the mentioned school to create new choreographic 
forms and bring the art of traditional dance choreography out of years of hibernation.

Amateur discourse
The discourse of amateur choreographers of traditional dances in Serbia recognizes “au-

thentic” or “original” choreographies as extremely important for preserving the traditions 
and identity of the people.4 Those choreographies have been recognized by continual fea-
tures within this art, such as: the usage and presentation of “original” materials from the 
field; simplification of spatial patterns in choreography; and “authentic” representation of 
dances on stage. Although there has yet to be a consensus on complying with all three cri-
teria, the basic choreographic rules are transmitted generationally and orally from older to 
younger choreographers. In other words, in amateur discourse, it is something “known.”
2   I sincerely thank Katarina Nikolić, Serbian ethnochoreologist and an associate of the Institute of Musicology of the Serbian 

Academy of Sciences and Arts, who read the first version of this work and gave great ethnochoreological suggestions.
3   The Ethno Summit “TradicijaNova” was realized for the first time in 2017. The basic idea of forming such a manifestation came 

from the director of the Ensemble “Kolo” at the time, Vladimir Dekić, and in the final definition and realization of the entire 
program, Dunja Njaradi, PhD, Associate Professor (Faculty of Music in Belgrade) and Miloš Rašić, PhD, Research Associate 
(Institute of Ethnography SASA). The Ethno Summit consisted of three parts: performances by professional ensembles from 
Serbia and the region; workshops where professional dancers went beyond the limits of their artistic genre; and a scientific 
conference that brought together scientists from the social and human sciences and artists to reexamine the phenomenon of 
the stage presentation of traditional dances. In the period from 2017 to 2019 (the first three Ethno Summits), in addition to 
Vladimir Dekić as editor-in-chief, the editors were Dunja Njaradi, PhD and Miloš Rašić, PhD, while the subsequent three sum-
mits, from 2019 to 2022, were edited by Iva Niemčić, PhD (Institute of Ethnology and Folklore research in Zagreb) and Ivona 
Opetčevska Tatarčeska (Ministry of Culture of North Macedonia).

4   In such attitudes, traces of the romantic-folkloristic attitudes of older authors from Serbia, who approached the phenomenon of 
traditional dances intending to preserve and collect them “before they disappear” (s. Rakočević 2013), are highly noticeable.
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“Original” material from the field
Choreographers interested in creating so-called “original” choreographies tend to 

present “original” material from the field – traditional dances and music collected by 
professional and amateur researchers. Over time, amateur choreographers have given 
the credibility of a few individual researchers by creating authority in the fieldwork 
research of traditional dances. For example, the most respected are Ljubica and Danica 
Janković, whose work is the basis for most choreography. Also crucial in this process 
are the work of Olivera Vasić and the material of the Center for Research and Preserva-
tion of the traditional dances from Serbia.

On the other hand, there are amateur collectors, about whom I have already written 
on several occasions in my papers (s. Rašić 2021; Rašić 2022). Namely, since 1990, 
professor Olivera Vasić, PhD, in Serbia founded the Center for the Research of Folk 
Dances of Serbia5 to offer amateur choreographers and managers of folklore ensembles 
an informal form of education in the field of traditional dances. The seminars were held 
twice a year and lasted 7 to 10 days. In addition, Vasić, gave practical and theoretical 
lectures on dances from different parts of Serbia to the ensemble leaders with the help 
of collaborators and demonstrators from the field.6 Over time, Vasić trained several 
seminar participants in the basics of fieldwork who began to research traditional dances 
throughout Serbia and the region and afterwards presented their results at the Center’s 
seminars. I call these individuals amateur-collectors since they were not educated in so-
cial and humanities. Moreover, they only collected material and presented it raw to oth-
ers, using very questionable fieldwork methods. At the same time, the aforementioned 
amateur collectors become authorities in the field of amateur folklore in Serbia and the 
Serbian diaspora (s. Rašić 2016), making choreographies and holding traditional dance 
seminars more and more frequently.7 Also, over time, the fieldwork material brought by 
the amateur-collectors has increasingly become considered as “real”, “authentic,” and 
“original”, from which “original” choreographies should be made.

The amateur-collectors mentioned above became, in amateur discourse, “guardians 
of the truth” (Buckland 1999, 196) or “guardians of the national treasure” (Shay 2002, 
15), who are unquestioningly trusted – because they were in the field! However, these 
“keepers of truth” do not “guard” the complete and unique truth since “The ‘truth’ is 
a kaleidoscope of possibilities and, in the field, it depends on who lifting that kaleido-
scope to his eye, when and in which direction it is pointing” (Buckland 1999, 205).

It is also important to point out that, since the 1990, Serbia has been undergoing a strong 
transition in the socio-political sense. The dissolution of former Yugoslavia and the construc-
tion of a new, nationally defined state implied the design, reactualization, and activation of 
new or long-forgotten national symbols that would legitimize and maintain the newly estab-
lished identity. Therefore, folk dance ensembles also had their role in those policies, turning 
primarily to national programs.8 This shift towards national programs required new material 

5  Today the Center for Research and Preservation of Traditional Dances of Serbia, from now on the Center.
6   During the seven to ten days of the seminar, the participants had the opportunity to practically learn the traditional dances and 

songs of specific geographical units of Serbia. In addition, the seminars also included theoretical classes where researchers or 
academic workers spoke about their research into the traditional culture in the given areas, and the classes of labanotation given 
by Vasić.

7   Later, from the beginning of the 21st century, a few of the aforementioned amateur collectors whom Vasić trained left the Cen-
ter and formed their non-governmental organizations and seminars that were not only the same as those offered by the Center 
but also used the Center’s materials and published books without respecting copyright.

8   A shift towards national policies is also noticeable by looking at the list of all choreographies and the program policies of the 
“Kolo” ensemble. Namely, since 1986 Ensemble has been starting to perform programs with exclusively Serbian traditional 
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for creating choreographies which influenced a significant increase in the number of various 
dance researchers, both professional and amateur, at a given moment.9

Simple spatial patterns
In their ideas about “original” choreographies, amateur choreographers were guid-

ed by the idea that traditional dances should be shown exactly as they were once 
performed in social reality. Therefore, they often make choreographies with simple 
spatial patterns or, as said in the amateur discourse, “simple choreographic images.” 
Among them, the opinion was formed that in the distant past, people performed tradi-
tional dances exclusively in a circle and semi-circle, and exceptionally in some other 
formation, if the dance itself implied it. Striving to perform “authentic” depictions of 
the former “everyday life” on stage, amateur choreographers simplify spatial patterns 
in their choreographies.

Dance style
The “original” style of dancing is the last criterion that stands out among amateur chore-

ographers as necessary when performing traditional dances in “original” choreographies. 
At the Center seminars mentioned above and in most ethnochoreological publications in 
Serbia, the authors and lecturers always highlight unique dancing styles as specificities of 
different geographical entities in Serbia. That “original” style of dancing is reached during 
the field research itself, when the researcher, amateur or professional, records traditional 
dances and, through observation, determines how the way of performing dances differs 
in the area in which the research is conducted. In other words, defining the dancing style 
of a particular geographical entity is based solely on the free assessment of the researcher 
with the help of the research technique of observation (with participation). Researchers 
and collectors would then describe the dance styles verbally or demonstrate independent-
ly through reconstructions of what they saw in the field. Those descriptions are mostly 
reduced and look like this: “It is played, mostly, on the full foot, but in some dances, it is 
also stepped on with the front part of the foot...” (Mihailović 2005, 7); “Dancing on the 
front part of the foot, slightly bent and relaxed knees is the first thing we can notice while 
observing the dancers from this part of the upper Banat... the movements of the ankles, 
knees, and feet are connected during the dance and function completely coordinated and 
dependent on each other” (Popov 2012, 87).

The style of dancing was thus reconstructed based on the demonstration of individual 
subjects from the field or on verbal statements about “how it is danced in their area.” 
Accepting general explanations and demonstrations mentioned above as truth, amateur 
choreographers essentialized the style of dancing in certain geographical regions of 
Serbia, representing them by that “typical style of dancing” (Rašić 2022, 90). In other 
words, with highly questionable research techniques, based on the claims of individ-
uals from the field, “styles” were constructed that everyone respects a priori, because 
of which “...the entire people and the way of dancing of a certain geographical entity 
became essentialized” (Rašić 2022, 90).

dances more and more often. In contrast, sometimes choreographed dances of certain national minorities appear, but only 
those who live in Serbia and which are politically convenient at that moment – e.g., Roma and Hungarians.

9   For more on the issue of nation-building, the construction of new ones, or referring to long-forgotten symbols of national 
identity, s. Čolović 2013; Naumović 2009.
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A critique of the concept of “authentic”
In the performing arts, the concept of authenticity has several potential conceptual-

izations:

„Some people strive for authenticity by attempting to reconstruct or physically replicate the 
form of the earliest performance. Others understand the goal of authenticity as reconstructing 
the first creator’s idea of an ideal performance. Others see the goal of authenticity differently 
again and seek to produce performances that reveal the original values, vitality, and qualities 
as vividly as possible. These latter groups understand that producing an authentic event may 
invoke changes in form as the performance adapts to contemporary settings, incorporates 
contemporary technology, is received by contemporary audiences, and as different values are 
selected as essential” (Nahachewsky 2012, 29-30).

In a broader sense, the concept of authenticity has a precise role in social reality and 
comes to the fore, especially when it is necessary to build and maintain newly established 
identities, when other identity markers lose their importance, weaken, or cannot be used.10 
In those moments, individuals or groups reach for “authentic” and “oldest traditions,” with 
which they further legitimize their identity as old and, therefore, worthy of attention (s. 
Antonijević 2023). Authenticity is, also, necessarily connected with the idea of the presen-
tation of the nation. In other words, as many amateur choreographers believe, it is possible 
to present the nation in the best way exclusively through “authentic” symbolic or material 
manifestations of the “original” culture. This is what Andriy Nahachewsky observes in 
his research of Ukrainian dances in Canada, stating that “...one of the features that often 
validates national dance activity in the minds of the dance community is its ‘authenticity’ 
– its fidelity to the original forms” (Nahachewsky 1992, 73).

Previous interpretations point to the fact that the concept of authenticity is ephemeral 
and dependent on the socio-political situation in the social community. However, if the 
symbolic practice at a given moment has an essential role for a group of people, it be-
gins to be understood with a certain degree of authenticity. The scale of authenticity, in 
this sense, ranges from rejection, where the symbolic practice is viewed as inauthentic, 
to absolute acceptance, when symbolic practice is interpreted as authentic (Mušić 2015, 
45). Nevertheless, authenticity is always in the “field of belief” - we can believe or not 
believe in it, but it is difficult to prove it clearly (Mušić 2015, 53).11

Although amateur choreographers strive for “authentic” or “original” choreographies, 
it should be pointed out that these choreographies are only imagined as such; they are as 
much the artistic impression of the choreographer and his imagination as those which, 
often with disdain, we call “stylized.”12 Traditional dance choreographies, “original” 
and “stylized” alike, only refer to the past and use elements from the past that the chore-
ographer combines, uses, and instrumentalizes to create his work of art. There is also the 
central question in this case: what would we define as a source that should be copied? Is 
it the dancing of the oldest people, who barely showed us any dance structure during the 

10   The idea of authenticity is a familiar phenomenon encountered by anthropology. Namely, from the very beginning, anthropol-
ogists had various doubts and struggles with the mentioned concept – it defined it in a way from its disciplinary beginnings 
(more on this in Filitz and Saris 2015, 2-5; Saris 2015, 28).

11   The processes of authentication presented in this way clearly show that the construction of authenticity rests on the use or 
mobilization of signs belonging to a system of communication or connotation (Warnier 2015, 87).

12   Anthony Shay also notes similar activities in which choreographers strive for authentic representations on stage in his research, 
see Shay 2002, 15.
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field research?13 Maybe it is a content from the books of the Janković sisters or some-
thing completely different? It is interesting to give a comparison offered by Anthony 
Shay: “...in much the same way that two-hundred-pounds women purchase dresses they 
see on anemic models in fashion shows: they imagine themselves as looking like and 
being those representational images” (Shay 2002, 30) – choreographers also at the same 
way present “authentic” or “original” in choreography.

It is not an “authentic” presentation but rather a process of authentication – chore-
ographers do not have the opportunity to present something completely “original” due 
to the ephemerality of that form. Namely, they choose certain elements - dances, mu-
sic, costumes, rituals, etc. - to reshape them and place them on the stage to resemble 
something authentic and original, trying to evoke in the viewer the idea that the given 
choreography is “original.” Therefore, this authentication process represents a form of 
instrumentalizing tradition for specific purposes – in this case, for choreographers to 
construct and evoke “authentic representation” or “original choreography.”

Scientific dilemmas: categorizing choreographies14
Although most scientists have stopped classifying choreographies according to the 

criterion of originality, some scientific works still approach the choreography of tra-
ditional dance, intending to indicate which of the established categories it belongs to. 
However, that sporadic scientific discourse on this topic does not dwell only on the orig-
inal:stylized opposition, but it develops subcategories into which it tries to fit all those 
choreographies that are not “purely original” or “purely stylized.”

In the paper from 1934, Ljubica and Danica Janković generally mention the basic 
categories of presenting traditional dances on stage. At that moment, the mentioned 
authors still did not talk about the artistic direction of traditional dance choreography, 
as that topic developed much later. However, they give instructions on the possibility of 
presenting dances on stage. In this sense, they highlight two possibilities: to perform the 
dances as they were recorded in the field but rehearsed; and to be combined into sets of 
dances of the same region or mixtures – a combination of dances from different regions 
(Janković 1934,14). Interestingly, Janković does not deny the possibility of further, as 
they say, “artistic evolution” and the creation of works based on elements from tradi-
tional dances (Janković 1934, 14). However, they conclude that if such reworking or 
stylization of the dance occurs, then we can no longer talk about traditional dance per 
se (Janković 1934, 14).

One of the first contemporary authors who approached the scientific interpretation 
of the choreography of traditional dance in the Serbian context and the use of tradi-
tional dances for these purposes is Vesna Bajić Stojiljković. Namely, even in her grad-
13   Since its foundation, Serbian ethnochoreology has focused on reconstructing the former village dance practice. Ethnochoreol-

ogists, guided by romanticism ideas, went to the most remote villages and conversed with the oldest inhabitants to reconstruct 
the former dance practice based on their memories. The process of obtaining information about the dance took place through 
the conduct of semi-structured interviews and the demonstration of individual movement patterns outside the authentic 
context of their performance, and very often without an adequate musical component (e.g. with sound material brought by the 
researchers, humming a melodic pattern, without any musical support or with the assistance of whistling) (Rakočević 2015, 
53-54; Rakočević 2013, 75).

14   Serbia has no higher education institution for training the choreographers of traditional dance, so anthropologists and ethno-
choreologists mainly lead discussions about this art. However, regarding the school system, there are high art schools in Serbia 
where students can complete courses in traditional dances and then receive the title of folk dance performer. Furthermore, at 
higher education institutions in the field of traditional dances, they can study for ethnochoreologists at two Universities of Arts 
(Belgrade and Novi Sad) or anthropologists at the University of Belgrade. In addition, in Kikinda, there is a College for Teacher 
Education, where it is possible to complete a course for teachers for traditional dance (for preschool children).



201

uation thesis, Vesna Bajić Stojiljković talks about different levels of “stylization” of 
traditional dances and music when choreographing in amateur and professional dance 
ensembles. The author mentioned above implicitly starts from the point of view that 
all choreographies of traditional dances are stylizations, but that among them, there 
are different categories: adaptations, processing (I and II levels), and compositions 
(Bajić 2006, 9-10).

Processing is defined in the mentioned paper as the lowest degree of stylization, 
which only includes certain forms of “purification” and technical finishing of material 
collected in the field and its precision in execution (Bajić 2006, 12). The second level 
of stylization is an adaptation that includes the author’s modification of the material 
from which the choreography is made. In other words, it means a specific interven-
tion in the original material collected in the field – adding elements to the dance pat-
terns, their superstructure, etc. (Bajić 2006, 21). Finally, the composition represents 
the highest degree of stylization, characterized by complete authorship - the chore-
ographer uses the original material only as an inspiration for his interpretation (Bajić 
2006, 35).

In her recent works, Vesna Bajić Stojiljković divides the choreography of traditional 
dance into three primary genres: combination, dramatization, and variation. Further-
more, the author explains each of the mentioned genres individually, pointing out that 
the combination is characterized by the stringing of different dances into a whole; dra-
matization means dramatizing a particular event – very often a story or a ritual – where 
each participant has their role and action; while, in the end, variation means choreogra-
phies that vary “on the level of micro formal shaping” of traditional dance choreography 
(Bajić-Stojiljković 2019, 168).

That classifications are unsuitable for this type of art is evidenced by the fact that 
classifications of choreographies remain present only in the sporadic works of a few eth-
nochoreologists in Serbia. Clear classifications and sharp demarcations within the genre 
of the choreography of traditional dance are almost impossible. The initial division be-
came more complicated over time, and new subgenre categories were added, making 
it increasingly harder to determine which choreography belonged to which subgenre. 
In this regard, scientific classifications did not contribute to the development of art. 
However, they only additionally tightened the boundaries in an artistic direction more 
ephemeral than it seems at first glance. In other words, molding choreographies into 
classifications constructed by researchers is not sustainable. In the same way, any other 
attempts to delimit the approach to choreography by genre did not show their advantag-
es but led to the limitation of artistic expression, because of which all choreographies 
began to resemble each other.

#MeltingPot as resistance to hibernation
The performance #MeltingPot appears on the stage when, through the activities of the 

only professional ensemble of traditional dances in Serbia, “Kolo,” it tries to point out 
the possibility of new forms of presentation of this art. Therefore, this part of the paper 
aims to show where the idea for such a name for a dance performance came from, what 
the performance looked like, and to state the impressions of the dancers and participants 
about what it was like to prepare the concert, what their reactions were, as well as their 
experiences during and after the show.
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About the title of the performance
The Melting Pot concept is widely known in the social and humanities and everyday 

discourse. However, it is most recognizable as a metaphor for the homogenization of a 
heterogeneous society. A basic example of the melting pot concept is the assimilation 
of immigrants in the United States of America. Cambridge Dictionary, for example, 
defines a melting pot as “A place where many different people and ideas exist together, 
often mixing and producing something new.”15 While in the Merriam-Webster dictio-
nary, this term is defined as “A place where a variety of peoples, cultures, or individuals 
assimilate into a cohesive whole “ or “A process of blending that often results in invig-
oration or novelty.”16 In America, the melting pot concept was inspired by the 1908 play 
of the same name by the Jewish-British playwright Israel Zangwill. Since the perfor-
mance of this play, the melting pot has “become the most popular, positive description 
of American diversity in the twentieth century” (Carter 2013, 13).17

The creators of the „#MeltingPot,” aware of the meaning and all the negative conno-
tations of this term, used it to present their process of creating the performance most di-
rectly. They interpret the Melting Pot as a process of merging different dance genres into 
a homogeneous and harmonious whole. The process consisted of combining traditional 
dances with contemporary dance, modern music, and various forms of music-dance 
improvisation, as well as with high-quality audio-visual production. By devising the 
performance this way, the creators/choreographers showed that dance is a synesthetic 
concept – we do not experience dance just by watching it or performing it. However, we 
also get an impression of it through the sense of hearing, whereby it produces intellec-
tual and emotional effects in us.

Ethnography of the performance18

As part of the second Ethno Summit TradicijaNova, held in November 2018, at the 
initiative of that time director Vladimir Dekić, the students of the Ballet High School 
from Novi Sad held an all-night concert in the Bitef Theater.19 #MeltingPot was per-
formed by students of the third and fourth grades of the Department of Folk Dance and 
Contemporary Dance. The school’s professors prepared the entire program, Mirjana 
Raić Tepić and Marko Dubovac, with the help of students and other colleagues.

#MeltingPot comprises five parts: Intro/impro; Kalle mio; Birtz; Zbrda/Zdola, and 
Outro. The authors themselves, in the description of the published program, state that 
they aimed to review “The use of folk dance and music on stage in a contemporary 
context, using all available knowledge and starting from the assumption that borders do 
not exist and that, in fact, everything around us is folklore.” There were 21 dancers on 
stage - two male dancers and nineteen female dancers.

15  https://dictionary.cambridge.org/dictionary/english/melting-pot
16  https://www.merriam-webster.com/dictionary/melting%20pot
17   Furthermore, I would not go into the interpretation of the melting pot concept since it is not directly related to this work, but I 

would only refer to the literature for further information on the given topic: Carter, Greg. 2013. The United States of the United 
Races. A Utopian History of Racial Mixing. New York and London: New York University Press.

18  The entire performance is available at the following link: https://www.youtube.com/watch?v=qUKE8rIMyY4
19   Bitef Theater is a significant cultural spot in Serbia, an avant-garde theater in Belgrade, founded in 1989. Since its founding, the 

basic tendencies of this institution have been “...discovering new theatrical tendencies in our environment, as well as providing 
space to artists whose work represents a leap from the traditional and established boundaries of stage expression” (s. https://
teatar.bitef.rs/O-pozoristu/438/O-pozoristu.shtml). Because of this, Bitef Theater symbolically contributed immensely to the 
#MeltingPot performance, which stepped out of its genre’s well-known and established boundaries.
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The first part, Intro/Impro, was accompanied by music made by Ivan Marković and 
Lenhart Tapes. The students at the Ballet School already performed this part of the perfor-
mance at one of the concerts, from which the entire #MeltingPot project arose. What can 
be read from the performance is the authors’ intention to play with structures – both mu-
sical and dance. In this sense, content improvisation is crucial to the typical appearance in 
modern dance. However, when it comes to the choreography of traditional dance, impro-
visation generally has no place but a certain fixedness of patterns and movements. #Melt-
ingPot, on the contrary, included the movement improvisation of the traditional dances in 
this part of the program. Observing the performers’ improvisation manifestly shows the 
origin of the performers’ dance domain. Namely, it was clear who belonged to the tradi-
tional dance section but who to the contemporary dance section – the latter performed the 
dance improvisation more easily. This is not a particular criticism but only a confirmation 
of the thesis that even improvisation in art is a structured system in which dancers never 
invent entirely new content but always rely on those practices they have performed before, 
recombining them to, at the moment of performance, different ways.

The next part, Kalle mio, was accompanied by the music of the Italian composer Clau-
dio Monteverdi. Although the very name of the spot is associated with an Italian play, 
this is about playing with the audience. In the song performed by the dancers, there is 
a verse about the grafting of flowers: “He grafted, he grafted when he was young” (in 
Serbian kalemio, kalemio, kad je momak bio). The caricatured name of this part reflects 
the entire message that this part of the performance sends – in it, the authors humorously 
presented the literalist understandings often encountered in the amateur scene of tradi-
tional dance choreography. For example, if a particular song is about a guy giving a rose 
to a girl, chances are high that the choreographer will resort to that solution and show 
what the song is about. In the further course of this part of the program, the authors con-
tinued to play, using video projection: when the inscription “meadow” appeared on the 
projector, the players covered the scene with crepe tape so that it resembled a meadow; 
at the moment when the word “stream” stood instead of the meadow, the dancers made 
a line with the same crepe tape that represented an imaginary stream, which everyone 
jumped over as if there was some kind of water there, etc.

Birtz is the name of the third part performed by the dancers only with singing, a 
capella. This part noticeably represented the symbolic inversion of roles. Birtz is an 
abbreviation of the word bircuz – tavern.20 In a traditional, patriarchal culture, it is a 
place for men; therefore, most choreographers of traditional dance, in presenting dif-
ferent birczuz, resorted to literal performances – lots of men drinking, and one woman 
who serves them or sings and dances. #MeltingPot gives a reverse view of the situation 
where birtz is filled with women while two guys dance the way women dictate with 
their songs. Symbolic inversion of gender roles has not been presented in traditional 
dance choreographies until now unless those choreographies depicted a specific ritual 
practice – which is again a literal copying of ethnographic data, and birtz can be seen as 
a continuation of the previous point in which dominant approaches to traditional dance 
choreography are caricatured. It is also important that the dancers performed contempo-
rary dance, although inspired by traditional dance motifs in most cases – this is where 
the combination of these two arts was most noticeable.

20   Bircuz (birc, birtija) is a type of tavern with regular customers. This term often refers to a small cafe where people from the 
neighborhood gather, where the atmosphere is relaxed, and cheap alcoholic drinks are served. Bircuz is also characterized by 
folk music, often live performances with female singers (s. https://velikirecnik.com/2017/02/28/bircuz/).
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The fourth part, Zbrda/zdola, was followed by the composition of Bojan Milinković. 
This part represents a classic presentation of traditional dances on stage – the dances are 
presented as they were recorded in the field, without interventions, in simplified chore-
ography. However, what separates the classic and desirable model is the last segment. 
The dancers performed ‘užičko kolo,’ and the interpretation of this dance was not the 
same for everyone – it seemed as if this dance was performed on one of the occasions 
for dancing, where the dancers perform the dance as they feel at that moment. Although 
the dancers were dressed in black dance gear throughout the performance, the video 
presentations at this point showed the same dancers but in folk costumes. At certain 
moments, the dance on the stage and the dance on the video were synchronized. The 
audience could also see the folk costume – an indispensable stage costume in choreo-
graphed folklore- and dancing equipment that the audience at concerts of folk dance 
ensembles cannot see.

The last point of #MeltingPot was called Outro and was performed to the music of Pan 
Sonic (4, 41 / Lahetys). Here, the dancers presented the entire choreography and concert 
preparation process. In the video presentation were the concepts that every traditional 
dance dancer often hears during choreography and practice: three-step, jump, straight-
en, smile, emphasize, etc. On stage, the dancers portrayed the teachers in the process of 
preparing for the performance, as well as the students themselves. One group conducted 
the other during the singing; the male and female dancers were the ones who corrected 
the others and showed them how they should stand when to emphasize the movement, 
and the like. At this point, merging elements from the inventory of traditional and con-
temporary dance was also visible. The importance of the video presentation within the 
entire performance was highlighted at the end when the dancers on the stage turned their 
backs to the audience. At the same time, the dancers in the video bowed by facing the 
audience.

#MeltingPot from a dancer’s perspective
The history of the choreography of traditional dance in Serbia shows us how the men-

tioned genre was framed and increasingly lost the status of art and gained a role in the 
practices of “preserving tradition,” “heritage,” and “identity.” Because of previously 
mentioned romantic and essentialist concepts, the choreographic processes have mostly 
stayed the same for decades. Choreographies remain bounded by firm, impermeable 
boundaries and often extremely strict about the potential influx of new artistic ideas.

The Ministry of Culture of the Republic of Serbia classifies traditional dances as „con-
temporary dance” and, at least formally, views them as a form of art. However, contrary 
to that, informally, even by those same officials from the Ministry, traditional dance is 
perceived as a tradition that should not be changed but only preserved and presented in 
its „original” forms.21 On the other hand, high schools with courses for training dancers 

21   According to its official public policies, the Ministry of Culture of the Republic of Serbia classifies traditional dances under the 
Sector for Contemporary Creativity jurisdiction. The mentioned Sector performs tasks “...related to monitoring and analyzing 
the situation in the field of contemporary literature and publishing, contemporary visual art and multimedia, musical art and 
discography, stage and music-stage art, cinematography and proposing measures for their improvement and financing...” (s. 
https://www.kultura.gov.rs/tekst/63/sektor-za-savremeno-stvaralastvo.php). In their activities with the co-financing of pro-
grams in the domain of culture, they classify traditional dance more closely in the field of “artistic dance,” along with ballet and 
contemporary dance. So, at least formally and according to the available documents of the Ministry, traditional dance (which 
they call “folk dance”) represents the field of contemporary creativity or, more precisely, artistic dance and is treated exclusively 
as stage art. However, informally and through the analysis of the programs financed by the Ministry, it can be seen that it fi-
nancially supports many projects concerning the “preservation of tradition,” various festivals of “original folklore,” etc. In other 
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in traditional dances also approach these phenomena in very similar ways, with occa-
sional concessions.22

Because of all that, the students at Ballet schools remain narrowly limited by the con-
cept of traditional dance, although during their education, they also attend other dance 
genres - classical ballet, character dances, contemporary dance, etc. After performing 
the #MeltingPot performance, many students emphasized the realization of the limita-
tions of the KTP genre, often stating that due to the monotony of the approach in this 
direction, they gave up on it:

“As for the Department of folk dance, I wanted it to happen, for something to change in the 
folk dance. Because 13 years of dancing the same, constantly, and only one and the same in a 
different formation is something that needs to change” (I2m23)23

“I stopped dancing traditional dance because folklore started to limit me. I was sick of danc-
ing the same thing for 5-6 hours daily. They are all different choreographic solutions, but 
the essence is the same. This is because folklore is so presented in our country as if we are 
preserving tradition; it is molded a lot. I think that this project also wanted to say that we can 
and must break out of those molds because otherwise, we cannot progress” (I3f17)24

“When they started working on this project with us, we all wondered - what do they want from 
us now, that we are losing our tradition?! However, then, over time, we realized that we, too, 
were molded a lot. So, it helped me get rid of prejudices, molds that, unfortunately, we all 
have” (I3f17)

After the initial lessons and “breaking the ice,” i.e., understanding that the project’s 
intention is not to “break” any tradition, nor is it possible to do it with one undertaking, 
long and hard preparations began. Although the dancers and authors of the performance 
had truly little time – they staged and rehearsed the entire performance for only two 
months. The rehearsals were intense and were held two to three times a week for several 
hours. As a result, despite the complex and tiring work, the students benefited from a 
different principle of work, and especially the freedom in creating choreography.

In the choreography of traditional dance, the artistic and creative freedom of the per-
former is not present. In other words, there are clearly defined roles: the choreographer 
has absolute authority in designing and setting up the choreography, while the dancers 
are just mere performers. In these processes, dancers are rarely asked for their opin-
ion, nor do they have the opportunity to express their viewpoints if they notice that a 
choreographic solution is not adequate or that it is possible to solve it better from the 
perspective of someone who directly performs the given act. However, in the creation 

words, they contradict their policies of action.
22   In everyday discourse and more rarely in ethnochoreological papers in Serbia, the term folk dance persists, although this term’s 

shortcomings and negative connotations have already been widely discussed. More about the problem of the term folk dance, 
which is strongly connected with romanticism ideology, see Nahachewsky 2012, 31; Kealiinohomoku 1972, 381).

23   This part of the work is based on the material collected during field research in 2018. I conducted in-depth semi-structured 
interviews with four students participating in the #MeltingPot performance. Due to personal data protection, the interlocutors’ 
names will not be revealed, but a corresponding code will represent each of them. The codes look like this: I1f17 and each sym-
bol has a meaning where (I) means the interlocutor, the first following number indicates the sequence number of the interview 
in my database, (f) or (m) indicates the gender of the subject, while the last two digits represent the age of the subjects at the 
time of the interview.

24   In an everyday speech in Serbia, the phrase “I play/dance folklore” is often used for the process of performing traditional dances.
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of #MeltingPot, the authors of the performance broke down the traditional strict oppo-
sitions’ choreographer:dancer and gave opportunities to the performers to intervene in 
the processes of creating the performance. Mentioned above is also noticeable in some 
of the dancers’ narratives:

“It was interesting because we had much freedom, and every proposal was considered and 
maybe even adopted. There was much improvisation on our part, as far as the contemporary 
direction is concerned; we had a lot of freedom, and nothing was planned that had to be like 
that. We could always say if we thought something should be different if we liked it or if we did 
not like it, and then the professors, based on that, built the whole project so that it would be 
more pleasing to us than to be what they strictly outlined for themselves” (I2m23)

“From improvisation, we could do whatever we wanted, and then the professor would say it 
could or could not be done... In any case, it was a challenge because it was not what we nor-
mally do. It made us think a little differently about how to fit the dance with that non-standard 
music. We had that freedom, but it was also a challenge” (I3f17)

In addition to challenging them to indulge in new forms of choreography, the dancers 
also had to learn other dance genres that were not close to them before. As the Depart-
ment of Folk Dance and Contemporary Dance students participated in the performance, 
everyone had to master both dance genres equally. Therefore, it is interesting to observe 
the perspectives of the students themselves and see how they view the processes of mas-
tering new dance experiences:

“Well, it was interesting and not so difficult for us because we were doing something we were 
interested in” (I1f17)

“I think it was more difficult for the folk dancers to do contemporary dance than for us. Be-
cause they are used to being told exactly what they are doing, and we are not used to that, it 
was probably a big change” (I4f17).

“For all of us modern dancers, that form of dancing (traditional dance, ed. author) is difficult 
because our legs are not used to it. I remember we went around the circle at the first rehearsal 
and played the basic three-step. Then if I did not die, I never would. It was tough in terms of 
fitness... And that whole repetition process... very scary!” (I1f17).

“The study of modern dance remained in my memory with bruises. My knees were blue, and 
that threw to the floor... our knees suffered the most. However, unlike when I dance folklore, 
while I was dancing a contemporary dance, I felt a lot more powerful, and somehow, I felt that 
my confidence was growing when I had to do some modern movements. When we danced the 
traditional dance, it was not like that, but when contemporary dance comes, I think - well, now 
you see what else I can do besides what everyone knows! Powerful, that is the right word!” 
(I3f17).

Due to the aforementioned accelerated work on preparing the performance, students 
and professors invested much capital, primarily physical and time, in its realization. As 
a result, what the students remember are long rehearsals and complex preparations:



207

“The plans and programs they organized for us were very tiring, it frustrated us all a bit, but 
everything was fine afterward. We look at the notice board, and it says: ‘TradicijaNova, from 
18:45 to 20:15’. I mean, Friday, great... Oh, we’re at school until 4 p.m. Definitely those re-
hearsals in the evening, and we never had one rehearsal; we always had two, three, or four 
rehearsals a week. Moreover, those rehearsals in 90% of cases were in the evening. It was 
hard to get used to that pace... In fact, we never got used to it; we made peace with it - that is 
how it is” (I3f17).

“We literally had two months to prepare, and we managed to achieve everything. We prac-
ticed a lot and only the basic things; we practiced a lot in other things to figure out what was 
needed. We were all tired from rehearsal and school. Because we have classes all day and 
then in the evening, we come to the rehearsal, and everyone is already tired, concentration 
has dropped, and no one has the strength to work. Moreover, we were pressured to finish it on 
time and make it look right” (I1f17).

“Everything was interesting at the beginning, and then came the practice phase, where we all 
thought, we were going to kill each other, but we survived that and were satisfied in the end. 
... The constant repetition of the same part until it turns out perfect and the fact that we, for 
example, had eight rehearsals a week for the entire schedule, with physical and mental effort, 
was all tiring” (I4f17).

The strenuous rehearsals, in the end, paid off when the moment of the premiere came. 
As mentioned, #MeltingPot was performed as part of the second Ethno summit Tradici-
jaNova in Belgrade in 2018. The ceremonial performance was held in the BITEF the-
ater, one of the most important places for creating and presenting art in Serbia, where 
foreign troupes, actors, and other artists are also guests. The reactions of the audience 
- positive and negative – are also witnessed by the students as follows:

“It was a great pleasure for me. When we heard that we would perform at the BITEF theater 
and perform there for the first time, I was delighted, more or less, that we were going to Bel-
grade than it was the BITEF theater! Moreover, that premiere performance was in November, 
and we have been preparing everything since September 1. When we got there and got ready, 
I felt professional, like all of us; we just talked about it afterward. It boosted our confidence. 
After that, those reactions and the audience’s ovations were the same; I get chills even now 
when I remember it! (I3f17).

“The audience reacted well; there was a long applause. I am glad that people did not react in 
the sense of criticizing us for what we do, but accepted it nicely” (I2m23)

“My family liked it very much, except for Dad. Dad said that it was incompatible with him and 
that it was terrible for him and that he did not know what we were doing” (I4f17).

If we ignore the previously mentioned strenuous preparations and the audience’s re-
actions, their new view towards the art and genre of traditional dance choreography left 
a strong impression on the students. As many say, working on the #MeltingPot perfor-
mance broadened their horizons in several ways:
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“This opened my horizons. I am involved in the contemporary dance, and this showed me how 
much it can fit in and expand its expression, way of movement” (I1f17)

“It probably made us all more mature, especially that abnormal number of rehearsals; when 
we survived that, I think we all came to school and, like - we do not have rehearsals today... 
And then we realize that, well, it is nothing terrible” (I4f17)

“Initially, I did not like anything there because I was conservative. I said: ‘Well, it is not tra-
dition, it is not folklore, what they are doing now, it annoys us!’ However, it was inspiring for 
me afterward. I think folklore limits us a lot. That project contributed to my way of thinking. I 
liked that we connected everything like that, and it also boosted my confidence. I talked with 
many people, both from the contemporary and my class... Especially those of us from the folk 
dance was not used to the fact that something new and different could be done. We are not 
dull-witted folklorists in costume who, with a smile from ear to ear, molded, hold their hands 
exactly as they were told; we only look at one point, possibly at our partner... But we could 
also frown and come up with something at a moment’s notice. We will do that. It all boosted 
my confidence. I really liked it” (I3f17).

“We who dance traditional dances know how to lose that feeling of exhilaration. We hold 
hands or by the belt, we dance, we laugh... We get to a certain stage when you have been 
dancing folklore for years, and the feeling of satisfaction, because you dance disappears. We 
feel the saturation and the need for something new, which folklore, unfortunately, denies us. 
However, this project has shown that something can change. I realized that tradition is not 
and should not be static and does not change” (I4f17).

The dancers’ experiences testify that the idea of new forms of presentation of tra-
ditional dances is very desirable. Also, the entire performance shows that the fear of 
“destroying tradition” is unjustified since the presentation of dances in innovative ways 
does not disrupt their existence. Besides, dance troupes, unless it is a narrow specialty, 
do not necessarily have to deal with the musealization of dances. On the contrary, this 
performance helped the students to understand all the potential of traditional dances and 
the possibility of them serving as inspiration for contemporary art. Therefore, break-
ing the long-established strictures surrounding the choreography of traditional dances 
is not only desirable but also necessary. Otherwise, this direction will continue hiber-
nating and remain uninventive and not enjoyable to watch. Therefore, the fear of the 
disappearance of traditional dances will not come true if they are presented differently 
than those currently acceptable or if there are minor interventions in their structure for 
performance purposes. Dances will disappear if fixed and consistently performed in the 
same way so that they become uninteresting to the audience and their performers.

Instead of a conclusion
In the end, the main problem in the choreography of traditional dances and in the ex-

pectations of the audience or professional public is the essential starting point built on 
the opposition original:stylized. The mentioned two concepts are set as opposed to each 
other, and, accordingly, when choosing an approach, choreographers must necessarily 
decide on the “original” or “stylized” type of choreography. As we have seen, the divi-
sions did not arise alone but were influenced by a robust romantic-folkloristic discourse 
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that scientists in their respective fields also strengthened. Here, I am primarily thinking 
of Ljubica and Danica Janković and of Ivan Ivančan, who, through their theoretical 
works, emphasized the importance of fieldwork for every choreographer, then respect 
for “authentic” material and, implicitly or explicitly, hinted that the combination of 
other dance genres with traditional dance can lead to the loss of its essence (s. Janković 
and Janković 1949; Ivančan 1971). Such attitudes, sometimes in a more radical form, 
persist to this day and permeate dance ensembles and the ideas of traditional dance 
choreographers.

On the other hand, the scientific discourse primarily did not deal with the choreog-
raphy of traditional dance for a long time, viewing it as a product of folklorism, an 
invented tradition and, consequently, something not worth studying (s. Bošković-Stulli 
1983, 228-229; Antonijević 2023, 104-105). Nevertheless, when this discussion was 
also opened, scholars, mainly from the amateur world of folk dance ensembles, trans-
mitted specific structures of thought and were guided by the ideas mentioned above 
built on the fundamental opposition of original:stylized. For this reason, they began to 
build specific systems of classification of the choreography of traditional dance, trying 
to see if a particular work of art is more or less stylized. Herein lies the fundamental 
problem with any attempt to classify living and vital phenomena: they have led to ru-
dimentary classifications, crude determinations, and neglect of subtle levels within the 
genre. Moreover, this is what many researchers have noticed and proved a long time 
ago: choreographies are not only “original” or only “stylized” but should be viewed as a 
continuum containing admixtures of both poles. In other words, original choreographies 
have a touch of stylization, as much as stylized ones have a touch of originality (cp. 
Nahachevsky 1995; Shay 2002).

In this regard, the #MeltingPot performance served as an outstanding illustration of a 
performance that dismantles the constraints imposed on the genre of the choreography 
of traditional dance. Although this performance presents traditional dances and music 
in inventive ways, radically different from what is expected, it still does not intervene 
too much in the “authentic” material. In other words, the dances and music are from the 
inventory of tradition, reconstructed according to the notes of professional researchers. 
However, conventional forms of choreography were avoided here, and the choreogra-
phers played with costumes, lights, and forms. Such new approaches would eventually 
revive the long-dead practice of traditional dance choreography, which has lain dormant 
for many years.

Whether something will change in that sense is highly questionable. Any attempt to 
intervene in presenting traditional dances on stage ends badly. Even the #MeltingPot 
performance was performed only two or three times. Amateur and professional dancers 
and choreographers harshly condemned other initiatives of a similar type. The current 
state of society, characterized by a right-wing and nationalist-oriented state policy, also 
contributes to the overall critical discourse, which hierarchically spills over to all exist-
ing institutions. The new wave of re-traditionalization and the strengthening of the right, 
directed towards the idea of “preserving tradition” and “defending identity” – although 
no one attacks them and has no intention of “erasing their tradition,” led to a frantic 
revival of forgotten customs and the invention of traditions in Hobsbawm’s sense (s. 
Hobsbawm and Ranger 2011), for the sake of legitimizing the mentioned political strat-
egies. In this sense, traditional dance serves them as a tool for instrumentalization, with 
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which they strive to achieve their political-ideologically colored intentions. At the same 
time, art has the most damage in the whole situation.
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Кореографија традиционалног плеса у Србији у уметничкој кризи: 
антрополошка интерпретација

Сажетак: Србија има дугу етнокореолошку традицију, док је уметност 
кореографије традиционалног плеса релативно новија појава, настала после Другог 
светског рата. Иако је реч о уметничкој пракси, кореографија традиционалног 
плеса се често заснива на опозицији оригинално: стилизовано и перципирано 
као пракса која „чува идентитет”, „традицију” и „наслеђе”. Тврдим да тежња ка 
жанровској подели не иде у прилог уметности. Напротив, покушаји уоквиривања 
и инсистирање на јасној посвећености приступу при креирању кореографије 
доводе до ограничавања уметности кореографије традиционалног плеса. Овај 
рад има за циљ да прикаже процесе у којима се градио дискурс о „оригиналним” 
кореографијама, а затим да укаже на ограничавајуће покушаје поджанровске 
класификације кореографија. На крају, у овом прилогу биће представљена емисија 
„#МелтингПот” у извођењу ученика Балетске гимназије из Новог Сада. Наиме, у 
овој представи традиционални плесови су инспирисали професоре и студенте да 
створе нове кореографске форме и извуку кореографију традиционалног плеса из 
година хибернације.

Кључне речи: кореографија традиционалног плеса, уметност, оригинал, 
стилизовано, #MeltingPot
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Ivan Ivančan – obitelj, tradicija i folklor

Sažetak: Nije lako zvati se Ivan Ivančan, a ne baviti se folklorom. Već u zapisima iz 
prošlog stoljeća, nalazimo podatke o baki Evi Ivančan, njezinom sinu Andriji i unuku 
Ivanu Ivančanu. Potonji (dr. Ivan Ivančan) jedan je od najpoznatijih hrvatskih etnokore-
ografa i etnokoreologa. U obitelji Ivančan folklor je bio osnovna životna potka pa je bilo 
gotovo nemoguće odrastati u takvom okruženju i ne baviti se folklorom. Ivan Ivančan, 
kojeg opisuje ovaj rad, sin dr. Ivana Ivančana, rođen je 1953. g. u Zagrebu. Već 1975. 
godine započinje karijeru u Ansamblu narodnih plesova i pjesama LADO. U Ansamblu 
je proveo 41 godinu od čega čak 24 godine kao umjetnički ravnatelj. Tijekom godina 
koje je proveo kao umjetnički ravnatelj, na repertoar je postavio više od četrdeset novih 
koreografija te četiristo glazbenih brojeva svjetovnog i sakralnog karaktera. Osmislio je 
i na scenu postavio stotinjak posebnih programa za razne prigode. Za njegova mandata, 
Ansambl je primio čak 24 diskografske nagrade Porin, od kojih je Ivan Ivančan osobno 
primio čak njih 9. Priredio je reprezentativnu glazbenu monografiju Hrvatska tradicij-
ska glazbala i sastavi. Na Školi za klasični balet predavao je folklorno pjevanje i osnove 
koreografije. Od 1983. godine na Školi folklora Hrvatskog sabora kulture predavao je 
folklorno pjevanje i plesove. Sve navedeno, a što je samo dio bogate i raznolike folklor-
ne aktivnosti Ivana Ivančana, bez dvojbe ga svrstava u velikane folklorne scene. Sve 
navedeno samo je dio bogate i raznolike folklorne aktivnosti Ivana Ivančana koja ga 
bez dvojbe svrstava u velikane folklorne scene, a o čemu svjedoči i ovaj pregledni rad.

Ključne riječi: Ivan Ivančan, Ansambl LADO, folklor, tradicijska kultura, baština

Autori ovog rada koriste priliku zahvaliti se Ivanu Ivančanu, ml. za veliko strpljenje i detaljan opis 
bogatog iskustva i velikog znanja o folkloru i tradicijskoj kulturi koje nam je nesebično i minuciozno 
prenosio tijekom brojnih večeri u sklopu provođenja intervjua za potrebe ovog rada. Također se zahvalju-
jemo Ivanu Ivančanu ml. za sve što je učinio i što još uvijek čini za skrb, promociju, očuvanje i prenošenje 
znanja na mlađe generacije o bogatoj hrvatskoj tradicijskoj kulturi i folklornoj baštini.

https://doi.org/10.5281/zenodo.10998823

Suzana Ajhner-Starčević
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Krešimir Starčević
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Uvod
Rad obrađuje obiteljsku genezu i svojevrsni fenomen veze između prezimena Ivančan 

te hrvatske tradicijske kulture i folklora. Priča o obitelji Ivančan seže još u prošlo stolje-
će i počinje s Evom Ivančan. Eva Ivančan bila je naoko obična žena iz sela Molve u 
Podravini koja je uz uobičajene kućne poslove i poslove na obiteljskom imanju, ulagala 
mnogo truda, ljubavi i vremena u skupljanje, čuvanje i prenošenje glazbene tradicije 
Molvi i Podravine na svoju djecu. Mnogi današnji najizvođeniji folklorni napjevi iz 
Podravine, sačuvani su upravo zahvaljujući kazivanju Eve Ivančan i zapisu dr. Ivana 
Ivančana.

Slika 1. Baka Eva Ivančan i dr. Ivan 
Ivančan, 1958.g (privatni arhiv obitelji 
Ivančan)

Evin sin Andrija bio je pedagog, vrijedni saku-
pljač narodnog blaga i kulturne baštine te autor 
mnogih pučkih drama. Već je Andrija Ivančan za-
počeo istraživački rad na terenu i skupljanje građe 
od kazivača. Prema kazivanju Kokša (2016), upra-
vo je on „zarazio” svoga sina Ivana ljubavlju prema 
folkloru, tradicijskoj kulturi i baštini te terenskom 
radu. Andrija je svog sina Ivana vodio sa sobom na 
teren kao pomagač koji je zapisivao pjesme i tadaš-
njom tehnikom snimao izvorne kazivače.

Slika 2. Dr. Ivan Ivančan s roditeljima Andrijom i Zla-
tom, 1929.g. (privatni arhiv obitelji Ivančan)

Dvadesetak godina kasnije, Ivan Ivančan, unuk bake 
Eve i sin Andrije, jedan je od najuglednijih hrvatskih 
istraživača folklora, etnokoreografa i etnokoreologa (IEF, 
2023). Završivši prvo studij kemije, upisuje studij etnolo-
gije na zagrebačkom Filozofskom fakultetu gdje 1962.g. 
diplomira a 1965.g. i doktorira (HBL, 2023).

Slika 3. Dr. Ivan Ivančan, 1977.g. (privatni arhiv obitelji 
Ivančan)
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Pokojni Dr. Ivan Ivančan ima dva sina, Ivana i Andriju, koji su odmalena rasli u „fol-
klornom” okruženju, putujući s ocem i skupljajući vrijednu baštinsku građu na terenu. 
Kokša (2016) primjećuje kako je obojici već od djetinjstva bilo predodređeno da se 
bave folklorom.

Slika 4. Ivan Ivančan u mladim danima, 
1974.g. (privatni arhiv obitelji Ivančan)

Kako će o folklornoj karijeri starijeg 
brata Ivana biti više riječi u ovom radu, 
ovdje je važno spomenuti da je mlađi 
brat Andrija bio dugogodišnji umjet-
nički voditelj ZFA „dr. Ivana Ivanča-

na”, a nakon odlaska starijeg brata Ivana u mirovinu, 4 godine je bio umjetnički ravna-
telj Ansambla LADO.

Slika 5. Andrija Ivančan za vrijeme mandata umjet-
ničkog voditelja Ansambla LADO, 2018.g.; izvor: 

Ansambl LADO

Danas je Andrija umjetnički ravnatelj ansam-
bla Linđo, a tradiciju nastavljaju njegovi sinovi 
Ivan i Martin, pri čemu je stariji sin Ivan, već 
autor nekoliko uspješnih koreografija i umjet-
nički je voditelj ZFA „dr. Ivana Ivančana” 
(ZFA, 2023).

Slika 6. Ivan i Martin Ivančan, 2018.g. (privatni 
arhiv autora)
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Folkolorna karijera Ivana Ivančana
Prije opisa vrlo bogate folklorne karijere Ivana Ivančana ml., nekoliko bibliografskih 

podataka. Ivan Ivančan rođen je na Ivanje, 24.6.1953. g. u Zagrebu gdje je i maturirao s 
odličnim uspjehom. Završio je glazbenu školu za klavir, a osim klavira svira još nekoli-
ko instrumenata.

Slika 7. Ivan Ivančan i Marijan Braco Makar u trenutcima opuštanja, 1985.g., (privatni arhiv 
obitelji Ivančan)

Kao i većina mladih u to vrijeme, u gimnazijskim danima je svirao u rock, i to u sa-
stavu „The Cheefs”. No, nije mogao pobjeći od utjecaja obiteljske tradicije, pa se ubrzo 
okreće pravoj ljubavi i strasti – strasti prema folkloru. U aktivni kontakt s folklorom 
dolazi već 1968.g., kad počinje plesati u KUD „Joža Vlahović” kojeg je tada vodio nje-
gov otac dr. Ivan Ivančan, u čiju čast se danas ansambl zove ZFA „dr. Ivana Ivančana”.

Nakon kraćeg razdoblja provedenog u amaterskom ansamblu, 1975.g. zapošljava se 
kao plesač u Ansamblu narodnih plesova i pjesama Hrvatske LADO. U Ansamblu je 
proveo 41 godinu od čega 10 godina kao plesač, 7 godina kao plesni asistent te čak 24 
godine kao umjetnički ravnatelj. Zanimljivo je da su samo 2 umjetnička ravnatelja – 
Zvonimir Ljevaković (osnivač LADA) i Ivan Ivančan obilježili čak 48 godina (od uku-
pno 74) života Ansambla LADO. Ako tome dodamo još 5 godina mandata dr. Ivana 
Ivančana kao umjetničkog ravnatelja i 4 godine mandata mlađeg brata Andrije, tada je 
obitelj Ivančan umjetnički ravnala s Ansamblom punih 33 godine (od ukupno 74 godi-
ne) života Ansambla LADO.

Slika 8. Ivan Ivančan u Ansamblu LADO, 1975.g. (privatni 
arhiv obitelji Ivančan)

Ivan je otac sina Matije koji se također bavi glazbom, 
još uvijek ne folklornom, ali ni Ivan se u početku nije 
bavio folklorom pa nije nemoguće da će se i sina Matija 
možda jednoga dana baviti folklorom i nastaviti obiteljsku 
tradiciju.
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Slika 9. dr. Ivan Ivančan s unucima Ivanom, Matijom i 
Martinom, 2003.g., (privatni arhiv obitelji Ivančan)

Ivan Ivančan 2016. godine odlazi u mirovinu, osta-
vivši iza sebe značajan korpus plesnih, glazbenih i 
umjetničkih ostvarenja na folklornom „nebu”, zbog 
čega je ovaj rad i posvećen njemu (LADO 2023.a.).

Kroz godine umjetničkog rada u Ansamblu LADO, na repertoar je uvrstio više od 40 
novih koreografija. Osmislio je i na scenu postavio više od 100 posebnih programa za 
turneje i ostale prigode. Među njima valja istaknuti 30-tak tematskih programa posve-
ćenih svim hrvatskim regijama. Posebno se ističe program „Hod kroz God” u kojem su 
prikazani narodni običaji kroz godinu te program posvećen nematerijalnoj kulturnoj 
baštini pod zaštitom UNESCO-a (LADO 2023.b.).

Slika 10. Plakatno rješenje za tematski godišnji koncert 
Hod kroz God Ansambla LADO, autora Ivana Ivančana, 

2015.g.; izvor: Ansambl LADO

Tu su i programi posvećeni velikanima folklorne i 
glazbene scene (kao što su Božo Potočnik, Emil Co-
setto, Tomislav Uhlik, Marijan Makar, Zvonimir Ljeva-
ković i dr.). Mali iskorak od uobičajenog bila je surad-
nja s HNK i folklorni balet s pjevanjem Veronika, nastao 
na temelju legende o Veroniki Desiničkoj. Ostvario je 
suradnju s kazalištem Komedija u predstavi Narodil se 
mladi kralj (LADO 2023.c.).

Želeći upotpuniti program, na repertoar je uvrstio gotovo 400 glazbenih brojeva svje-
tovnog i sakralnog karaktera. Osnovao je muški pjevački ansambl Vokalisti LADA koji 
su održavali samostalne programe i koncerte posebno njegujući crkveno pučko pje-

vanje i klapsko pjevanje iz južnohrvatskih prostora. 
Da bi LADO približio publici koja obično ne dolazi 
na koncerte LADA kao i mlađoj populaciji, realizirao 
je projekt JazzLANDO kako bi pokazao da folklorna 
glazba može odlično zvučati u jazz izdanju i drugim 
glazbenim izričajima.

Slika 11. Plakatno rješenje za poseban koncert Jazzla(n)
do Ansambla LADO, autora Ivana Ivančana, 2008.g.; 
izvor: Ansambl LADO
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Drugi veliki projekt koji je pokrenuo, a koji se nastavlja i danas je LADO Electro. 
Projekt LADO Electro donosi novi glazbeni i vizualni identitet LADA i odlično je pri-
hvaćen od strane publike (LADO.d. 2023).

Slika 12. Nastup LADO Electro u Vintage Industrial baru, 2019. g. izvor: Ansambl LADO

Organizirao je zajedničke koncerte s profesionalnim ansamblima iz raznih država Eu-
rope i regije. Inicirao je osamostaljenje i promociju orkestra LADA kroz samostalne 
programe i koncerte. U njegovoj koreografiji iz Međimurja po 1. puta se na sceni LADA 
pojavljuju bandisti (limena glazba). Za vrijeme rada u ansamblu LADO, nije zaboravio 
važnost rada na terenu pa je i dalje aktivno istraživao i bilježio tradicijsku kulturu i ba-
štinu na terenu od izvornih kazivača. Osim toga, za vrijeme rada u Ansamblu LADO, na 
pozornicu je postavio 20 svojih autorskih koreografija od kojih je samo pet koreografija 
postavio u Ansamblu LADO, i to kako bi izbjegao kritiku javnosti o neobjektivnosti 
prilikom sastavljanja programa koncerata Ansambla LADO. Pored toga, zapisao je 
mnoštvo plesova posebnim pismom koje je osmislio Vinko Žganec, a koje pismo je 
slično internacionalnom Labanovom kinetogramu. Na taj je način nastavio tradiciju 
koju je naslijedio od svoga oca.

Slika 13. Primjer tzv. Žgančevog zapisa plesnih koraka (privatni 
arhiv Ivan Ivančan)

Također, napisao je i aranžmane za folklorni zbor nekoliko 
često izvođenih narodnih pjesama za Ansambl LADO ali i 
mnoge druge KUD-ove.

Slika 14. Primjer glazbenog aranžmana za folklorni 
zbor (privatni arhiv Ivan Ivančan)

Zalagao se za suradnju s drugim suradnim usta-
novama iz područja kulture i baštine, pa je tako u 
suradnji s Etnografskim muzejom nastala izložba 
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„Iz riznice LADA”. Izložba je organizirana radi promocije bogatog fundusa narodnih 
nošnji u ansamblu od koji su neke muzejski primjerci koji se još uvijek aktivno koriste 
na sceni.

Svakako treba spomenuti nastupe na svjetskim pozornicama za koje se uvijek tražila 
karta više, kao što su npr. Broadway u New Yorku, Royal Albert Hall u Londonu, Mann 
Auditorium u Tel Avivu, Palača UNESCO-a u Parizu i mnoge druge velike pozornice 
širom svijeta. Posebno su bili zapaženi koncerti na jednomjesečnoj turneji u Japanu ti-
jekom koje su, uz 27 koncerata u 21 gradu, održane i brojne plesne radionice.

Slika 15. Jedan od brojnih uspješnih koncerata (privatni arhiv Ivan Ivančan)

Slika 16. Seminar za polaznike folklornog seminara u Japanu (privatni arhiv Ivan Ivančan)

U vremenu dok je bio u LADU, Ansambl je izdao 30-tak albuma/nosača zvuka, od ko-
jih je čak 12 albuma nagrađeno diskografskom nagradom Porin. Ivan Ivančan je osobno 
primio čak 9 Porina, a vitrina LADA bogatija je za još jednog Porina – Porina za ži-

votno djelo dodijeljenog ansamblu. Osim Porina, Ansambl 
je osvojio mnoge nacionalne nagrade i svjetska priznanja, 
a posebno je važna nagrada „Ivan Lukačić” na Varaždin-
skim baroknim večerima. Ova je nagrada važna stoga što 
je jedan folklorni ansambl osvojio nagradu na baroknom 
festivalu (LADO.e., 2023).

Slika 17. Ivan Ivančan ml. s osvojenim Porinom (privatni arhiv 
Ivan Ivančan)
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Surađivao je na izdanju monografije: LADO – hrvatsko nacionalno blago, a priredio 
je i reprezentativnu glazbenu monografiju Hrvatska tradicijska glazbala i sastavi. Osim 
što je bio vrstan plesač i pjevač, pokazao se kao odličan pedagog i edukator. Prije nego 
je postao umjetnički ravnatelj ansambla LADO, osnovao je i 10 godina vodio folklorni 
ansambl KUD-a Zagreb, koji je u to vrijeme bio jedan od najuspješnijih amaterskih 
ansambala. Kao etnokoreolog i etnokoreograf, surađivao je Ansamblom KOLO iz Beo-
grada, KUD-om Svetozar Marković iz Novog Sada, FA Tine Rožanc iz Ljubljane, ali i 
mnogim drugim ansamblima iz cijele Hrvatske.

Slika 18. Naslovnica monografije Hrvatska tradicijska gla-
zbala i sastavi u izdanju Školske knjige i Ansambla LADO, 
2017.g.: izvor Ansambl LADO

Na Srednjoj školi za klasični balet predavao je folklorno pjevanje i osnove koreogra-
fije. Mnogi današnji plesači u Ansamblu LADO bili su polaznici ove srednje škole pa je 
LADO na taj način indirektno skrbio o obnovi plesačkog kadra u ansamblu. Na Dram-
skoj Akademiji je predavao Scenski pokret. Od 1983. godine je na Školi folklora Hr-
vatskog sabora kulture – matice iseljenika predavao folklorno pjevanje i plesove. Zani-
mljivo je da je rad ove škole pokrenuo njegov otac dr. Ivan Ivančan, a danas školu vodi 
njegov mlađi brat Andrija pa se na taj način obiteljska folklorna tradicija se nastavlja. 
Održao je brojne stručne seminare u Australiji, Kanadi, Japanu, Švedskoj, Mađarskoj, 
Njemačkoj i mnogim drugim državama. Često su ti seminar bili dio programa u sklopu 
turneje ansambla LADO, ali neovisno od LADA, Ivan je više desetljeća održavao ple-
sne i pjevačke seminare za ljubitelje folklora u dijaspori.

I danas je aktivan – sudjeluje kao član žirija na mnogobrojnim smotrama folklora, a 
odnedavna vodi i pjevački zbor u Ogulinu. Svakog siječnja putuje u Kanadu kako bi 
kroz 12 dana i u nekoliko gradova održao plesne i pjevačke 
radionice za hrvatsku dijasporu. U posljednje dvije godi-
ne, izdao je 2 zbirke haiku poezije, a treća je u pripremi. 
Po odlasku u mirovinu, odlikovan je ordenom Predsjednice 
Republike za osobite zasluge u promicanju kulture u RH i 
svijetu.

Slika 19. Zbirka haiku poezije Ivana Ivančana, 2020.g. (privat-
ni arhiv Ivan Ivančan)
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Metodologija istraživanja
Izrada ovog rada uključuje skraćeni oblik sekundarnog istraživanja temeljem priku-

pljenih informacija iz javno dostupnih izvora te istraživanje putem dubinskog intervjua 
sa Ivanom Ivančanom ml. osobno. Stoga su i znanstvene metode korištene u ovom radu, 
definirane karakterom pojedinih dijelova istraživanja. Pri izradi ovog rada koriste se u 
odgovarajućim kombinacijama sljedeće znanstvene metode: metode analize i sinteze, 
metoda deskripcije i prezentacije. Na temelju prethodno opisanog, analize folklornog 
nasljeđa u obitelji Ivančan te bogate i uspješne karijere Ivana Ivančana ml., proizlazi 
hipoteza koje će se testirati skraćenim istraživanjem, a koja glasi:

H: Ivan Ivančan ml., istinski je velikan folklorne scene!

Rezultati istraživanja i rasprava
Rezultati istraživanja temeljem prikupljenih informacija iz javno dostupnih izvora, vrlo 

nedvosmisleno i usuglašeno upućuju kako je doprinos cijele obitelji Ivančan hrvatskoj 
tradicijskoj kulturi i folkloru izniman i teško ga se može usporediti s nekom drugom obi-
telji u hrvatskoj povijesti. Naime, brojni su pojedinci čiji je doprinos zapisivanju, skrbi, 
očuvanju i promociji hrvatske tradicijske kulture i folklora zapažen i neprocjenjiv (Vinko 
Žganec, Zvonimir Ljevaković, Vido Bagur, Branko Šegović i mnogi drugi), pa se nipo-
što ne smije zaboraviti njihov izniman doprinos bilježenju baštinske i folklorne građe 
na terenu od izvornih kazivača te zapisivanje plesnih običaja i koraka širom Hrvatske. 
Važan je i njihov doprinos sistematskom zapisivanju skupljene građe kao i pedagoški rad 
na prenošenju skupljenog znanja na mlađe generacije. Naime, bez sustavnog prenošenja 
prikupljenog znanja i građe na mlađe generacije, nematerijalna baština se ne bi sačuvala i 
danas Republika Hrvatska ne bi bila 1. u svijetu po broju zaštićenih nematerijalnih kultur-
nih dobara na Reprezentativnoj Listi UNESCO-a u odnosu na broj stanovnika.

No, nije zabilježen slučaj da se toliki predani rad i profesionalni doprinos proteže 
kroz 3 generacije, a amaterski čak kroz 5 generacija. Prema Katarinčić (2006) vrlo je 
razvidno da je doprinos dr. Ivana Ivančana kao znanstvenika nemjerljiv u odnosu na sve 
ostale znanstvenike. Zapisao je brojne običaje i plesove, izradio je 352 kinetograma, 
izdao je mnogobrojne zbirke, znanstvene i stručne radove i izdao 21 knjigu. Snimio 
je čak 20 filmova, mnoštvo magnetofonskih vrpca i fotografija, gramofonskih ploča te 
realizirao brojna umjetnička ostvarenja (114 koreografija). Upravo je on utemeljitelj 
poznate i priznate Zagrebačke škole scenske primjene folklora. Stoga je, prema Zebec 
(Zebec 2005), dr. Ivan Ivančan najplodniji hrvatski etnokoreolog. Opsežno gradivo koje 
je prikupio čuva se u Institutu za etnologiju i folkloristiku u Zagrebu. Ivan Ivančan ml. 
je u već u ranoj mladosti s ocem vodio ljetne (kasnije i zimske) škole folklora u organi-
zaciji Hrvatskog Sabora kulture – Matice hrvatskih iseljenika, pa je također zaslužan što 
je tijekom 40-tak godina nekoliko tisuća mladih iz Hrvatske ali i dijaspore, kroz školu 
prošlo temeljnu obuku o narodnim pjesmama i plesovima, promičući na taj način glas o 
bogatoj hrvatskoj tradicijskoj kulturi i folklornoj baštini.

Iz provedenog dubinskog intervjua s Ivanom Ivančanom ml. saznaje se kako je s takvim 
„pedigreom” uspješnog oca, Ivan Ivančan ml. imao istovremeno i „lagan” ali i „težak” put 
postati još jednim izdankom slavne obitelji Ivančan koji će nastaviti i još dalje produbiti rad 
na istraživanju, očuvanju i promociji tradicijske kulture i folklora. Iako bi bilo za očekivati 
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da će mu sva vrata biti otvorena, a znanstvena i stručna javnost naklonjena radi poznatog 
oca, to u stvarnom životu nije bilo ni lako niti jednostavno. Njegov put u smjeru ozbiljnog 
bavljenja folklorom bio je opterećen velikim očekivanjima od strane oca, ali i folklorne – 
znanstvene i stručne zajednice. Zbog toga, Ivan Ivančan ml. odabire put koji nije stremio ka 
znanstvenom usavršavanju i samo teorijskoj obradi bogate hrvatske folklorne baštine već je 
krenuo aktivno se baviti plesom u praksi, istraživanju na terenu te pedagoškim radom. Stoga 
je izniman njegov doprinos koji je dao kao plesač, plesni i pjevački pedagog, te posebice 
kao umjetnički ravnatelj Ansambla LADO. Već su ranije opisani njegov opus i postignu-
ća Ansambla LADO tijekom 24 godine koje je Ivan Ivančan ml. proveo kao umjetnički 
ravnatelj. Također već je ranije navedeno kako je predavao i podučavao mlade folkloraše, 
srednjoškolce ali i studente o osnovama scenskog pokreta, folklornom pjevanju, plesovima 
i osnovama koreografije. Ivan Ivančan ml. uspješno je spojio karijeru plesača i pjevača u 
Ansamblu LADO, istraživača na terenu te vrsnog pedagoga i edukatora koji i danas nese-
bično prenosi svoja znanja na mlađe generacije. Iz provedenog intervjua, saznaje se da je 
Ivan Ivančan ml. već u ranoj mladosti zajedno s ocem obilazio cijelu Hrvatsku i s kamerom 
i/ili magnetofon u ruci, marljivo bilježio kazivanja izvornih kazivača. Bilježio je tako već 
zaboravljene narodne pjesme, običaje ali i plesne korake svake pojedine hrvatske regije. Na 
taj je način nastalo mnoštvo tonskih i video zapisa kazivača s terena, od kojih je većina za 
života dr. Ivana Ivančana pohranjena u IEF-u, a ostatak je građe pohranjen u arhivi Ansam-
bla LADO upravo zahvaljujući Ivanu Ivančanu ml. Tijekom intervjua također je zabilježeno 
kako je Ivan Ivančan ml., provodeći vrijeme s ocem, već u ranoj mladosti prihvatio osnove 
Zagrebačke škole scenske primjene folklora, koja je promovirala pristup scenske obrade i 
prilagodbe izvorne građe (plesa i pjesme) koji, radi prezentacije široj publici, treba proći 
kroz svojevrsnu scensku prilagodbu ali uz strogu obvezu da se pri tom vodi računa da to 
bude što je moguće bliže i vjernije izvornom plesu, pjesmi ili običaju. Kako je već od rane 
mladosti plesao u Ansamblu LADO te kasnije i umjetnički oblikovao rad Ansambla, bio je u 
prilici u Ansamblu aktivno promovirati i primjenjivati osnove Zagrebačke škole scenske pri-
mjene folklora. Uzevši u obzir da je čak 24 godine bio umjetnički ravnatelj Ansambla, onda 
je njegov utjecaj na današnji izgled i način prezentacije folklornog blaga (plesa i pjevanja) 
Ansambla LADO, nemjerljiv.

Zaključak
Analizirajući podatke o obitelji Ivančan, počevši od bake Eve do Ivana (Andrijinog) 

Ivančana, lako se može zaključiti da je ljubav prema tradicijskoj kulturi i folkloru, nit 
poveznica koja se proteže u obitelji Ivančan od druge polovice 19. stoljeća pa sve do 
danas. Kao kratko podsjećanje, valja ponoviti da je unuk bake Eve Ivančan i sin Andrije 
Ivančana, dr. Ivan Ivančan (1. IVAN) najplodniji etnokoreolog i etnokoreograf u Repu-
blici Hrvatskoj. Njegov je sin, Ivan Ivančan ml. (2. IVAN) bio dugogodišnji umjetnički 
ravnatelj Ansambla LADO i ovaj rad se bavi njegovim doprinosom hrvatskoj folklornoj 
sceni. Unuk dr. Ivana Ivančana i sin Andrije Ivančana, Ivan Ivančan (3. IVAN) umjet-
nički je voditelj ZFA „dr. Ivana Ivančana” kao ponajboljeg amaterskog folklornog an-
sambla u Republici Hrvatskoj. Dakle, može se zaključiti da doista nije lako zvati se Ivan 
Ivančana, a ne baviti se folklorom.

Uzevši u obzir sve rezultate provedenog skraćenog istraživanja odnosno podatke i 
činjenice iznesene u ovom radu, doista nije teško zaključiti da 41 godina neprekinutog 
staža i predanog rada Ivana Ivančana ml. u Ansamblu LADO predstavlja veliki doprinos 
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kvalitetnom radu i velikom uspjehu Ansambla LADO, ali i općenito hrvatskoj tradicij-
skoj kulturi i folklornoj sceni i struci u Republici Hrvatskoj. Zaključuje se da je Ivan 
Ivančan ml. kroz 24 godine umjetničkog rukovođenja Ansamblom ostvario veliki utje-
caj na današnji izgled i način rada Ansambla što ga svrstava u ključne osobe prilikom 
kreiranja osebujnog i upečatljivog umjetničkog izričaja Ansambla koji je prepoznat u 
cijelom svijetu. Također se može zaključiti da je Ivan Ivančan ml. tijekom svojeg rada 
poticao i omogućavao stručnu suradnju sa ostalim suradnim ustanovama – dionicima 
tradicijske kulture i folklora zbog čega njegov doprinos hrvatskoj tradicijskoj kulturi i 
folklornoj baštini nadilazi okvire Ansambla LADO. Također, zaključeno je kako se ne 
smije zanemariti njegov pedagoški i edukacijski doprinos tradicijskoj kulturi i folklor-
noj baštini jer je 30-tak godina predano i marljivo radio na prenošenju znanja ali i ljuba-
vi prema tradicijskoj umjetnosti i folkloru na mlade folkloraše, srednjoškolce i studente. 
Puno je godina uložio na ljetnim i zimskim školama folklora, zarazivši mnoge mlade iz 
Hrvatske i dijaspore ljubavlju prema folkloru. Mnogi od njih danas su ili profesionalni 
plesači ili su pak aktivni u amaterskom folkloru kako u Hrvatskoj tako i u inozemstvu. 
Kroz rad sa učenicima baletne škole, pripremao je ujedno bio u prilici birati nove čla-
nove Ansambla LADO. I končano, kroz rad na Dramskoj akademiji, imao je priliku 
mladim studentima, a danas poznatim glumcima, prenijeti dio scenskog pokreta koji je 
„obojen” folklornom „bojom”.

Kreativni doprinos i predani rad Ivana Ivančana ml. ostaje trajna baština umjetničkih 
dostignuća Ansambla LADO ali i hrvatske folklorne scene. Zbog svega navedenog i 
nabrojanog, a posebice zbog respektabilnog broja godina posvećenog profesionalnom 
folklornom ansamblu, te generalno doprinosa tradicijskoj kulturi i baštini, nedvojbeno 
se može zaključiti da je postavljena hipoteza potvrđena. Ivan Ivančan ml. istinski je 
velikan folklorne scene.

Popis fotografija
Slika 1. Baka Eva Ivančan i dr. Ivan Ivančan, 1958.g (privatni arhiv obitelji Ivančan).
Slika 2. Dr. Ivan Ivančan s roditeljima Andrijom i Zlatom, 1929.g. (privatni arhiv 

obitelji Ivančan).
Slika 3. Dr. Ivan Ivančan, 1977.g. (privatni arhiv obitelji Ivančan).
Slika 4. Ivan Ivančan u mladim danima, 1974.g. (privatni arhiv obitelji Ivančan).
Slika 5. Andrija Ivančan za vrijeme mandata umjetničkog voditelja Ansambla LADO, 

2018.g.; izvor: Ansambl LADO.
Slika 6. Ivan i Martin Ivančan, 2018.g. (privatni arhiv autora).
Slika 7. Ivan Ivančan i Marijan Braco Makar u trenutcima opuštanja, 1985.g. (privatni 

arhiv obitelji Ivančan).
Slika 8. Ivan Ivančan u Ansamblu LADO, 1975.g. (privatni arhiv obitelji Ivančan).
Slika 9. dr. Ivan Ivančan s unucima Ivanom, Matijom i Martinom, 2003.g. (privatni 

arhiv obitelji Ivančan).
Slika 10. Plakatno rješenje za tematski godišnji koncert Hod kroz God Ansambla 

LADO, autora Ivana Ivančana, 2015.g.; izvor: Ansambl LADO.
Slika 11. Plakatno rješenje za poseban koncert Jazzla(n)do Ansambla LADO, autora 

Ivana Ivančana, 2008.g.; izvor: Ansambl LADO.
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Slika 12. Nastup LADO Electro u Vintage Industrial baru, 2019. g. izvor: Ansambl 
LADO.

Slika 13. Primjer tzv. Žgančevog zapisa plesnih koraka (privatni arhiv Ivan Ivančan).
Slika 14. Primjer glazbenog aranžmana za folklorni zbor (privatni arhiv Ivan Ivančan).
Slika 15. Jedan od brojnih uspješnih koncerata (privatni arhiv Ivan Ivančan).
Slika 16. Seminar za polaznike folklornog seminara u Japanu (privatni arhiv Ivan 

Ivančan).
Slika 17. Ivan Ivančan ml. s osvojenim Porinom (privatni arhiv Ivan Ivančan).
Slika 18. Naslovnica monografije Hrvatska tradicijska glazbala i sastavi u izdanju 

Školske knjige i Ansambla LADO, 2017.g.: izvor Ansambl LADO.
Slika 19. Zbirka haiku poezije Ivana Ivančana, 2020.g. (privatni arhiv Ivan Ivančan).

Popis kratica
KUD – kulturno umjetničko društvo
ZFA – zagrebački folklorni ansambl
IEF – Institut za etnologiju i folkloristiku
FA – folklorni ansambl
RH – Republika Hrvatska
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Ivan Ivančan – Family, Tradition, Folklore

Summary: It is not easy to be called Ivan Ivančan and not to work in folklore. Already 
in records from the last century, we find information about grandmother Eva Ivančan, 
her son Andrija and grandson Ivan Ivančan. The latter (Ivan Ivančan, PhD) is one of 
the most famous Croatian ethnochoreographers and ethnochoreologists. In the Ivančan 
family, folklore was the basic fabric of life, so it was almost impossible to grow up in 
such an environment and not to work with folklore. Ivan Ivančan, who is described in 
this paper, is the son of Ivan Ivančan (PhD) and he was born in 1953. in Zagreb. As early 
as 1975, he started his career in the Ensemble of folk dances and songs LADO. He spent 
41 years in the Ensemble, including 24 years as artistic director. During the years he 
spent as artistic director, he put more than forty new choreographies and four hundred 
musical numbers of secular and sacred character into the repertoire. He designed and 
staged about a hundred special programs for various occasions. During his tenure, the 
Ensemble received as many as 24 Porin discography awards, of which Ivan Ivančan 
personally received as many as 9. He prepared a representative musical monograph: 
‘Croatian traditional instruments and ensembles’. At the School of Classical Ballet, he 
taught folk singing and the basics of choreography. Since 1983, he has been teaching 
folklore singing and dancing at the School of Folklore of the Croatian Parliament of 
Culture. All of the above, which is only a part of Ivan Ivančan’s rich and diverse folklore 
activity, without a doubt ranks him among the greats of the folklore scene. 

Key words: Ivan Ivančan, LADO Ensemble, folkdance, traditional culture, heritage
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An Image that Resonates: Yang Liping and the Evolution of 
Contemporary Chinese Folk Dance

Abstract: Yang Liping 杨丽萍 (b. 1958) is China’s most successful contemporary 
folk dance choreographer. Beyond being famous among dancers, she has achieved the 
status of a mainstream popular celebrity, balancing her reputation as a fine artist and 
cultural purist with success in the commercial arena. Drawing on nearly two decades 
of ethnographic and archival research in China, as well as analysis of Yang’s dance 
performances, interviews, and visual media representations, this article asks how Yang 
achieved this unprecedented success through contemporary folk dance choreography. 
The paper examines Yang’s rise to fame since the late 1970s through her transformation 
of an iconic Chinese folk image: the peacock dance. Peacock dance uses elements of a 
mythological story from Buddhist literature with a type of village dance performed in 
one particular ethnic group in China and adapts it into a multimedia national image that 
gets reproduced in film, visual art, and dance choreography. The paper shows how Yang 
has deftly adapted the peacock dance into her own signature brand through a series of 
multimedia platforms, while she maintains an emphasis on dance, a charismatic public 
persona, and a unique yet constantly adapting contemporary folk aesthetic as the core 
of her appeal. 

Keywords: Chinese dance, contemporary folk dance, peacock dance, Yang Liping, 
Yunnan
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Introduction: Folk Dance in China
The history of folk dance in contemporary China largely follows that in other parts 

of the socialist world. During the 1940s, when the country suffered chaos and violence 
during the Second Sino-Japanese War and the Chinese Civil War, progressive artists 
and intellectuals adapted dances of rural communities and ethnic minorities into staged 
performances to promote communism and national unity. At the end of the Civil War 
in 1949, when the People’s Republic of China was established under the leadership of 
the Chinese Communist Party, “national folk dance” (minzu minjian wu 民族民间舞) 
became a symbol of the country’s democratic political ethos and commitment to estab-
lishing a new national culture grounded in the aesthetics of the common people (Wilcox 
2016). From 1949 until the start of the Cultural Revolution in 1966, folk dance com-
panies from across the socialist world, including Kolo, toured China regularly. During 
this same period, Chinese dance companies also frequently performed their own newly 
adapted folk dance choreographies abroad. China sent regular delegations to the inter-
national folk dance competitions at the World Festivals of Youth and Students held in 
the Soviet Union and Eastern Europe. At these competitions, Chinese folk dance works 
were considered a highlight of the events and frequently won awards, indicating their 
importance in the international sphere of socialist folk dance culture (Wilcox 2018b).

Films made in China during the 1950s and early 1960s document the visual aesthetics 
and choreographic approaches employed in staged Chinese folk dances of this period. 
As shown in the 1959 film Hundred Phoenixes Face the Sun (Bai feng chaoyang 百凤
朝阳) and the 1963 film Colored Butterflies Fluttering About (Caidie fenfei 彩蝶纷飞), 
most short-form folk dances of this period employ bright stage lighting and realistic 
sets in which dancers appear to perform in outdoor landscapes framed by trees, flowers, 
mountains, ponds, etc. Costumes are often colorful with eye-catching patterns and em-
broidery; they are designed to resemble clothing worn in the regions and ethnic groups 
referenced in the dances. In group choreography, dancers often wear identically match-
ing dresses and perform in unison, enacting movements inspired by local performance 
practices. Stage blocking is highly coordinated, with dancers often maintaining equal 
distance from one another as they move in and out of rows, lines, circles, grids, and other 
geometric shapes. Both solo and group dances are found in these choreographies. While 
many group dances include men and women, some group dances and most solo danc-
es feature women exclusively. Dancers often perform rhythmically complex footwork, 
bouncing actions and spins, emotive facial expressions, and arm and hand gestures that 
trace curving and circling pathways close to the upper body. Many dances feature props 
or musical instruments, and, in some cases, dancers also sing. References to everyday 
life are frequent in these works. For example, dancers perform motions adapted from 
agricultural labor such as tea-picking, pounding rice, gathering grapes, and milking 
cows. Some pieces also stage social interactions, such as courtship, marriage, and com-
munity events. Overall, these short dances have a festive and joyful atmosphere and 
a stable emotional range that focuses on projecting feelings of light-heartedness and 
cheer. In these works, folk dance embodies the diversity of ethnic and regional identi-
ties in China while using a unified choreographic approach and a consistent expressive 
tone. These dances aimed to present the Chinese Communist Party ideal of the “people” 
(renmin) in a way that was positive, diverse, and unified while also proudly rooted in 
local and regional cultures.
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The widespread popularity of folk dance in China during the 1950s and early 1960s 
faced a sharp decline after the outbreak of the Cultural Revolution in 1966, when revo-
lutionary ballets became the preferred choreographic form, a trend that lasted until the 
mid-1970s. In the late 1970s, folk dance experienced a nation-wide revival as China 
transitioned out of the Maoist period and into what became known as the Reform Era, 
a time of market transition and increased cultural engagement with the West officially 
launched in 1978. During this period, dancers were faced with the challenge of adapting 
staged folk dances created in the era of high socialism to a new context marked by new 
aesthetic tastes, desires, and rapidly changing social realities (Wilcox 2018b). 

The most famous and successful Chinese folk dance artist to emerge out of this new 
period was Yang Liping 杨丽萍 (b. 1958), a woman from southwest China whose now 
more than fifty-year stage career has fundamentally transformed contemporary Chinese 
folk dance and its place in Chinese society. Yang is from Yunnan, China’s most ethni-
cally diverse province, which shares southern borders with modern-day Vietnam, Laos, 
and Myanmar. During the Tang and Song periods of medieval China, Yunnan was home 
to two independent kingdoms, the Nanzhao kingdom (649-903) and the Dali kingdom 
(937-1253), whose inhabitants are thought to be the ancestors of the modern-day Bai 
people, one of fifty-five officially recognized minority groups in the People’s Republic 
of China (Bryson 2020). Yang is a member of the Bai ethnic group and was born in Dali, 
the ancient capital of the Nanzhao and Dali kingdoms located in what is today northwest 
Yunnan. When she was around nine years old, Yang’s family moved to Xishuangbanna 
in southern Yunnan. It was there that she began studying dance and became a profes-
sional dancer with the local Xishuangbanna Song and Dance Ensemble. Xishuangbanna 
is dominated by a different ethnic group, the Dai, and thus it was Dai folk dance that had 
the greatest impact on Yang’s folk dance repertoire.

In this paper, I examine how Yang Liping’s innovative interpretations of Chinese folk 
dance, especially the Dai peacock dance and other ethnic minority dances from her 
home province of Yunnan, have reenergized the folk dance scene in contemporary Chi-
na since the late 1970s. Yang practices what I call “dynamic inheritance”, a mode of 
choreographic innovation grounded in the combination of cultural research and indi-
vidual artistic interpretation, which I have argued has been an accepted part of Chinese 
classical and folk dance choreography since these forms emerged as stage art in the 
1940s (Wilcox 2018a). Yang’s strategies of dynamic inheritance involve not only in-
novations in dance choreography itself but also in how the choreography is framed, 
including lighting and costume design, story and character elements, and how Yang 
presents herself and her creative process in the public sphere. I argue that Yang employs 
five major strategies to create a folk image that resonates consistently with contempo-
rary audiences: 1) she employs recognizable folk dance forms in her choreography; 2) 
she connects these folk dance forms to stories and cultural themes with deeper meaning; 
3) she builds on folk materials circulating in multiple media contexts; 4) she constantly 
updates her work while maintaining a personal aesthetic that is connected to folk ma-
terial; 5) she herself is a compelling and charismatic figure whose public persona lends 
authority to her artistic work and, more broadly, to contemporary Chinese folk dance. 
Based on her enormous success in China and abroad, Yang’s work offers a successful 
example of how folk dances from diverse parts of the globe can maintain their vitality 
in the twenty-first century.
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Methods and Prior Research
As the most famous dancer in contemporary China and a mainstream media celebrity 

with one of the most commercially successful cultural enterprises in Chinese history, 
Yang has been the subject of extensive research published in the Chinese language. In 
English, the late Taiwanese dance scholar Ting-Ting Chang 張婷婷 (1974-2019) con-
ducted the first major studies of Yang’s work, first with her 2008 doctoral dissertation 
“Choreographing the Peacock: Gender, Ethnicity, and National Identity in Chinese Eth-
nic Dance,” on the historical development of modern Dai peacock dance choreography, 
and later in her 2020 book chapter “Negotiating Chinese Identity through a Double-Mi-
nority Voice and the Female Dancing Body: Yang Liping’s Spirit of the Peacock and Be-
yond,” which focused specifically on Yang. Chang’s research traced the development of 
the modern Dai peacock dance from non-narrative versions by male choreographers Jin 
Ming 金明 (b. 1926) and Mao Xiang 毛相 (1923–1986) in the 1950s and female dancer 
Dao Meilan 刀美兰 (b. 1944) in the 1970s and to Yang Liping’s award-winning solo 
Spirit of the Peacock (Que zhi ling 雀之灵) in the mid-1980s and finally her first com-
mercially successful large-scale production Dynamic Yunnan (Yunnan yingxiang 云南
映象) in the early 2000s. Chang analyzes the hybrid aesthetics of Yang’s peacock dance 
choreography, especially its incorporation of Western music, costuming, and movement 
elements, its negotiation of ethnic and national identities, and its feminist appropriation 
of the male peacock image in the context of changing gender norms in China during the 
Reform Era. Chang also examines the adoption of Yang’s peacock dances as a symbol 
of Chinese identity among Chinese diaspora communities overseas and Yang’s role as a 
charismatic female role model and entrepreneur who has brought significant resources 
to her home community in Yunnan through her artistic and cultural work.

In my 2018 book Revolutionary Bodies: Chinese Dance and the Socialist Legacy, I 
expand on Chang’s work by tracing the evolution of Yang Liping’s Dai peacock dance 
choreography through a second historical lineage, namely, the Dai epic of Zhao Shutun 
召树屯, a story about a human who falls in love with a heavenly bird maiden, sometimes 
portrayed as a peacock, that dates at least to the seventeenth century and is told across 
China, India, and many parts of Southeast Asia. Drawing extensively on Chinese-lan-
guage historical primary sources, I document early publications of the Zhao Shutun folk 
narrative in a variety of Chinese media during the mid-1950s, including a 1956 dance 
drama based on the story that was performed by the Xishuangbanna Nationality Cul-
tural Work Team (Xishuangbanna minzu gewutuan 西双版纳民族歌舞团), the same 
ensemble that Yang later joined. Dance drama was expanded in the early 1960s and then 
suppressed during the Cultural Revolution, after which it was revived and expanded 
again in the late 1970s. Yang danced the lead role of the heavenly peacock maiden in 
the full-length version of this production when it was performed at a provincial-level 
festival in Yunnan in 1978, a national festival in Beijing in 1979, and then on an inter-
national tour to Hong Kong, Singapore, Burma, and Thailand in 1980-1981. This tour 
launched Yang to national and international stardom and led to her appointment to the 
position of soloist in the Central Nationalities Song and Dance Ensemble (Zhongyang 
minzu gewutuan 中央民族歌舞团), China’s top national professional performance en-
semble specializing in ethnic minority folk music and dance. Drawing on historical 
documentation of these different versions of the dance drama and a 1963 animation film 
adaptation that also featured dance, I show how Yang’s later renditions of the peacock 
dance built on these earlier renditions of the Zhao Shutun legend, which provided much 
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of both the dance’s visual imagery and its rootedness in folk culture. Thus, I argue that 
even as Yang made drastic changes to the dance choreography and its aesthetics in her 
later performances, the dance’s grounding in folk tradition remained present because of 
its lasting connection to the Dai epic narrative (Wilcox 2018b, 164-175).

As a dance anthropologist, ethnographer, and historian and a scholar of Chinese studies, 
I speak, read, and write Mandarin Chinese fluently and have been conducting field and 
archival research in Chinese national folk dance communities for the past two decades. 
This includes studying technique, attending concerts, visiting schools and companies, 
conducting oral histories and interviews, engaging in participant observation, facilitating, 
and teaching workshops and performances, creating a library archive, and participating in 
academic exchange in both Chinese and English. Yang Liping has been an important fig-
ure in my research, because as the most visible practitioner of Chinese national folk dance 
both in China and internationally, she is a constant point of reference and source of inspi-
ration both for myself and for many of the dancers I work with. I have seen Yang Liping’s 
productions in China many times, including Tibetan Riddle (Zang mi 藏谜) in Beijing in 
2008, Echoes of Shangrila (Yunnan de xiangsheng 云南的响声) in Beijing in 2009, The 
Peacock (Kongque 孔雀) in Daqing and Kunming in 2013, and Dynamic Yunnan (2013 
revised version) in Kunming in 2013. In July 2013, during her national tour of Peacock, 
I met Yang Liping personally, attended a dinner with her, and observed a rehearsal of her 
company. In December of that year, I also took a delegation of students from the Univer-
sity of Michigan to attend the first Yang Liping International Dance Festival in Kunming. 
Yang’s staff has been extremely responsive to my questions over the years and has given 
me numerous books, documentaries, and photographs they produce documenting Yang’s 
work. In this essay, I draw on all of the above experiences to engage in a holistic reflection 
on Yang from the perspective of cultural creative strategy, with a focus on what her expe-
rience and success can teach folk dance practitioners in other contexts around the world.

Yang Liping’s Creative Strategy
As discussed above, Yang Liping initially gained fame in China’s dance scene during 

the folk dance revival in the late 1970s, when she starred in a dance drama adapted from 
the Dai Zhao Shutun folk legend in which she played the role of a celestial peacock. 
This work solidified Yang’s close association with Dai peacock dance, one of the styles 
of regional folk dance that became established as part of the Chinese folk dance reper-
toire during the construction of national folk dance in the 1950s. We can see the impor-
tance of this dance style in the film Hundred Phoenixes Face the Sun, the first major film 
documenting Chinese national folk dance, in which Jin Ming’s twelve-woman group 
dance Peacock Dance serves as the opening number, performed by the Central Song 
and Dance Ensemble, at the time China’s top national professional folk dance ensemble. 
In fact, the practice of women’s peacock dance was a new development introduced in 
the early 1950s by a male Dai dancer (prior to this, the peacock dance had traditional-
ly been performed by men). However, by the time of Yang’s debut, women’s peacock 
dance was already firmly established as a recognized style of Dai folk dance. Dao Mei-
lan, an influential female dancer of Dai ethnicity from Xishuangbanna who gained fame 
on the national stage in the 1960s, played an important role in lending authenticity to 
this newly established dance style. Thus, by the time of Yang’s performances, women’s 
peacock dance was regarded by Chinese audiences as a traditional folk form.
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In addition to the peacock dance itself, the legend of Zhao Shutun and its circulation 
in a variety of different media prior to Yang’s debut also lent cultural depth to the image 
of the peacock princess that Yang embodied in her dances. As mentioned above, the 
legend of Zhao Shutun dates back hundreds of years. A version of the tale is recorded in 
the Pannasa Jataka (Fifty Jataka), a collection of folk stories said to recount the lives of 
previous incarnations of the Buddha. The Pannasa Jataka was introduced to Southeast 
Asia from India, Burma (Myanmar), and Ceylon (Sri Lanka) with the spread of Thera-
vada Buddhism sometime after 500 CE, where it became the basis for extensive poetry, 
visual art, and performance throughout the region, including among the predominantly 
Theravada Buddhist Dai communities in southern Yunnan. According to Asian theater 
expert James Brandon, the story of Zhao Shutun (Prince Suthon) and the peacock prin-
cess, known as Manora, is “[p]erhaps the most widely dramatized of all Jataka… It 
is performed throughout Burma, Thailand, Laos, and Cambodia and is also known in 
Indonesia” (Brandon 1967, 24). Summarizing the well-known story, Brandon writes:

“Manora is the youngest of seven lovely daughters of the king of the kinnara, a mythical race 
of bird people. One day when she and her sisters are bathing in a mountain lake, a hunter sees 
them. Struck by Manora’s beauty, he steals her wings and tail. The sisters fly away when they 
see the hunter, but Manora cannot, and the hunter takes her to the palace of his king. There 
she meets the crown prince and in due time they fall in love and marry. Soon the prince is sent 
off to war. A minister, who hates Manora, advises the king that she must be burned in order to 
save the king’s life. She is ordered burned and, as the flames rise around her, she asks to have 
her wings and tail returned. Receiving them, she miraculously ascends from the flames into 
the heavens. The prince eventually returns from the wars and, finding Manora gone, sets out 
to look for her. He struggles against all manner of obstacles for seven years, seven months, 
and seven days, until he achieves what no mortal ever has: he reaches the Kinnara kingdom 
located on the summit of the Himalayas. Here he is reunited with Manora, and they live hap-
pily ever after” (Brandon 1967, 24).

Before Yang’s debut in the peacock role, the peacock princess story had already circu-
lated widely in different forms in Chinese popular culture during the 1950s and 1960s, 
including in oral recitation, published epic poetry, illustrated picture books, and even a 
1963 feature film that used puppet animation to portray peacock dances (Wilcox 2018b). 
The peacock dance had thus accumulated layered meanings in Chinese folk culture—as 
a recognized folk dance form associated with the Dai culture, the region of Yunnan, and 
the early development of Chinese national folk dance in the socialist era; as a familiar 
story whose imagery, plot, characters, and themes audiences felt an emotional connec-
tion with and could readily interpret and understand; and a repository of religious and 
literary allusions that were shared with other folk cultures around the region.

Yang drew on this rich network of aesthetic associations and meanings when she 
launched her first individual peacock dance choreography in the mid-1980s. As Chang 
(Chang 2008; 2020) has pointed out, Yang’s enormously successful solo dance Spirit 
of the Peacock, which debuted in 1986 and won first place awards for performance 
and choreography at the Second All-China Dance Competition that year, revised nearly 
every aspect of the Dai peacock dance as it had previously been performed. In Chang’s 
view, the most notable departure from previous versions was Yang’s incorporation of 
Western dance aesthetics, especially those reminiscent of European classical ballet. 
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Chang writes:

“Although Yang used a tradition-inspired Dai musical composition in her first version, Yang 
adopted the song “Pastorale” by European group Secret Garden in her second version of Spirit 
of the Peacock in the 1990s. In this version, her dancing body drew comparisons to the classic 
Western ballet The Dying Swan. In the middle of the dance, Yang faces upstage, waving her 
arms with her legs in relevé, quickly traveling from stage left to stage right, resembling the 
internationally renowned Russian ballerina Anna Pavlova (1881–1931) bourreéing en pointe 
in The Dying Swan. Yang’s dancing body highlights extreme femininity through delicate 
movements, similar to the swan princess in the canonical ballet Swan Lake. Her dancing body 
presents how she, as a female choreographer, expresses her feelings through an exploration of 
the bird’s movements. In contrast to the traditional Dai costume of a tight skirt with colors and 
patterns, Yang wears a wide white skirt with many layers, resembling the ballet tutu or even a 
Western wedding dress” (Chang 2020, 249).

As I demonstrate in my book Revolutionary Bodies, the white full-skirted dress had 
already been introduced to Dai peacock princess choreography much earlier, as we see 
in both the 1956 dance drama and the 1963 animation film versions (Wilcox 2018, 171-
172). Where we see Yang depart most clearly from these earlier designs is in the upper 
part of the costume, which now employs a low-cut camisole-style bodice that exposes 
her upper chest, upper back, shoulders, and arms, in place of what had previously been 
fully covering long-sleeved jackets and capes (Zheng 1989).

Costume designers appear to have been experimenting with this more revealing look 
as early as 1957, when a published photograph of Jin Ming’s group choreography Pea-
cock Dance sent to represent China at the World Festival of Youth and Students in Mos-
cow shows the female dancers wearing a partially see-through pale blue long-sleeved 
sheer top over a high-cut light colored camisole-style undergarment (Wu and Zheng 
1957, 25). By replacing the previously opaque fabrics with this new sheer garment, 
the costume gives a suggestion of revealing the dancers’ shoulders and arms without 
exposing them completely. Yang’s version of the costume, by removing the sheer outer 
layer to reveal the dancer’s upper body, creates a visual look that is indeed similar to the 
bodices used in many women’s classical ballet costumes. At the same time, because the 
bottom portion of the dress remains full to the floor, it hides the dancer’s legs complete-
ly, making it quite distinct from typical ballet clothing designed to expose and highlight 
the dancer’s leg actions. This style of costuming, which combines a tight and revealing 
top with a full floor-length skirt, has remained consistent throughout the many permu-
tations of Yang’s peacock dance choreography over the past three and a half decades. 
Her full-length dance drama The Peacock, premiered in 2012, features several newly 
designed versions of the costume, now employing a skin-tight sheer bodysuit embossed 
with pale pink, silver, turquois, or white iridescent feather-like material over the breasts 
while allowing Yang’s entire back and parts of her ribcage and abdomen to appear nude. 
Her lower body remains engulfed in either layers of full floor-length skirts or in one case 
a giant fluffy peacock tail that tufts out like a Victorian bustle and trails along the floor. 

Yang’s newly devised costume makes possible not only an alluring image of her ex-
posed feminine upper body, but also a visual focus on her arms, back and shoulders, 
which become the main site of innovation in her revised peacock choreography. Dis-
cussing this shift, Chang writes:
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“Yang’s dance movements combined naturalistic imitations of bird-like actions with a focus on 
isolated uses of the torso and limbs that especially highlighted muscular dexterity. In Yang’s 
hand gestures, her fingers expand out with long decorative nails, mimicking a clear outline 
of the bird’s head. The way she moves her torso corresponds to the energy that flows inside 
her body, and when her movements reach out, it is as if that energy is flowing out through her 
limbs. Yang’s peacock dance is different from the traditional Dai dance, because while she 
keeps many traditional Dai movement elements, she no longer emphasizes the down-and-up 
rhythm within her body. Unlike traditional Dai music, which has a consistent rhythm, the 
music in the second section of Yang’s version is soft and mellow, and she dances to the melody 
rather than to a consistent beat. This is a revelation and a departure from Dai dance, and it 
gives her freedom to explore new movement possibilities. At the beginning, her arm move-
ments appear segmented with visible curves or angles, but as she picks up speed, her arm 
movements become so smooth that it looks as if her arms are boneless” (Chang 2020, 248).

One of the most striking aspects of Yang’s reinterpretation of the Dai peacock chore-
ography, which also remains constant throughout her many re-imaginings of the dance 
over time, is her introduction of arm isolations as a key movement element. Earlier 
examples of Dai peacock dance feature bent arm lines, undulations of the wrists up and 
down, and circling and stretching of the arms to create long lines line the neck of a bird 
(Jin 1959). Yang innovates on these features by adding a style that combines imitation 
of naturalistic bird movements with the introduction of the “arm wave,” an isolation 
technique developed by practitioners of popping and locking, a form of hip-hop dance 
developed on the West Coast of the United States in the late 1970s and early 1980s 
(Johnson 2023). In Spirit of the Peacock, Yang performs a variation of the arm wave in 
several different positions: seated with her back to the audience, standing on one leg, 
leaning forward, standing facing the back of the stage, etc. (Yang 2007). Yang’s rendition 
of this movement is different from the more standard version because instead of trans-
ferring energy in a line from one fingertip to the other and back, she instead transfers 
energy back and forth from fingertip to torso on both sides of the body at the same time. 
Instead of a pulse from one side of the body to another, Yang’s version instead creates 
a symmetrical movement that implies a bird’s wings rippling and extending outward. 
Popping and locking and other forms of early hip hop dance from the United States 
were just being taken up in major cities in China during the mid-1980s when Yang first 
introduced Spirit of the Peacock (Wilcox 2022). This popular dance movement, known 
as piliwu 霹雳舞, may have been one source of inspiration for Yang’s new arm isolation 
technique, which gave her choreography a feeling of freshness and contemporaneity 
while still remaining true to the Dai tradition of the peacock dance theme. As with the 
other sources of inspiration that she drew on for this dance, Yang did not adopt the arm 
wave movement technique wholesale but rather developed her own interpretation that 
fundamentally transformed it and invested it with new meanings and aesthetic qualities.

What is significant about Yang’s creative approach is that she maintains the vitality of 
a folk form—in this case Dai peacock dance—through a constant process of updating 
and revision that keeps her work fresh and appealing to contemporary audiences while 
still remaining rooted in folk material. The visual aesthetic of Yang’s work is central to 
her success—her costume designs not only reflect current fashion trends in each period 
but actually drive new trends and styles, positioning her as a standard of excellence for 
taste-making in and beyond the dance world. The core features of Yang’s innovations 
in Dai peacock dance costuming and choreography have remained constant since her 
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debut of Spirit of the Peacock in 1986—the basic costume design and the newly in-
troduced movement elements are still present decades later in her 2012 dance drama 
The Peacock. This continuity has allowed Yang’s individual style of peacock dance to 
become identifiable as a new folk tradition in itself, one that has allowed a folk form 
that otherwise would likely have gone out of fashion to remain extraordinarily popular. 
An important aspect of this popularity also has to do with Yang’s public persona and 
her overall approach to artistic practice and cultural stewardship. This has paradoxically 
allowed her to balance enormous commercial success and a reputation for artistic indi-
viduality with a firm reputation as a champion of traditional folk culture.

Yang Liping as a Champion of Folk Tradition
Apart from her intensely popular peacock dance choreography, Yang is known for her 

advocacy of folk performers and folk culture, as well as her commitment to promoting 
what she calls “original ecology” (yuan shengtai 原生态) folk performance, which is 
considered by many to be more authentic than the professionalized folk music and danc-
es created by conservatory-trained stage performers. Yang’s first large-scale production, 
Dynamic Yunnan, was a product of field research Yang personally conducted in remote 
ethnic minority communities across her home province of Yunnan, and it represented 
somewhat of a revolution within China’s folk dance field in both its creative approach 
and its popularity among audiences of all kinds (Mu 2015). Recounting this now well-
known story, Li Dingding writes:

“In 2000, Yang Liping to many people’s disappointment left the Central Nationalities Song 
and Dance Ensemble to travel around Yunnan conducting fieldwork. While doing fieldwork, 
Yang Liping observed the following: many people in minority communities no longer wore 
ethnic costumes and instead were dressing in blue jeans; the sacred drums for welcoming 
spring could only be played by a few elders, and even her own mother no longer wore eth-
nic clothing. ‘The only thing I could do was go into action… using the method of stage 
performance to record these precious folk songs and dances.’ In the absence of sufficient 
external investment, Yang Liping invested all of her own money and served as the executive 
choreographer and artistic director, selected farmers born and raised in the villages to serve 
as performers and created this original ecology music and dance filled with humanity, ethnic 
character, and humanistic spirit. This large-scale original ecology song and dance collection, 
which took eighteen months to choreograph, incorporated original ethnic life forms from Yi, 
Wa, Tibetan, Hani, Dai, Naxi, and Bai ethnic groups, used 68 drums, 120 ethic masks, around 
600 lights, and around 600 sets of handmade costumes, was named Dynamic Yunnan… As 
Yang Liping’s most representative work, from its premier on August 8, 2003, to June 30, 
2014, Dynamic Yunnan was performed 3,926 times in China and toured 248 shows in more 
than ten countries, including the USA, Brazil, Argentina, Japan, Australia, etc., creating ‘box 
office miracles’ in many performance markets… Today, Dynamic Yunnan is mainly performed 
as a fixed show at the Yunnan Art Theater, where it is staged 300 times each year with an 
audience of up to 960 at each show, with a total viewership of more than 100,000 each year” 
(Li 2015, 56-58).

Dynamic Yunnan set a new standard for folk performance in China insofar as it re-
jected conservatory-trained musicians and dancers in favor of artists recruited from the 
countryside who were born and raised in the communities the performance forms repre-
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sented. Additionally, Yang’s use of handmade costumes and diverse aspects of material 
culture such as drums and masks that were based directly on items discovered in her 
field research gave the production a stunning visual aesthetic that departed from that 
found in other Chinese folk dance productions of the time. Moreover, Yang incorporated 
her own peacock dance choreography into the show, and this further contextualized her, 
and her work as rooted within the broader cultural landscape of Yunnan folk arts. As 
an ethnic minority dancer who herself was born and raised in Yunnan, Yang’s personal 
identity lent credibility to the project as a whole and further reasserted her status as an 
authoritative voice and legitimate interpreter of the diverse cultures of the region.

Throughout my ongoing field research with professional dancers in China, which has 
coincided with the two decades since the success of Dynamic Yunnan, I have repeatedly 
heard artists from all backgrounds name Yang Liping as a role model. Practitioners of 
modern and contemporary dance often cite Yang’s independent spirit and her commit-
ment to pure artistic expression as a source of inspiration for their own work. Meanwhile, 
practitioners of Chinese folk and ethnic dance point to Yang as successful proof that a 
market for folk dance exists in China and around the world as long as artists connect 
their work with authentic folk traditions. Yang’s personal fashion style, in which she 
always appears in media interviews, television appearances, photo shoots, etc. dressed 
in her own creative renditions of ethnic-inspired clothing and accessories, further con-
tributes to her status as a cultural icon. Yang’s commitment to her art is legendary and is 
also a part of her public appeal. Her persistence performing on stage into her mid-sixties 
has prompted countless personal interest pieces and interviews delving into her eating 
habits, beauty and fitness regime, rehearsal strategies, decision to not have children, and 
other subjects, in addition to her strong and often critical professional views related to 
dance training, choreography, the protection of folk art, and etc. As a result of this com-
plex interweaving of Yang’s personal and professional lives in her public persona, Yang 
has remained at the forefront of Chinese folk dance discourse and artistic practice, and 
her work continues to inspire new generations of artists both in and beyond China who 
aspire to make their own meaningful contribution to the reimagination and promotion 
of folk arts.
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Слика која одјекује: Јанг Липинг и еволуција савременог кинеског 
народног плеса

Сажетак: Јанг Липинг 杨丽萍 (р. 1958) је најуспешнија кинеска кореографкиња 
савременог традиционалног плеса у Кини. Осим што је позната међу плесачима, она 
је постигла статус мејнстрим популарне и познате личности, балансирајући своју 
репутацију ликовне уметнице и културног чистунца са успехом у комерцијалној 
арени. Ослањајући се на скоро две деценије етнографских и архивских истраживања 
у Кини, као и на анализу Јангових плесних представа, интервјуа и визуелних 
медијских репрезентација, овај чланак поставља питање: како је Јанг постигла овај 
невиђени успех кроз савремену кореографију традициналног плеса? Рад истражује 
Јангов успон до славе од касних 1970-их кроз њену трансформацију култне 
кинеске народне иконе: плес пауна. Паунов плес користи елементе митолошке 
приче из будистичке књижевности са врстом сеоског плеса који се изводи у једној 
одређеној етничкој групи у Кини и прилагођава га у мултимедијалну националну 
слику која се репродукује у филму, визуелној уметности и плесној кореографији. У 
раду је приказано како је Јанг вешто прилагодила плес пауна у свој препознатљив 
бренд кроз низ мултимедијалних платформи, док она задржава нагласак на плесу, 
харизматичној публици и јединственој, али стално адаптирајућој савременој фолк 
естетици као сржи своје јединственсти.

Кључне речи: кинески плес, савремена народна игра, плес пауна, Yang Liping, 
Yunnan
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Revisiting Teshkoto Again. The Process of Signifying the Folk 
Dance Teshkoto with its Artistic Reflections

Abstract: The folk dance called Teshkoto has a special meaning for the Macedonians. 
It does not only belong to the traditional sequence of folk dances, but it is also a form 
which has accumulated a plethora of meanings. With the aim to research the associa-
tions related to this topic, I have included participants who helped me as a researcher to 
form a full picture about the perception of the dance. The survey results served as a ba-
sis to analyze Teshkoto not only through its original form but through its art replicas as 
well. The responses to the question on generated meanings are a result of many decades 
of “signifying” this folk dance. I have researched the transfer of those signified elements 
in current art works, but also the expansion of the same and the additional meanings 
they acquire. In this paper, the focus is on one ballet and one contemporary dance. The 
phenomenon of the general perception and interpretation of Teshkoto folk dance and its 
popularity not only of its traditional folk dance form, but also because of its specificity 
regarding esthetics and expression, tells us about its unique value.

Keywords: Teshkoto, Macedonia, signifying, acceptance, dance replicas, social re-
flections

Introduction
In order not to repeat myself because Teshkoto has been the focus of my research 

multiple times, I have decided, for the purposes of this analysis, to research the process 
of acquiring concrete meanings. In that context, the need has emerged to define and 
measure the general stance and the interpretations. That will provide us with the con-
sequent observation of the meaning’s formation and their transposition in the various 
dance styles.

After providing a brief overview of the theoretical positions, I will link them to the pro-
cess of interpretation, reception, establishing of communication schemes, as well as to the 
functions of the various performative styles. The question about the changing capacity of 
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the sign in different arts is one of the main basic parameters which needs to be defined. 
The greatest ballet reformer in the 18th century, Jean-Georges Noverre, in his book Lettres 
sur la danse et les ballets (Letters of dance and ballet) stated, “Painting and dance have 
the advantage before other arts to belong to all countries and nations; their language can 
be understood everywhere, they evoke same feelings everywhere… A beautiful picture 
is only a copy of nature, while a beautiful dance is the nature itself, decorated with art 
moves” (Noverre, 1965: 78). The universal value of such art is in the nature of expression. 
Music must be added to the part described by Noverre (painting is out of my research fo-
cus; therefore, it will not be mentioned further). Each of these expressions is associative. 
It is not linked to precise and clear content i.e. it is not arbitrary types of signs. In other 
words, it is not necessary to be familiar with the code, to have the key to understand the 
single meaning because such a meaning does not exist. This way of functioning is specific 
to non-verbal types of art where the signifying, i.e., the acquiring of meanings is left to the 
individual understanding of the recipient. Ferdinand de Saussure, the founder of semiot-
ics, did significant research on communication with all its constituent parts and functions. 
In his theory, the sign is the basic unit and consists of two parts: signifiant (signifier) and 
signifié (signified) (Saussure 2000). Umberto Eco is another author who interpreted com-
munication relations and the process of assigning meanings, i.e. the process of signifying. 
He defines the process as: “The signified it should be that which connects the code in 
the semiologically relation with the signifier“ (Еko 1973, 42). Other semioticians have 
applied this basic matrix in the performative form, trying to define the sign in the perfor-
mance. That resulted in different definitions. Mukaržovski considered the whole stage text 
to be an equivalent to one sign (Mukaržovski 1986), while others decomposed it to the 
level of the performer (actor, dancer), as e carrier of the basic meaning (Aston and Sanova 
1996, Zdravkova Djeparoska 2011). Veltruský treated every element/entity on the stage 
as a sign. He stated, “All that is on the stage is a sign” (Elam 1989, 5). Regarding the fact 
that performing arts cover multichannel, multi-systemic, multicode arsenal when commu-
nicating with the audience, it is extremely difficult to define the scope of the sign. In one 
of my previous works, the dancer was treated as a basic sign, which provided a possible 
interpretation of the capacity and the content of the various types of performances (ritual, 
social and artistic). In this case, the interpretation of the sign will mean that it is equivalent 
to the whole dance to acquire relevant information about its meaning.

Teshkoto = sign
To sharpen the focus of the folk dance and its meaning, I have provided sublimation or 

attempted to find a common denominator. This idea of including common opinions has 
started in a very innocent way. The question was raised which inspired a research strat-
egy aimed at a larger target group. The participants were asked about the associations 
they get when they see the traditional dance Teshkoto. Since it was important for me to 
remain in the national discourse frames, only the responses of the Macedonian partic-
ipants were taken into consideration (the majority were ethnic Macedonians, but other 
national minority groups were included). Seventy-six participants gave their responses. 
The group consisted of adults, aged 15 to 86. The younger participants took a more 
active part. The foreign researchers, dancers, ethnochoreologists, ethnomusicologists, 
choreographers who wrote articles, reviews, gave a statement or expressed their opinion 
about the folk dance Teshkoto were considered as a control/ comparative group.
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What is the Teshkoto?
The Teshkoto is a male folk dance, a part of the non-material cultural heritage of the 

Reka region in Macedonia (Galichnik, Lazaropole, Gari, Tresonche villages). In terms 
of its choreography, it consists of two parts (slow-fast) or three parts (slow-fast-slow) 
depending on the leading dancer who also dictates the tempo. Rubato is performed. 
Migration for work, i.e., going abroad has initiated performing this dance outside of its 
domestic area. The connection between the folk dance and migrant workers is not acci-
dental. Groups of males performed this dance before migrating for work and leaving the 
home country and their families. Blaže Smilevski, who wrote the book “Teshkoto from 
Lazaropole”, highlighted the moment of separation “The families went together with 
the migrant workers (from Lazaropole, author’s note) to Zhelichka Krasta with great 
sadness. And on Kras, Teskhkoto was performed. For final farewell. Kras was the place 
where people were crying, but also dancing” (Smilevski 2006, 51). That moment of 
separation while dancing the Teshkoto was carved in the collective memory.

Figure 1. Teshkoto, 1939. Courtesy of Blaže Smilevski personal collection

This dance is one of the first Macedonian dances which gains national 

 (Yugoslavia) and international affirmation because of being performed in new environ-
ments where the migrants travelled for temporary work (many of them were located in 
Belgrade where the first performances occurred). There were many festivals and events 
registered in the Kingdom of Yugoslavia but also in Europe (Ivančić Dunin, Višinski 
1995; Smilevski 2006). During the period of socialism, there were dynamic changes in 
the Socialist Federal Republic of Yugoslavia where folklore was valued as one of the ba-
sic components of the national identity. Folklore was elevated at the same level as arts; it 
was a segment of the national recognition strategy and of multiethnic life. On March 29, 
1949, a document was signed by Lazar Kolishevski, the President of the People’s Republic 
of Macedonia and a National ensemble for folk dances and songs “Tanec” was founded. 

 “Tanec was founded in a period when several professional groups were being estab-
lished in Yugoslavia and other socialistic influenced European contries“ (Ivančić Dunin 
and Višinski 1995: 8). On the one of the first performances on international stage “Tan-
ec” won the first prize at the international festival in Llangollen, Wales in 1950 with the 
performance of Teshkoto and Lesnoto.The ensemble performed in the USA, in 1956, as 
the first folklore ensemble not only from Yugoslavia, but also the first one from all the 
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socialist countries and presented “the best from Macedonia and Yugoslavia”. The Tes-
hkoto became part of the regular repertoire and gradually dominated other folk dances 
because of the nature of its performance but also because of the meanings it generated, 
i.e., the perception about it. Another important factor in regard to making The Teshkoto 
popular was the existence of culture-artistic groups in Macedonia. They used the rep-
ertoire and the style of Tanec, which contributed to its expansion and popularization.

Many authors have approached Teshkoto as a symbol of Macedonian dance culture. 
For example, academician Gjorgji Stardelov concluded that “this particular Macedo-
nian dance is not performed on a mountain, or in a valley or a meadow, but on the real 
history stage” (Stardelov 2000, 23). Manoil Chuchkov, the first director of “Tanec”, 
called this folk dance “a prototype of the Macedonian traditional dancing style” (Chuck-
ov 1951, 65).

The most significant moment in the process of narrativization and the use of the 
term that is in the focus of this research and serves for assigning meaning to Tesh-
koto, was the same-titled poem by Blazhe Koneski, published in his book “Land 
and Love” (1948). That process of symbiosis of the two magnificent art works 

 provided me with the opportunity to create concrete content which could be connected 
with the survey responses. Koneski starts his poem with a description of the folk dance 
and of the instruments used:

„O Teshkoto! As the zurla wildly shrieks,
As the tapan roars with deep echo … “  (Koneski 1965, 12).

Further, Koneski continues with a description of the dance technique:

“And the first step on the soft grass,
which is quiet and slow, with retained grief...“ (Koneski 1965, 12).

Next, he thickens his expression creating a parable of the long slavery and fighting for 
freedom:

“And the soul, you think, my people
Tortured in Teshkoto is woven -

century after century gathering darkness
of bloody pain, of slaves,

century after century passed with thought
of a joyful children, for free world...” (Koneski 1965, 12)

The Teshkoto by Koneski has become an epic portraying the Macedonian history and 
its path to gaining independence. The verses of the poem are meaningful even today, in 
the 21st century, after all turbulent times. The process of acquiring meanings, signifying 
has become and continues with the multitude of art work addressing the theme. One 
of the recent works, created in October 2022 is the sculpture named Teshkoto by the 
young sculptor Ozbek Ajvaz. That work has awakened huge interest not only because 
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of the idea of the creation techniques and its size (eight figures in natural size), but also 
because of the material used (cast iron pieces). In an interview, the artist acknowledged 
the following:

“There are eight metal sculptures used, and that is not done without purpose. Eight is a sym-
bol of infinity, eight because the Macedonian heart beats in a 7/8 rhythm… Locked at home 
(due to Covid-19) I was watching the dance all day long, then I made some sketches, and I 
started creating the sculpture...That folk dance is performed in Galichnik. When the locals 
would migrate for work, everyone would dance in a sorrowful way. And this is because com-
ing back to the home country was really hard” (Ajvaz, online 2022)

Figure 2. Teshkoto, sculpture made by Ozbek Ajvaz. Courtesy of Ozbek Ajvaz personal collec-
tion

Meaning, stance, opinions, associations – an analysis 
„Nomen est omen“, wrote the Roman playwright Plautus in his play “Persa.” Plau-

tus emphasized the connection between the name and the main character in the sto-
ry. Such a discourse became popular again in the 20th century. Many psychoanalysts 
have researched the connection between names, surnames with the character features, 
choice of profession, etc. (Abraham 1911; Jung 1972). The names or the titles are 
clear and easily noticeable sometimes; however, on the other hand, they can be indi-
rect or hidden. In some languages such as Greek and Albanian, the personal names 
bear concrete readable meanings. Although the above-mentioned research has been 
directed towards personal names that does not mean that we cannot find an identical 
way of naming the character with folk dances such as the exact example of the folk 
dance tradition in Macedonia.

The process of naming Teshkoto has marked its semantic content, which resulted in a 
concrete perception, connected meanings and associations. But as mentioned previous-
ly, the folk dance is treated as a sign which has a complex mechanism and structure. The 
focus of this research is on defining the sign-meaning spectrum of Teshkoto. The aim 
is to record the perceptions of people about the dance itself, as well as the associations 
linked with it. This dance has a broad spectrum of interpretations that can oscillate be-
tween totally opposite terms and perceptions. The task I have assigned for myself is to 
discover the most frequent terms, perceptions which are initiated by the folk dance itself 
in those who observe it.



Sonja Zdravkova Djeparoska

246

To a certain group of participants, the following question was posed: “What associa-
tion comes to your mind when watching the folk dance Teshkoto?” As mentioned in the 
introduction, 76 participants were involved and although one association was required, 
some participants provided more, such as “Mijaks, tradition, pride, hope”. I did not ex-
clude the multiple responses and in the analysis. All answers were categorized in groups 
of identical or similar words and meanings; therefore, the number of responses has in-
creased to 118. Some of them presented a unique term but there were also whole sen-
tences which described the concrete phenomenon. Therefore, the classification was 
done in a meticulous way. The terms/meanings which were used most frequently were 
selected. In other words, the following positioning, i.e. general visual representation, 
resulted from the associations and meanings the survey participants provided in relation 
to the traditional performance of Teshkoto.

Figure 3. Results from the survey

The most frequent responces were hard and hard(ship), terms which have identical 
meaning but belong to different parts of speech (adjective and noun). They were present 
in 21% of the responses. It is worth mentioning that the responses most often were re-
lated to history, while less often to the technique of performance. I am selecting few as 
examples: “Hard life of Macedonians,” “Hardship and bitterness piled in Macedonian 
souls throughout centuries” etc. Ajvaz, Macedonian sculptor, independently from my 
survey, confirms these associations. In an interview about his sculpture he said, “The 
name Teshkoto itself reminds us of the folk dance, of a hard moment in our life; that is 
why I have chosen a hard material for the sculpture” (Ajvaz, online 2022). In the survey, 
just few responses were related to the hardship in connection to the dancing technique. 
For example, “hard performance,” “a hard and slow step”, etc. was present in only 4 
responses out of 24 (16, 6 %).

This seems like a proper moment for a slight digression in order to refer to several 
research articles written by foreign scholars. Their notes cover different levels. When 
asked about their first contact with Teshkoto, the impressions of the participants were 
related to the technique of performance or the choreography and content. This is expect-
ed because rarеly who explored the ethymology of the name/title or the understanding 
of this folk dance as a national symbol. After the first performance of Teshkoto in New 
York, one of the most respected American critics and modern dance theoreticians John 
Martin in his review of the Tanec’s performance wrote “But nothing is no more thrilling 
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or more teeming with suspense than their first shepherds` dance, in which a solid line 
of eight men spends half the dance in a series of slow pliés on one leg, with the other 
leg off the ground, and with the most impeccable aplomb throughout” (Martin 1965, 
11). Martin shared his impression on the concert performance of “Tanec” in Carnegie 
Hall. Unlike him, another American, Dave Wilson, who stayed in Macedonia longer 
and researched Macedonian music and dance culture pointed out a different aspect. 
In his paper, “Teškoto and the national sentiment in Macedonia: Ascribing meaning, 
experiencing tradition” he addressed the process of signifying, perception, as well as 
reception of Teshkoto. According to Wilson, “With its heavy, complex meanings and the 
strong sentiment it evokes, Teškoto exemplifies a unique and indisputable Macedonian 
identity, albeit in a different way than that imagined by nationalists” (Wilson 2014, 247). 
Apart from the primary focus on the choreography and the nature of performance, there 
are second level additional meanings which are connected, created, layered, and cannot 
be accessed instantly but through a process of observation. These new meanings, con-
notations are popular among the local people and define the significance of Teshkoto in 
a broader cultural and social context.

The second most frequent were the associations related to migrant workers in-
cluding the responses such as leaving, separation, and family dissolution. For ex-
ample, “the hard life of Macedonian migrant workers, farewells” “the suffering and 
sadness of migrant workers due to separation of migrant workers from the loved ones 
and the mother land”. The scholars researching Macedonian traditional dance em-
phasize the associations of Teshkoto as a scream for the homeland, as a way to feel 
the warmth of the abandoned home and family. The Russian choreographer Anatol 
Joukowsky spent a substantial part of his life in the Kingdom of Yugoslavia before 
emigrating in the USA. He is well-known for his research interest in the traditional 
dance as well as stylized folk dance. In the USA he held courses and training for 
traditional dances from various countries among which are the dances from former 
Yugoslavia and the Balkans. In his book devoted to the methods of teaching eth-
nic dances titled The Teaching of Ethnic Dance, in the description of Macedonian 
dances, he presented Teshkoto and the broken relations with the homeland. „To love 
Macedinian dance one must go deeply inside the Macedonian life…Their dances do 
not depict a realistic approach to life... For boys away from home in Paris, Istan-
bul, or New York, doing the `Teshkoto` brings the far away Macedonian mountains 
close to home. The nostalgia engendered when three of four get together to dance 
with the beat of the tupans, Macedonian drums are overwhelming. These people be-
come transported back to their beloved mountains through their dances“ (Joukows-
ky 1965, 8). Ljubica and Danica Janković portrayed the moment of deep emotional 
survival while men performed Teshkoto. “Each movement is psychologically justi-
fied and deeply experienced: Men from Lazaropole through this dance experience 
the year of migration work emotionally again – a year full of struggles and hard ris-
ing again” (Janković 1948, 22). On the website page of the Lazaropole municipality 

 apart from information about the area and well-known people from the region, a 
significant section is devoted to description of the folk dance Teshkoto accompanied 
with video recordings of its performances in the region. In this section you can read 
the syntagm “Teshkoto as a code for separation and existence through centuries” (laz-
aropolee.blogspot.com). Separation is closely connected to the dance performance, 
as a way of existence and it emphasizes the cultural idiom of the Mijaks additionally.
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Another significant group of responses was related to the idea of the folk dance as a 
carrier of meanings related to the struggles for freedom and against slavery. This phe-
nomenon presents a fusion of history with Teshkoto and integrating the narrative content 
is a result of the above-mentioned poem by Koneski. The responses from the first group 
relating to the hard life of Macedonians are closely connected to the responses from this 
group of respondents who perceive Teshkoto as a dancing synonym of the history of the 
people. The results from the two groups reach 32 %. The main distinguishing parameter 
was the use of nouns “hardship, heaviness” or the adjective “hard” presents in the re-
sponses from the first group but absent in the responses from this group. I would like to 
add some examples: “A symbol of the Macedonian struggle for freedom, independent 
country, recognition,” “Endurance of the suffering Macedonian people, the roots of our 
identity”. Such responses were present with 11 %.

The other responses contained the terms pain (7 %), followed by hope, strength, and 
tradition with similar frequency (six responses for each term – 5 %). The well-known 
villages in the region where Teshkoto was performed Galichnik and Lazaropole were 
also mentioned in the responses with the similar frequency. Teshkoto was used as an 
equivalent of the instruments which accompany it – drums (4 responses), and zurla (2 
responses). There was one response “traditional folk dancer on drum” which is a visual 
representation of Teshkoto. Painters and sculptors frequently create visual disposition of 
a Teshkoto selected moving sequence most often the moment of the drum dance. This 
motif represented the logo of “Tanec” from 2014 until 2019.

Process of choreographic transposition – interpreting 
and broadening meanings

Contemporary culture has popularized the trend of addressing and artistic remake 
of folklore. Ballet is not deprived of these tendencies, chronologically speaking, as 
seen in the works created in the 19th century until today. Regarding Macedonian dance 
culture, of extreme importance are national ballet works which contain integration of 
elements from the Macedonian folklore at all levels – libretto, music, choreography. 
On the other hand, the traditional dance Teshkoto gained an important place in Mace-
donian culture and cultural identity. The process of acquiring meanings started and 
has continued through the sequence of reflections and artistic responses to this dance. 

Referring to the starting theoretical position around the sign, meanings, process of signi-
fying, it is very important to pay attention to the second level meanings which broaden the 
basic ones. Keir Elam in the book titled The Semiotics of Theatre and Drama explained 
that in performative arts broadening of one sign with new meanings is a crucial feature.

“Beyond this basic denotation, the theatrical sign (although Elam writes specifically about 
the theatre sign, in the theory we use the performative discourse which covers a broader 
theoretical area – author’s note) inevitably acquires secondary meanings for the audience, 
relating it to the social, moral and ideological values operative in the community of which 
performers and spectators are part... Connotation is a parasitic semantic function, therefore, 
whereby the sign-vehicle of one sign-relationship provides the basis for a second-order sign 
relationship (the sign-vehicle of the stage sign ‘crown’ acquires the secondary meanings ‘maj-
esty’, ‘usurpation’, etc.)” (Elam 1980, 7).



249

As it becomes obvious from the survey results Teshkoto has acquired a multitude of 
meanings. The process of expanding this example is transparent and truly visible. The 
created meanings are repetitive, transferred and integrated into the shaping of new art 
works. The analyzed examples show creating and broadening of the basic meaning-
ful composite. The dance replicas give new “readings” through which the connotative 
meanings are transferred to the scene. In this section, I am presenting two new dance 
constructs on the topic Teshkoto.

Macedonian history:
Teshkoto – From migrant work to Macedonian existence hardship
The first national ballet work written by a Macedonian composer is Macedonian his-

tory by Gligor Smokvarski. The premiere was on June 21, 1953. The libretto was based 
on the play by Anton Panov, Migrant Workers. As a logical step in structuring the music 
text, Smokvarski has integrated a part titled Teshkoto. The composer in this part of the 
ballet uses drum (tapan) to put the authentic sound of traditional instruments in the mu-
sic. The folk dance as a symbol of the moment of separation could be clearly read by 
the audience and was integrated organically into the scenario addressing migrant work 
as a phenomenon and faith of the migrant workers. The choreographer Dimitrie Parlić 
created a performance in which he tried to transfer the folklore of the ballet scene. The 
critic Makedonski acknowledged that there is domination of the “raw” material regard-
ing the stylization principle (Makedonski 2008). The same observation was presented 
by one of first female ballet dancers and eminent ballet critic Emilija Dzipunova. She 
expressed the following:

”The first national Macedonian ballet Macedonian History is based on Macedonian male folk 
dance Teshkoto (premiered on 21.6.1953). The choreographer Dimitrie Parlić decided to in-
corporate the original dance movements” (personal correspondence, 2022).

Unfortunately, apart from Dzipunova’s statement, who is in the role of a performer, 
no other statement about Teshkoto can be found in the seldom reviews. There are no 
recordings or documented material (choreography notes) about that particular part but 
also about the ballet in general, because of which any attempt to reconstruct the ballet 
version of Teshkoto is impossible.

The second performance was created in the years after Macedonia gained indepen-
dence. The premiere was on 17.7.1993 on Samuil’s Fortress in Ohrid, which had a 
symbolic meaning in the years of founding the independent Macedonian state. For this 
version, a new script was written by the director Ljubisha Georgievski. What logical-
ly followed was a creation of a completely new choreography by Olga Milosavleva 
which can be easily accessed for analysis. Georgievski wrote: “To write a libretto of a 
Macedonian history is very easy but also very hard, because from all world histories, 
ours is most tragic” (in Zdravkova Djeparoska, 2014: 75). The struggle of the two male 
protagonists was set in the center of the plot around which the conflict was built. Tesh-
koto occupied the central place in the choreography. It was the choreographic climax. 
Milosavleva switched the male performers with female ones. In her work, the music 
parts had an identical order as in the traditional performance: slow and fast. The most 
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important typical feature of male performers was taken in consideration and strength-
ened by dancing on point shoes and focus on specific poses as in the traditional version. 
Ethnomusicologists and ethnocoreologists in the ballet version note numerous incon-
sistences with the stylized elements. They compared it with other traditional dances, 
especially the segment of the position of arms. Emilija Dzipunova pointed “It is a ballet 
performance in which Olga Milosavleva did not pay attention to the substantial point of 
this Macedonian male folk dance Teshkoto, but instead she creates an impressive spec-
tacle including female dancers, with all female movements and female elements in its 
interpretation” (Dzipunova personal correspondence). Yet, apart from these comments, 
that ballet performance was singled out by its popularity and attractiveness. Ballet ver-
sion of Teshkoto as an independent part, is preformed often on ballet concerts.

The two ballet versions are based on associations which present the main corpora in 
the survey – migrant work, broken family ties, hardship of separation, etc. Apart from 
that as a response to all barriers in the creation of the independent Macedonian state 
(which are still present after more than 30 years from proclaiming the independence), 
a new scenario was created. That scenario has addressed the history and “the curse” 
of Macedonian people. Teshkoto from an idiom of separation has suddenly become an 
idiom of history and national identity. Milosavleva, in her choreography, transferred 
the folklore elements in a new neoclassical lexis” (Dzipunova 2011, 104). Teshkoto 
by Milosavleva has grown into a respected symbol in which the consequently derived 
meanings related to the history, hardship of existence was transferred and articulated 
through the language of ballet movements.

Fairies and demons:
Teshkoto – Macedonian couch grass
During the period after independence (after 1991), except Olga Milosavleva, the ballet 

choreographers did not have any particular interest in the national folklore work. An 
exception are young choreographers who turned their interest towards this sphere in the 
previous few years. I would like to point out the choreographic work of Jovana Zajkova 
and Boban Ruseski who collaborated with the young musician Evgenija Zdravevska 
(who performs under the pseudonym Zarina Prvosevda). She was responsible for the 
music, vocals, and percussions, which created “a single breath”. Zdravevska said in an 
interview: “In essence, without further consideration, this choreography, and the sponta-
neity of the process of its creation show that the genetics but also the roots which radiate 
in the creative process are something with which we are blessed existing in this coun-
try, Macedonia. That is something that signifies us, something that even unconsciously 
leaves mark and will be transferred as a decoration of the artist and its work until it 
exists and creates in any art field” (Zdravevska interview 2022). The work titled Fairies 
and Demons premiered on 1.07.2021 in Zagreb’s Dance Center. The Macedonian pre-
miere was on 9.04.2022, while an extended version was performed on 16.06.2022, both 
in MKC (Youth Cultural Center). In regard to choreography, music and the concept, 
the authors referred to tradition and gave their “dancing” opinion on the topic. The new 
modernized approach created a new dimension to the work. Towards the short descrip-
tion accompanying the performance on YouTube, the following text is integrated:

In this piece the traditional beat and vocal performance intertwine with contemporary 
dance in order to tell an ancient story hidden by the time, but still pulsating in our pores. 
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Each step and each note tell the fairytales that traveled from father to son and remained 
alive until this very day. We invite you to allow them to give you chills, to wake you 
up... we invite you to find the childlike love and honesty in them, but also the deep wis-
dom that was left to us as a priceless heritage (YouTube).

Figure 4. Fairies and Demons Courtesy of Jovana Zajkova personal collection

A direct connection with the folk dance Teshkoto cannot be found neither in the nam-
ing process, nor in the description, nor in the choreography (regarding the referencing 
use of elements). Yet, many people who saw the performance have pointed out the exact 
connection. To the question how they perceive this phenomenon of connection and if 
they had the same vision of Teshkoto, Zdravevska emphasized:

“Fairies and Demons is a unique reflection of a part of everyday life of my people in the past, 
my roots. Conceptually, the choreography in regard to many elements reminds of Teshkoto; 
firstly, because of its rhythm with which we approach the choreography… and in relation to 
the movements which we use, the suffering can be sensed, but also the strength and endurance 
of Macedonian people seen as couch grass surviving through all the storms, managing to see 
the Sun and to grow profusely” (Zdravevska interview 2022).

This new approach towards the traditional folk dance is rich with various allegories, 
symbols, but also moving signs reminding the audience of Teshkoto. The focus is on 
hardship, heaviness of life, on the one hand, contrasted with beauty, liveliness, hope, on 
the other. These contrasted positions hard-light, calmness-euphoria, and male-female lie 
into the authors life view rooted in this region. The choreographer Zajkova pointed out:

”I often hear people’s opinion that Teshkoto represents the sadness, the pain, and the suffering 
of Macedonian people, but I believe that apart from that, Teshkoto is a wonderful symbol 
of the mutual support, of the rise and fall in life and portraying the same in their real form. 
The hardship and heaviness as a basic guideline and the dominant signifying are present, but 
equally present are also the meanings which additionally are layered and create a complex 
discourse of basic meanings” (Zajkova interview 2022).

And again, I will recall Dzipunova’s view, as the only active ballet critics who wrote 
the following for this creation of the young choreographers
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“Two stylized versions (Dzipunova referred to the version by Milosavleva and the perfor-
mance by Zajkova and Ruseski – author’s note) of one of the most famous Macedonian folk 
dances and a synonym of the Macedonian ethno folk dance culture – TESHKOTO. Three 
young creative people Zajkova, Zdravevska and Ruseski took the liberty and the inspiration 
to transform a dynamic, poetic vision of the dance in the piece titled Angels and Demons, 
without leaving the substantially recognized moving element of the folk dance, colored in the 
style and esthetics of the contemporary dance technique. In a spiritual sense, the real and the 
unreal, as well as the infinite give the work a metaphysical dimension” (Dzipunova personal 
correspondence).

The layering of meanings in this case opens new horizons for the young choreog-
raphers who started the creative process with the traditional folk dance, through the 
imprinted and established meanings that the folk dance had generated itself in previous 
periods and managed to give their own perception and creation of Teshkoto. The cre-
ation oscillates within the frame of what was pointed out in the analysis, and again it is 
connected with the historical aspects, with the identity of the Macedonian people. How-
ever, that discourse is upgraded subtly with a view towards the future that is victorious, 
optimistic, and probably a result of the view and attitude of these young people.

Conclusion
Constructing meanings, i.e., signifying which creates, carries, accumulates, and con-

denses content in relation to the traditional folk dance Teshkoto and is already integrated 
in the collective cultural memory. So, we can select a solid monolithic discourse of 
meanings. Those are the meanings that were confirmed through the analysis presented 
at the beginning of this paper. The way in which the signified is reflected and projected 
especially in the artistic versions and it is directly conditioned by the construct of the 
signified. The formed meanings are connected to the traditional dance as we could ob-
serve in the examples showing dance replicas with various performative styles which 
are transferred and complemented with each other. The artistic replicas in Teshkoto no 
longer address only the choreographic content and structure (partially present in the 
ballet version, but fully non-existent in the modern version of the dance). Based on as-
signed/signified meanings, the same re-signify them by their unique expressive style 
which can be graphically presented as:

Figure 5. Proces of constructing new 
art works and its signifying

In this work, I have emphasized multiple times the quality and the “physiology” of the 
dance content, which forms a broad and complex narrative. That characteristic is used 
for analyses of Teshkoto folk dance. That brings it to the level of a national symbol, not 
only a regional one, in which new meanings have been constantly stored and the asso-
ciative-discursive content has been broadened by permuting into various performative 
styles and discourses.
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Поновно промишљање плеса Тешкото: Процес означавања 
традиционалног плеса Тешкото својим уметничким рефлексијама

Сажетак: Традиционални плес Тешкото има посебно значење за Македонце. Не 
само да припада традиционалном репертоару народних игара, већ је и облик који 
је акумулирао мноштво значења. У циљу истраживања асоцијација на ову тему, 
укључила сам учеснике који су ми као истраживачу помогли да створим потпуну 
слику о перцепцији овог плеса. Резултати анкете послужили су као основа да се 
Тешкото анализира не само кроз његову оригиналну форму, већ и кроз његове 
уметничке транспозиције. Одговори на питање о генерисаним значењима резултат 
су вишедеценијског „означавања” овог традиционалног плеса. Истраживала сам 
преношење тих означених елемената у актуелна уметничка дела, али и проширење 
истих и додатна значења која добијају. У овом раду фокус је на једном балету 
и једном савременом плесу. Феномен опште перцепције и интерпретације 
традиционалног плеса Тешкото и популарности не само традиционалне форме 
овог плеса, већ и због његове специфичности у погледу естетике и израза, говори 
о његовој јединственој вредности.

Кључне речи: Тешкото, Македонија, означавање, прихватање, плесне реплике, 
друштвене рефлексије
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itagization“) can cause profound changes in dance traditions and dance forms, even if 
the name of the tradition remains. Andriy is trained as a folklorist, centring on Ukrainian 
dance, based on fieldwork in Canada, Ukraine and 8 other countries.

Niemčić, Iva
Dr Iva Niemčić, znanstvena suradnica i ravnateljica Instituta za etnologiju i folkloristiku u 

Zagrebu. Diplomirala je na Filozofskom fakultetu u Zagrebu dvopredmetni studij etnologije 
i češkog jezika i književnosti. Iste godine upisala je poslijediplomski studij etnologije i kul-
turne antropologije također na Filozofskom fakultetu, kojeg završava 2002. godine obranom 
magistarskog rada s temom “Ples i rod u lastovskom pokladu”. Godine 2007. brani dok-
torsku disertaciju pod naslovom “Ples i rod” te stječe zvanje doktora znanosti etnologije i 
kulturne antropologije. Od 1998. godine djelatnica je Instituta za etnologiju i folkloristiku 
u Zagrebu u statusu znanstvene novakinje, a od 2010. znanstvene suradnice. U mandatu 
ravnatelja Tvrtka Zebeca od 2011. do 2014. obavljala je dužnosti pomoćnice ravnatelja. 
Sudjelovala je na tridesetak domaćih i međunarodnih znanstvenih skupova i objavila dva-
deset i sedam znanstvenih radova na hrvatskom i engleskom jeziku u stručnim časopisima, 
tematskom zbornicima ili kao poglavlja u knjigama, te niz prikaza, osvrta i stručnih eksper-
tiza u raznim publikacijama. Ko-urednica je međunarodne bibliografije plesnih istraživanja 
članova etnomuzikološko-etnokoreološkog udruženja International Council for Traditional 
Music (ICTM) i njegove Studijske skupine za etnokoreologiju (2003). Godine 2011. objavi-
la je autorsku knjigu Lastovski poklad: plesno-etnološka studija.
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Njaradi Dunja
Dunja Njaradi’s field of interest includes dance anthropology, traditional, artistic, and 

social dances as well as dances in religious contexts. Dunja Njaradi has a wealth of ex-
perience as a lecturer, comprising various disciplines such as dance, drama, theatre and 
anthropology. During her career, Dunja Njaradi was the recipient of numerous schol-
arships and awards, such as scholarship for doctoral studies in Lancaster, 2007-2010 
(ORS); prestigious dance scholarship DanceWed 2009 (ImpulzTanz, Vienna), and stud-
ies at the Institute for Advanced Studies at Central European University in Budapest 
2016/2017 (IAS CEU). Dunja Njaradi is the editor of reviews in the Journal of Dance, 
Movement and Spiritualities. She published the book Backstage Economies: Labour 
and Masculinities in Contemporary European Dance, Chester University Press, 2014. 
The book deals with theoretical mapping of European contemporary dance scene, with 
special focus on the research of regional and Serbian contemporary dance scene. Dun-
ja Njaradi teaches ethnology, anthropology and ethnochoreology at the Department of 
Ethnomusicology of Faculty of Music in Belgrade.

Ozbilgin, Mehmet Ocal
Mehmet Öcal Özbilgin, PhD, is a Professor, Head of Ege University State Turkish 

Music Conservatory in İzmir (Türkiye), and Chair of ICTM Study Group on Music 
and Dance in Southeasthern Europe. Since 1991 he has taught courses on types, genres 
and history of dances in Türkiye, and the staging of traditional dances. His publications 
and research presentations treat structural analysis of Anatolian traditional dances and 
changes in socio-cultural context.

Rašić, Miloš
Miloš Rašić, Ph.D., research associate in the Institute of Ethnography SASA. His 

research is focused on various topics in the fields of migration, dance, music and cul-
tural heritage. He published the monograph “Imagined Homeland: Clubs, Identity and 
Integration of Serbian Guest Workers in Vienna” (2022) and received the award for the 
best book in the field of ethnology and anthropology in Serbia for 2022, awarded by the 
Department of Ethnology and Anthropology of the Faculty of Philosophy in Belgrade.

Wilcox, Emily
Emily Wilcox is Assistant Professor of Modern Chinese Studies at the University of 

Michigan, Ann Arbor (USA). Her research focuses on Chinese dance and performance 
in transnational perspective. Her articles and essays appear in The Journal of Asian 
Studies, TDR: The Drama Review, Asian Theatre Journal, Journal for the Anthropolog-
ical Study of Human Movement, the books Chinese Dance (Wesleyan, 2016), Queer 
Dance (Oxford, 2017), and Rethinking Dance History, Vol. 2 (Routledge, 2017), and 
other venues. Her book manuscript Revolutionary Bodies: Dance and China’s Socialist 
Legacy is currently under review.
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Zdravkova Djeparoska, Sonja
Sonja Zdravkova Djeparoska, PhD, is a Full Professor at the Faculty of Music at 

University “Ss. Cyril and Methodius”. She graduated and obtained a Master’s degree in 
ballet pedagogy and choreography at the Academy of Theater Arts (GITIS) in Moscow 
(Russia). She completed her master’s and doctoral studies in theatrology at the Faculty 
of Dramatic Arts in Skopje. She participates in international conferences and projects 
that promote the Macedonian dance culture. She is the author of six books. Zdravkova 
Djeparoska is the recipient of national awards “Goce Delchev” and “Feniks”.

Starčević, Krešimir
Dr Krešimir Starčević diplomirao je 1992.g. na Pravnom Fakultetu Sveučilišta u Za-

grebu. Godine 1995. položio je pravosudni ispit, a u razdoblju od 2006.-2009.g. za-
vršio je Menadžment Akademiju – “Top Executive Education”, u organizaciji Manage-
ment Zentrum St. Gallen (Švicarska). Godine 2021.g. doktorirao je na Ekonomskom 
Fakultetu Sveučilišta J.J. Strossmayer u Osijeku i stekao akademski stupanj doktora 
znanosti iz znanstvenog područja društvenih znanosti i znanstvenog polja Ekonomija. 
Područja znanstveno-istraživačkog interesa Krešimira Starčevića, dipl. iur. uključuju: 
management; korporativno upravljanje; zaštitu osobnih podataka; turizam i kulturu. Ak-
tivno se služi engleskim i njemačkim jezikom.



263




	_heading=h.gjdgxs

