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Kopeorpaduja rpagmumnonassor mieca usmel)y JIOKaJHOT H
rJI00AJIHOT — YBOJHA pa3MaTpama

AnctpakT: 300pHUK padosa Kopeozpaghuja mpaouyuonantios nieca Ha cyenu: Kpuse,
nepcnexmuege u 2100a1Hu Oujano3u HacTao je Kao pe3yaTar Hu3a KoH(epeHIIrja oAp KaHuX
y okBupy eTHocamuta TpaaunujaHoBa, y opranuzanuju AHcaMm0iia HApOIHUX Urapa u
necama Cp6uje ,,Komo*“. OBaj paj, HaCIOBJbEH U Ka0 YBOJHO pa3MaTpame, IpecTaBba
TEeMe 0 KOjuMa ce JUCKYTOBaJO Ha IOMEHYTHUM KOH(EepeHIijamMa, Te 0TBapa MpoCTop
3a HOBA MPEUCIHUTHBAKA Y M0JbY TPAJAUIMOHAIHOT U CAaBPEMEHOT IUIeca Ha JOKATHOM
U ri06amHoM HMBOY. OCHOBHE Te€Me OBOI TEKCTa YMHE YMemHuyke mpancnosuyuje
TPaJUIIMOHAIHOT TUIeCa Ha CIIEHH (OTHOCHO OHOC H3Mel)y yMETHHUUKOT IIjIeca, lheTOBUX
JMCKypca U IMPaKCH, ca AUCKYpCHMa U IIpaKcaMa TPaAULIMOHAIHOT I1JIeca), Kao U MUTambe
Hacneha (heritage) y 0o6a oBa rutecana >xanpa. Ha kpajy, iusb Ham je ¥ 1a HCTPaXHUMO
TEOpHU]JCKE U MPaKTUYHE NMpolsIeMe, HET0YMHUIIE U U3a30B€ KOJU CE jaBJbajy y JOMEHUMa
npodecroHallHe CLEHCKE IMpe3eHTalyje TPaIUlMOHATHUX IJIECOBA Y jYTOUCTOYHO]
EBponu, Te ma moBeXeMO OBE JWCKYCHje ca III00AaTHUM TOKOBHMA M JTUCKYpPCHMa O
jiecy, yMETHOCTHU U Hacielyy.

KibyuHe peun: TpaIuIMOHAIHY IIeC, CAaBPEMEHH IUIEC, JTIOKAIHO, Io0aiHo, Hacnehe,
YMETHHUYKA TPaHCIO3UIIN]a

YBoa

30opauk panoBa Kopeocpaghuja mpaduyuonannoe nneca Ha CyeHu: Kpuse,
nepcnekmuge u e100aiHu oujanosu Iyro je owo y npunpemu. Hactao je xkao pesynrar
HU3a KOH(pepeHrja opxKaHux ToKoM eTHocamuTta TpaaunujaHoBa, y opranuzanuju
Amncam0Ona HapogHuX urapa u necama Cpouje ,,Kono*. PagoBu y 300pHUKY HHUIH]aTHO
Cy TpEICTaBJhEHW Kao NpEe3CHTalje Ha KOoH(eEepeHIMjama, a IMOTOM Cy, IyTeM
JTYTOTOAMIILUX MOHOBJBEHUX CyCpeTa, AMjajiora U ca3peBarba, IPepaciu y TEKCTOBE.
Nako cy xoH]epHIMje MPBOOUTHO Ouie OpHUjEeHTHCAaHE Ha JIOKATHY U PETHOHAIHY
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cieHy Kopeorpaduje TpaIUIMOHANHOT Tiecal U meHe n3a30Be, MPHCYCTBO HAyYHHKA

KOju ce 0aBe TpaauIMOHATHUM IUIECHUM clieHama Ykpajune, Mpcke, N3paena u Kune
OTBOPHJIO je MOTYRHOCT TJ00aJHOr NMOBE3WBakba TEMa, IPUCTYIA U JAUCKYCHja, Ma U
BUXOBE ,,[IIAPOJIHKOCTH . Mnak, Kajga ce MaxJbHBO cariiefiajy CBH IPUIO3U Y OBOM
300pHHKY, jacHO je J1a ce u3/(Bajajy u ojpeheHe omnmre TeMe U muTama. JETHO 0J1 BUX
j€ TUTamke YMETHUYKE TPAHCIO3WIIH]Ee TPAJAUIMOHAIHOT IUieca Ha CICHH (OJHOCHO,
oJTHOC n3Mel)y yMEeTHHUKOT Tuieca, leroBUX AUCKypca U MPAKCH, U TUCKypca U MPaKCH
TpaaUIIMOHAIIHOT TIJIeca) Kao U murtame Hacieha (heritage) y oba oBa miecHa sxaHpa.
OBO je OCHOBHU MOTHB 300pHUKA.

CaBpeMeHH yMETHHYKH IUJIeC je MO30pHIlHA (opMa Koja je eBOJyHpayia Tako Ja
oJpaxkaBa, JUCKYTyje M KpPUTHKYj€ COICTBEHY KYJITYPHY, IOJUTHYKY U ECTETCKY
ucropujy. Mehytum, TO je pa3HOJIMKA Tpakca M YeCTO C€ pa3BHja Kpo3 IoceOHe
CTHJICKE KapaKTepPUCTHKE, BOKaOylape U WIAMOCHHKpA3Hje MOojeInHAYHOT Kopeorpada
n/wnm mwiecada. Hacynpot ToMe, TpaaulimOHATHY TUIEC C€ TIOHEKaJI OCTaBJba Ha CLEHY
Y U3BOJIU 3a MyOJIMKY, ajli je MPBEHCTBEHO MapTHUIMIIATUBHA MpaKca Koja ce Hala3u
YHyTap JIOKaJTHUX WM PEerHoHamHuX 3ajenHuna. [locroje, HapaBHO, U nomupu mehy
OBHM Ipakcama, kako kaxxe Capa Bejim: ,,00¢ tuiecHe ¢opme OpuHy ce, JOyIIe Ha
pasnuuuTe HAYMHE, 32 CONCTBeHO ouyBame™ (Whately 2022, 172), onHocHO 00€ oBe
Ipakce ONCTajy W pa3BHjajy ce€ y AMCKypcy Hacieha, mTo HEMHHOBHO JIOBOJH JI0
napajurMaTCKuX MpOMEHa, HOBUX TPEHI0BA U M3a30Ba Y OBUM (hopMama.

PexoHCTpyKIIMja ¥ LMTHpame HUCTOPUjCKUX IUIECHHX KOMaJaa, Kao M IPETBapame
IUIECHE CLIEHE Y MECTO 3a apXHBHPAKE IJICCHE UCTOPH]E, TIOCTAIN CY IVIABHH TPEHIOBH
y caBpeMeHOM Iuiecy. UnHH ce Ja Cy caBpeMeHHM Kopeorpadu OCTaBHIH 3a COOOM
HETIPEKUIHY TeXKIbY Ka CTBaparby HOBHX IUIECHUX TPEHI0BA M YMECTO TOTA CE YIyIITa]y y
aujanor canpouuromihy (B. EIswit2014). Jlok ce,,aBaHrap/a“y 3amaJHOM CIICHCKOM ILJIECY
HeKaJla cMaTpalia OJIMYEHEM ,,HOBOT * M BEpOBAJIO CE J1a je Apyrauuja of MIecHUX GopMu
KOj€ ce cMaTpajy 00eIeKeHUM TPaIUIIA]OM, OBa pa3TpaHUUYCH-A Cajla JI0BOJIE Y MUTAHE
u ucropuvapu u iecan ymernunu (Franko & Richards 2000; Burt 2003). ITopx Tora,
PEKOHCTPYKIIH]j€ CBE BUIIIE IECTAOMIN3Yjy pasiuke u3Mel)y yMEeTHHUKOT M aKaIeMCKOT
nosba, ucTuuyhu nepdopmaTtuBHy NpupoAy ,,0aBJbekba UCTOPUJOM™ U MPEJCTaBIbajy
HAUMHE HCTPAKUBaWka KOjH YKIJbY4yjy MpeaaBama, TEKCTOBE U JIOKYMEHTAIH]y Y
CIIGHCKOM OKpY’KerY U u3BohaukoMm KoHTeKCTy. McTopuja, kao 1 unH cehama, 1aHac ce
cMaTpa MPOIeCOM KOjU KOHCTUTYHIIIE, CTala, TOHOBO MIOCTaBJba U CTATHO MOAU(DUKYjE
CBOj 00jeKkar, UCTOBPEMEHO CTBapajyhu HOBE Mojelie U Mearje komemopaiuje. [Ipema
HBon Xapr (Yvonne Hardt) (Hardt 2012) npouwiocrt je ,,arpaiuiure 3a caJaiimbocT
— IOTO MOJpa3yMeBa I0jaM HCTOPHje TOACTAKHYT KPHUTUYKOM HCTOpUOTpadHjoM,
Koja Takohe pedekTyje HapaTHBHE CTPYKTYPE UMIUIMIINTHE Y pa3yMeBamby UCTOPHjE
wieca (B. White 1990; Bal, Creve & Spitzer 1999). HcroBpeMeHo, NHUTamke apXuBa
U HayMHa YyBama IUICCHOT 3Hama CBE BUINE J0JIa3u y (OKyc akajeMCKor OaBibera
crynujama ieca. Y kmu3u Archive and Repertoire, Jlajana Tejmop (Diana Taylor)
CyrepuIie Jia perneproap IOBOAU y NUTame KOHBEHIIMOHATHA CPEJICTBA 324 UYBambe
MPONIIOCTH. 3a By, pernepToap ,,A3BOIN OTEIOTBOPEHO MaMheme: peicTaBe, TeCTOBE,
OpaJTHOCT, TIOKPET, TUIeC, TIEBakbe — YKPATKO, CBE T€ Padmke KOje c€ OOMYHO cMaTpajy
epemepHuM, HenoHOBJBMBUM 3HameM™ (Taylor 2003, 16). OBe ¢usuuke KyaType cy
M30CTaBJbEHE U3 CTaHAAPIHE KYJITYPHE UCTOPHUjE U MOTY C€ CXBATHTHU KA0 OCIIOPABabEe
yCTaJbeHUX I0jMOBA O apXHBY. 3aHUMJBHBO j€ Jla TEPMHUH perepToap MMa JIpyradujy

1 Wim ,kopeorpaduje Hacneha“ (heritage choreography) kako oBy dhopmy Hazusa ®uinn [letkosekn (B. Petkovski 2023).
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KOHOTaIMjy y cBeTy mieca. OBJe OH 03Ha4aBa OHO IITO je YIUIO Y KaHOH, OHO IITO je
MHCTUTYIIMOHAIN30BAHO U YeMY je JlaTa MOTyhHOCT Ja HacTaBM /1a )KUBH Ha CILICHU WIIH
7la ce OBEKOBEUHU Ha YaCOBUMA ILIECA.

Jlakiie, caBpeMeHH TIIeC MPoJIa3u Kpo3 U3BECHY TpaHcopMallnjy — okpehe ce miecHoj
HCTOPH]H, TPAIUILIM]H U Haclehy, I/ie ce UCTOpHja CXBaTa Kao HEIITO IITO je, ca jeHe
CTpaHe, HeyXBaTJbHBO, a ILITO UCTOBPEMEHO 00JIMKYje Hallle )KUBOTE M HAIlle CTBAPHOCTH.
VYnpaBo y 0BUM HOBHM TpajeKTOpHjamMa CaBpEMEHOT Ijieca, CHTYHpaHa je U 0Ba 30MpKa
TEKCTOBA, HACTaJla Kao pe3yJlTaT AyrorOJUIIBUX IMPOMUILBAKka TPAHCIIO3UIIH]E
TPAIUIIMOHAIHUX IJICCHUX pereproapa y CaBpeMEHU YMETHUYKH IUICCHH KOHTEKCT.
Kako cmo Beh ncrakiu, oBe QyroroJuilmke JUCKYCHje OJIBUjalie Cy ce y OKBUPY ETHO
Camura TpamunujaHoBa, xoju je opraHu3oBao AHcaMOJl HAPOJAHHUX UTapa W Iecama
Cpb6uje ,,Komno*, mpeencTBeHO (POKYCHpPAH HA IOKATHHU> HAYYHH U YMETHHUKH KOHTEKCT.
Jluckycuje y OKBUPY OBUX CKYIIOBa, UCKPUCTANIUCANIC CYy HU3 TUTAamha 0 ayTCHTHYHOCTU
(macneha) u xopeorpadckoM ayTOpPCTBY, Kao KJbYYHHUM 4YBOpHUIITHMA jaedaTe o
TPAHCIIO3HUIH]H TPATUIIUOHATHOT Y YMETHHUYKO. MehyTum, 3aHUMJBHMBO je MOBE3aTH
JIOKaJIHe Jiebare ca IMUPOM TII00AITHOM pacipaBOM O OBOM IMPOOJIEMY — OJIHOCHO ca
HAaYMHUMA Ha Koje TJIoOAJHE TUICCHE W aKaJIeMCKE CIICHE apTHKYJIHINY TOMEHYTa
nuTtama. OBae hemo mope3aTu JIOKaJHU ca I100aJHUM KOHTEKCTOM Ha JiBa HauyMHA.
I[TpBo, oTBopuhemo nurame World dance-a, kao jeaHor o HauMHA JaBarmba MPOCTOPA
,, TPAIMIIIOHAIIHAM* periepToapuMa Jia Jejie UCTH BPEMEHCKH U MPOCTOPHU OKBHP ca
(3amasiHMM) yMETHUYKUM IuiecoM. Jpyro je muTame Hacleha (xepurare) ¥ HauyuHA
Ha KOje OBaj 1M0jaM MeHa TPAIUIIMOHATHE MTOjMOBE ¢hok (HAPOTHO) M emHUYKO KPO3
pU3My, JIaHAC YBPEKEHOT, ojMa mpaduyuonanro. Ilurame Hacneha y riecy, y jeqHoMm
Jely, 3aXTeBa poOYCHY JIUCKYCH]y O ayTCHTUYHOCTH, jep j€ MUTambe ayTCHTUYHOCTU Y
TUIeCy MPHJIMYHO PAIIMPEHO 3a oApeheHu acmekT mpoydaBama Hacieha. Y mmpokom
CHEKTpPY IUIECHUX CTYIHja, MUTAKkE ayTEeHTUYHOCTH CE€ YECTO MocMarpa Kpo3 COYMBO
nopehemwa /Ba 1ieca, Te ce jeaH cMaTpa ayTeHTHYHOM BEpP3HjOM JIPYTror, KOjH je
Tpanchopmucana Bep3uja npeor. Ca apyre cTpaHe, MUTame Haclieha y riecy moKpeHyJsio
je u OpojHe CTyauje 0 AUTUTANHU3AIN]H apXUBa IJIeCHOT Hacleha 1 oBo unHU pactyhe
MoJke cycpera 1uiecHe u uHpopmatuuke Hayke (B. Aristidou et. al. 2022; Rallis et al.

2020).

World dance

World dance je, takopehu, cumnrom mieca moj riodanusaiujom (B. Foster 2009).
To je mojam KOju ce OJTHOCH Ha MHTErpallljy HOBOOTKPUBEHUX IUIECHUX TEpUTOpHja Y
CBET IUIeca KaKaB M03HajeMo, OTBapajyhu (ctapu) cBeT miieca Ka peBUTAIH3ALU]H, Al
U pU3HKY 1a he ce ,,HOBU* TUIeC U ruiecayd OOpUTH 3a JIETUTUMHUTET U PeCcypce Y IIHpeM
noJey mieca (Savigliano 2009, 169).

HajremespHuja 30MpKa TEKCTOBa KoOja HUCTpaXkyje OBaj IOjaM M3 PA3IUUUTHX
no3unuja, jecre Worlding Dance (2009), ypenuune Cy3an ®ocrep (Susan Leigh Fo-
ster). @ocTepoBa MPEUCTIUTYjE OBAj MOjaM U3 TTO3UIIN]€ HEKOTA KO Pajid Y aKaJIeMCKOM
KOHTEKCTY, IJIe Ce OH HalIMPOKO KOpucTH. Tako, oHa Kaxke: ,,MHOTH O] Hac KOjU
npejajy Ha MporpamMuMa TJe ce KypCeBH Pa3IHUUTHX IUICCHUX TPAAUIHMja HYIE MO
pyopukom "World dance’, nutajy ce Ha mmita ce TauHO 0Baj TepMHH oxHocH...” (Foster

2 Tlox nokammu moapazymeBamo mozpydje Jyroucroune u Microune Esporre.
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2009, 1). IIpema docTepoBoj, 3aMeHa TePMHHA ,,eTHHUKO™ 3a ,,cBeTcko” Ha UCLA® ny
Pa3NIMYUTUM MpaKcaMa €TUKETUPaba, Kao IITO Cy My3W4Ka WHAYCTPHja U YMETHHUYKO
nporpamMupame, eypeMUCTUIKH (PYHKIIMOHUIIE KaKO OM ce MPUKPUIIO KOJIOHH]aJTHO
Hacliehe pacHMX M KJIaCHO 3aCHOBaHUX XHWjepapxu3alyja y yMETHOCTH. ETHHUYKM
IUIECOBH — 3aMHIIJBEHH Ka0 JIOKAJHU, a HE TPAHCLEHACHTAIHU, TPAIUIMOHAIHH, a
HE MHOBATHBHH, jeIHOCTAaBHH, a HE COPUCTUIIMPAHH, ITPOU3BOJ JbY/IU, a HE TeHHUja —
OYKUBJBABA]y C€ U TPAHC(HOPMHUIIY Y MPOU3BOJC PA3TMUUTHX KYJITypa U3 IEJIOT CBETA.
Tepmun ,,World dance® yka3syje Ha HEyTpaJIHO KOMIApaTHBHO IOJbE y KOjEM CYCBH
IUIECOBH TPOM3BOJM TOAjETHAKO BAKHUX, IMBHO DPAa3HOIMKHX, jE€AHAKO MONHHX
Kynrypa. Ha3uB ymeTHOCTH Kao ,,cBETCKe Takolje oOehaBa MakCHMaIHy H3JI0KEHOCT
00MJbY HOBOT U €r30TUYHOT. MIak, Kpo3 0BO MPEHMMEHOBamkE, KOJIOHHUjallHA UCTOPH]a,
KOja je IpoM3Bella ETHUYKO, HacTaBsba aa pyukiuonuiire (Foster 2009, 2).

Mapra CaBwimano (Marta Elena Savigliano), u3 ucre nosunuje kao docreposa,
ckpehe naxmwy Ha ounriequy ynmenuiy aa World dance, kao pybpuka, uma edexar
crajama IUiecaya Koju ce He MACHTH(HKY]y Kao ,,CBETCKH IUIeCauyu’ W ,,[OMHJIama‘
IUIECHHX MPAKCH KOje 0OMYHO HKCY MmoBe3ane jeqna ca xpyrom. World dance, nakie, kao
KaTeropuja miecoBa, 03Ha4aBa cnenupuyan ,,cBeT  Iiecaya u MIeCHUX MPaKCH, KOjH ce
M3HOBA MHKOPIIOPUPAjy Y CBET IUIECOBA M 3aCiIyXKy]jy naxmy nosba World dance-a, mospa
KOj€ 0/IpKaBajy HayYHUIH, KPUTUYAPH, BOAUTEIbU, CIIOH30PH, IPAKTHYapH U TIIeJa01H/
HOTPOILAYH IU1eca, IpBeHCTBeHO Jormpann y Cjeaumennm Ipxasama u EBporu. World
dance je kacudukanmja Koja ce MpruMerbyje Ha HOBOOTKPHUBEHE IUIECOBE U IIecaue KOju
Cy, HaKO Ce CBE BpeMe OaBe IIIECOM TaMo Y CBETY, cajia Ipyraduje IocMaTpaHH, Kako Ou
ce YKJIONWIM Y MJIeCHE KoJeK1Mje 1noj riaodanusamujom (Savigliano 2009, 165-66). Y
cTBapH, HacTaBJba CaBUTIIMAHO, ,,TPAIUIIMOHAITHU TUIECOBH, TIPE HETO ,,MOJepHE™ (Tj.
o ytunajem 3amnana), XuOpuan30BaHe Bep3Hje, CKIOHHU]U Cy J1a TOCTaHy JIE0 CBETCKOT
riecHor TpxkuiuTa (Savigliano 2009, 167).

3a paznuky ox Pocrepose, a Ha CTHUHOM Tpary kao CaBuriuano, MBana Karapununh
npobiemarusyje cuararmy World dance, nopeachu je ca repmurom wopin mycutl. Tako,
OHa TBP/IM Ja ,,KOMILUIEKCHOCT KoHCTpyKInje [World dance] u me3una nmpodaemMaTHaHOCT
npou3na3e W3 HauMHa He3nHe yrmopalde Te MoceOHO M3 MOTEHINjaTHO WMILTHIUTHOT
npeciinKaBama 3HAYCHCKUX O03Haka (0oJbe mpobiemartu3upanor) mojMa world music
U3 KOjer Ce HaMEeTHYO CYBPEMEHH W IOBHUjECHH KOHTEKCT IIECHE TEPMHHOJIOLIKE
npobnemaruke erHuukor y ruiecy” (Katarinci¢ 2015, 328). Ilpema Katapununhesoj,
HajKOMIUIEKCHH]a ipobiiemarudHocT nojma World dance y merosoj je acouujanuju Ha
world music, riae ce npeicTaBe U TEPMHUHOJIOTH]a BE3aHU 3a TPAHUIIN]y TPOMHIILbAbA
eTHHYKe U (HOJIK My3UKe HEKPUTHYKH mpey3umajy y mosby World dance-a.

[Ipemna cy nmomeHyTe cTynMje 3HauajHE 3a pazyMeBame MpodiemMa U 3aMKU Yy Be3U
¢ tepmuaoM World dance, kao u 3a cam mporec UMEHOBama U O0eleKaBamba Hedera
OBUM TE€PMHHOM, OKBUP IOMEHYTUX IUCKYCHja je IIUPOK U TOTOBO HEYNOTPEOIbUB Y
JIOKaJIHOM KOHTEKCTy. OHe ce ocnamajy Ha DyKooBY ujaejy Kiacudukaluje mojMoBa
U CTBapH KOje Cy yBEK MOBE3aHEe ca 0JJHOCMMa MONM M BHJIE CaM YMH KJacu(UKOBamba
wiecoBa y world dance pyOpuky kao HameTame KaTeropuja jeHOT (3ama/JHOT) XereMoHay
OJIHOCY Ha Jpyre MamHHCKE rjacoBe U npakce. MmimnuraH je, y OBOj KpUTHUIH, U
HEeraTHBaH CTaB IpeMa Iiio0anu3aluju Kao Mpolecy, I7ie ce OHa jeIHO3HAUYHO pazyMe
Kao HaMeTame 3alaHAX BPEJHOCTH OCTATKY CBETA.

3 University of California Los Angeles (UCLA), rae ®ocreposa npezaje i Koju je IpBH y HACTaBHH ILU1aH yBeo mojam World
dance.
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World dance y JokajHuM KOHTeKCTHMA

Hayununu cy 1o cajga npusHaiu qa Ou cBaka aHTPOIOJIONIKA aHAIN3a TI00anu3aryje
Tpebarto aa u3derapa y3uMame AMCKypca MPETHE 3[paBo 32 FOTOBO. Y MECTO TOT'a, IPEIUIaKy
npeycMmepeme (oKyca ImpoydaBama JIOKATHUX MpUiiarohaBama TI00aTHUM KYJITYPHUM
(eHOMEeHMMa, KaKo aHaIM3a He O Iajia y UCKYLICHE JIa CJIOKCHU U BUIIIECTEIICHU MPOLIEC
riobanu3aiyje neuHMIIe Kao ancTpaktHo uyaosuiire (B. Inda & Rosaldo 2007). buo
Jla Hay4YHHIIY PUXBATAjy CTATUYHO WM JMHAMUYHO TJICTUIITE, OHU CE YTIIABHOM CIIAXKY Y
J€/THOj TAYKH: TIPOLIECH TI00ATN3aIH]je ce HajOOIhe TOCMATPajy Y JJOKATHUM CITy4ajeBUMa,
rJie nprsarol)aBarma WM OATOBOPH Ha ITI00AIN3a1IN]y HIMajy 00K BHIJBUBUX €KOHOMCKHX,
KyJTYpHUX U JPYIITBEHUX Mporieca. MelyTum, 0cTaje uTame: I1Ta ce CMaTpa peJIeBAHTHUM
,JIOKQTHUM * HUBOOM 3a aHanu3y? OBo nmuTame pacnpasiba Padaen branmmep y cBom
TEKCTY O MCTOPHjH TPAHCIO3MIIKje TpaJaulinoHaIHOT MoHrojckor mieca (Bii bielgee)
y CaBpeMEHHM YMETHUYKH M TJI00ATHU KOHTEKCT, TJIe aJpecrpa U JIOKAJTHE pacipaBe o
KopeorpaducaHoM (HeayTEeHTUYHOM) HACYNpOT (AyTEHTUYHOM) ,,4UCTOM (ponkiiopy* u
riobaiHe pacipase o mretHoctr kateropuje World dance.

brnanmmep (Blanchier), Ha mpumepy MoHroiuje, onucyje 1Be napajieiHe Tpaauiuje:
pypainHy W ypbaHy mpakcy, Koja ce Ha3uBa Bii bielgee, TBpaehu na y caBpemenom
KOHTEKCTY HHjeJJaH OOJIMK He rypa JIpyTrH Ha UBUILY U3yMHpamba, Beh Ja ce, HanpoTuB,
oHH MelyyCoOHO o IprKaBajy y CB0joj moTpedu aa Oy 1y mpeacTaB/beHr Ha Mel)yHapoHOM
iany. OBa motpeda MoXe ce BHJIICTH U Kao OTpe0a JIOKATHUX TUIECHUX KYITypa aa Oyay
yKJbydeHe y kareropujy world dance. Ipyro, onpehuBame mra je 10BOJBHO JIOKAIHO
npencTaBiba crienuduuHo muTame. Y ciaydajy MoHronuje, kako brnanmmep mokasyje,
MIPUYCTHU Cy U Kopeorpaducanu Qoakiop, pa3Bujan noja yrumajem CoBjeTcKor caBe3a
HakoH JIpyror cBeTckor para,’ u pypaiHe mpakce, MOBe3aHe ca HOMAJCKHM HAYMHOM
xuBoTa. O0a mpucTyna MpeAcTaBbajy Tpaauifje Koje ce MelycoOHO moMaxy u
NPEeTeHTyjy Ha TPOCTOp y HAIMOHATHMM W TJOOATHUM OKBHpHUMA. CaXMMame U
CY’)KHBOT OBUX TpaJuliHja, mpemMa biaHInepoBOM MUIILBEHY, TOCIENYjy KpeaTHBHU
pa3Boj NOMEHYTHX (HOPMHU.

CuHeprujom oBUX TpaJIulKja, MOHTOJICKH IIJIEC TOKAa3yje BEJIUKY KpeaTuBHOCT. Jla Ou
ce MpUIpKaBajld HOBUX INIOOAIHUX CTaHAap/la U eCTeTUKE, Te Ja OU OJrOBOPMIIM Ha
IIPOMEHJbUBE YKYCE€ MOHTOJICKE ITyOJIMKe, YMETHULIM yCBajajy HHOBAaTUBHE CTpaTerHje
KOMOMHYjyhH MOHTOJICKY ,,CYIITHHY IUIeca, Koja ce yriaBHoM Hanasu y Bii bielgee,
ca HOBMM TPEH/I0BUMa, TIOITyT MOJIEPHOT, 113 ¥ CABPEMEHOT IJIeca WX TIOI eJeMeHaTa
putMa, recte u ctuia (Blanchier 2018, 9).

Momnroncku kopeorpadu ycBajajy riobaiqHe Mojenie HE caMo Tuieca, Beh u uneje
KakaB Tpeba na OyJae caBpeMEHM YMETHHMK KOJU TEXH Jla HaCTylla Ha HallMOHAIIHO]
w1 Mel)yHapoJHO] clieHH. AKO je KOCMOIIOJIIUTH3aM ,,3aMHIIIJbeHA Be3a KOJy JbyIHU
ocehajy Aa MMajy ca IMIMPOM TPAHCIOKAIHOM WM Mel)yHapoIHOM 3ajelHUIIOM, alH
Koja ce MaHudecTyje Ha u3pa3uTo JokanHe HauuHe“ (Marsh 2009), onna cy oHH, Kao
mro je To 6uo u TBOpall Bii bielgee, xopeorpad CeBymi, ymeTHHUKa KOCMOIIOIUTCKA
enuta Monronuje (Blanchier 2018, 12). OBo nokaiaHO pa3ymeBame yiore Iieca u
ynore kopeorpada y ,,ipeBohemy* NpoluiocTH U TpaJuliije Y TPEHYTHE, CaBpeMeHe
KOHTEKCTE, KOPECTIOHIMpa ca TPEHJIOM Ha TJIOOAIHO] TJIECHO] CIIEHU y E€BOIHUPABY
TUIECHE MPOILIOCTH.

4 Y mHOro yemy, oHo mto ce Hazusa ardin bujig (,,MOHTOJICKH HAPOTHH ILTEC') MOJKE CE OITHCATH Kao CIICHCKA, KopeorpaducaHa
u npotecronanna Bep3uja Bii bielgee n npyrux moxanuux miecHux hopmu, HeIABHOT H3yMa, PA3BHjCHOT T10]] TEXHHIKHM
yTHI@jeM OaleTa ¥ eCTETCKOr HauiHa PHKa3uBaHja HapoIHKX IuiecoBa aHcambia Mojcejes (Blanchier 2018, 2).

11



Dunja Njaradi, Milo$ Rasi¢, KreSimir Dabo

Tako, Ha mpumep, OpojHU YMETHUIM U (DECTUBAIM CBE BHUIIIE NTPUKA3Y]y Jiena Koja ce
0ase mponutonrhy, OTKprBajyhu moTeHIHjaI 32 caMOpeICKCUBHOCT TUIECa y JTUjaiory
ca tuiecHoM uctopujoM. OBae cmanajy M pEHOMHUPAHU EBPOINCKH KOHIICTITYaJTHO
opujeHTHCaHH Kopeorpadu, kao mTo cy I[3aBuje Jle Poa (Xavier Le Roy), Ecrep
Canamon (Eszter Salamon) u Maptun Hax6ap (Martin Nachbar) — no6pu npumepu
Kopeorpada Koju TPBEHCTBEHO paje ca MIMPOKO cxBaheHOM TEMOM MpPONLIOCTH.
[TomenyTn Kopeorpadu u3naxy pazIMuUTe HAYUHE TPEY3UMama MPOIUIOCTH, AJId CBU
aHTa)Xxyjy KOHLENT HCTopHje, cxBaheHe Kao KOHCTPYKLHje 3aCHOBaHE Ha morpedama
cagammwoctu. IIpema Teopermuapku reca, MBon Xaprt, JAOK pajae ca LUTaTUMa,
HUCTOPH]CKUM pedepeHiiaMa W Pe/KOHCTPYKIIMJOM, OBH Kopeorpadgu pa3BHjajy
METOJIOJIOIIKE CTpaTerdje U KopeorpadCcke MPHHIMIE 332 0aBJbEHE MPOILIONIny.
[TpouocT mocTaje apeHa 3a MPEHCIUTHBAKE CANANIBOCTH, A CAJAlIHBOCTH KOja
y BEJIHMKO] MEpPH OJlpakaBa HEM30EKHOCT mponuioctd. Kao TakBa, oBa yMeTHHYKa
IpaKca ce MOXKe CTaBUTH Y IIMPHU aKaJeMCKH JUCKYpPC KOjH je Ha CIIMYaH HaYMH YBEO
pasyMeBame cehama 1 uctopuje. XapToBa CyrepHiie ga Kopeorpaduje OBUX yMETHHUKA
OTKJIamajy ja3 u3Mely camammocTH M MPOILIOCTH M KOMIUIMKY]Y pa3iuky usmely
YMETHUYKOT ¥ aKaJeMCKOT 1oJba. OHE HacC Tepajy /1a MPerCIuTaMo M0jMOBE IUTHPambha,
PE/KOHCTPYKIIH]jE U apXHBHpamba, Koje XapToBa Mpejiake Kao EeHTpalTHe Kopeorpadcke
cTpaTeruje 3a Jo4apaBambe HCTOPHUYHOCTH.

MehyTum, mapajie’Ho ca pa3BojeM WHTEpeCcOBama 3a UCTOPH]Y U, YCIOBHO PEYCHO,
TpamuIKjy — U3BOHaUKy U KyJITypHY, KOje yCMepaBa CaBpEMEHY IUICCHY CIICHY Y CBUM
HBEHUM TII00aTHIM MaHu(decTajama, ol jeIaH o] TOKpeTadya OBOT 0Jbha j& CBAKAKO
U TIocMaTpame miieca kKao HemarepujanHor KyatypHor Hacieha (intangible cultural he-
ritage) wiu xxuByher Hacneha (living heritage), koje cBe Bulle 00IHKyje TUCKypCe O
TPaIULHjH y TUIECY, Ka0 U AUCKYpCe O TUIECHUM TpaJHIjaMa Hda CICHH.

On 2003. romune, UNESCO otBapa CBETCKYy JIUCTY HEMaTEpUjalHOT KyJITYPHOT
Haclieha Koja /103BOJbaBa YNMHUC aKTUBHOCTH Kao LITO Cy M3BOhauyke YMETHOCTH U
BENITHHE HA JINCTY 3ajeJHIYKOT Haclieha goBeuaHcTBa. J[pyrum peunma, mpeMa iaHy
2. KoHBeHIMje 0 HemMarepujaaHoM KyiaTypHoM Haciaely, u3 2003. roguHe, OKBUPHO
CTOjH J1a HEeMaTepujallHO KyJATYypHO Haciiehe mpelncraBiba TIpakKce pemnpe3eHTaIuje,
eKCIpecHje, 3Hama, BeIITHHE — Ka0 U MHCTPyMEHTE, 00jeKTe, MpeIMeTe U KyJITypHe
MPOCTOpPE TIOBE3aHE ca HhUMa — KOje 3ajefHulle, Tpylne, U y HEKUM CllydajeBUMa
UHAMBHUAYE, IPENo3Hajy Kao 1eo muxoBor Hacieha (B. https://ich.unesco.org/en/con-
vention).

On tana 1o naHac, ynucase cy OpojHe Impakce Ha oBy Jucty. Takohe, cama uneja HKH-a
rocTaja je 3HayajaH JIe0 HEe caMO aKaJeMCKO/yMETHUYKUX JTUCKYypca U KOMIUIEKCHUX
OupokpaTckux mnpoueaypa, Beh je u mojam Hacieha 3ay3eo 3HauajHO MecTo Mehy
HOCHOIIMMA Haclieha, Kaja je ped 0 pa3yMeBamy COINCTBEHUX TPATUIIMOHATHHUX MTPAKCH
Ha robanHoj cieHu. Jlakie, mociaeamux IBaaeceT rojJnHa, pa3Buia cy ce oapehena
3Ha4yajHa aHaJIUTHUYKA ,,YBOPHUIITA” y AMCKyCHjaMa Koje oOIMKYjy cBeT mieca. To cy:
ayTEeHTHYHOCT, TPAHCKYJITYPATHOCT, TUHAMHUYHO WJIM CTaTHYHO CXBaTambe TPaIUIIH]e,
TpaHCMUCH]A U ,,yTpKUBOCT" Haceha. MHOTH 071 OBHX 1T0jJMOBa HUCY HOBHU Y TUCKyCH]jamMa
U pazyMeBamuMa ieca. MeljyTuM, OHO IITO je HOBO, TO Cy 3ajeTHHIIE YKIbYUEHE Y OBE
Ipakce — Hay4HUKa, n3Bolhaya 1 OMpokpara —y KojuMma ce, U3 pa3InIuTHX yTIIOBa, TBPJIU Ja
IUIEC Ka0 HEMaTepHjaTHO KyJITypHO Hacnele mMa BpeHocT. Ta BpeJHOCT oryiesia ce y ToMe
mro uMa Bese ¢ npouwtonthy (Kirshenblatt-Gimblett 1995), kojy sbyam sxene na cauyBajy 3a
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oymyhuoct (Howard 2010) u, Haj3a, ©Ma TPXKHUIIHY BPEAHOCT, Tj. TPEACTaBIba PECype — U
Yy OBOM CMHUCITY, TUIECHO Haciiehe Mo)ke OMTH HEIITO MITO Aaje )KUBOT U 00e30elyje )KUBOT
JIOKQJTHUM 3ajeTHuIIaMa U u3Bohaumma (B. Stepputat 2015), anu u HEmITO MTO 3acTyna
ayTOpUTapHE MMO3ULIKje OrPaHNYCH-a KPeaTHBHOT )KUBOTA TPAUIIH]a, 1A U OTICTAHKA CaMHUX
Hocwiana Tpaauimja (B. Hamersak, PleSe & Vukusi¢ 2013).

[Ipe Hero mro KpeHeMO Ha JUCKYCH]y O JIOKAIHO]j, UICTOYHOEBPOIICKO] TPaTULIHjU
MPOMHUIIIbakha O TPAIUIM]H Ha CIICHH, )KEJIMMO J]a HICTAKHEMO jOII jeJlaH MHOBAaTUBHU
acIeKT TyMadema Ileca Kpo3 MPU3My HeMaTepHjalHor KyaTypHor Hacieha.®> Haume,
ped je o mosby Kopeorpaduje U meHe hopMaHe aHau3e. Y OBOM CMHCIY, TUIeC Kao
HKH wu3a3uBa naxkmy M CaBPEeMEHUM KOMIIJYTEpPCKMM TEXHHMKaMa M MHOBAaIMjama,
Hacrojehn 1a ce uckopucre HeBepoBaTHe MOTYhHOCTH Oenexerma, JOKyMEHTaluje 1
yyBatba HKH canprkaja. PasHn WHOBAaTUBHU ajlaTH 3a CHUMambe MOKpeTa, oMoryhyjy
pa3Boj HOBUX cOTBEpa 32 MOJCIHUpake, KIaCU(PUKALNU]y U CyMapH3alujy eJleMeHara
HKH (8. El Raheb & loannidis 2021). Mako BpeJHOCT OBaKBHX IPUCTYyIIa OCTaje Bul)eHa,
CMaTpaMo JIa je TeHepaIHO OKpeTambe Ka (hOpMaITHUM MPUHIMITAMA Kopeorpaduje, Kao
IITO CY TIOKPET, TEMIIO, PUTaM, IIPOCTOPHU U BPEMEHCKHU 00paciii, BeoMa BaxxHo. OHH,
ca jeJlHe CTpaHe, YCIIOCTaBJhajy HOBE HAy4YHE JHjajiore u3Mehy pasImauTHX Tpaaulja
0aBJbeHa TIECOM, Kao IITO Cy, Ha MPUMEP, CTHOKOPEOJIOTHja U aHTPOMOJIorHja. A, ca
Apyre CTpaHe, OKpeTame Ka (hopMalHUM acnekTuma kKopeorpaduje, omoryhasa aa ce
TpaaMiuja ,,BUAN " ¥ U3 JPYTOT yIiia, a He CaMo U3 yIJia MOJMTHYKUX U TUCKYP3HUBHUX
aHaJM3a, Te JIa Ce NMOCTaBH MMUTAkhE ayTOPCTBA Y ILUIECY.

Tpaanuuja y 1uckypcy mieca Kao HeMaTepHjaJHOT KyJTYpHOT Hacjeha

CaBpeMeHe TMCKYCHje 0 TPaTUIIMOHATHOM IUIECY Ha CIICHH MOTY OUTH MHTEPIPETHPAHE
U3 nepcrekTBe mieca kao tpagunuje nim HKH-a, rae ysuhamo tpu npomene y oBum
JHMCKyCHjama.

IIpBa mpomeHa noapasymeBa pasBoj ,,u3HyTpa‘. [IpeTxoqH1 NPUCTYNH MOCTABIbakha
Tpaaullfje Ha CIEeHY, Kao INTO Cy OWIM HHTEPKYJITYpHO, KPOC-KYIATYPHO WJIH
MIOCTKOJIOHHUjAJIHO TTO30PHILTE, KOPHUCTUIIN Cy MTPAKCY MEIlIamka WK CT1ajamba KyJITypHUX
eleMeHaTa Pa3IMIUTHX BPEMEHCKHM M TPOCTOPHO YIaJbeHHWX Tpaaunuja. Tako ce
eKCIIEpUMEHTHUCAJIO Ca CIajalbeM KJIACHYHOI a3MjCKOI MO30pUIITA, TPAIULUOHATIHUX
,HAPOJHUX " CLIEHCKUX OOJIMKa W MpaKCcu M TpaJuliMja 3amaJHOT MO30PUIITA, a CBE Y
LUJbY KYJATYPHOT pazyMmeBama U aujanora. Yunu ce, mehytum, aa je naHac TEXKUIITE
Ha TyOMHCKOM YMTamy IMOjeJMHAYHUX TpaJulfja Ilie ce pa3Marpa pa3Boj Tpaguluja
,,FA3HYTpa", (bUXOBUM COIICTBEHHM ITPABHIINMA, IIITO CE TIOKJIAaIa ca IMUPOKO cxBaheHOM
uzejoMm ouyBama (Safeguarding), nepunucanum on crpane UNESCO-a. [Ipyra npomena
MpeJCcTaBlba M3MEHEH OJHOC M3Mel)y MHTEepEeCHHX Tpyma: HaydyHHKa, Kopeorpada,
3ajelHUIIA TIpaKkce W OWpoKpaTa, KOju MOpajy uBpiihe M TIOBE3aHH]e Ja pajie Ha
3ajeJTHUYKOM pa3yMeBamy CyIITHHA TPaJMIIMja, Ka0 U BUXOBUX OyayhHocTH, mTO ce
MoKJIana ca mMpoko cxBaheHoM uiejoM oxpkuBocTh (Sustainability) medunncanom
on crpane UNESCO-a. Pa3zmarpame oapkMBOCTH M OyayhHOCTH TpaaMLIMOHATHUX
npakcu M u3paza cakako je mocrojamo u npe YHECIIO-Be nucte. Axanemcka
3ajelHUIA, CTPYYHA Tejla W OpTraHH3allije, HAI[MOHAJIHE JIETUCIIATHBE, OAaBUIIU Cy Ce,
TOKOM JIBaJIeCeTOr BeKa, ujejaMa M morpebama odyBama HapojHe ((oJIK) KynaType,
alli He Ha HauYMH Ha KOju ce Haciele gaHac mepuumnupa y oKBUPY HOBOT JHCKYypca O

5 'V namem Tekcty, kopuctuhemo ckpahenniry HKH.
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Hacnely.® Ha mpumep, akiieHaT Ha pasyMeBamy TpaauiHje OHO je Ha ,,0dyBamby™ TJe
ce TpaaWIHja pazymMeBaia y HajBehoj Mepu CTaTHYHO — APYTHM peYHMa, PaBHUIIa CE
Be3a ca moxesbHOM npouttouthy. Mehyrum, UNESCO-Ba uzeja ogpxusoctu (B. Gi-
liberto and Labadi 2022) nocraBba nuTame OyayhHOCTH MpakcH W u3pasa — He
caMmo OJIp>KaBamke OHOTA IITO je Tpaauiyja Owia, Beh u mTa Ou oHa moria na Oymae y
oyoyhuocmu. KimumaTcke MpoMeHe U eKOJIOIIKA JIerpajalnja TIaHeTe MOCTaBIba Mpej
UNESCO He camo0 n3a30Be OJIpKUBOCTH U 3aIITUTE, Beh ¥ TeMeJbHA NMUTamka CBPXE U
Mmecta Tpaaunuje y oyayhuoctu (8. Wolf 2021). Tpeha npomena npeacraBiba OKpeT Ka
bopmanHuM acniekTUMa Kopeorpaduje, o kojuma cMo Beh roBopmim rope y Tekcty. OBaj
okpeT, Takohe, nyryjemo UNESCO-y, koju 3axTeBa ¢popMaiHO AcPUHUCAKBE MPAKCH
MPUJIMKOM YyIIHCa Ha JIUCTY.

OBe Tpu mpoMeHe, BepyjeMo, MOTY HaM ITOMONHM y KOHTEKCTyalIn3aliju U pa3yMeBaby
JIOKaJIHUX JUCKYCHja O TPaJWIMOHAIHOM IUIECy Ha CIIEHH, Pa3BHUjEHHM Y OKBHUPY
Kopeorpaducanor ¢okiopa y Jyrouctounoj EBporu u gucKycujama MOKPEHYTHX Y
okBupy EtHo camuta TpamummjaHoga.

Kopeorpaguja tpaguuuonananor mieca y Jyroucrounoj EBpomnm:
KpaTak 0CBPT

Kopeorpadujy TpaaumuoHaIHOr Iuleca Kao JXaHP MOXKEMO IPATUTH TEK HAKOH
Il cBerckor para, kama je y JyrocimaBuju nomnuio 10 ¢GopMupama aMaTepCKuX H
NpodeCHOHATHUX Tpyla Koje Cy M3BOAWIE TPAJMIMOHATIHE ILIECOBE HA CLECHH.
Excrian3uja amMaTepcKux KyJITYpPHO-yYMETHHYKHUX JpYIITaBa, HAKOH Jlpyror cBeTckor
para,® ycroBuia je U reHeprcame HOBE YMETHHUKE TIpaKce, K0ja je OuiIa mpeBacxoaHo
MHCIIUPUCAHA OHOBPEMEHHM KYJITYpHHM IOJMTHKAMa M IpOIecuMa eMaHIWNAaIuje
HPETEeXHO cecocKor ctaHoBHUIITBA Jyrocnasuje (B. Hofman 2012; Njaradi 2018; Rasi¢
2022).° Mako MHOTM TeOpeTHyYapy COIHMjaan3Ma TOBOPE O HeroBHM KOHTpoJHimyhum
yrunajuma Haja Kyiatypom (B. Haraszti 1989; Verdery 1991; Shay 2002), BaxHO je
ucrtahu 1a, ynpKoc pPEJOBHUM HJICOJIONIKUM YTHIajuMa KOj€ HMMajy CBE JpKaBHE
BJIACTH, COIM]jaJIN3aM je, UMaK, oMOryhuo jia ce CTBOpH jefaH HOB | crieniududan o0IuK
YMETHHUUKE IpaKce KakBa je Kopeorpaduja TpaauuuoHaiHor rieca (B. Njaradi 2018,
72; Rasi¢ 2022, 92).

Wneja o xopeorpaduju M CLEHCKO] MPE3EHTAlMjU TPAAULMOHAIHUX IUIECOBAa Y
Cp6ujn Beoma je crapa.'® Heku BHIOBH TIpoTO KOpeorpaduja MojaB/bUBAIN Cy Ce

6 Buan, Ha npumep, [letkoBekn: ,,Yripkoc BepoBarmiMa Jia KOHIenT Haciela mocroju Beh jyxe Bpeme, HEKOJIMKO HaydHHKa
cyrepuie j1a je popMaaHO CKOBaH M TEOPETU30BAH TEK y MOCIEIHbUX HEKOJIHMKO JenieHrja. CaBpeMeHN HHTEPEC 33 TEOPETHCAbE
Hacelja nesom je moceuIa BEroBe YKIbYUCHOCTH Y KyITYPHY HOMUTHKY U HHCTHTYIIHOHaMM3amwujy kpo3 YHECIH O (Petkovski
2023, 4).

7 Opn pyror cBeTckor para, y JyrociaBHju Cy KpenpaHe HOBE KyJITypHe IOJIMTHKE, KaJia Ip)KaBHY BPX, H3Mely ocTaiior, yTHie
1 Ha hopMupare KyITypHO-yMETHHYKHX APYIITaBa MIKPOM 3eMJbe. AMaTepH3aM je Tala 3aMHIIJbaH Kao KyJITypa CBUX PagHHUX
JbyIM | IehHHICAH Kao YOBEKOBa IOTpeda J1a ce M3pasy KyJITYpHO-yMETHUUKH, a HE J]a Ha Taj HAYHH CTHYE CPEICTBA 32 )KHBOT
(Supek 1974, 8). KynrypHo-yMeTHHYKa APYIITBA [IPECTaBIbaa Cy aMaTepCcKe HHCTUTYIM]E Y KOjIMa je Moje/IMHal] MOrao Ja

ce yuamyje y pasindnTe — ApaMcKe, TuTepapHe, GonkiopHe u apyre — cekuuje. BepemeHowM, donknopre cexnuje 3amoduie

Cy IOMHUHAIY]Y U Ipey3ele IPUMaT y OBUM opraHu3anyjam. Y JyrociaBuju je JoKaiHa BIAaCcT NOACTHIANA YHHje, hadpuke n
CTYICHTCKE acollfjallrje Ja CIIOH30PHIITY H Ha JpyTre HAYnHe HoaApkaBajy dpomkmopue cekmuje KY JI-osa (Aguilar 2005, 156).

8 Ocum Bemmkor 6poja aMaTepCKX KyJITYPHO-yMETHHUKHX JAPYIITaBa Koja cy Ouma GpopMupaHa i OGHOBIFEHA Y CEOCKUM H
IPajICKUM CpeAnHaMa Iiejie Jyrociaasuje, OCHOBaHa Cy M TpH MpodecHoHanHa aHcaM0J1a TpaJHIMOHAIHIX IIJIECOBA U IIlecaMa 1 TO
»Komo“ y Cpbuju (1948), ,,Jlano* y Xpsarckoj (1948) u ,,Tanen” y Makemonuju (1949).

9 KyntypHe nonutrke JyrociaBuje Memale cy ce Kpo3 BpeMe M T¢ IPOMEHE 3Ha4ajHO Cy yTHIAIC U Ha paj KyJATypHO-
YMETHHYKHX IPYIITaBa, MEehajyhn bruxoBe HaunHe HYHKIMOHUCAkA, (UHAHCHPAbA U OMUTHKA pe3enTanije (B. Dimi¢ 1988,;
Dokni¢ 2021; Hofman 2012).

10 Buuie o kopeorpaduju u nporecuma kopeorpaducama Bugery y: Njaradi 2016; Rasic¢ 2021.
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jom kpajem 30-ux roguHa XX Beka, kaja ce y beorpanay onpkao npBu (hecTUBAT T3B.
,A3BopHOT (onkiopa®. [TomenyTu dectuBan je Tpajao yak JaBe HeAesbe, ydenihe cy
y3eJie U3BOpHE Ipyle U3 pa3IuuUTUX KpajeBa TaJalllbe KpaJjbeBUHE JyrociaBuje u 3a
KpajibH Wb j€é UMao ,lIponarayay HecTWiIn3oBaHe HapojHe urpe (Jankosuh 1949,
298-303). Baxxno je ucrahu na 6eorpancku dectuBai HUje OMO ycaMJbEHU CiTy4aj, Beh
Ja cy mHpOM JyrociaBuje y TOM MEPHOJY OpraHu30BaHU (ECTHBAIU CIMYHOT THUIIA.
bamr u3 Tor pasnora, Bummncku u JlyHuH Bepyjy Ja je Kpo3 aKTUBHOCTH ITOMEHYTHX
dectuBana ¢opMupaH MoOeN 3a NPUKa3UWBalbE TPAIUIIMOHATHHUX IJIECOBA HA CIICHH
(Ivanci¢ Dunin 1 Visinski 1995, 6). Unak, nemyje na cBe oBe BUIOBE IPE3CHTAIIN]C
TPaIUIIMOHATHUX TUIECOBA HAa CLIEHU MOXXEMO CMaTpaTH caMo INpeTedaMa JaHallmbUX
Kopeorpadwuja, Oyayhu aa je Ha U3rpaJilby YMETHOCTH Kopeorpaduje TpaIuiiHOHaTHOT
Iieca yTULAIO BHIIE PAa3IHUUTHX (PakTopa — O Mpenopyka eTHOKOPEOJIora, MpeKo
JPYIITBEHO-TIOJIUTHYKOT KOHTEKCTA, 1A CBE JI0 HEMOCTOjama MPOo(eCHOHAIHUX IIIKOJIA
3a kopeorpadujy, 300r dera ce yMETHOCT pa3BHjala UCKJbYYHMBO KPO3 MHTYUTHUBHY
MPAaKTUYHY JEIaTHOCT amarepa.

Teopujcka nmpoMuisbama 0 Kopeorpaduju TpaJullMOHAIHOT Tuieca, IpeMa cy Ouia
criopaJinyHa v He 0anr oOMMHa, MOKeMO TTpaTuT o1 paaa Jbyowure u Jlanuie Jankoswuh,
»llocTaBibambe U peKUpame HAPOJHUX Urapa: BpCTe NMpUMemEeHUX urapa® (JankoBuh
1949, 63-75). [Ipema lUXOBOM MHIILBEIY, KOpeorpaducame TpaAUIIMOHATHUX IIECOBA
3aBHUCH O] ,,...BPCTE KOMAa/Ia 3a KOjU C€ y3UMa; IPYro, O]l TEXHUYKUX CPEeACcTaBa KojuMa
ce kopeorpad ciryxu; ¥ Tpehe, o1 TeXbe Kojy elu 1a octBapu‘ (Jankosuh u Jankosuh
1949, 65). Hanasse, oHe HaBoJIe Aa ce TPAIUIIMOHATHY TJIECOBH MOT'Y U3BOJUTH OHAKO
KaKo cy 3a0eNekeHr TOKOM TePEHCKOT pajia WilH Y CIJIETOBUMA UTapa, ajld Tako J1a ce He
peMeTH ,,opuruHaHOCT 1ieca’. KoMOnHOBame TpaaulMOHATHUX IJIECOBA Ca APYTUM
KAHPOBUMA, pelUMO OaleToM WM CaBPEMEHOM HUTPOM, HUCY BHJEJIE Kao MOTOAHY

METOJIOJIOTH]Y, jep OM ce TUME HapyIIHO BHUXOB ,.kapakrep® (JankoBuh u JankoBuh
1949, 14).

Ckopo Tpu JelieHHje KacHHje, XpBaTCKU eTHOKopeonor VMBan MBaHuan myOmukyje
cTpyaujy PoJIKIIOp U ClIEHa, y KOjOj, UICTOBPEMEHO W3 TEOPHUJCKOT M HCKYCTBEHOT
acrieKkTa, TOBOPH O TIPOIleCy Kopeorpaducama TpaIWIHOHATHHUX TulecoBa. VBaH4YaH
MIPBEHCTBEHO HABOJM IITA je CBE MOTPEeOHO J1a OM HEKO YOMIITe MocTao Kopeorpad, a
MTOTOM UCTHYE BAKHOCT TEPEHCKHUX UCTPAKUBama, Bepyjyhu na jeanHo Kpo3 Taj mpoiiec
Kopeorpad MoXxe Jja CTEKHE HEOITXOHO UCKYCTBO 3a Kperupame yCIeniHe kopeorpaduje
(Ivan€an 1971, 110). IIlpema MBaHuaHOBOM MHIIJbEHY, TEPEHCKHU PaJl je 1O T€ Mepe
HEONXOJIaH Mpe Kopeorpaducama, ga 6€3 mera ,,Hema HU pasyiora ja kopeorpadujy
Ha3uBaMo TuiecoM U3 Tor kpaja‘“ (Ivancan 1971, 110).

Mehytum, kKama ce OCBpHEMO Ha UCTOpH]y Kopeorpaduje TpaaulMOHATHOT TUIeca,
MI0CTaje jacHUuje /1a je Ha BheHy Kpajiby (popMy, Koja HaM je JaHac Mo3HaTa, UMaK BHUILIE
yTHIIaja UMAJI0 MPAKTUYHO JIeoBamke Kopeorpada oBor xaHpa. CBU TH Kopeorpadu
OWIM Cy amarepy W KaJWid Cy CBOj 3aHAT KpPO3 MpaKTHYaH pajl y MpodheCHOHATHUM
1 amatepckuM aHcambnuma. [la cy cBu kopeorpadu Ounu amarepu — HE YyAH, jep Y
JyrocnaBuju HUje OMI0 MpodecCHOHATHUX IIKOJICKUX MporpamMa 3a o0yKy Kopeorpada.
Cucrtem xopeorpaducama 61O je pelaTUBHO yjeHadeH Ko cBUX Kopeorpada. Onu cy
Oupanu oapeheHe TpaAUIIMOHAIHE €JIEMEHTE — IJIECOBE, MY3UKY, HApOIHY HOLIbY U TO
Hajuenthe oHE HAJTUITMYHU]E, CTAaHIAPAN30BATHN X U J1aJbe YKIIAIaau y Kopeorpadcky
1enuHy. JeaHa o mpBUX 030MIBbHUX KOpeorpadKrba Ha MpocTopruMa OuBIie Jyrociasuje
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y IOMEHY TpaJWIMOHATHOT Tuieca, OWja je TpBa JUPEKTOpPKAa U KopeorpadKuma
AHcam671a HapoaHuX urapa u necama Cpouje ,,Kono*, Onra Cxospan.!

Panehu y Ancambiny ,,Kono“, Onra CkoBpaH je KOHA4HO JedHUHKCAIa TIPUHITUTIC
Kopeorpaducama y 0BOj yMETHOCTH, KOjU Cy U JlaHAC MPUCYTHU Kao MOJETH Ha Koje
ce yrienajy HoBu kopeorpadu. CxoaHo tome, CKOBpaHOBY MOXXEMO OJIPETUTH Kao
3a4eTHHUILY XaHpa Kopeorpaduje TpaTunoHaIHOT ieca. BepoBaTHO 300r mo3uiiyje Ha
K0j0j je paauia — npodeCHOHAIHN aHCaMOJI, FheH OOJIMK MPE3CHTAIH] € TPAIUIIHOHATHUX
TUIECOBA MpPEICTaBJba IOMUHAHTHHU OOJIMK OBe yMeTHOCTH. Kako Harnamasa [leTkoBcku:

»»---C 003UPOM Ha TO J1a CY jOIII YBEK ITOCTO]jaJIe JIOKAITHE TIECHE IPYTIE KOje Cy U3pa3uiie
CBOj€ MJECHTHUTETE Ka0 PAa3IUYUTE KPO3 M3BONEHE JOKATHE KYITYpe, jyTOCIOBEHCKH
3BaHWYHUIIM Cy WHCHCTUPAJIX Ha MOJCpPHH3AIMjU Koja Ou TpaHchopmucasa urpe
U3 CeJbauKHUX Yy 'BUCOKY Kyiutypy’. [Ipomec mMomepHu3amumje ce pa3arMKoBao O] CTHIIA
COBJETCKOI ’COLMJjATUCTUYKOT peaiu3Ma’ M KPUTUKOBAIM Cy TIa jJyrOCIOBEHCKH
UJIC0JIO3H KOjU Cy CABETOBAJIU JIa CE HE YCBaja M IIMPH, AU Cy TIOJCTULIAIN HAYYHUKE U
yYMETHHUKE J1a Oy1y cJI000HH Y CBOM CTBapaiamTsy [...]. OBa ci1000/1a y cTBapaiamTBy
U aKIleHAT Ha 0CaBPEMEHaBalky HAPOTHOT YKJbYYHBAO j€ MPOIIEC CTUIIM3AIIN]E KOjH je
oJipa3yMeBao Memame My3uke u urpe 3a cieny” (Petkovski 2023, 107).

OcuM yriefama Ha TPOTO Kopeorpaduje Koje Ccy H3BOAMIIE CEOCKEe TpyIe Ha
¢decTuBanMMa, MPAKTUYHOT [IEJIOBakba W MPENOpyKa E€MUHEHTHHX ETHOKOPEOJIOra,
Ha W3MJIENl U TIOPYKY KOjy Cy ciaje Kopeorpaduje TpaJIullMOHATHOT TUieca, 3HaYajaH
YTHUIIAj UMAJIO j& U APYIITBEHO-IIOJIMTUYKO cTamke Y 3eMibu. Tako cy KY/I-oBu oamax
HAKOH paTa y CBOjUM Kopeorpadujama mpe3eHTOBaIH (HOJIKIOP CBUX jyTOCIOBEHCKUX
penyOrKa, MTO je HApOYUTO OMIIO U3PAKEHO Kajia ce JyrociaBrja OTBOPHIIA 32 CTPaHA
TpKUIITa, a (OJKIOPHE TpyIne KpeHyje Ha MmehyHapomne TypHeje. OBH CILICTOBH
TPaIUIIMOHATHUX TUIECOBA, Y KOjUMa Cy IpHKa3MBaHE TPAAMIMje M3 CBUX JeEJ0Ba
JyrocnaBuje, OwiM Ccy TOTOAHU 3a: MPE3CHTANH]y TOXKEJbHE CIMKE O JyrocnaBuju,
,,CTBapame ocehaja jeqMHCTBAa U HEMOCPEIHOT UCKYCTBa MyITHKYyITypanu3ma“ (Hof-
man 2012, 76) u noapkaBame uaeoyioruje ,,0parcTBa u jeauncrea’™ (Hbapamu 2018,
66). Pacmax JyrociaBuje O3HAYuMO je M MPOMEHE Yy MOJHUTHKaMa pPeIrpe3eHTallu]je
bonkopHuX aHcambalia, Ima ce Tako MyJITHKYJITypaliHa clinka JyrociiaBuje 3aMemyje 3a
yckooapeheHy HallMOHAIHY TPaIuIM]y MOjeIUHAYHUX penyonnka. [[pyrum peunma, a
Ha npumepy Cpbuje, 011 IeBeieceTux rojinHa, kopeorpadu ce cBe BUIlle U UHTEH3UBHHU] e
okpehy mpukazuBamy JOKaTHUX TPaIdHUIFja U CBOje Kopeorpaduje mpeacTaBibajy Kao

7ie71a KOjuMa ce ,,dyBa TPaauIHja“ ¥ ,,HalMOHAIHH nueHTnTeT 2

Hapountn yTHmaj Ha Kopeorpaduje TpaaWIIMOHATHOT Iuleca WMAao je pacmai
JyrocnaBuje u moBpaTak HallMOHAIHUM UIEOJIOTHjaMa KOje Cy € jaBujie y TOTOBO CBUM
MOCT-JyTOCIIOBEHCKUM JpKaBama. Y TPEeHYTKY Kaja Cy y JpkKaBu mouene jaa Oyjajy
HallMOHAJTHE HJIC0JIOTH]e, JIeyje Ja j€ 3a YMETHOCT Kopeorpaduje TpaJauIHOHATHOT
ieca cliaMka craca Ouiia YumbeHHIa Ja Cy ,,HapoHEe TpaJAuIHje’ TTIOHOBO JOOHIIE CBOje
3HAYajHO MECTO y MOJUTHUYKOM U JAPYIITBEHOM XUBOTY HOBE HAI[MOHATHE IpIKaBe.

11 Ounra Ckopan (1908-1995) 6una je npBu cpricku Kopeorpad u qupexTop Ancambiia HapoaHuX urapa u mecama Cpouje
,,Komno*. [Ipe Hero mro je yuecTBOBasa y OCHHBamyY ,,Kona“ (1948) u merosom kacuujem pany, Onra je on 1944. ronune
Y4eCTBOBaA y paxy (GOJIKIOpHE CEKIIMje aMaTepCKOT KyJITYpHO-YMETHHYKOT ApymTBa ,,JiBo Jlona Pubap* u3 beorpana. Ynpaso
je y oBoj rpynu CkoBpaHOBa yCTaHOBHIIA CBOj€ ITe/Iarolke 1 kopeorpad)cke NPUHIMIIE y pajTy C TpaJUIHOHATHUM TIECOBHMA.
OHa je yuecTBOBaNa y ocHuBamwy AHcamoOna ,,Kono™ n'y meMy je, Kao AMpeKTopKa, KopeorpaCKHba i NEAarolKiba, pa/uiia CBe
110 1965. ronune. ben pan obenesxeH je BeMKUM OpojeM Kopeorpaduja 1 yCHEIHUX HAaIllMOHATHUX U Mel)yHapoHuX HacTyna
Amncamb6na ,,Kono®. Buiie o suBoty u pamy Onre Ckospan Buzetn y: Bypuh 2020.

12 Hako mocToje pa3miyuTe HHTEPIpTALHje H pa3yMeBama ,,Tpaaunuje’ Mely koperpaduma Koju CTBapajy y OBOM I0JbY,
JIOMHHAHTHO CXBATaIbe j€ ECSHIMjATMCTUYKO U POMaHTHIAPCKO.
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Haume, na 6u ce u3rpaauia v JETHTUMU30Baia HAIIMOHATHOCT, OWJIM Cy HEOIXOHU
CHUMOOJIH, a yIIPaBO Cy OHU TPAXKEHH Yy IITO CTAPH]UM TPaAUIHjaMa, (poJIKIopy, MUTOBUMA
u obuuajuma. Y momutrukoM mauckypey Cpouje, Beh ox kpaja 1980-ux, a HapouuTo
tokoM 1990-ux roamnHa, CBE 3HaUajHHUj€ MECTO 3ay3UMajy TEPMHUHHU MTOMYT ,,HAITMOHATHH
WUJICHTUTET, ,,HAIIMOHAJTHA CTIEU(PUIHOCT", ,,HAIIMOHAITHO Onhe® U CIMYHU CHHOHUMH,
Te nurtama HaupoHanue yrpoxenoctu (Colovié 2014, 19; Malesevié 2011, 47).
HanuoHamHu UIGHTUTET c€ Y OBOM KOHTEKCTY ITOCMATpa MPUMOPIN]jAITUCTHYKHA — Kao
HEIITO IITO je MPUPOIHO AATO, a HE IPYIITBEHO KOHCTPYUCAHO, CBE Y IIMJbY Ja CE Ha Ta]
HAYWH ONPAB/Ajy Pa3IUUMTE MOJMTHUKE aKIje, IpeBacxoaHo BiIacTu. Haume, rpagno
CE HOBH THUII KOJIEKTUBHOT UJICHTUTETA U, CTOTA, ,,TPAIHUIIHja" KOjOM j& OBaj HIICHTHTET
MOTao JIa ce ISTUTUMU3Y]e U Jajbe TpojekTyje. Kopeorpadu cy, ycie 1 HOBUX UICOIOIIKIX
YTHII3ja, TOYEIIN /1a KPEenpajy UCKIbYUHBO KOpeorpaduje COCTBEHUX €THUUKHX IpyIa,
a Ja je MpoOMEHa JoJia3uia TOJ YTHIAjeM Ip)KaBHE HJI0JIOTHje, TOBOPU Y IPHIIOT
uctpaxuBame Janka JumutpujeBrha 0 OCTENIEHO], alld jaCHOj IPOMEHHU MPOTPaMCKe
nonuThKe AHcaMOia HapoAHUX urapa u rnecama ,,Komo®, Mok cy ce ucre npomeHe
JOTOMJIIE U Y OCTAJIMM TOCT-JYrOCIOBEHCKHM POPECHOHATHIM aHCaMOJIMMa Kao IITO
cy Jlamo u Tanerr (B. Petkovski 2023, 112-113). I1ITo ce Tude cTBapama Kopeorpaduja y
HOBOM TIEpUO/Y, JOMHUHAHTAH MOJIE] CTUM3anuje, mpema Ounumy [TeTkoBckoM, octaje
JeIVHU TIPUCYTaH MOJIE] — WIIaK, J0/JajeMO, OJHOC MpeMa CTHIIM3AlUju HHUje OCTao
noapasymeBajyhu. Kako cmMo mojacHuIN, AUCKypC HEMaTepHujaiHe OalliTHHE H OUyBamba
kakaB npomoBuiie UNESCO 3akoMIUIMKOBAO je JTOMHHAHTHE TapajJirMe CTBaparmba
TpaIUIMOHATHUX Kopeopaduja Ha cieHu. C jeqHe cTpaHe, O4YeKyje ce MOoBparak
,»AYTCHTUIHUM“  (QOpPMaIHUM MY3HUYKO-IUIECHUM oOpaciuMa W MHHUMAJIM3alldja
crnmsanuje. C pyre crpaHe, YKJbYYHBame Kopeorpaduje TpaauiMOHATHOT Iuieca
y ymernuuke u World dance muckypce, noapasymeBa nosuBame Kopeorpada aa ce
yKJbyue y Tio0anHe yMeTHHUKE Ipollece CTBapama. J[pyrum peunma, To 3Ha4H Ja, HaKko
Ou Hariacak Ha OYyBamy MOTA0 Ja UMIUIMIMpPA CTaTHYaH IOTJIe]l Ha TPAAUIHU]y WIH
»3aMmp3aBame’ (B. Bakka 2020), on TpagunmoHatHUX TIECHUX (OPMHU CE€ CBE BUIIE
OUeKyje J1a OCTBape aKTUBHE BE3€ ca CABPEMEHUM IPOlleCuMa Ballopu3alllje, yrliaBHOM
Kpo3 Komoju¢uKanujy miecHor Hacieha (Kpo3 TypUCTUUKY MOHYAY), HOBE HauyHMHE
mpeHoca (IpyIITBeHe Mpeke, OHJIajH )KUBOT IJIeca) U BIACHUIITBA (MTUTamka ayTOPCTBA
u copy-right-a ymerHuukux (opMu HacTaaux Ha OCHOBama Tpamuuuje) (B. Zheng
2023). OBa nBocTpyKa Be3a qucKypca Hacieha — koja, ¢ jeqHe cTpaHe, Mmoapa3symeBa
OKaMEHmEHOCT, a ca Jpyre 3aXTeBa PeJeBaHTHOCT KPO3 pacT U pa3Boj — CTBOpHUIA je
Kpu3y mMely paznuuutuM riecHuM 3ajennunama (B. Kim et al. 2019). [Tomenyte xpuse
HarjamnaBajy notpely Ja IJIECHE 3ajeJHUIIE yXBaTe, pa3yMe]y U MpeHecy ITUHAMUKY
KpPEaTHBHOCTHU M MHOBAIIM]ja Y 3aIITHNEHUM TpaauinoHaTHuM oosmiuma (B. Filippou et
al. 2006; Bakka 2020).

IlpeucnuTHBak€ TPAHUIIA: 1A JIH je€ KAHDP Y KpU3u?

EtHo camut TpaauuujaHoBa Texuo je OAroBopy Ha KpH3e M YKa3HUBamby Ha
nepcrektuBe. Jlakie, ocmunubaBame TpaauuujaHoBe, kao yMeTHHYKO-Hay4dHe
MaHu(ecTalyje, HacTaiao je u3 noTpede na ce U3 BUILE MEepCleKTHBA MPEUCIIUTA]y U
MOHY/I€ HOBa pelIeka 32 YMETHHYKY Ipe3eHTalHjy TPaAULUOHAIHUX IIJIecoBa Ha
cuenu. C TUM y Be3H, CTpyyHa U HaydHa KoH(pepeHuuja ,,ETHo camut — Tpagunuja
Hoga* npBu myT je ogpxana 2017. romune. Kondepenmuja je, y okToOpy Te roauHe,

17



Dunja Njaradi, Milo$ RaSi¢, KreSimir Dabo

OKYIWJIa TeOpeTHYape, HaydYHUKE, KPUTHYAPE W MpaKTHUape y MOAPYYjy H3BenOeHe
TPaIUINjCKE YMETHOCTH U YeTUpH npodecroHaHa (oJIKIIOpHA aHCcamM0J1a, Te HACTaBHIIA
CBOj KOHTHHYHUTET ofpkaBama y 2018, 2019, 2020, 2021. u 2022. rogunu. [{mws oBux
cycpera, peann3oBanux y beorpamy (2017, 2018, 2022) u Yxwumy (2019, 2021, 2022),
OMo je cTBapame MPoCcToOpa YHyTap Kojer he yuecHUIM pacnpaBibaTi O MOTYhHOCTHMA
HampeoBamka y CBOM pajay, y4elwy, ald M Kpeupamy OyayhHOCTH mpe3eHTanuje
TpaJUIINje HA CIICHH.

Tpanunuja Hosa, Beh Taga, y CBOM pBOM H3/1amkby, OCUM HAYYHOT M CTPYYHOT JIena,
nana je MOryhHOCT yMeTHHIIMMa aHcambara J1a yuecTBYjy y APaMCKUM paJHOHHUIIaMa,
nperucnuTyjyhu COncTBeHM yMETHHYKY M3pa3 U TeHepulryhu, Ha Kpajy caMmuTa, 3a CBe
YYECHUKE, HOBO KpeaTHBHO M3BeIOEHO Ae0. TakBe paguoHHIE, ITOCTalIe Cy IpUMep
no0pe mpakce, KOju ¢e HaCTaBHO M TOKOM CBUX cliefiehux camura.

VY Hay4yHOM Jieny KoH(epeHI]e, yuecTBoBaiu cy uctpaxusauu u3 CAJl-a, XpBaTcke,
Benuke bpuranuje, Makenonuje, HMpcke, Cpbuje, Typcke, Pymynuje, Mabhapcke
u JIpyrux 3emaspa. llpencraBipajyhu cBoje pajoBe, pacmpaBibalidl Cy O aKTyCITHUM
MUTakbUMa y BE3U ca JeJIoBambeM MpohecHoHAIHUX H3Bohaua TpaauIMOHATHOT TuIeca
U, TEHEpaJHO, MPE3EHTAIMjOM OBOI' JKaHpa Ha CHeHH. Hamepa cTpydHO-HAayYHHX
cycpera Omia je &na Kpo3 HOBa HCKycTBa, Mel)ycOOHy capaamy M ydYeHme IMOMOTHY
00JbeM pazyMeBamy BJIACTUTE UCTOPHUjE U KYJITYpe, T Ja ce npoHalje HaYMH 3a 00JbY
Mpe3eHTaIM]y KyJTypHOr Hacieha, Koje je HeHCIPITHU MOTEeHIIMjal CTBapaiallTBa 3a
YHHUOIIE OBE YMETHUYKE HUIIIE.

Kako cmo to nedunmcanu y npoj Arenau TpamuuumjaHose, oBa manudecranuja
uMala je 3a Wb ,,...1a UCTPAXKU (EHOMEH CLIEHCKE IPEe3EHTalllje HapOJHE Urpe WU
KopeorpaducaHe HapoJHe Urpe y YCJIOBUMa y KOjUMa Ce OHa pa3BHjajla U y KOjUMa
ce M JaJbe pa3Bhja y OKBUPY MPOPECHOHATHUX W aMaTepCKUX aHCaMalla peruoHa H
EBpone* (Bbapanu u Pammh 2017, 22). OcHOBHa nmuTama Koja Cy MOCTaBJbaHa KpO3
oBy miardopmy, Ouna cy ,,rne u kako aabe?*. Okymbajyhu HayuyHHKe U3 00JIacTH
€THOMY3HKOJIOTH]j€, ETHOKOPEOJIOTH]j€, aHTPOTIOJIOTHj€ U IpaMaTypruje, ajli U UCKYCHE
pyKoOBoJMOLIE U IUiecaye npodecuoHamHux aHcamOana, TpaguuujaHoBa Hyauna je
HEKOJIMKO MPOTPaMCKUX JMHHUja: 1) Hay4yHy KOH(EpeHIMjy U OKpyIJie CTOJIOBE, T/e
Cy IMCKYyTOBaHa pa3jIMyuTa MHUTamka y BE3M ca KopeorpadujoM U JapamaTyprujom
TPaJUIMOHAIHUX IJIECOBAa HAa CLEHU — Yy CHHXPOHHM]CKO] M JMjaxpOHM]jCKOT
MEPCIEKTHBH; 2) YMETHUYKE PAJHOHUIIE Ha KOjUMa Cy TUIeCaud U3 BUIIE PA3IMUUTHX
npodecrnoHalHuX aHcaM0Oalia pa3MemUBaIN 3Hamha U UCKYCTBA, T€ PaJIUiIi Ha CTULIABY
HOBMX BELITHHA U pa3BUjaIM aJITEpHATUBHE MOJIeJIE 3a Pe3eHTAlN]y TPaIUIIMOHATHIX
MJIECOBA Ha CIIeHH; 3) HacTyne npodecHoHATHUX aHcambalia U3 peruoHa u EBpore,
OaneTcKuX IIKOoJa M aMaTepcKux aHcamOana KOju Cy Kpeupalu Jpyraduje mporpame
3a notpebe TpaauuumjaHoBe. Hajjacuuju onjex oBUX KOH(pepeHLMja Hyau TaJallmbH
nupextop Ancamb6ina Komno, Branumup [dexuh: ,,Hayunnu cMo 1a caMOKpUTHYHOCT Kao
BPHUJEAHOCT y HAIIO] YMJETHOCTU HE TOCTOJH, T€ Ja, aKO C€ HE MH]EHaMO, MOKEMO
U3ryOUTH JIaCKaBy THUTYINy yMjeTHocT . Hayumiam cMo 1a OHO HITO je M3HECEHO Ha
KOH(EPEHIIHjU 0CcTaje 3a0esIe’KeHO, 1a 0 TOME pa3MUIIJbaMo U Bpahamo ce oapeheHum
TeMaMma U3 MPETXOIHUX IOJIMHA, C HOBUM MCKYCTBOM HJIM HOBUM 3aksbydnuma‘ (Lado
Godisnjak 2019, 41).

Jeman ol MHOTOOPOJHHUX Pa3HOIMKHUX pe3yJiTaTa Oap>KaHUX KOH(EepeHIHja, OMHOCHO
KOMYHUKaIje Mehy ctpayumaliuma u ca japHolhy, CBakako je ¥ 0Baj 300pHUK y KOjeM
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ce IpeicTaBjba CeNeKIMja ogadpaHuX pajgoBa M TeMa O KOjUMa Ce TUCKYTOBaJOo Ha
HAyYHUM ITaHEJIMMa TOKOM MPOTEKIINX TOIUHA.

VY cBom unanky, Coma 3apaBkoBa [[jermapocka (Sonja Zdravkova Djeparoska) nume
0 TPaJWIMOHATIHOM IUIECY TEUIKOTO, KOju 3a MakemoHIle MMa MOCeOHO 3HaYeHe.
Temkoro He mpumaga camo HHU3Y TPAJAMIMOHAJIHHUX IJIeCOBa, Beh mpejacraBiba U
O0JIMK KOjH je aKyMyJIHpao MHOIITBO 3Hauewa. OmTa nepueniuja 1 HHTepIpeTanija
TPaJUIMOHAIHOT IIJIeCa TEIIKOTO M Bher0Ba MOIyJIAPHOCT, HE caMo 300T TpaIHIIMOHATHE
¢donkiaopue ¢dopme, Beh u 300r CeMMPUIHOCTH Yy TIOTJIEAY €CTETHKE M HW3paxaja,
TOBOpU HaM O jeIMHCTBEHOj BpenHoctu oBor (heHomeHa. Emili Vilkoks (Emily Wi-
Icox) mpumoBeaa o cIUIM Koja OajeKyje, oqHOCHO o yMmeTHHIM Janr Jlunuar (Yang
Liping) u eBoiylMju cCaBpeMEHOT KHHECKOT TPAJAMIIMOHAIHOT Iieca. Janr JlumuHr je
HajyCIelHrja KHHEeCKa KopeorpapKumba CaBpeMEHOT MPUKa3a TPaIuIIHOHAHOT I1JIeca.
OBaj wIaHak MoOCTaBJba MUTAKE KAKO je Y aHT MMOCTHIIIA 3Ha4YajaH yCIeX KPo3 CAaBPEeMEHY
Kopeorpadujy TpaJHUIIMOHAIHOT TUIeCa, UCIUTYjyhu YCIIOH NOMEHYTE YMETHHIIE O]
celamIeceTux roauHa XX BeKa, Kpo3 keHy TpaHchopMalmjy HKOHOTpaCcKe KHHECKe
HapoaHe ciuke: mieca nayHa. Cysana Ajxaep-CrapueBuh u Kpemmmup CrapueBuh
noHoce npuuy o MBany MBanuany, koju 1975. ronune 3anounme kapujepy y AHcamOry
HapoOJHUX TUIecoBa U mjecama Xpsarcke ,,JIAJIO®, rae je mpoBeo 41 roauHy, o1 4era
Yyak 24 roauHE Ka0 YMETHHYKU JUPEKTOp. TOKOM roauHa MPOBEICHUX Ha TO3HIUjU
YMETHUYKOT JHPEKTOpa, Ha pEerneproap je MOCTAaBUO BUIIE OJf YETPACCET HOBHX
Kopeorpaduja U 4ETUPHUCTO MY3WYKHX KOMAaJa CBETOBHOT M CAKPAJTHOT KapakTepa.
OcMHCITHO je U Ha CIIeHY ITOCTaBUO CTOTHHAK MOCEOHUX MpOorpaMa 3a pa3He MPHUToIE.
CBe HaBeJIeHO, a IITO je caMo JIeo Oorare ¥ pa3HOJIMKe (OJIKIOpHE aKTHBHOCTH VBaHa
VBaHuaHa, HEIBOCMHUCIICHO T'a CBPCTaBa y BeNUKaHE (DOJKIOPHE CIEHE XpPBAaTCKe.
Mexmer Onyan O36urun (Mehmet Ocal Ozbilgin), y unanxy nox Hasusom ,,OcHUBamE
U TIPOLIEC pa3BOja HALIMOHATHMUX TYPCKUX MHCTUTYLMja 3a (OJIKIOPHHU Iiec’, TOHOCH
XpOHOJIOTH]Y pa3Boja ycTaHoBa 3a QoiukiopHu miec y Typckoj. JpkaBHu ancamoOi
HapOJIHUX IJIeCOBa OCHOBaH je 1975. ronune npu MuUHUCTAapCTBY TypH3Ma U IpOIaraxe,
Kao MpBU chykOeHu npodecuoHaHu aHcambOi (HONKIOpHUX TuiecoBa. MHOBaTHBHU
CLICHCKH apaHMaHu J{pkaBHOT aHcam0J1a POJIKIOPHUX IUIECOBA, KOJU TPaJULIMOHAIIHE
IUIECOBE MPEACTaBIbajy CaBPEMEHUM CLIEHCKUM MPUCTYIIOM, JTAJIU Cy HOBY JUMEH3H]Y
CXBaTamy HMHCIEHAIMje OBHX IUIecoBa. Pasnmmumre BpcTe 00yKa 3a mpodecroHaTHe
miecaue [[pkaBHor ancamOia HapOAHUX IJIECOBA M CIICHCKA MEpIENIMja KOjy Cy
CTBOPMJIM TO3HATH IUIECHH Kopeorpadu Tor pas3nobsba, 6uhe ocHOBa 3a CTBapame
Kypca M3BeJ0CHUX YMETHOCTH, YKJbYYCHHUX Y HAaCTaBHHU IIaH M mporpam Ojceka 3a
TypcKu (HOIKIOp. AyTOp y pajy pacrpaBiba 0 YYHHKY MPO(GHECHOHATHUX (DOIKIOPHUX
aHcam0ana ocHoBaHux y Mcrounoj Eypomu, Te mpolecy ycrocraBibama M pa3Boja
HAIIMOHATHUX TYPCKUX MHCTUTYIHja 32 TPATUIIMOHAITHH TIJIeC.

Hyma Hhapanu TemaTusyje miec y KOHTEKCTy Hacieha Kpo3 Tpu cTyauje cirydaja
Tpaaullfje Ha CaBpPEMEHO] IUIECHOj CLIeHH. AYyTOpKa Kpo3 OBaj paj MpeacTaBba
JOTIpUHOC pacTyhoj pacnpaBd O HMHCIEHALMJU WCTOpUjE€ U TpaaulUje Yy Hay4YHUM
pacripaBamMa 1 yMETHUYKHM KpyroBuMa. PeKOHCTpyKIIHja KyITHHX UCTOPH]CKUX JIeNa,
Ka0 U yNPU30PEHE PA3IUYUTOT TPAJAULMOHATIHOT TUIECHOT MaTepyrjaia U3 1eor CBeTa,
MOCTAJIA Cy CacTaBHU JIE0 caBpeMEHUX Kopeorpadckux npuctyna. OBH TPEHIOBH y
YMETHUUYKHM CTpaTeryjama OTBOPUJIM Cy MHOTa 3HayajHa MHUTama Koja ce OJHOCE Ha
Hai ocehaj 3a ucropujy u pazymeBame Oamtune. [lokymasajyhu na pasjacHu Heka
O]l IOMEHYTHX THTamka U MpobiieMa, OBaj pall YBOIU TPU pa3IMYUTE Kopeorpadcke
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CTyZIMj€ clly4aja Koje ce, CBaka Ha CBOj HaYMH, OaBe MOJMOM TPAJIUIIA]E€ Y CABPEMEHHUM
JUCKypcuMa Iuieca Kao OallTHHE.

MBa Huemunh nuie o npodecroHanuma — miecaynMa TpaJiluOHaIHUX [UIECOBA.
VY 6uBmIOj JyrociaBuju, CpeAMHOM MPOILIOTA BEKa, OCHOBaHA Cy TpHU MpodecroHamHa
aHcaM0Jia HapOJHUX IUIECOBA M Iecama Koja Jenyjy no aaHac. OBe AHcamOie ynHe
npodecuoHamHu Tiecayn U My3udapu. OCHOBHHM 3ajaTrak Owia MM je YMETHUYKA
MHTEpIIPETallMja HEKaa jyrOCIOBEHCKHUX, a JJaHAC XPBATCKUX, CPIICKUX U MAKETOHCKUX
HapOJIHUX [TeCMaMa M IJIECOBa Y 3eMJbU M HHOCTPAHCTBY.

VY cBom pany Anapuj Haxauescku (Andriy Nahachewsky) rosopu o kopeorpaducamy
NorJie/ia y yKpajuHCKAM CIICHCKMM TPaIUIMOHAIHUM IuiecoBuMa. Ilnecaun kopucte
CBOj€ OYM BPJIO PA3IMYUTO y KOHTEKCTY MapTHUIMIANWje y IUIeCy, 3a Pas3iuKy Ol
HACcTyla Ha MO30PHHULHU. Y MHCHEHHPAHOM TPATUIMOHAIHOM IUIECY, YUYECHHUIH CY
yecTo ynyhenu aa oap:ke CHaKaH KOHTAKT OYMMa JeJHH C APYTrUMa (MHTPa1jareTUIKu
THOTJIeNT), KOjH C€ ICTTMMUYHO KOPUCTH 3 I10jayaBambe WTy3Hje HMITy THPAHOT OKPYKeHha
ieca ,,TaMo U Tajga“ (4ecTo y MACaTM30BaHO TPAIWIIMOHAIHO CEJI0 Y MPOIUIOCTH),
Te moMohu myOnuIM Ja UX MpaTH y CBOjoj MamTH. [Ipyra JoMHHaHTHa cTpareruja
riesama je eKCTpaaujareTnuka (YCrocTaB/bambe KOHTaKTa O4iMa C IIIela0uMa U3BaH
npociieanyma). OBa ommuja Haramasa (GOKycHpame Ha ,,0Blle U caja’, Ha gorahaje
3ajeTHUYKe U3Be0e.

Y paay ,PyMyHcka miecHa eTHOKopeorpaduja: mnyTame H3 MPOLUUIOCTH H
npuctynu y pa3Bojy”, JIuz Memum (Liz Mellish) nporoBapa o ucropuju pymyHCKe
eTHOKopeorpaduje 1 BbeHUX 3arOBOPHUKA, OCIamajyhul ce Ha JOKyMEHTapHe U3BOpe U
CBOJ lyTOTOUILILU TEPEHCKH pajl. McTpakyje BUILIECIIOjHE U/IEje JIOKAITHUX KYITYPHUX
HOpPMH, KopeorpadcKor ayTOpUTETa U 3HAWA, MPE3CHTAIN]CKUX WM3BEIOU U ,,HAUMHA
penpesentanuje”. IIpBu geo paga oupTaBa UCTOPHjY pyMyHCKe €THOKOpeorpaduje of
paHor JBaJeCceTOr BeKa, KaJa Cy pyMYHCKH IUIECOBU OWJIM YKJbYU€HU y MHCIEHUpPaHE
YMETHUUYKE NpoAyKIMje. Menuil oupraBa OKBUP Mpexke (POIKIOpHUX aHcaMmbaia
OCHOBAaHHUX HaKkoH J[pyror cBerckor pata, koju cy ce cMamuian uzmely 1990. u 2005.
rOJMHE, a TOTOM MPOIIMPHUIN HAKOH OOHOBJHEHOT €HTY3Hja3Ma 3a JIOKAJHY KYJITYpY.
Hpyru neo mpatu kopeorpade M IJIECHE MHCTPYKTOpe, pa3BpcTaBajyhum ux mpema
oarosapajyhum renepanujama, Te uctpaxyjyhu nocrynae moryhnoctu kopeorpadcekor
TPEHHHra y MPOLUIOCTH M CaJallkbocTh. Tpehu neo ucnuryje eBoiaylujy CTPyKType
u3Be0€e PYMYHCKUX aHcaMmOajia M eTHOKOpeorpadCKu CTWJ, yJory Kopeorpada Kao
nocperHuKa u3Mely IUIECHUX MOKpeTa M CTBapamba HUXOBUX IUIECHUX H3BEAOH, Te
pasIMYuTE CTPATETH]e KOje CE KOPUCTE 3a KOHCTPyHCame Kopeorpaduja.

Mapu-ITujep T'ubepr (Marie-Pierre Gibert) y pagy nox nasuBom ,Ilpukaxwure,
cauyBajTe, OBeKoBeuuTe. Jloruka n3senoe y nojeIMHIM jeMEHCKUM €THHYKUM IJIECHUM
rpynama y U3paeny* roBopu o Tako3BaHUM ,,eTHUUYKUM IJIECHUM Tpyrnama®“ (JeXakoT
€THHOT) KOje MMpHKa3yjy 60raTo KyJITypHO Haclielje ojeTMHUX rpyTia Koje YnHe U3paesIcKo
apywmTBo: JeBpeja u3z Jemena, Mapoka, Kypaucrana, Jlubuje, Upaka, ETnonuje nmu
WNunuje, amu u Apama, [py3a unun Yepkesa. [Ipukazyjyhu enemente cBoje KyaType,
OBE€ Cy TpyIle yYecTBOBaje Y Ba)KHOM MOJUTHUYKOM 3axTeBy u3 1970-ux y Uspaeny:
na Oyny mpu3HaTe ¥ TpeTHpaHe Kao jeJHaKe C OCTAINUM JIeIOBUMa CTAHOBHUIIITBA OBE
MYJITHKYJATYPaJTHE Ap>KaBe. AHTPOMOJIONIKH UCTPAKUBAYKHU PaJl ayTOPKE, CIIPOBE/ICH Y
W3paeny TOKOM MOCIEIHUX JIBaZieceT rojnHa, (JOKycHpao ce Ha IJIECHE perneproape
JeBpeja koju onasze u3 Jemena. OBaj paj nprkasyje Kako je perneproap, KOju Cy JIOHEIH
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u3 Jemena, kopumiheH 3a KOHCTpYUCAakE Pa3IHUUTHX M3BEAOU MOjeANHUX JEMEHCKHUX
eTHUYKHX IUIECHUX IpyIa YHyTap OBOT MOJMTHUYKOT OKBHpA KYJITYPHOT NpPH3HAMKa, a
KacHHUje, 32 O4yBamke M OBEKOBEUCH-¢ OBe OamTuHe. Y HOBHUje Bpeme, okpehyhu cBoj
norsez npema Oy 1yhHOCTH IIECHUX IpyIia M lbIXOBOM OZIp)KaBamby, INIECayl M MEHAlIEPH
NPUCTYTAjy PaJUKaIHOj TpPaHCHOPMAIMjH OHOTA IITO CE U3BOIM HA ITO30PHUIIH.

VY cBom pany Kerpun ®@omu (Catherine E. Foley) roBopu o kopeorpaduma upckor
TpamuIroHaHOT cren miec. Y Mpckoj, kopeorpadcku pajg y TpaaUIMOHATHOM CTEIl
IUIeCy MOCTOjU Ha MHOTMM HHUBOMMA: OJI aMaTEePCKOT A0 MPO(ECHOHAIHOT U YHYyTap
Pa3IMYUTUX KYJITYPHUX CHCTEMa U KOHTeKcTa. OBU CHCTEMH U KOHTEKCTH IOJIPIKABAjy
onpehene 3ajeqHUYIKE MTpaKce, Koje yTuay U 00JHKYjy Kopeorpadcku paa kopeorpada u
3HauYeHa KOja TH IJICCOBH//IeJIa YTEJIOBJbY]Y U H3paXaBajy. Y 4ilaHKy, ayTopKa ogadbupa
U UCIUTYje PA3JIUYUTE UPCKE TPAIUIIMOHAIHE IUICCHE 3ajEIHULIC U FBUXOBE €CTETCKE
cucreme. [Ipurom, nctpaxyje Kako Kopeorpadu CMEIITajy CBOj paJl YHyTap U OKO THX
cucreMa KyaTypHe npakce. CMemTeH yHyTap crieupHIHUX UACOIOMKHAX TUCKypca H
eMHUCTEMOJIOTH]ja, ayTOPKa TBPJIM JIa Ce JaHac Kopeorpadu TpaJullMOHAIHOT CTEl Tuieca
WK TipwiarohaBajy WM W3a3WBajy TPaHUIE TUCKypca MOBE3aHUX C OATroBapajyhmm
€CTETCKUM CHCTEMHMAa THX IPAKCH.

Januena MBanosa-Hajoepr (Daniela Ivanova-Nyberg) y cBome uwnanky Tymauu
KYJITYpPOJIOLIKHU MPEHOC KOpeorpadcKor 3Hama, MpeAcTaBibajyhu pe3yarare TepeHCKor
pana y byrapckoj, ¢ Hekum npumepuma u3 Cjenumenux [pkasa. OBaj pax pa3marpa
pa3nuynTe M3a30BE KOj€ MpPEICTaBhba TeMa KyIATYPHOT IpeHoca Kopeorpadckor
3Hawa, aly Takohe OTKpHMBa (pacuuHAlM]y HOBUM ITyTEBHMA 3a Jajbe MPOYyYaBaAE
Koje Hyan. TeKkcT caapXKu TEOPHjCKH J1e0, JOKYMEHTE C TePEHCKOT paja (mompahene
aHAJMTUYKUM KOMEHTapHMa) W 3aKkJbydHa pa3MaTpama. Teopujcku €0 JOHOCH
ayTOPKUH ,,IUjaJIoT* C TOJMOBMMa KYJITYpHOT INpEeHOcCa U KOpeorpadckor 3Hama;
,,TIPE3EHTAIIN]CKU " TIPENICTaBJha JJOKYMEHTE TEPEHCKOT pajia y IMOTpa3u 3a KyJITypHUM
IIPEHOCOM KopeorpaCcKor 3Hama y OyrapckoM KOHTEKCTY C MOjeMHUM IpHUMepruMa
n3 CAJl-a. Jomko hanera numie o GpopmMaJHUM U HEPOPMAIHUM HAUMHMMA IIPEeHoca
3HaWka M BEIITHHA TPaJMIMOHAIHOTr (BUILEIJIACHOT) NeBama Ha mpuMepy AHcamOuna
,»J1ano®. JegHocTaBHO je Hemoryhe TOBOPUTH O TPaJUIIMOHAIHO] BOKAJIHO] MY3HIIH,
KpO3 IPU3MY UIMIINYHOT CEOCKOT KUBOTA y KOjeM CcBe nep(eKTHO QyHKIIMOHHUIIE, Te
Jj€ My3MKa KOHTEKCTyaJIHO MPUCYTHA KPO3 M3BeN0E PAa3IUUUTUX apXaMyHUX KaHPOBa
u ctiwioBa. [lomyT MHOTHX KyJNTYpHHX TIpolleca YCTaHOBJBEHHX Y MPOILIOCTH,
y BpEMEHHMMa [pyTradMjux JPYIITBEHUX, €KOHOMCKHX W COIMjaIHUX TNPWINKA, H
TPaIUIM]CKH BOKAJIHU MY3WYKHM HAMOM MOJUIOKAH je MEHaMa Kpo3 Koje IpOoHaja3’
HOBE HaYMHE OICTaHKa y caJalimbeM BpeMeHy. CBe HaBeleHEe OKOJIHOCTH yTHULAIE CY
U Ha pa3BOj MY3MUKOTI )HMBOTa, MOCEOHO BOKaJiHE (BHUIIETJIACHE) TPAAMLIUjE Y MalUM
IPaJICKUM M PypaHUM CpeIMHAMa, YHjU ce TPaJUIIMOHAIHU My3UYKH )KMBOT HAaCTaBJba
Yy KOHTEKCTY Pa3HOBPCHHX TPAIUIIMOHATHUX CBETOBHUX M CaKpaJHUX 00HWYaja, Kao U
KpO3 pa3He BOKaJHE, MHCTPYMEHTAIHE U IJIECHE (opMe.

VY cBoM pany, Munom Pamuh ykasyje kako je kopeorpaduja TpaIuiMOHAIHOT Tieca
y Cpbuju y ymeTHH4KO0j Kpr3u. CpOuja mmMa Ayry €THOKOPEOJIOMIKY TPAAUIIH]y, TOK j€
YMETHOCT Kopeorpaduje TpaJuIIMOHATIHOT IJieca pelaTUBHO HOBMja I0jaBa, HAcTaja
HakoH [[pyror cBerckor parta. Mako ce paam o yMETHHYKO] TpakcH, Kopeorpaduja
TPATUIIMOHATHOT TIIeca YeCTO C€ TEMEJbH Ha OIMO3WIHMjH W3BOPHO:CTHWIIM3HPAHO H
nepuunmpa Kao mpakca Koja ,,dyBa MISHTUTET, ,,TpaJulujy” u ,,0amTuHy . AyTop
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TBPAM Ja TEXKKa NpeMa IojejamMa yHyTap jKaHpa He W€ y MPHIOT YMETHOCTH.
HanpoTus, mokymaju kaapupama 1 HHCHCTUPALE HA JACHOM ONPEIebehY 3a MPUCTYII
IpU CTBapamy Kopeorpaduje J0BOJAE IO OrpaHHYaBama YMETHOCTH Kopeorpaduje
TpaauIMOHAIHOT 1ieca. Pamuh je y cBoM pajay npukasao mpoiiece Kojuma je u3rpahex
TUCKYypC O ,,A3BOPHUM™ Kopeorpadujama, a 3aTHM W yKa3ao Ha orpaHmyaBajyhe
MOKyIllaje MOUAaHPOBCKE Kiacudukanuje kopeorpaduja. Ha kpajy, mperncraBuo je
npeacrary ,,#Mentunrllot* y uzBohemy yuenunka Cpenme 6anercke mkosie u3 Hosor
Cana, kao mpuMep MOKYIIIaja U3JIacka U3 MOMEHYTHX KAaHPOBCKHUX TPAHHMIIA.

Ja 3akpyunmMo, HOBH KoHIenT monyT TpamuinujaHoBe oko cede je OKynmuo BETUKU
Opoj Hay4YHHMKa M YMETHHMKA M3 LeJNOr cBera. KpeaTuBHE IHMCKYCHje W IMPE3CHTAIlH]je
TPaIUIIMOHATHUX IJIECOBA HA CIIGHW OWJIM Cy MHCIHpAIFja MHOTUM Kopeorpaduma,
KOjH Cy TIoYenu J1a Oupajy HOBE MPHUCTYIe Kopeorpaduju TpaaguimoHaHOT mieca. Ha
npumep, npodecopu u yuyennuu Cpenme 6anercke mkone y Hoom Cany kpeupanu
Cy 1IeJIOBEUEPHU YMETHHYKH TIephOpMaHC UHCIIUPUCAH TPAJAUIIMOHAIHAM TIIECOBUMA,
nox umeHoM ,,Mentunrllor (8. Pammuh y oBom 300pHUKY), 1a HaBeAEMO caMoO jeaH
npuMep. YIpaBo Cy TakKBe peakiyje IMojeArHana mnokasane na je TpamunujaHosa
ycIiena y ToMe Jia TIOHYId HOBH YMETHUYKH UMITYJIC )KaHPY KOjH j€ Y BHILEACIEHH]CKO)]
XHOEpHAIMjH — TO je HEeIITO 32 YUME Cy MHOTH TEXKHIIH.

OBuM 300pHHKOM 00€IeKaBaMO HU3 YCTICIITHUX, Y30y IJbUBUX U TYPOYJICHTHUX T'OIHA
Ha JIOKAJTHO] M PETHOHAIHOj CIICHH Kopeorpaduje TpaaulMOHATHOT Iieca Ha CIICHU.
OBaj 300pHHK HCTpa)Kyje TEOPHjCKE U NMPAKTUYHE MpoOdieMe, HeAOYMHUIlE U M3a30Be
KOJU C€ jaBJbajy Y TOMEHHMA IPpOo(heCHOHATTHE CLIEHCKE IPE3eHTAlIN]j€ TPAIUIIMOHATHUX
riecoBa y Jyroucrounoj EBpornu, anu u moBesyje moMeHyTe TUCKyCHje ca TI00aTHUM
TOKOBHMMA ¥ JJUCKYPCHMa O IUIeCY, YMETHOCTH U Hacel)y.
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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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Formal and informal ways of transferring knowledge and skills of
traditional (polyphonic) singing, example of the Lado Ensemble

Abstract: Vocal musical phenomena represent recognizable identification marks of wi-
der communities and integral segments of their cultural and social identity. The term ‘folk
music’ in Croatia is closely related to the history of its performance at festivals and parades,
where the attitude towards vocal music had a remarkable influence on the development of
the parade system. All of the above was a good prerequisite for creating the first profes-
sional ensemble in the period of institutionalization, which will also form a recognizable
vocal pattern, a recognizable Croatian “voice”. Chest-throat singing, today known as Lado’s
singing (ladovsko pjevanje), 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 during 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 ensemble 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 simultaneously 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

Traditional vocal (polyphonic) music in Croatia

Speaking about traditional vocal music through the prism of an idyllic rural life where
everything functions perfectly, and music is contextually present through performances
of various archaic genres and styles that we will discuss, is simply an impossible mis-
sion. Like many cultural processes established in the past, in times of different social,
economic, and societal circumstances, the traditional vocal musical idiom has been a
subject of changes through which it finds new ways of survival in the present time. All
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the mentioned circumstances have also influenced the development of musical life, es-
pecially the vocal (polyphonic) tradition in small urban and rural communities, whose
traditional musical life continues in the context of various traditional customs, secular
and sacred, as well as through various vocal, instrumental, and dance forms.

The Croatian vocal traditional culture is an integral and important component of Cro-
atian traditional culture. It is characterized by the diversity of vocal styles and genres in
different Croatian regions, in different ethnographic zones. Polyphonic singing is the most
common vocal musical tradition in Croatia. The northern regions of Medimurje and Po-
dravina are the only areas where monophonic singing predominated in polyphonic singing
(in the past), although it is a fact that the practice of polyphonic (urban) singing is incre-
asingly becoming a singing tradition in these regions as well. There are many reasons for
the persistence of polyphonic singing in Croatia. Geographically, Croatia is an area where
different cultures collide, including musical influences. It is a space where the tradition
of archaic, untempered, polyphonic singing intertwines with polyphonic diatonic urban
singing. The area of contact between the Mediterranean, Alpine, and Balkan cultural circ-
les is an excellent example of the coexistence of different cultural (musical) influences
that preserve their differences through traditional vocal expressions.! Complex layers of
vocal traditions intertwine and complement each other in all aspects; in most cases, vocal
musical phenomena represent recognizable identification marks of broader communities
and are an integral part of their cultural and social identity. Polyphonic singing represents
a lively, creative, complex, and above all, changeable cultural expression created by ta-
lented musicians — individuals and groups. When it comes to traditional vocal styles and
genres typical for the Croatian area, we are faced with various approaches that are equally
important for understanding and presenting this subject matter. The complex mosaic of
the vocal (polyphonic) musical phenomenon can be most simply depicted by determining
common musical characteristics, both in secular and sacred vocal musical phenomena.

Earlier research on vocal music tradition in Croatia was primarily focused on archaic
layers of polyphonic or monophonic vocal genres and styles of sacred and secular re-
pertoires of local communities. The extensive collection of melodies and chants (me-
lographing) was a common practice among researchers almost until the end of the 20th
century. Melographers were exclusively interested in the musical characteristics of the
chants, determined by analytical comparison of melodic pitch sequences and melorhyt-
hmic patterns. Music analysis usually starts from the basic principles of Western music,
although a large number of recorded musical examples are almost impossible to notate
in standardized Western notation. Similarly, melographers often notate the leading per-
formance voice, although in many cases, it involves polyphonic performances. Standard
notation and melorhythmic patterns (meassures) often misrepresent the real sound pi-
cture of the performance, which is usually delivered in a free parlando rubato rhythm,
unconstrained by the conventions of classical music, which is the most common langu-
age of communication. At the same time, comparative studies of local aspects of vocal
music within the context and framework of the broader region are usually avoided.

From the perspective of contemporary ethnomusicological paradigms, the complex
mosaic of vocal (polyphonic) musical phenomena is best represented by recognizing mu-

1 The ancient layer of Croatian traditional and folk church music practice is characterized by a wealth of different styles, a
heterogeneous repertoire, which was a result of various living conditions, turbulent historical events, and Croatia’s position at the
geographical, political, and cultural crossroads of the Central European, Balkan, and Mediterranean regions (Ceribasi¢ 2000, 27;
Marosevi¢ 2000, 413).
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sical styles and genres, i.e., the diverse layers of musical cultures still present in contem-
porary musical practices. Contemporary ethnomusicology emphasizes the exploration of
all musical phenomena, which includes various musical styles and genres that coexist
within the researched area. Accordingly, from today’s perspective, we can discuss old,
older, new, or newer musical traditions that are preserved in the territory of the Republic
of Croatia. The modern way of life allows individuals from smaller or larger communities
to adopt various general musical influences whose complexity is almost impossible to
generalize. Due to increasing interaction among inhabitants of neighboring regions and
different ethnographic zones, traditional songs blend various musical characteristics. Arc-
haic, oldest musical traditions are gradually paving the way for new, more popular musical
styles and genres, causing them to disappear from musical practice forever. Through the
urbanization of rural areas, there is a mutual interplay between rural and urban traditional
music. The same applies to the latest economic processes that have completely changed
the demographic and economic landscape of the entire area, altering the musical lands-
cape as well. Instead of numerous singers who often demonstrated their singing abilities
in informal private and public settings, today’s performers are regularly members of local
folklore groups or active participants and organizers of local formal events — processions,
customs, and rituals — still present in the life of local communities.

The aforementioned facts are the main reason why traditional singing is now a sporadic part
of everyday musical life. The context in which it originated and was continuously practiced for
centuries has long been supplanted by a more technologically advanced way of life. The same
applies to social interaction, which is less prevalent compared to past times when individuals
relied more on their immediate life communities. Fortunately, significant progress has had a
lesser impact on small local communities, where good performance practices today indicate
that the continuation of musical tradition is possible in informal situations or as part of former
customs where music, especially vocal music, was an integral part of the tradition. Local com-
munities need support in the form of external affirmation, recognition, and acknowledgment
of their activities and sharing their existence with the broader community. These are activities
through which ethnomusicologists and ethnochoreologists can bring two completely different
worlds closer together: the local world where tradition is still somewhat a way of life and the
global world that seeks to scientifically categorize and explain living tradition. It should be
emphasized that despite the aforementioned, Croatian traditional music still exists (albeit less
frequently) in an authentic context, (more frequently) in various public performance forms of
rural and urban, amateur and professional groups and ensembles, as well as in forms of neo-tra-
ditional music (Croatian ethno music), i.e., in popular music based on transformed traditional
elements.? It can be concluded that the preoccupation with history and its reinterpretation in
local communities and the important ongoing (global) changes are the main characteristics
of musical life, as well as the polyphonic singing of local communities — cities and villages.
Historical processes, as a result of the confrontation of global influences brought by tourism
from outside and local communities trying to preserve their own system from within, have
contributed to the creation of well-defined local identities and helped preserve different layers
of polyphonic singing for future generations.

2 This is just a brief introductory overview of polyphonic singing in Croatia. There is an extensive bibliography on traditional
vocal music in Croatia, which is included, among other sources, in the bibliography of the Vienna-based Research Centre for
European Multipart Music (https://www.mdw.ac.at/ive/emm/?Pageld=21). In this regard, the works of Vinko Zganec (1944, 1951,
1956, 1958ab, 1959, 1962, 1964, 1965, 1966, 1983), Bozidar Sirola (1920, 1930, 1935, 1940, 1956), Stjepan Stepanov (1960abc, 1966,
1970), and Jerko Bezi¢ (1973, 1975, 1976, 1977, 1981ab, 1988, 1989ab, 1990abc, 1991, 1995, 1996abcd, 1998, 1999ab) stand out as
the most significant for historical research on traditional vocal music in Croatia.
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Performance (stage) as a way of preserving and transmitting tradition

Taking a step back to examine the ways tradition is preserved and transmitted, we
must reflect on pivotal moments that have left their mark on a broader, European sca-
le and have clearly influenced the situation in our region. The second half of the last
century in European traditional music was characterized by processes of “festivaliza-
tion, orientation towards public performance, professionalization, internationalization,
institutionalization, and mediation” (Ronstrém and Malm 2000, 149), among which
festivalization processes and the associated institutionalization of traditional music hold
a prominent place in Croatia. Festivalization and institutionalization represent the most
important fields of application for ethnomusicological, ethnochoreological, folklore,
and ethnological knowledge. Their role has been highlighted in canonizing traditional
music, particularly in profiling genres and styles that were showcased on stage, as oppo-
sed to those that were not. In this process, experts acquire the status of tradition conno-
isseurs and shape it according to their discretion. These processes continue to this day.
The preparation and creation of programs presented at festivals are their work, defined
as a continuation of preserving traditional music. The aforementioned experts play the
same roles in both the dance and vocal segments.

It is worth noting that these processes in Croatia began much earlier, in the period
between the two World Wars (Ceribasi¢ 2003). Folklore festivals, events presenting tradi-
tional culture, have been a long-standing tradition in Croatia. From the 1930s to the 1950s,
they brought together local participants and showcased traditional Croatian culture. The
concept of “folk music” in Croatia is closely linked to the history of its performance at
festivals and other related public events. With the establishment of regional festivals and
the International Folklore Festival in Zagreb, “modern questioning of folklore and fol-
klorism, authenticity and originality, aesthetics of presentation, the relationship between
traditional and contemporary values, freedom of creative expression, and the relationship
between experts and scientific discourse began” (Ceribasi¢ 2003, 405). It is important to
mention that in these processes, regarding vocal music, public presentation of vocal mu-
sic had a significant influence on the development of the later festival system. Already in
the mid-19th century, formal church choirs were established within parishes, especially
in the urban areas of northern Croatia. The result of this activity was the establishment of
the Croatian Singing Association back in 1875. On the other hand, formal village chur-
ch choirs became relevant in the early 20th century. Peasant solidarity, the driving force
behind the development and reform of Croatian villages through folk art festivals, enco-
urages cultural activities. Numerous organized singing societies founded their community
on May 5, 1926: the Peasant Singing Association “Matija Gubec” aimed at “preserving
ancient Croatian folk songs,” “developing and reintroducing folk songs to the people in
villages,” as well as “laying the foundations and providing an inexhaustible source for art
music culture” (Herceg, cited in: Ceribasi¢ 1929, 67). With church folk songs, peasant sin-
ging societies exclusively performed in churches, “especially on major holidays” (Herceg
1928Db, 41), while patriotic folk songs were an integral part of various events (Ceribasi¢
2003, 50). This activity faded after World War II but was revitalized during and after
the Croatian War of Independence. The mentioned musical “experts” in that early period
played a significant role in shaping musical identities. Rudolf Matz, Bozidar Sirola, Antun
Dobroni¢, Vinko Zganec, Ivan Mateti¢ Ronjgov, Matko Braj$a Rasan, Slavko Zlati¢, Ja-
kov Gotovac, Ivo Tijardovi¢, are just some of the prominent composers of that time who
sought to transform collected folk melodies into choral sounds that are relevant to this
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day in the performances of numerous vocal ensembles and choirs. Similar processes oc-
curred with the musical phenomenon known as “klapa” singing nowadays. Melographers
of the second half of the 19th and the first half of the 20th century (Kuha¢, Kuba, Bersa,
Dobroni¢) collected material in southern Croatia. Melographers of the second half of the
20th century transcribed and adapted the collected material for performances by four-part
choirs and vocal ensembles (Fio, Trali¢, Stipisi¢). In the mid-1960s, the organization of
the Festival of Dalmatian Klapas in Omis represents the beginning of a period of organi-
zed festival klapa singing which has continued its activities to this day (see: Caleta 2008a;
Caleta 2008b; Caleta and Boskovi¢ 2011).

An important fact that needs to be mentioned, indirectly interwoven through both
dance and vocal folk traditions, relates to the dispute between two main concepts whose
distinctiveness has come to the fore precisely through the staging of traditional expres-
sion — the concept of authenticity versus stylization. According to the concept of authen-
ticity, folklore is a direct expression and an integral part of local culture. Organized folk
groups whose performance activity is linked to the concept of authenticity preserve,
transmit and perform the exclusively local, domesticrepertoire. Although interventions
arising from the staging of musical and dance patterns respect the conventions of stage
presentation, many believe that this involves preserving authentic forms taken from the
past without modification. In their case, a good performance is considered one that, thro-
ugh its structural characteristics, attempts to imitate performances from the past, which
fully outlines the complexity and ambiguity of the relationship between informal and
formal transmission of knowledge and skills. Advocates of this concept rarely mention
issues of rehearsal or methods of knowledge transmission but emphasize tradition as an
integral part of culture that is acquired by the “natural” instinct through the entire proce-
ss of acculturation and the regulatory mechanisms of canonized public practice. On the
other hand, the attitude towards performance quality is reflected in a lesser complexity
regarding the desired level of variability, individualism, and innovation of singers and
dancers. Some may find justification for unarticulated, unbalanced, or tonally uncerta-
in singing in the fact that “this is how it used to be sung.” They justify their stance by
claiming that it is necessary to preserve the inherited traditional heritage from the past,
which should simultaneously be an expression and integral part of today’s local culture.

On the other hand, the concept of stylization is best illustrated by a quote from the
official website of the only Croatian professional folk ensemble, the Croatian National
Folk Dance and Song Ensemble “Lado.” In the first paragraph of its work description,
it states that the ensemble operates “with the task and goal of researching, collecting,
artistically processing, and stage presenting the most beautiful examples of the rich
Croatian musical and dance tradition. Top dancers, 38 of them, who are also outstanding
singers, effortlessly transform from a dance ensemble into a representative folk choir,
while 14 excellent musicians play fifty traditional and classical instruments” ([ Author
unknown] 2023). This is a clear example of separating the final artistic product from
the “field,” from the immediate cultural context from which its performance material is
drawn. The elements mentioned are, according to the statement, highly aestheticized.
In the further text, the author emphasizes collaboration with creative authors who, with
their knowledge, skill, and talent, will artistically process the collected rich material
and, through systematic rehearsal, present it in top-notch performances by the Lado
ensemble. In this case, it is not about changing forms from the past out of necessi-
ty; the change is the result of exceptional individualism and innovation of prominent
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individuals: “choreographers, ethnochoreologists and folklorists, music arrangers and
ethnomusicologists, conductors and composers inspired by folk musical creativity”
(ibid.). Spontaneity, which is one of the fundamental characteristics of the concept of
authenticity, is replaced here by professionalism present throughout the entire process
of creating the artistic piece for the stage. Professionalism presupposes top talent, pra-
ctice, and skill, ultimately leaving little room for improvisation and innovation, which
are also characteristics of authenticity. In addition to the Lado Ensemble, many mostly
urban folk ensembles operate according to the same principles. Their performances also
rely on the staging and excellent reproduction of dance choreographies and vocal, vo-
cal-instrumental arrangements, which today most often find their source in the Croatian
rural music and dance tradition. In contrast to urban folk groups and ensembles, rural
folk groups base their work on the determinants of the concept of authenticity.

Such a rigid division does not work in practice. Due to various interactions and the acti-
ons of experts who operate in both of these mentioned areas, there is a mixing of the con-
cepts of authenticity and stylization at work. As even original rural folk groups are oriented
towards stage performance, they require expert assistance in shaping and rehearsing their
programs, which in many cases leaves little room for variation and free improvisation, as
the performance context should allow. Similarly, in many local traditions, certain stylistic
procedures have been adopted, originating from well-known choreographies and musical
arrangements created through artistic transformation of these same traditions. The case of
the “Lado voice,” which will be discussed further, will illustrate this claim.

Similar processes occur on the opposite side; the transfer of knowledge, which is
institutionally transmitted through the Croatian School of Folklore, is based “on the
respect for authentic dance, musical, and choreographic forms”; the authorial enhance-
ment is evident only in the “knowledgeable recognition and highlighting of stylistic and
other specificities that are simultaneously scenically interesting, even attractive” (Sre-
mac 2002, 179). From all the above, it can be concluded that just as groups operating
within the concept of authenticity are approaching the concept of stylization with their
approaches, Croatian authors of folk choreographies and musical arrangements remain
close to the source through their choices. The hybrid intermediate space created by the
festivalization process has itself become a legitimate tradition through this act.

All of the aforementioned was a necessary precondition for the emergence, during
the period of institutionalization, of the first professional ensemble that would, with its
inception, form a distinctive vocal pattern, known as the Croatian “voice.”

Lado - “voice”, performance practice as a way of transferring knowledge

The term “Lado,” for enthusiasts of their artistry and all others familiar with the ma-
gnitude and quality of the performance power of the only Croatian professional ensem-
ble, primarily evokes the main component of their stage performance - the lively dance
in recognizable traditional costumes. However, the truth is much more complex and
substantive, with integral components such as specific singing accompanying the dance
and instrumental accompaniment of various orchestras and traditional musical instru-
ments, without which most of Lado’s choreographies would be unimaginable.

It is very responsible and demanding to speak about the vocal repertoire and perfor-
mance styles that “Lado” has showcased and inaugurated as part of the culture (folk,
traditional singing) from its earliest performances. From the very beginning, the founders,
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responsible for the artistic concept of the ensemble’s work, introduced the public to one of
the characteristic singing styles; chest-throat singing, now known as “Lado singing” (/a-
dovsko pjevanje), a “voice” reminiscent of the singing of the central and northern Croatian
flatland regions. This musical idiom has over time become the vocal standard, synonymo-
us with the folk singing of the Lado ensemble. Considering the fact that this singing is just
one of numerous archaic, old, and newer variants of traditional singing among Croats, we
can see the demanding task faced by its creators. It would be unfair to speak of this singing
as the only means of musical expression represented by the Lado Ensemble in its choreo-
graphies. Looking at the program of the first concert, we will notice considerable stylistic
diversity as well as an endeavor to present to the audience the musical-dance traditions
of different Croatian regions in a full-length concert.’ Even the review of the first perfor-
mance by Tvrtko Cubeli¢ highlights the diversity of vocal styles as well as the performers’
good rehearsal and their appropriate rendition of those vocal styles.

“Popijevka (song) is an essential, integral part of folk dance, and the same demands are

placed on it as on the dance itself. In the program of our State Assembly, the performance of

popijevka was almost flawless. The rendition of standalone popijevkas, sung without dance,
greatly contributed to the diversity and interest of the program. Considering that folk popi-

Jjevka has its own particular architecture and requires unique vocal expressive abilities from

the performers, one can understand how much effort and understanding went into their truly

perfect stylistic performance. Given the specific nature of the performance, special mention
should be made of the successful rendition of the Istrian popijevka ‘Rodila loza grozda dva,’
as well as popijevkas from the island of Krk about Dobrinj, and Bosnian popijevka ‘Igrali se

konji vrani’...” (Cubeli¢ 1950, 35).

The practice that is part of the everyday singing activities of the Lado Ensemble is ne-
vertheless recognized in public primarily for its first, chest-throat singing (brustonalno
pjevanje), as it is most often called. The reasons for this can be found both in the inter-
ventions of sound creators and in the tastes of the audience, without which the functio-
ning of this sole professional ensemble would not be possible. The ensemble began at
a time when views on presenting traditional culture were different, aimed at artistically
adapting traditional culture for stage performance, at a time when attempts were made,
under the influence of global trends at the time, to present folk culture in a representative
manner, which also implied a certain standardization in vocal terms. In the case of the
Lado Ensemble, a specific chest-throat singing (prsno-grleno) style was chosen, which
became a hallmark, a synonym for Croatian singing for all those involved in folk sin-
ging.* Comparing this to Bulgarian singing, which represents one of the most attractive
traditional singing styles on a global scale, we will notice a fundamental difference
precisely in the choice of singing style. While the Bulgarian vocal standard is predomi-
nantly based on mountainous throat singing (which could be compared to singing from
the Dinaric region in our case), Lado singing (ladovsko) is more lowland, different in
character and in the manner of execution.

3 Program of the first concert: 1. Ladarska popijevka iz srednje Hrvatske; 2. Istarska popijevka: Rodila loza grozda dva; Balun

uz sopele; 3. Slavonsko kolo uz pjesmu; 4. Kr¢ki tanac uz sopele; 5. Slavonsko kolo uz tambure; 6. Bosanska popijevka: Igrali se
konji vrani; 7. Vrlicko kolo; 8. Brezovacka jurjevska popijevka; 9. Bunjevacko momacko kolo; 10. Slavonska popijevka: Tri jetrve
Zito Zele; 11. Drmes ,,Op$ajdiri“ i Pokupski svatovski drmes; 12. Slavonska svatovska i pokladna popijevka; 13. Dalmatinsko kolo —
poskocica uz lijericu; 14. Ladarska popijevka iz Posavine; 15. Posavski plesovi.

4 One of the recent works on this topic is by the recently deceased Sarajevo ethnomusicologist Mirjana Lausevi¢ (“Balkan
Fascination”), which analyzes the Balkan music scene among members of the American community known as “Balkanites,” many
of whom have no roots in this part of the world. Traditional music - playing, singing, and folk dance - are the only identification
markers that connect this group of music enthusiasts. Numerous excerpts from conversations with the founders of the scene (Dick
Crum) and numerous followers mention the Lado Ensemble and the Filip Kutev Ensemble as the primary inspiration for the meth-
ods of working with numerous folk ensembles in the United States.
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Knowing the work and legacy of the great Croatian choral conductor, educator, and
composer Emil Cossetto, and discussing it with the oldest members of the ensemble, I
come to the conclusion that Cossetto, alongside Zvonimir Ljevakovi¢, was indeed the
creator of the recognizable singing style. His cycles of choral songs written for the folk
choir (“Ladarke idu u selo,” “Dobri denek,” “Jurjasi,” etc.) best testify to the vocal style
that most lovers of folk music today consider the primal, authentic way of singing.

For the first forty years of promoting this singing style and musical thinking, characterized
by rearranging and (over)harmonizing simple traditional melodies into standard choral po-
lyphonic pieces, the vocal expression of the Lado ensemble was distinctive. Similar methods
were reflected in orchestrating the musical accompaniment — by adding more complex har-
monies, polyphonic voice leading, introducing new motifs, introductions, intermezzos that
melodically corresponded to or echoed the original templates. Orchestra conductor Bozo
Potocnik, as well as artistic directors Zvonimir Ljevakovi¢ and Ivan Ivancan, led the ensem-
ble during a time when this musical approach became “famous” and thus became standardly
accepted by the broader community. It’s worth noting that the influence was reciprocal; what
Lado adopted and later shaped into a recognizable singing style had a significant impact on
local communities, on folklore groups (especially urban ensembles, but also local folklore
groups) that greatly relied on their greatest role model in establishing tradition on the stage
— Lado. It would be unfair to speak of exclusivity, considering the significant importance
these singing styles had on the development of both the domestic and international folklore
movements. Unlike the Bulgarian case where the preservation and development of accepted
singing styles were taken over by the system, where alongside organized schooling, entire
teams of experts, vocal coaches, composers, arrangers, were responsible for studying talen-
ted new singers, in Croatia, the whole process remained at the discretion of the “elder” sin-
gers in the ensemble who passed on the singing styles to new generations of Lado members
through “oral tradition” but with the assistance of the ensemble’s musical directors.

Ladarice - media bearers of the “voice”

Confirmation that this is indeed a “musical process” comes from the timeless popula-
rity of the female vocal ensemble formed during the most glorious phase of the “Lado”
singing style. The “Ladarice” vocal group was established in 1968 by singer-dancers
who, in their free time, sang and performed together with a repertoire consisting of
North Croatian, Zagorje, and Medimurje folk songs, as well as socialist and partisan
songs relevant at that time.> Chest-throat singing was almost exclusively the singing
style of this ensemble, further popularizing this specific singing style and promoting it
as the recognizable “voice,” the first association with the sound of the Lado ensemble.
An interesting fact is that the singers, employees of the Lado Ensemble, engaged in
these activities in their spare time, outside of their official duties. The association of
the vocal group’s name with the name of the Lado Ensemble led the general public to
assume a direct connection; it was assumed that the “Ladarice” were an official part
of the Lado Ensemble’s performances, which was not accurate information. Thanks to
their frequent appearances in the media at the time (TV, radio)®, their voices could be

5 The female vocal ensemble started operating as early as 1965, but under the name “9 mladih,” before changing its name to
“Ladarice” in 1968, thus beginning a glorious chapter in traditional vocal music in Croatia.

6 They continuously recorded for the programming needs of the former Folk Music Editorial Office of RTV Zagreb and per-
formed in many shows dedicated to traditional culture and heritage. The “Ladarice” regularly appeared on entertainment New
Year’s TV shows, singing alongside their repertoire of popular old-town songs and newer hits. In addition to studio recordings with
the Tamburitza Orchestra of RTV Zagreb (today’s Tamburitza Orchestra of Croatian Radiotelevision), they performed throughout
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heard throughout the country. The fame of their singing, performances, and repertoire
is still fondly remembered by those who had the opportunity to see them in numerous
television appearances’, festivals®, musical collaborations’, and concerts.

New Lado’s “voices” of the new period (1990 - 2016)

The story of the modern “Lado voice” begins at the same time as significant chan-
ges in Croatia; with the establishment of the new state, Lado’s repertoire also changes,
aiming exclusively to present the diverse Croatian traditional heritage. In addition to
showcasing secular traditional heritage, a completely new area of interpreting Croatian
spiritual heritage emerges, as well as the traditional singing of the southern Croatian
regions (including klapa singing), which becomes a new idiom and proving ground for
demonstrating the ensemble’s quality. Changes in the approach to sound treatment come
with new executive forces. Artistic directors Hanibal Dundovi¢ (1983-1991) and Ivan
Ivancan Jr. (1992-2016) introduced new guidelines into their concepts, allowing “new”
people to freely experiment with setting and shaping the new sound of the Lado ensem-
ble. Dundovié, initially with the help of Dinko Fio, and then Tomislav Uhlik and Bojan
Pogrmilovié, intensified, while Ivan€an Jr. completely affirmed the ensemble’s great vo-
cal and instrumental potentials (always present but insufficiently exposed) through solo
vocal concerts, solo performances of the orchestra, and recordings on sound carriers.
Since then, the ensemble’s increasingly rich discography has become available material
for educating new generations, both within Lado and among numerous participants in
the folkloric movement, for whom the Lado Ensemble continues to be the greatest ideal
in acquiring knowledge about the folk performance tradition in Croatia.

Following the development of the “voice” and the approach to vocal musical expressi-
on, we can observe that this process from the 1990s clearly outlines a general departure
from the concept of dance stylization from the period of socialist Yugoslavia towards the
concept of cultural diversity, pluralistic approaches, and expressions within the national
corpus. Thus, the Lado “voice” is no longer the only one taught, no longer the sole “voice”
receiving special attention. To illustrate the new situation, we will present the concept of
vocal techniques outlined by one of the longest-serving artistic directors of the ensemble,
Ivan Ivancan Jr., during vocal workshops and seminars, highlighting the fact that these are

Croatia and the former Yugoslavia.

7 Aninteresting description of the activities and significance of the “Ladarice” is provided by Porde Mati¢ in the Lexicon of
Yugoslav Mythology: “...The ‘Ladarice’ were recognizable at once: dressed in folk costumes - white women’s shirts, scarves with folk
patterns, and with artificial curls under their scarves - they sang wide, sad Kajkavian songs, and when they stretched out their rich
voices with “Zorja je zorja’ or ‘Zvira voda, it sounded fantastic - sophisticated and paganly disobedient at the same time. So much
so that, after years of singing and performing (around the world), they almost appropriated the entire genre and became its only
interpreters. The ‘Ladarice’ are proof that good surpasses original intentions and adverse circumstances: first, folk dance ensembles
are an artificial, institutionalized variant of folk heritage. Second, the fact that such a figure as Bozo Poto¢nik stood ‘behind’ them,
the alpha and omega of almost the entire representation of Croatia’s folk music heritage and the man responsible for the terrifying,
academic formalization of our folklore - just turn on the radio at night and hear how shrill Croatian folk music sounds today —
that alone would be enough to make everything artificial, false, and ultimately boring. Regardless and in spite of it, the ‘Ladarice’
always sounded excellent, sincere, profound, and most importantly, authentic. And other musicians did not remain deaf to that..”
(Accessed May 7, 2023). [Source: http://www.leksikon-yu-mitologije.net/ladarice/]

8 From 1971 to 1998, they performed multiple times at the Festival kajkavskih popevki [Festival of Kajkavian Songs] in Krapina,
where they won twelve awards from both the professional jury and the audience. They also performed at the Muzicki festival u Sla-
voniji [Music Festival in Slavonija] in Pozega, where they were awarded in 1973 and 1974. In 1984, they performed at the Festival
podunavskih zemalja [Festival of Danube Countries] in Novi Sad.

9 The “Ladarice” collaborated on productions at the Komedija Theater: they participated in the premiere (1975) and performed
in numerous performances of the first Croatian rock opera “Gubec-beg” (by Ivica Kraja¢, Karlo Metikos, and Miljenko Prohaska),
as well as the pop opera “Jadnici” (by Claude-Michel Schonberg, Alain Boublil, and Jean-Marc Natel). In 1984, they collaborated
with Goran Bregovi¢ and the rock band “Bijelo Dugme” on their self-titled album, and the following year with Haris DZinovi¢ and
the ensemble “Sar e Roma” on their third studio album, “Romske Pjesme” (Gypsy Songs).
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singing techniques that the singers of the Lado Ensemble are capable of performing with
quality. Ivancan categorizes singing techniques into four basic categories: '

1. Chest-tonal singing (brustonalno pjevanje) — a singing technique where strong air pre-
ssure in the chest area results in sharp, loud tones. It imitates the sound of traditional
instruments such as bagpipes and flutes, typical of the Pannonian, central, and lowland
regions of Croatia. Examples of this singing style can be found on albums like “From
the Kajkavian Regions” and “The Tambourine Plays, the Tambourine Sounds.”

2. Dinaric singing (dinarsko pjevanje) — a summoning singing style, known as “ojka-
nje,” where the tone is produced with a strong push from the abdominal area and high
in the palate. This singing style, characterized by a powerful, robust sound, originated
in the mountainous regions of Croatia and mimics the calling from hilltop to hilltop
and the sound of the flute, a traditional instrument typical of these regions. Examples
of this singing style can be found on albums like “By the Sea and the Shore” and
“Treasure Trove.”

3. Head-tonal singing (kopftonalno pjevanje) — a singing technique typical of Mediterranean
urban areas. This type of singing, with soft tones originating “from the head,” was inspi-
red by urban, church singing. Examples of this singing style can be found on albums like
“By the Sea and the Shore” (“Good Evening, My Rose,” “Come Here, Falcon”).

4. Nasal singing (nazalno pjevanje) — a singing style typical of the Istria and Kvarner re-
gions, which also sounds like traditional music (bagpipes, wooden flutes, and shawms).
Examples of this singing style can be found on albums like “By the Sea and the Shore”
(“Lovran Was a Beautiful Town,” “Homo in the Circle,” “Katarina Wants Gold”).

Observing the performance activity of the Lado Ensemble from the 1990s, we notice a
significant increase in vocal activity. This is the era when Bojan Pogrmilovi¢ develops a
new sound and a new formal approach to singing — the folk choir, which becomes equally
important in the ensemble’s work and performances alongside the dance ensemble. Two
new repertoires through which Lado has presented its new musical identity for the past
thirty years are Croatian Christmas and Lenten folk songs. Their research and presentation
are formalized through traditional Christmas concerts and collaborations with the Pasion-
ska bastina (Lenten songs). Accordingly, Christmas and Lenten (vocal) tours are organi-
zed, along with frequent vocal concerts, the most important being the vocal concert at the
Knezev dvor during the Dubrovnik Summer Festival (Dubrovacke ljetne igre). Pogrmilo-
vi¢ and Ivan Ivancan sought prominent collaborators in “finding” interesting repertoires
and new sounds. The most notable external collaborator of that period was the Dalmatian
folk poet and musician Ljubo StipiSi¢ Dalmata. Their collaboration resulted in nume-
rous works inspired by the musical idioms of southern Croatian folk music areas. The
most striking work from that period, initially performed by Lado with the help of exter-
nal collaborators — singers, and later with their own forces, is StipiSi¢’s — an oratorio for
soloists, male choir, and mixed folk choir based on Lenten folk church singing from the
island of Hvar. A complex work requiring vocal prowess, Kalvarija remains a challenge
that no other choir in Croatia has managed to overcome to this day. It was one of the first
pieces recorded for distribution — a practice also introduced in the early 1990s by the duo
Pogrmilovi¢ Kalvarija - Ivan€an. The musical production also underwent various tran-
sformations, from collaborations with Branko Starc and his independent label Best Music,
to Memphis production, independent productions by the Lado Ensemble, to successful

10 Transferred from the private archive of Ivan Ivancan Jr.
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collaborations with today’s publisher, Aquarius Records. Similar situations occurred with
recording methods and locations, ranging from various acoustic spaces (churches), Lado’s
hall, to the Croatian Radio studios, with which the Lado Ensemble has had a reciprocal
relationship for many years. Kalvarija is the only piece that has been recorded twice — first
immediately after its creation and premiere performances with conductor Pogrmilovic,
and the second time in 2006 with conductor Josko Caleta. This symbolic move indicates
the processes initiated by Pogrmilovi¢ and Ivan Ivancan Jr., further continued by “new”
people — Kurilovéan, Ivankovi¢, Caleta. After fifteen years of performances and collabo-
rations with new conductors, who treated the sound in a more stylistically defined manner,
Kalvarija was supposed to be “outfitted with a new sonic garment.” The greatest challenge
in the whole process undoubtedly lay with the members of the Lado Ensemble, who no
longer honed their vocal skills solely by learning/imitating older colleagues but together
with new musical directors mastered new musical idioms. Listening to sound recordings,
both discographic and archival, became one of the methods of learning and forming new
musical idioms, which in the case of the Lado Ensemble will never surpass the “voice”
but will refresh the entire repertoire with their diversity, thus offering a more varied per-
formance repertoire. The period from 1990-2000 thus became a period of forming the
folk choir sound, introducing new choreographies with a simple stylistically appropria-
te sound (Bagur, Ivankovi¢, Golemac, Ivancan Jr.), a period in which annual concerts
attempted to showcase different Croatian traditions, taking away the dominant position
from the northern Croatian Lado’s musical expression. It was a period of intense creation
of new repertoires through researching musical samples from history, as well as through
new field research in previously unexplored areas. The innovations in the repertoire were
also reflected in the methods of learning. In addition to the classical way of reading sheet
music, there were increasingly situations in which singers were introduced to the stylistic
peculiarities of the songs they would perform through listening. Similarly, in these situa-
tions, arrangements, the addition of harmonically appropriate parts, and the “rearranging”
of archaic, often untuned songs into standard intoned sound were omitted. Witnessing the
excitement and happiness of tradition bearers after Lado’s concerts, when they recogni-
zed “their” songs being performed by the famous Lado Ensemble, was memorable. The
hybrid space between the concept of stylization and the concept of authenticity in many
situations either overlapped or became unique, giving the entire performance of the Lado
Ensemble a new quality and a new recognizable characteristic that no longer rested solely
on the “voice.” The “voice” is still omnipresent, but it is now sung by new generations of
singers who perceive it in a new way, experiencing it as the basic but not the only vocal
musical expression of their ensemble.

At the same time, the Lado Ensemble launches an intriguing series of global Christmas
hits titled “Bozi¢ u svetu” [Christmas Aroung the World] (by Tomislav Uhlik), which
still captures the attention of Lado’s loyal audience to this day. In this work, Uhlik’s qu-
alities as an excellent arranger for orchestra come to the forefront, thereby emphasizing
the increasing importance of the orchestra, which has evolved from a supporting ensem-
ble into an independent performing body. Tomislav Uhlik is also the author of the first
significant Christmas piece, “Telo KristuSevo” — a liturgical cantata for a folk choir and
tamburitza orchestra. Written for the Lado Ensemble and inspired by the musical tradition
of Medimurje, it is based on sacred folk texts collected by Croatian ethnomusicologist
Vinko Zganec in the early 20th century in Medimurje. “Telo Kristusevo,” which, due to its
non-standard Mass text, bears the title of a liturgical cantata, is composed in the form of a
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classical Mass with an independent Benedictus (Pozdravljeno budi). Ljubo StipisSi¢ Del-
mata also writes Christmas cantatas for the Lado Ensemble (such as “Diti¢ rodi se nam”
— a pastoral cantata a cappella for male choir and traditional Dalmatian group (klapa)
based on folk Christmas carols from Split, Solin, Trogir, and Poljica; and “I ri¢ se Bogom
ucini” — an oratorical cantata a cappella comprising 40 Christmas songs from the Adriatic
islands, coast, and hinterland from Istria to the Bay of Kotor), but not with the same level
of success as Uhlik’s works, where the “voice” dominates. The success of Uhlik’s “Telo
KristuSevo” among audiences and critics has led to the realization of a new collaborative
project, “Narodil se mladi Kralj”” (A Young King Is Born). The source, idea, and inspira-
tion are the same as in the previous work, but the form is significantly different. The five
movements of the Christmas portrayal have a clear dramatic structure and plot that could
be staged. The work was successfully performed at the “Komedija” City Theater, based
on the dramatic text by Vida Balog (December 2000). One of the reasons for the success
achieved by this project, both with the audience and performers, is precisely the “voice”
— the recognizable vocal idiom of Lado, which perfectly fits into the musical concept of
this work. It is reiterated that the “voice” is a vocal expression in which singers feel most
secure, and therefore perform most convincingly.

The last period, the era of the new millennium, was marked by new individuals, new
approaches, and new works. Pogrmilovi¢ was replaced as the head by Drazen Kurilov-
¢an, who formally became the conductor of the Ensemble since 2008. Ivanc¢an Jr. conti-
nued with the concept of exploring new sounds and enriching the repertoire with unique
musical idioms, showcasing the diversity of vocal musical heritage from all Croatian
regions. The first significant work to emerge during this period was “Raspelo” — Lenten
chants from the Kajkavian regions. It was a collaboration between DraZen Kurilov¢an
and Vid Balog, who together explored and presented a different style of Kajkavian mu-
sic. Its vocal template was far from the standard Lado sound, delivered in simple two-
part harmonies, mixed four-part harmonies, in a folk manner, close to the musical idiom
of live musical practices in those areas. “Raspelo” was widely recognized by receiving
the annual Porin award for the best spiritual music album. With “Raspelo,” a successful
series of awards began, the result of systematic efforts by the Ensemble over many ye-
ars to refine the sound and bring it to people in a more accessible manner. In this case,
stylization gave way to a concept of authenticity, which proved to be a perfect fit for
presenting the folk church tradition.

At the same time, Ivanc¢an Jr. began collaborating with Jogko Caleta, the writer of
these lines. For the Christmas concert in 2001, a Dalmatian Christmas repertoire was
commissioned. My initial experiences working with singers confirmed the assumpti-
on that they were exceptionally talented musicians, ready for serious work, capable of
embracing the musical and stylistic characteristics of various Croatian regions. What
sets my work apart is the new approach to treating the choir — the ensemble is arranged
“in wings” with two leading singers on opposite sides (leading tenor voices) and deep
voices (baritones and basses) in the middle of the semicircle. This creates the illusion of
a responsorial folk choir — a musical practice still present in the local folk church tradi-
tions of southern Croatia, known as glagoljasko pjevanje [Glagolitic singing]. Several
years of research and arrangement of Christmas repertoire from the central and southern
Croatian musical heritage resulted in the audio recording “Preveliku radost navi§¢ujem
Vama” — Christmas songs and carols from Central Dalmatia.!!

11 In the accompanying note of the CD, editor Mojca Pigkor says: “Listening to the compact disc ‘Preveliku radost navi§¢ujem
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The entire musical material that forms the basis of the presented musical arrange-
ments of Christmas songs and carols from Dalmatia, designed in five sections — “Na
dobro nam Bozi¢ dojde” (Zadar area), “Kad se Bog covik ucini” (Bol), “Evo smo van
zdravo dosli” (Viniscée), “Dobra vecer u barba Sibeta” (Stari Grad), and “Preveliku ra-
dost navis¢ujem vama” (Murter) — was collected by the author during several years of
field research. All the melodies used are part of the living musical tradition of specific
localities and as such, integral parts of local Christmas customs. Not only examples of
church folk singing are represented, but also musical practices associated with celebra-
ting Christmas outside the church, primarily within the ritual house-to-house visits or
caroling. The specific symbiosis of church and traditional music is one of the characte-
ristics of church folk singing in Croatia. While adopting the basics of choral psalmody,
folk singers almost always retained the stylistic peculiarities of traditional music from
their own region, resulting in a large number of melodic, rhythmic, and performance va-
riations of individual songs. This richness of local specificities in shaping the Christmas
repertoire is best illustrated by four renditions of the widespread Christmas song “U se
vrime godis¢a” documented in Polaca, Vrana, ViniS¢e, and Murter.

The process of adopting this repertoire was quite interesting. Singers reacted quite vehe-
mently to the new lineup arrangement, standing during performances, which was a change
for new singers whose singing they needed to get used to. Similarly, I insisted on singing
without scores during performances, as they hindered communication between the condu-
ctor and the singers. Listening to each other while singing without scores, which was not
emphasized as much before, allowed the singers to have better control and a more secure
performance balance. Since this was about presenting a “living” musical tradition that I had
the opportunity to experience and document, the curiosity of the singers prompted me to
organize several meetings with tradition bearers, and in some cases, we had the opportunity
(most of the performers) to visit our “narrators” in their small local communities. With the
new approach, the singers continued to perform the new repertoire with even more zeal and
enthusiasm, now with significant experience that brought them closer to the original. The
culmination of the new styles and interaction with the “field” could be experienced at the
annual concert in 2008. The concert of songs and dances from the Adriatic islands titled
“Lipi nasi Skoji” featured not only professional members of the Lado Ensemble but also
around twenty original folk artists-storytellers: poets, singers, instrumentalists, and dancers.
In addition to the exceptional collaboration between the original performers (izvornjaci) and
the members of Lado (ladovci), the concert was recognized by both the audience and critics
as a showcase of the new sound, with particular prominence given to the songs from the
island of Rab and the Nevidane carol (Nevidane, island of Pasman).

vama, it is hard not to be struck by the impression that it is precisely the intertwining of the sounds of the coastal and mountainous
parts of Dalmatia that serves as the impulse driving Josko Caleta’s creativity. For him, the blend of these two traditions, within
which countless smaller traditions reside, is not a collision of two spheres that mutually exclude each other, but rather a meeting of
musical worlds that complement each other. This blending of the coast and the hinterland is as powerful as the blending of Caleta
the composer and Caleta the ethnomusicologist. The constant interplay between his interest in the musical traditions of Dalmatian
Zagora and his experience with klapa singing has come to life in this compact disc, especially in the musical interpretation of Dal-
matian Christmas. The individuals performing the chants on the recordings — which served as a kind of inspiration for this collec-
tion - are deeply connected to the musical traditions of their regions, and these chants are an integral part of their musical world.
The compact disc ‘Preveliku radost navis¢ujem vama’ presents an interpretation by the LADO ensemble. Therefore, it is remarkable
to see the richness and stylistic diversity of performances of this truly diverse material. In creating their interpretation, LADO has
managed to preserve the stylistic characteristics of each of the musical traditions presented on the disc. The most impressive aspect
of this collection is its sound timbre. Perhaps it is for this reason that our search for the visual design of this edition led us to the
magnificent monograph ‘Hrvatska obala i more’ by Ivo Pervan, to his colors — the colors of details and the overall picture. In the
preface of that monograph, Ivo Simat Banov wrote — ‘Croatia does not have one face, it is reflected in a different way in every eye’
Similarly, Dalmatian Christmas does not have just one sound. ‘Preveliku radost navi§¢ujem vama’ is just one of its sounds. The
sound of the LADO ensemble and Josko Caleta”
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The passage outlines only a small portion of the rich activity in the field of vocal mu-
sic that the Lado Ensemble has undertaken throughout its existence, especially in this
millennium. This state could also be termed hectic, as it accumulates a large number of
different approaches in a relatively short period, not allowing complete development of
everything they intend to realize, neither for the artists themselves nor for their leaders.
However, despite this, results are evident. One of the brighter examples is the work with
singers which have always been in the background vocally during the ensemble’s long
existence. During this period, as new horizons opened up, they were given their chance.
New sounds, new regions, new musical areas inspired the male singers of the Ensemble
to engage in a new activity, resulting in the formation of a new folk sound within the en-
semble titled “Vokalisti Lada” (Lado’s Vocalists). The spiritual and folk repertoire of the
southern Croatian musical idiom, represented by a klapa ensemble, was the focus of these
dedicated artists from 2003 to 2016, until the departure of Ivan Ivancan Jr. from the en-
semble’s concert activities. Initially, the project began with the formation of a Dalmatian
klapa. However, during the process, it was recognized that not all members of the ensem-
ble could participate in a klapa formation, which ideally consists of 8-9 singers. Therefore,
the concept of a “bifurcated” male folk choir was embraced, whose repertoire was based
on the rich folk church tradition, especially that of the Adriatic region. By 2016, when
concert activities ceased,'” the Lado Vocalists had proven that with the right approach,
exceptional results could be achieved even in “other” vocal musical expressions that were
not part of the performers’ personal heritage. Alongside mastering the stylistic characte-
ristics typical of these vocal styles, a significant amount of time was spent on interaction
among the singers, as social interaction is also a crucial factor in the process of achieving
a quality performance and defining the character of the vocal group. Performing in front
of audiences of klapa enthusiasts at klapa gatherings in Zagreb or “Svijetla no¢” (Bright
Night), the Lenten concert of klapas in Zagreb, was a great honor and success for the
singers whose performances previously were primarily associated with the “voice.” The
singers augmented their professional approach with an amateur enthusiasm that authenti-
cally brought their performances closer to the original ways of vocal musical expression.

This brief journey through the vocal tradition that the Lado Ensemble has built from
its beginnings to the present clearly demonstrates that the creative processes in this
ensemble continue successfully. It’s not far off the moment when even the most de-
manding archaic vocal styles, which are slowly disappearing among the people, will
be successfully presented by our artists. Through generations, these authentic artists
have proven their quality of singing, carrying forth not just their own voice but a whole
range of other “voices.” Judging by the aforementioned, this tradition will continue to
resonate for many years to come, bringing joy and satisfaction to new generations of
performers and lovers of Lado’s artistry.

Instead of ending

The rich and diverse activity of the Lado Ensemble in the field of traditional vocal
music throughout this millennium has left a mark on the broader community. During
this period, the interaction between the ensemble and local communities has taken on
different forms, primarily reflected in the ways new knowledge is acquired. Raising

12 This concept of musical presentation did not correspond to the programming policy of the new artistic director Andrija
Ivanéan, so it was simply put on hold.
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awareness of the value of local musical expressions has helped professional artists en-
rich their performance abilities, while recognition of the greatness and importance of
their tradition has served as encouragement for local tradition bearers to further improve
the quality of their work. The institutionalization of traditional vocal music unexpected-
ly began in this period at a prestigious institution, a leader in classical music education
—the Music Academy in Zagreb. In 2016, following a series of traditional music works-
hops held at the Music Academy in Zagreb, ethnomusicologist Mojca PiSkor initiated a
meeting point for classical music students and accomplished traditional music vocalists.

The unexpected response, primarily from female vocalists, spurred the establishment of
a performance ensemble for traditional music named “Harmony of Dissonance.” The main
goal of this newly formed ensemble was to introduce vocal traditional music, especially
the archaic layers of Croatian traditional music, to classically trained students of the Music
Academy. This approach, guided by the idea of bridging the musical worlds of its partici-
pants, opened up new spaces for collaborative learning and knowledge sharing. According
to the project initiator, Professor Mojca Piskor, this was intended to be “an important step
towards the affirmation of traditional music in the system of academic education for musi-
cians and (ethno)musicologists, as well as a unequivocal response to the question of whether
the oldest layers of traditional music are relevant and inspiring for the youngest generation
of musicians educated in the Western European art music system.”"* The ensemble’s pro-
grams were shaped in direct encounters with experienced practitioners of traditional singing,
thanks to whom traditional singing remains a part of living performance practice today. Field
trips were also part of the learning process, as well as listening to archival recordings that
the ensemble members revived with their performances. One of the primary challenges the
ensemble members faced initially was the complete freedom of choice in interpreting each
song — from the selection of repertoire to performance arrangements, and even the initial in-
tonation, based on musical notation in classical music, which was conceptually unfamiliar in
traditional music. Such unfamiliar performer freedom was initially confusing and even com-
plex to execute. The first musical examples the singers tackled seemed too demanding for
memorization and reproduction, often due to simultaneous fear and embarrassment of public
performance (in front of other ensemble singers and the audience). This fear also extended to
the dread of making a “mistake,” a concept that doesn’t exist in traditional music.

The new methods of acquiring and sharing knowledge and experiences that the Lado
Ensemble initiated at the beginning of this millennium have found advocates in a new
generation of educated singers. This generation of young people, raised in a technolo-
gically advanced environment and unburdened by historically inherited performance
models, is shaping its own “voice,” thus continuing the centuries-old tradition of stage
presentation and transmission of traditional vocal music in Croatia.
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Dopmannu u HedopmManHU HAYUHU NPEHOCA 3HAIA U eUMUHA
mpaouyujckoz (6uueznacnoz) neéaroa Ha npumepy Ancambébaa /laoo

Ancrpakt: BokamHum My3wdkd (EHOMEHW TPEACTaBJbajy MPEONO3HATIEUBE
UICHTU(UKAIM]CKE O3HAKE MIMPHUX 33jeHHUIA U CACTAaBHH CY JI€0 BbUXOBOT KYJITypHOT
U JIpyImTBeHOT uaeHTuTeTa. [lojam ,,HapogHa My3uka“ y XpBarckoj je YCKO MOBE3aH C
HCTOPHU]jOM HEHUX U3BOl)eha Ha (peCTHBATIMMA M CMOTpaMa, TJIe j€ YIIPaBo OJHOC IpemMa
BOKAJTHOJ MY3HIIA IMao ToceOaH yTHIIaj Ha pa3Boj cucteMa cMoTpu. CBe HaBEIEHO OMIIO je
no0pa OCHOBA Ja Y pa3fo0Jby HHCTUTYIIHOHAIH3AIIN]¢ HACTAHE U IPBU MPO(ECUOHATTHI
ancam011 koju he cBojuM HactaHkoM (HhOpMHpATH U TPEIO3HATIHMB BOKAJTHU 00pas3arl,
MIPETIO3HATIFUB XPBATCKH ,,ri1ac’. [I[pcHO-TpiIeHO TeBaHje, JaHaC MO3HATO K0 JId00BCKO
neBame, Kao ,,Ivac’, yBeIuKo nojaceha Ha neBame HEHTPATHUX M CEBEPHUX XPBATCKUX
paBHHUYApCKUX KpajeBa. HedopmamHu HauMH yuemwa (yCMeHa Mpesiaja) OBUM je YHHOM
(dbopMann30BaHa HOBUM HAUYWHOM Y4Y€Ha — CIOHTAHOCT KOja je jeHa O OKOCHHIIA
KOHIIETNITA U3BOPHOCTH Y OBOM j€ CITy4a]y 3aMemeHa MpodecuoHanHoIIhy 3acTyIIJbeHOM
TOKOM YMTABOT MpOIleca HacTajamba CTHIN30BAHOT, 32 CIEHY NMpHpe)eHOr yMEeTHHYKOT
nena. [Ipomene y mpuctynuMa y CKJIaay ¢ CIICHCKHM TPE/ICTAaBbaheM BOKAJTHE MYy3HUKe
y CceIaMJIeceTOTOIUIIIH0] MPaKkcH ancambona ,,JIamo* npukasahe HU3 mporieca mpeHoca
3Hamka KOjH Cy CBOje MECTO HAallIM y CHEHCKHMM BOKAJHUM H3BeaOama aHcamOna,
cTBapajyhm mpuTOM HOBE M3BENOCHE MOJENE KOjU Cy MCTOBPEMEHO IOCTajalli HOBH
HAYMH yCBajama U MPEHOCA 3HAKA Y JIOKATHUM 3aj¢THHUIIaMA.

Kibyune peun: xpBarcka BOKaJHa My3HKa, MOJU(POHO MeBambe, (HOIKIOP, OpUTUHATHU
vs. cTunu3oBaHu (onkiop, ancam6m Jlamo
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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.' 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.
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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.

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,® 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 Itisalso 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 1957; 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 trait* 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).}

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,® the one who presents, shows the first dance steps, especia-
lly to children,’ 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)®. 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).° “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 Schonplflug 2009 5, 102.
I addressed this topic elsewhere, s. Ivanova-Nyberg 2013.

7 Twrote 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”).!°

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”!! choreographies) and just focus on these questions:
what is it to know how to perform (tasks) and what does it mean to act intelligently? 1
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 Encyclopzedia 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”.!? 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 things"

Today four universities offer higher choreography education: Academy of Music,
Dance and Fine Arts in Plovdiv,'* Neofit Rilski South-West University in Blagoevgrad, '
Chernorizets Hrabar Varna Free University (VSU)'’, 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-
naviciené 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=I1dbOPJMw6I) 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/6akxanasbp/Xopeorpadus-
Bbnrapckn-Hapoguu-rannm/ (Accessed February 5, 2023).
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(NBU)" 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”.'s

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)"

- 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 1985.2°

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 Yanakiev?!, 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 [D=844&TabIndex=1&I=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&I=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”.?

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).2°* 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.?* 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.® 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) generations®

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.”’

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 now?* (and
because of his artistic work of a higher stylization at Chinari private ensemble”, 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)*, 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. Pdrvo 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/cnenannoctn/ (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, T 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).3!

31 Translated by D.IN.
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Today the university offers two bachelor programs: Choreography: Bulgarian
folk dances,’? and Choreography — contemporary dance theater.’* The master’s
program is named “Stage arts, management, and production”.** 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.*

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).’® 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/6akanabp/Xopeorpadus-bbarapckn-napoguu-ranun/ 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/6akanaBbp/Xopeorpadus-CbBpemeneH-TaHLoB-Teard/. (Accessed January 28, 2023).

34 https://ects.vfu.bg/MarucTbp/crieHNIHN-UKYCTBA-MEHUKMBHT-U-TIPORY/

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 knowledge®’

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).*®

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 1 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.*
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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Kyninypno aipenowere xopeoipadcroi 3nawa:
Tepencku paa y byrapckoj ca mojennaum npumepuma u3 Cjeaumenux Jpxasa

Cazkerak: OBaj pan je nparuo ase (Oene u IpBeHe) ,,HUTH — TEOPUjCKY U IPAKTUUHY
(kKoje je HayYHHUK IOKYyIIao Ja 3a0KpeHe Kao Oyrapcky martenitsa). Teopujcku neo
00yXBaTao je pa3IM4yuTe HayyHe pasioBe KOjU Cy JOBENH JI0 MpuiarohaBama mojMoBa
BEPTHKAJIHOT, XOPH30HTAJIHOT M KOCOT IpeHoca. VICTOBpEMEHO, TEOPHjCKU OKBHP
koje Hyne Poj Enen u Majkn @umep (y momieny mpoiieca IpeHoca Ha MUKPO HHUBOY,
cpenmem nomery U makpo HuBOY) (Ellen & Fischer 2013) u Ana Ilejks (ca meHiM
pasnukoBameM u3Mel)y ,,3HaTH Kako” U ,,3HATH IITa” y KopeorpadckoMm Mporiecy,
3ajelHO ca TOGHTOM ,MHTeIureHTHor nenoBama’ (Pakes 2016) mpommupunm cy
UCTPaKUBAYKY TEPCIEKTHBY Cyrepuiryhn HemcTpakeHe mpaBiie. byrapcku KOHTEKCT
je MpeacTaBbeH MO/ MOTOM JIa Cy IUIECHHU MPEHOC U Kopeorpadceka (3Hama) pa3InduTe
cTBapu — Oyayhu /1a je OBO CXBaTame JIOHETO YCIIOCTaBJhakheM HapoIHE Kopeorpaduje
Kao mpodecuje u caia je yTucHyTo y kopeorpadcku ecHad. OBaj oesbak mpBo y3uma
UCTOPHMjCKY TIEPCIIEKTHBY KOja HAaBOJAM HMMEHAa OCHHMBauya j>kaHpa Oyrapcke IUICCHE
YMETHOCTH 3aCHOBaHE Ha (OJKIOPY U IUCIUIUIMHE Oyrapcke HapojHe Kopeorpaduje
Ka0 aKaJeMCKe JUCIUIUIMHE (OPHjCHTHCAHE Ka YMETHUYKHAM CIICHCKUM HACTYIHMA).
[ToTomu mpeacTaBba MpUMEPE Kako Ce MCTOpHja OBe 00JIaCTH MpeiaBalia Ha HEKUM
YHHUBEP3UTETHMA, Kao M Tperie] mporpaMa koje Hyae AKajaeMmuja My3WUKe, IJICCHE
U JUKOBHEe yMeTHOCTH y IlnmoBmuBy, Jyrozamamnu ynuBep3uter Heodur Puncku y
bnaroesrpany, Uepnopuzen Xpabap Crnobonuu ynusepsuter Bapua (BCY) u Hosu
oyrapcku yamBep3uter (HBY) y Coduju. 3arum ycmaja koHIenT kopeorpadckux
reHepanuja (moxoneHuja), nparehu nepcrnektuBy Aumurpa JlojurMHOBa KOjH MaK MpaTH
npuMepe pasInuuTHX BPCTa Kopeorpad)cKor mpeHoca (BepTUKAIHOT, XOPH30HTAIHOT U
kocor). Konauno, Oernerike ca TepeHCKOT paja uctpaxusada y CjenumenuM JpikaBama
NoBe3yjy Heke Oyrapcke npumMepe (MMeHa) ca Mel)yHapoIHOM CIICHOM TPaUIIMOHATHIX
IiecoBa W JAaHANIKBOM CHUTyanujoM (y CMHCIy Kopeorpadckor mpeHoca) mehy
OyrapckuM 3ajemHuiiama. 3a kpaj, paa ce ocBphe Ha kopeorpadcko 3Hame byrapcke
y 21. Bexy. OBne nmonasu J0 Mo3uBama Ha CTyaujy MupocnaBa Bacunesa (Bacumnes
2012), mpema koMe MpaKTUYHA 3HaMKka/00pa3oBame KOje Hy/Ae BUCOKE WHCTHUTYIIH]E
Tpeba BHIIE Ja ce Be3yjy 3a CTyAdje TPaJAUIHOHAIHE KYAType, (OIKIOPHCTHKE U
eTHOKopeosoruje. Pa3Boj henomeHa kiry0oBa HapOAHUX UTapa MOjaBUO C€ Ha JPYroM
,,Kolopy” (a WIak rmoBe3aHHM) ca TeMOM Kopeorpadckor nperoca Oynyhu aa je oaj
(eHOMEH MOKPEHYT OJ1 CTpaHe MpodeCHOHAIHUX Kopeorpada, alu je cajia CTeKao U CBOj
npasail. [locreneno pa3sujajyhu ce, paj je nomrao 10 TeMe KyaATypHOT(MX) CTaHAapaAa U
710 3aKJbyUKa J1a, MOIITO MOCeOHOCT Oyrapcke HAIMOHAHE IIKOJIEe/MOJIENa MOCTaBIbajy
BUILIE HHCTHUTYIU]jE 3a ipodecnoHaiHo Kopeorpad)cko oOpa3oBame, 1ajba MpoyyaBama
OMII0 KOje TeMe Koja ce OJHOCH Ha KyATYPHO IMIPEHOIICHE KopeorpadCcKor 3Hama Tpeda
MIOYETH Ca FbUXOBUM YTHIIAjEM.

Kibyune peum: KyaTypHU NMPEHOC, KOpeorpadcko 3Hame, byrapcka, KOHTHHYHUTET,
WHOBAIIH]e
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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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céilithe’ and feiseanna’ (festivals).

The first céili 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 céili — 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 céili 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 céili
dances; these dances included Ballai Luimni (The Walls of Limerick), lonsai na hinse
(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 céili 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, céili 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 oireachtais® 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 Coimisiun le Rinci Gaelacha or simply
An Coimisiun (The Commission) under its auspices. From the 1940s, registration of Iri-
sh dancing teachers was introduced by An Coimisiun, which qualified teachers to teach
Irish dancing and for their students to participate in competitions run by An Coimisiun.
Registration for adjudicators was also introduced. Thus, in controlling and centralizing

1 The plural for céili in the Irish language is céilithe, but in the English language, they may be commonly referred to as céilis (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.
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Irish dancing, the Gaelic League as a cultural nationalist organisation, brought Irish
dancing into its political and cultural nationalist agenda. Today, An Coimisiun 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 Coimisiun Irish dancing competitions (Foley 2013).

Alongside An Coimisiun, other Irish dancing organisations also exist including
Comhdhail na Muinteoiri le Rinci Gaelacha, Cumann Rince Naisiunta, Festival Dance
Teachers’ Association, and World Irish Dancing Association, however An Coimisiun
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 Coimisiun. 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 céili/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. Céili 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 Coimisiun
and published in An Coimisiuin handbook, Ar Rincidhe Féirne; this handbook consisted
of three little booklets published in 1939, 1943, and 1969. Each booklet included ten
ceéili dances, totalling thirty dances. Today, the handbook combines the three booklets
into one volume and has been renamed to Ar Rinci Céili: Thirty Popular Céili Dances.
This handbook is the required textbook for all aspiring teachers and adjudicators of Iri-
sh dancing within An Coimisiun. 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 céili dances from the book
Ar Rinci Céili. These céili dances are generally performed in competitions run by An
Coimisiun; 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 céili dance competitions at the Oireachtas, assessment is based on teamwork
and timing; the execution of the céili 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.* 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 4n
Coimisiun 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 Coimisiun, 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 Coimisiun, 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 Eire 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 Eire, 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 Coimisiiin do not receive formal training in choreography.
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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 Coimisiun 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 Coimisiun. 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 Coimisiun 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 piicas.
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 pucas 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 piicas 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 Siona, 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 pucas cap-
ture, Siona, forcing the clans to unite and fight against a common enemy. The piicas place the
men under a spell, broken only by the brave Captain Alonso to vanish the picas 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
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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 pucas for the capture of Siona. 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 Coimisiun 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 Coimisiun.

Riverdance and its Aftermath

With the emergence and success of the Irish popular stage show Riverdance — the
Show in 1995 (Foley 2001; Hall 1997; O 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 Coimisiuin or with one of the other Irish dance
organizations including An Comhdhdil na Muinteoiri le Rinci Gaelacha, Cumann Rince
Naisiunta, 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 nds dancing’ 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, 1 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 nés 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, Maire Clerkin, Katarina Mojzisova, Olive Beecher and
Breandan de Gallai. 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 céili dances, figure dances, and dance dramas), therefore within
the parameters of Irish dancing, trained dancers generally excel at rthythmic, 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, Breandan de Gallai, 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 Gallai 2009). Three alumni of the
MA TIrish Traditional Dance Performance program together with then two current stu-
dents, learned and performed it, along with de Gallai. 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:
Breandan de Gallai. Performers: Satomi
Mitera, Anna Shalabadova, Renska Bur-
gout, Mairéad O’Connor, Andriy Mikul-
ka (Students MA Irish Traditional Dance
Performance), and Breandan de Gallai.
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 Gallai 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 Gallai selected a piece of music by Jozef Csibi, called Fairies. According to
de Gallai, 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 Gallai:

“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 Gallai 2009, 23-24).

Regarding the Firebird choreography, de Gallai stated:

“As an Irish dancer, | 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
Gallai 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 Gallai 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 Gallai 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 Gallai 2009, 43).

De Gallai continued to do a PhD in Arts Practice Research, under my supervision, for
which he choreographed two further choreographies: Noctu and The Rite of Spring. For
the training and performance of these two doctoral works, he created his own dance
company, Eriu Dance Company. The dancers of the Eriu 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 Gallai aimed to expand Irish dancers’ dance vocabulary and
create expressive possibilities within the Irish dance form (de Gallai, 2013).

After completing his doctorate, de Gallai, continued choreographing new work in-
cluding Linger, a male duet, performed by de Gallai 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 Gallai was awarded funding from the Arts
Council of Ireland for this work.

Regarding Eiru the company, de Gallai stated:

“With Eiru, I wanted to create shows that had a narrative, or indeed no narrative at all —to be
abstract and thought provoking. [ 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 asample of de Gallaf’s Noctii; see a sample of de Gallafs Rite of Spring. Also, see Breanddn de Gallai’s TEDx Talk at Dublin
City University in 2013 on “Neither Here nor There: Exploring the Transformative through Choreography”.
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was to move away from the review style structure, which many of the mainstream stage shows
follow” (Breandan de Gallai, Eriu at Stuthdin, Earagail Arts Festival 2020)."

De Gallai continued choreographing new works for Eiru including Aon and The Vil-
lage. Eiru received awards including the Drama Desk Awards (New York) and The
Total Theatre and Place Award (Edinburgh Fringe, Scotland). With these new works,
de Gallai succeeded in expanding understandings of Irish dance practices with the Eiru
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 Breandan de Gallai, 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 Timée?,
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 Gallai’s Work.
8 See asample of Dunne’s Out of Time.
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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, 1s 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
Breandan de Gallai and his establishment of the Eiru 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.’

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 fo 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.!° 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 ProgifiG: the Revolution.
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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,
Breandan de Gallai, 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 Coimisiun. 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 Coimisiun, 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 Breandan de Gallai, 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.
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Iosuyuonupare kopeoipada y upckom lpaguuloOHaIHoOM iiecy

Caxerak: Paj je uctpaxuBao HauvMHEe Ha KOJU JaHAIIBHU Kopeorpadu u3 00JIACTH HUPCKOT
TPaJUIIMOHATHOT IIJIECa CUTYUPA]y CBOj paj YHYTap M OKO Pa3IUYMTHUX CHUCTEMa KYJITypHE
npakce. Unnehu To, oHm ce npunarol)aBajy WM W3a3uBajy TpaHHIE TUCKYpca MOBE3aHUX ca
oaroBapajyhnM ecTeTCKHM CUCTEMHMa OBHX IMPAaKCH. Y pajy caM ce OCBpHYJa Ha Kopeorpade
KOjU pajZic y OKBHUPY TaKMHYCHA, YHHUBEP3UTETCKUX IMpOrpamMa, KOMEPIHjaTHHX CIIEHCKUX
MpeJICTaBa ¥ YMETHUYKOT pajia 3a MO30PHIIITE.

VYV OKBHPY TaKMHUYapCKe apeHe, MCIHTaNa caM KaKo HACTABHHUIM KOpeorpaduiny THMCKH
IJIeC 32 yYCHHKE Y IIIKOJIaMa UPCKOT IIJIeCa; OBU IUICCOBU YKJbYUY]y (pUrypaiHe urpe u riecHe
npame. Kopeorpadu ce y 0BOM KOHTEKCTY Hajla3e y TAKMUYAPCKOj apeHH, M NPUIPKABAjy Ce
CMEpHHUIIa Koje uM je nponucana opranusanuja An Coimisiun. [Ipernenana cam oBe CMEPHHUIIC U
¢doxycupana ce Ha jenan purypannu miec (The Changing), u jenny mnecny npamy (The Girona)
M WIYCTPOBajia caM Kako Cy Kopeorpadu ycmenu ga Oyay KpeaTHBHH YHYTap OBHX CMEPHHIIA.

Haxon ycnexa Pusepnenca (Riverdance), 1990-ux, upcku miaecadu U3 pasIUuUTHX IEJI0Ba
cBeTa, yKJbydyjyhu Benuku Opoj OMBIIMX ‘puBepAcHCEpa’, OAIYUYMIH Cy J1a Aajbe Pa3BHjajy
CBOje BEIUTHHE Yy BOhemYy YHHBEP3WUTETCKUX IpOrpaMa, Ha NpUMep, Ha YHHUBEP3UTETY Y
Jlumepuky. Pax ce 6aBHO OBMM mporpamMuMa M HA4MHOM Ha KOjU Cy MPCKH IUIeCaud y HHMa
JI00OWIIH MOAPIIKY U IardopMy 3a CTBapame HOBUX Kopeorpaduja. TBpawia caM ia ce yHyTap
YHHUBEP3UTETCKOI KOHTEKCTa ,,[PAaHHUIE HPCKOT IUIeCa MOTY OIpKaBaTH, penepUHHCATH,
OONTMKOBAaTH M OCHOPHUTH Y3 MOIITOBame Tpaguuuje u3 koje moruye”. CTyneHTH Mmacrtep
CTyAMja M3BOhema UPCKOr TPAAULMOHAIHOTL IjIeca, Kopeorpaducaiu cy cojo IiecHe Gopme
Kao HauMHE M3pakaBarba W Kao HaYMH MPOHAIAXKEHa CONCTBEHUX MHAMBHIYAIHUX IIacoBa
Kpo3 Meauj upckor mieca. [lopex Tora, ctyaent Breandan de Gallai, ctBopuo je npurnHaize
Kopeorpaduje Kao MarucTapcKu paz u3 eTHokopeonoruje — Firebird, u jom nBa mecHa pana 3a
HETOB JOKTOPAT U3 00JIACTH UCTPaKUBakha YMETHUYKE TIpaKce Ha YHUBEP3UTeTy y JIuMepuky:
Noctu and Rite of Spring. OBa nena cy Ouna kjby4Ha 3a nomoh e I'anajy (de Gallai) na u3pasu
CBOjy BH3H]jy UpCKOT ieca. Pax je Takohe ucnurao paj cnobogHux kopeorpada, ykipydyjyhu
Komuna [ana (Colin Dunne) u merosa HoBa cono aena Out of Time u Concert, Ka0 1 OCHUBAE
MPCKHX IIECHAX KOMIIAHHja Kao mTo cy Kiru u Prodjig.

I[a 3aKJby4YUM, TBpAWJIa CaM a Y OBUM PA3JIMYUTHUM KOHTCKCTUMA, Kopeorpa(bn n3 00JacTH
MPCKOT IIJIeca HACTaBJbajy Aa CTBApPajy, UCTPaXyjy U MOCTABIba]y BayKHA MUTAKka CBOjE TpaKce.
Ha Taj HaunH nmomaxy y pa3Bojy U MIAPeBHY pasyMeBamba HPCKOT TuIeca.

KibyuHe pedyu: UPCKU TpaIWIIMOHAIHU cTen 1wiec, Mpcka, MOIuTHYKe UICONIOTHje,
Kopeorpaduja, kopeorpadu
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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 Rakocevi¢, 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.! 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.?

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.® 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?*

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.’ 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 Iwould 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 Taiz — 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 Efraim (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).
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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 Taiz; North: around
the city of Heydan; Southeast: around the city of Haban).® 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 Amishai 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,” 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,? in particular in performances created with the help of Lea Avraham or Malka
Hagbi, themselves dancers of Inbal.” 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
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1940s-beginning of the 1950s or brought earlier but recorded at that period.'* 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:!!

“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”.”? (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”"* (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 sketchy'* — 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 19" 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 19™ 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” (k/itat ha alya)®.

This process of building a national culture is underlined by the strong ideological
framework of Zionism'¢, 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 20™ 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, Berthomiére,
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:'’

- 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 19" century, the main migration from Yemen took
place between 1949 and 1951 thanks to an operation of “rescue” from the Jewish
Agency for Israel.” 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).!"” 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”:?° 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 origin®' 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.”? 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 music®. The Israeli-Yemenite singer Ofra Haza, who finished second at the
Eurovision in 1983, is a good and widely known example of it.?*

(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.?

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 NinAlu” 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=02xNTzIF-
SkO. 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=0-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_o42A Ako
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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.”® 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.?’

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

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 anew 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=al0HQocVrIA

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’,
1 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 Efraim, 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 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 Amishai, 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.
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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 Amishai, 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 Amishai, 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 well?® 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.>”

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.*! In that case, the overall narrative
scene contains a succession of narrative and non-narrative scenes.*

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.
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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 Efraim (presenting the dance repertoire of Jews com-
ing from North Yemen). See here: https://www.youtube.com/watch?v=eJ0iUZy80Sc

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 Itis 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 Amishai, 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.
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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.
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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.
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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?
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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
parties®, 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.** 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”.*
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! [1t is beautiful but], [ want my own style. And any-
ways, [even if | 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).’® 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 daussa (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
428 onwards) the athari https://www.youtube.com/watch?v=U-KpmRIW-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
daussa (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_OJulU
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IIpuxaxu, cauyeaj, oeexoseuu.

Jloiuxa naciiyiia y iojeguHum jeMeHCKUM eiliHUMKUM UIeCHUM
wpyiama y zpaeny

Caxerak: OcHoBane 1970-ux, Tako3Bane ,,ETHuuke miecne tpymne (lehakot etni-
ot) y U3paeny, u3naxy 6oraro KyaTypHO Haciele HeKHX O MHOTHX Ipyma Koje YrHe
u3paencko npymrTBo: JeBpeja u3 Jemena, Mapoka, Kypaucrana, JluGuje, Hpaxa,
Etnonuje wnu Uunuje. , anu u Apamnu, [Apy3u niam Yepkesu. [Ipukazyjyhu enemente
CBOj€ KyAType, OBE TPYIIE CYy YUECTBOBAJIE Y BAXKHOM MOJUTHYKOM 3axTeBy U3 1970-Tux
y Uspaeny: na Oyny npu3HaTH U TPETUPAHU KaO PaBHOIPABHU Ca OCTAJHMM JEJIOBHMA
CTaHOBHHIIITBA OBE MYJITHKYJITypaHE JIP>KaBe.

Moj aHTpONOJOMIKK paj, crpoBeleH y M3paenmy mocineamux ABajeceT ToOJuHA,
¢dokycupaH je Ha IJIecHe pernepTroape JeBpeja Koju nojaze u3 JemeHna (WM 4uju Ccy
ponutesbu/6ake u nexe onatie). OBaj wiaHaK MMa 3a MJb Ja TOKaXe Kako cy
peneproapu Koje cy JoHenHu u3 JemeHa kopuuiheHH 3a KOHCTPYHMCAHE Pa3IMYUTHX
NPEeJCTaBa HEKUX JEMEHCKMX €THHYKHUX IUIECHUX TPYIa y OKBUPY OBOI' MOJIMTUYKOT
OKBHpA KyJITYpHOI' IIpU3HAaa, a KACHUJE U 332 OUyBamhe M OBEKOBEUEH-E OBOI Hacieha.
VY ckopuje Bpeme, okpehyhu cBoj nornea ka OyayhHOCTH IUIECHUX TpyNa U HUXOBO]
nepreTyanujy, iecaud U MEeHallepu Ipena3e Ha paJukaiHy TpaHchopMalujy oHora
IITO C€ W3BOJAM Ha CLIEHU. Paj je uCTpakno MOJUTUKY U MEPLENHjy NTPOMEHa, Kao 1
JOTHKY nephopMaHCH KOjy caM Ha3Baja ,,[Iearouka u ,,ecTeTcKa ‘.

KibyuHe peuun: npomena, miec, nepdopMan, npeno3HaBame, JeMEHCKH JeBpeju
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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-choreography' 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.? 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 19" 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-
sembles® 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™ 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 populard”. 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 Pesovar
1983, 57).
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high art productions, composers who drew on folk themes, dancers with classical training,
and trained choirs and singers.’

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.¢ 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 (Niemc¢i¢ 2014; Niemci¢ 2016; Shay 2016; Antoljak 2009), the Hungarian State
Folk Ensemble (Tarr, Varjasi, and Horvath 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 Bucsan (Bucsan 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.
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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).
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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).” 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-19™, 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.®

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; Bucsan 1982, 88) when urban dance masters adapted caluser 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 19" century groups of caluser 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 (Turcus 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 60" anniversary
celebrations for Emperor Franz Joseph (Strugari 2004, 1).°

The most renowned occasion for this form of presentational performance dates from
1935, when a group of calusari dancers from the southern Romanian village of Padu-
reti-Arges 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 calus’, 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 calusari 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.'” 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 sora 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.!! 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 Lautaru Orchestra, and the first professional Romanian
dance groups were established in Bucharest: these included the “Perinita” ensemble in
1946, “Ansamblul de cantece si dansuri al armatiei” in 1947'2, the ensemble of the min-
istry of interior “Ansamblului Artistic Ciocarlia” (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 Célus
performance for visitors, see https://youtu.be/OFjr8nsz09L.

11 Two examples: Operei Nationale din Bucuresti 1962 https://youtu.be/8GOUSGkgaSM and Dorin Teodorescu - Teatrul de
Opereta-Bucuresti https://youtu.be/burqTKOUHRw.

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 cantec si dansuri al armatei 1967).
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Ballet, Ciocarlia’) in 1949, and “Cununa Carpatilor” ensemble in 1947, several of which
provided the dancers and musicians for the consortium, Rapsodia Romdna, (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; “Maramuresul” (later re-
named “Transylvania”) Baia Mare in 1959; and “Muresul” Targu Mures 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
Jjudetul, 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 Timis 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 Ceausescu
in particularly the massive festival “Cantarea Romaniei”. 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 21* 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).
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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 “Toan 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,

119



Liz Mellish

+ Students’ ensembles based mostly at the major universities in Romania and funded
by the Ministry for Youth and Sport. For example, “Doina Timisului” (Timisoara),
“Martisorul” (Cluj), “Arcanul” (Suceava), “Doina Carpatilor” (Iasi).

+» 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 “Margin-
imea” (Sibiu), “Pusta Banatului”, and “Pro Datina” (Timisoara).

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 traditii” (Negreni Cluj) or “Ansamblul da-
tini” (Ghiroda Timigoara) 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 “Cantarea
Romania” involved these groups together with all the other groups listed above but its
purpose was more a glorification of Ceausescu 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)."* 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.
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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 20" century and include names such as Floria Capsali (1900-1982), Gheorghe
Popescu-Judet (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-Judet at “Ansamblului Ciocérlia”, and Baciu and Popescu-Judet
at “Ansamblul al Armatei”, in 1949 Popescu-Judet at “Perenita” ensemble, and 1951—
1953 Proca-Ciortea at “Ansamblului Giulesti” 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” (Targu Jiu) and “Muresul” (Targu Mures) 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
Clyj 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.

L o e

Erm— j 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 enthusiasts'¥). 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 2. Seminar for students group organised by Doina Timisului ensemble, October 2021,
Buzias, Romania.

Romanian ethno-choreography styling

In Romanian language the term “coregrafia” (the choreography) or “folclor coregraf-
ic” (which translates as choreographic folklore)® 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 Ciocdrlia “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 “Ceauses-
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 (1* December) and Union day (24" January), performances only may include one
or two Romanian songs that could be regarded as national rather than regional and the
southern Romanian calusari 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 Bucurestului” and “Cununa
Carpatilor™), 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) “calus 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),'® and the raftsmen (Plutasii) choreography created
by Gheorghe Baciu, described in a programme from a performance in 1979:

“This popular dance is from the Maramures 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).77

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 Calus choreography see https://youtu.be/EFcYOsAEADE.
17 Plutasii (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 Ghita” 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."® Two other more recent examples
were both based around classic Romanian literary works which resonate with much of
the Romanian population. In 2019 “Mérginimea” and “Ghiocelul” ensembles from Sib-
iu presented a theatrical and dance interpretation of the myth of the master builder,
Mesterul Manole, and in 2022 “Muresul” ensemble in Targu Mures presented a portray-
al of the Romanian pastoral ballad, Miorita (see Photos 3 & 4).
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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 Ghita” - 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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Pymyncka iinecna eiinoxkopeoipaduja: munyne iiyinarwe u apucinyiu
Koju ce paseujajy

Caxerak: PymyHcka 1utecHa eTHOKopeorpaduja mpenctaB/ba KOMOWHAIH]Y
JIOKAJTHAX PYMYHCKHUX IIJIECOBA Y ,,Kopeorpaduje’ 3a opraHn30BaHH MPE3CHTAIN]CKH
Hactyn. Mcropujy pyMyHCKe TuIecHe €eTHOKOpeorpaduje MOKEMO J1a TPATUMO JI0 paHOT
JBAJICCETOT BeKa (MM MaJlo paHUje), KajJa Cy PyMYHCKH IJICCOBH OWJIM YKJBYYCHH Y
CIIEHCKO-yMeTHHYKe npoaykuuje. [lopex tora, rpymne PymyHa cy mouerne na myTyjy najbe
O] CBOjUX MecTa NMpeOMBANNIITA KaKO OM W3BOJAMIHM HHMXOBE JIOKATHE TJIECOBE 32 He-
JIOKaJHY My OJIHKY, IITO j€ 3aXTeBaJIO aIaNTalllje yCcIea TIOMEHYTe IPOMEHE KOHTEKCTA.
[{usp oBOT pajna je 1a YuTaoly Ipys>Ku UCTOPH]Y pyMyHCKe eTHOKOpeorpaduje u leHUX
3arOBOpHUKA, Ha OCHOBY JOKYMEHTApHHX H3BOpa M AyTOPKHUHOT JyTOTOAWIIEHET
TEpEeHCKOr pana Mel)y pyMmMyHCKuM Iiecadnma M Kopeorpaduma. Pan wmcrpaxyje
BUIIECIIOjHE MPEICTABE O JOKATHUM KyJITypHIUM HOpMama, KOpeorpag)cKoM ayTOPUTETY
W 3HamYy, MPE3CHTAIMOHMM HACTyluMa W ,,HaunHUMa penpeseHranuje”. [IpBu meo
OIUCYje MUCTOPHUjYy PyMYHCKE €THOKOpeorpadmje ¢ moyeTka ABaIECETOT BEKa, Kajaa Cy
PYMYHCKH IIJIECOBH OMJIM YKIJbYUEHH Y CIICHCKE YMETHHYKe mpoaykiuje. OHa ornpraBa
OKBHP Mpexe (QOIKIOpPHUX aHcaMmOalla OCHOBAaHMX HaKOH Jlpyror cBETCKOT paTa Koja
ce cmammia m3mehy 1990. u 2005. rogune, a 3aTUM MPOIMIMPHIIA HAKOH OOHOBJHEHOT
eHTYy3HWja3Ma 3a JIOKAIHY KynTypy. Jpyru onespak mnpatu kopeorpade U HHCTPYKTOpe
Tieca KOju IMOCTaBJbajy OBE TOjeAHMHIIE/CHTY3HjacTe TMpeMa HBUXOBUM T€Hepalujama
U HCTpaxyje IOCTYyIHE OMIHje 3a Kopeorpadcky oOyKy Kako y MpPOILIOCTH Tako U
y camammocTH. Tpehu neo memuTyje eBONMyNHjy CTPYKTYpEe PYMYHCKHX aHCamOI
npeAcTaBa, €THOKopeorpadckor CTuia, yJiory kopeorpada Kao MocpeaHuka usmehy
TUIECHUX TOKPETa M Kpewparma IUICCHUX NPEACTaBa W Pa3IMIUTe CTPATeTHje Koje ce
KOpHCTE 3a KOHCTpyHcame Kopeorpaduja. Konauno, oBaj paj cariiejaBa KOHTHHYHATETA
y eTHO-Kopeorpaduju u 'y pa3Bojy neppopmanca y PyMmyHUjH, BEeroBuX MocpeIHuKka u
BUXOBUX YUCHHKA, TyOJIMKe U (PMHAHCH]CKUX MHCTUTYIIH]a.

KibyuyHe peuu: pyMmyHCKH TuIeC, aHcaMOJ, €THO-Kopeorpadwuja, Kopeorpadw,
KOHTUHYHTET

135






https://doi.org/10.5281/zenodo.10998724

Andriy Nahachewsky
University of Alberta, Canada

andrivn@ualberta.ca

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. | examine two contrasting Ukrainian staged 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),' 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 rthythm, 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”.? 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 mitrors 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).’ 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.* 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™.> 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. He 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).° 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”

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 Ukrain€’ 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).

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 |
am sure that it must have been an exciting experience. Many had parents in the auditori-
um. [ 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.® 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.’ 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."

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 cal965, 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."" 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.!?

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.

References:

Adams, Reginald B., Anthony Nelson, J, and Kevin Purring. 2013. “Eye Behavior”. In
Nonverbal Communication, edited by Judith A. Hall, Mark L. Knapp, 229-261. Berlin;
Boston: De Gruyter Mouton.

Avramenko, Vasile. 1928. Ukrains ki natsional ’ni tanky (Ukrainian national dances).
Winnipeg: Ukrainian Ballet School.

Avramenko, Vasile (presenter, balletmaster). 1931. The Ukrainian Folk Ballet pre-
sented in the Metropolitan Opera House in New York, April 25th, 1931, by Artist-Ballet-
master Vasile Avramenko. [n.p] Film. Archives and Library of Canada, Film Video and
Sound Archives, ISN 22971. 18:31 minutes.

Borg, James. 2013. Body Language: How to Know What is Really Being Said. Third
edition. Harlow, England: Pearson.

Borimska, Henrietta. 1973. Samotsvity ukrains’koho tantsiu (Gems of Ukrainian
dance). Kyiv: Mystetstvo.

Bulgakov, Lev (director). 1938. Marusia. Film. New York: Ukrafilm.

Chandler, Daniel. 2014. “Forms of Gaze”. In Notes on ‘The Gaze’. http://visual-mem-
ory.co.uk/daniel/Documents/gaze/gaze02.html. (Accessed March 19, 2023).

Foster, Susan Leigh. 1986. Reading Dancing: Bodies and Subjects in Contemporary
American Dance. Berkeley: University of California Press.

Garafola, Lynnn. 1988. “The Making of Ballet Modernism”. Dance Research Journal
20(2): 23-32. https://www.]jstor.org/stable/1478384

Haievsky, Valentyn & Marko Robert Stech. 2006. “Kurbas, Les”. In Internet Encyclo-

pedia of Ukraine. http://www.encyclopediaofukraine.com/display.asp?linkpath=pag-
es%S5CK%S5CU%S5CKurbasLes.htm (Accessed March 19, 2023).

Hall, Edward T. 1969. The Hidden Dimension. New York: Anchor Books.

Humeniuk, Andrii. 1963. Narodne khoreohrafichne mystetstvo Ukrainy (The folk cho-
reographic art of Ukraine). Kyiv: Akademiia Nauk.

Martynowych, Orest. 2014. The Showman and the Ukrainian Cause. Winnipeg: Uni-
versity of Manitoba Press.

Nahachewsky, Andriy. 1995. “Participatory and Presentational Dance as Ethnochore-
ological Categories”. Dance Research Journal 27(1):1-15. New York: Congress on Re-
search in Dance. https://doi.org/10.2307/1478426

Nahachewsky, Andriy. 2009. “The Concept of ‘Imputed Setting’ in Heritage Dance”.
In Proceedings of the 25th Symposium of the ICTM Study Group on Ethnochoreology,
edited by Mohd Anis Md Nor, Elsie Ivancich Dunin, Anne von Bibra Wharton, 100—

151




Andriy Nahachewsky

106. Kuala Lumpur: Cultural Centre University of Malaya; Ministry of Information,
Communication and Culture of Malaysia; International Council for Traditional Music,
Study Group on Ethnochoreology.

Nahachewsky, Andriy. 2012. Ukrainian Dance: A Cross-Cultural Approach. Jeffer-
son, North Carolina: McFarland.

Nahachewsky, Andriy. 2016. “A Folklorist’s View of ‘Folk’ and ‘Ethnic’ Dance: Three
Ukrainian Examples”. In The Oxford Handbook of Dance and Ethnicity, edited by An-
thony Shay; Barbara Sellers-Young, 298-318. New York: Oxford University Press.

Nahachewsky, Andriy. 2017. “Using the Eyes in Ukrainian Dance”. In Dance, Senses,
Urban Contexts: Dance and the Senses: Dancing and Dance Cultures in Urban Con-
texts, edited by Kendra Stepputat, 44-58. Graz, Austria: [CTM Study Group on Ethno-
choreology and the Institute of Ethnomusicology, University of Music and Performing
Arts Graz.

National Palace of Arts “Ukraine” (publisher). 2016. “Virsky-2015 — 2 viddilen-
nia” (Virsky concert 2015 — second part) (YouTube video). https://www.youtube.com/
watch?v=cU9PdQ34f U (Accessed March 19, 2023) (Recording of the second half of
the gala concert celebrating the 110th anniversary of the birth of Pavlo Virsky.) 1:22:14
minutes.

Osvita.ua. (publisher). 2010. “Muzychno-khoreohrafichna forma ta zmist u narod-
nostsenichnomu tantsi” (The musico-choreographic form and content in staged folk
dance). Osvita.ua online journal. http://osvita.ua/vnz/reports/culture/10585/ (Accessed
March 19, 2023).

Pihuliak, Ivan. 1979. Vasyl Avramenko and the Rebirth of Ukrainian National Danc-
ing. Syracuse, NY: Published by the author.

Sellers-Young, Barbara. 2008. “Dance, Mimesis, Consciousness and the Imagina-
tion”. Ian Maxwell (editor), In Proceedings of the 2006 Annual Conference of the Aus-
tralasian Association for Drama, Theatre and Performance Studies, edited by lan Max-
well, [n.p.] Sydney: University of Sydney. http://hdl.handle.net/2123/2520 (Accessed
March 19, 2023).

Shatulsky, Myron. 1980. The Ukrainian Folk Dance. Toronto: Kobzar.

Sheremetyevskaya, Natalia. [n.d., ca. 1965]. Rediscovery of the Dance: The State Ac-
ademic Folk Dance Ensemble of the USSR under the Direction of Igor Moiseyev. Mos-
cow: Novosti.

Toastmasters International. 2011. Gestures: your body speaks. https://www.toastmas-
ters.org/resources/public-speaking-tips/gestures-and-body-language (Accessed March
19, 2023).

Turkevych, Vasyl’. 1999. Khoreohrafichne mystetstvo Ukrainy v personaliiakh (The
choreographic art in Ukraine in personages). Kyiv: Biohrafichnyi instytut NAN Ukrainy.

Ukrainian National Folk Dance Ensemble named after P.Virsky. (Website). http://
virsky.ru/english/index.php (Accessed March 13, 2023).

Verkhovynets, laroslav. 1990. “V.M. Verkhovynets’: narys pro zhyttia I tvorchist
(Vasyl’ Verkhovynets’: a sketch of his life and works). In Teoriia ukrains koho narod-
noho tantsiu (Theory of Ukrainian folk dance), 13-35. 5th expanded edition. Kyiv:
Muzychna Ukraina, 1990.

299

152



Verkhovynets’, Vasyl’. 1990 [1920]. Teoriia ukrains koho narodnoho tantsiu (Theory
of Ukrainian folk dance). Fifth edition. Kyiv: Mystetstvo.

Vernyhor, [u.V.; Dosenko, le.l. 2012. Pavlo Virsky: zhyttievyi i tvorchyi shliakh (Pavlo
Virsky: his life and creative journey). Vinnytsia, Ukraine: Nova knyha.

Virsky, Pavlo (choreographer). 1978 [1977]. “My z Ukrainy” (We are from Ukraine).
Dance notated by Pavlo Sydorenko, In Raiduha (The rainbow) 1: 7-126. U vykhori
tantsiu: repertuarnyi zbirnyk (In the whirlwind of dance: a collection of repertoires) 1.
Bibliotechka khudozhnoi samodiial 'nosti (Little library for amateur performers). Kyiv:
Mystetstvo.

Virsky, Pavlo (choreographer). 2009. “Virsky — Oj pid vyshneju (Ukrainian dance)”
(YouTube video). Myroslavh (publisher). Posted July 14, 2009. 7:40 minutes. https://
www.youtube.com/watch?v=x0cgTfyr3iE (Accessed March 19, 2023).

153



Andriy Nahachewsky

Kopeoipagcke ouu y ykpajunckom cueHcKkom HAPOgGHOM finecy

Caixkerak: [lnecaunm kopucTe CBOje OYM BEOMa PA3IUYUTO y MAPTUIUIATHBHUM
KOHTEKCTHMa, 32 pa3JIMKy OJ1 HACTyTa Ha O30PHUIU. TOKOM JpyIITBEHHUX TJIECOBA, OUN
CY BPJI0 9eCTO He(pOKyCHpaHEe UK C€ KOPUCTE JISKEPHO KA0 y PEIOBHUM HHTEPAKIIHjama.
VY MHCIIEHHPaHOM TPAJUIIMOHAIHOM IUIECY, YUECHHIIM ce YyecTo ynyhyjy 1a oapikaBajy
jaK KOHTAaKT O4MMa jeTHH C JpyruMa (MHTPaAHjareTUIKH TOTIIeN), KOjU Ce IEIMMUYHO
KOPHCTHU Jia 1ojada WIy3ujy UMITyTHPAHOT OKpYyXema IJieca ,,TaMo U Tajga” (4ecTo y
UJICATM30BAHOM TPAAUIIMOHAIIHOM CEJy y TIPOIUIOCTH), U J1a TOMOTHE IMyOIuIy 1a uxX
MpaTé y CBOjOj MamTH. J[pyra JOMUHaHTHA CTpaTeryja Morjea je eKCTpaanjareTuika
(ocTBapuBame HENMOCPETHOT KOHTAKTa OUYMMa ca rienaonnma). OBa onmumja HarianiaBa
,,OBJIC M cajia”’ 3aje JHMYKOT HACTyTa.

VY OBOM wiIaHKy HpOIIMpPYjeM TO 3ama)xame U YBOJIUM CI0XEHOCT, Kako Oux ce
¢dokycupao Ha TO Kako Cy YKPajUHCKM Kopeorpagu TpaaulMOHAIHUX IIJIECOBa,
ITaBno Bupcku u Bacune ABpaMeHKO, pa3ivMuUTO KOPUCTUIM OBE JIBE JOMUHAHTHE
¥ KOHTPACTHE OIIIMje Y CBOJUM KOMITO3UIIMjaMa. ABPAaMEHKO je, ca CBOjUM CTapujuUM
KopeorpadckuM CTHIIOM, HAaBEO CBOje Mrpade Jia TJe/ajy CKOpo UCKIJbYUYHMBO jEIHH Y
apyre. BUpcky KOpUCTH MHOTO IIUPH CIEKTap CTPAaTeruja Mmorjieaa y CBOjUM IUIECHUM
KOMIIO3HUIIMjaMa, IITO MMa BeJTMKHU ehekat. Hekn koMaam cy M3pa3nuTo eKCTpainijereTcKy,
IpU YeMy IUIecauyd YecTO TJeNajy AMPEKTHO y rienaoue. [pyru miecoBu cy BHIle
(oKycupaHu Ha YHYTPAIIHOCT, ca BEhMHOM IorJiea miecaya yCMEepeHuX jeIHN mpemMa
ApyruMa Wi ApYyrUM MECTUMa CBETY IUIECHE MpHYe KOja ce MpHuya. Y KpPajuHCKH IIIeC
IIMPOM CBETA j€ J0KUBEO OIIITH MOMAaK Ca CHAKHOT MHTPAAMjEreTHUKOr OanaHca Ha
EKCTPaBEPTHU]Y CTPATETH]y Kao IITO je MPEACTaBIHLeHO Ha KOHIepTy Bupckor. CmaTpam
Ja Cy KyJlITypHa M MTOJUTHYKA CpeANHA yTUIIale Ha OJUTyKe Kopeorpada o ycMepaBamy
norsiena. 3akbydyjeM Ja MmocMaTpame Mmorieaa Moxe OUTH 3HauajHO 32 aMOUITMO3HE
Kopeorpade, anu u 3a myOIHKy, KpUTHYAPE U €THOKOPEOJIOTe.

KibyuHe peun: npe3eHTalMOHHU IUIeC, (PONK-CLHEHCKH, OTJIE, YKPajUHCKU
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Professionals - dancers of folk dances

Abstract: In the former Yugoslavia, three professional ensembles of folk dances and
songs were founded in the middle of the last century and have been active until 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
whose task was to artistically interpret former Yugoslavian heritage, but at the present
time Croatian, Serbian and Macedonian folk songs and dances in the country and abro-
ad. The author in her scientific research, 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 create the perfect image for the public and the audience.
Using the Life History method based on in-depth interviews, she tries to draw portraits,
primarily of female dancers and artists who dedicated their lives to the stage. She is
interested in what lurks beyond of stage lights, what are all the identities of professio-
nal female dancers, both professional and private, how they reconcile and complement
each other, and how they have changed in the context of the historical time they live.
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 paper, she focused on the education of dancers, which
has changed in accordance and inconsistency with the changes in the artistic policy of
the ensemble management. On the other hand, the author points to the working method/
strategy within the ensemble regarding on the inquires 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

Introduction

In the former Yugoslavia, three professional folk dance and music ensembles were
established in the mid-20th century which have continued to perform until present day.!

1 I presented my research on professional dancers from the Lado ensemble at several academic conferences, and the presen-
tations were published in proceedings from academic gatherings in English (Niem¢i¢ 2014; Niemcic 2016). This text has been
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These are “Lado” from Zagreb (Croatia), “Kolo” from Belgrade (Serbia), and “Tanec”
from Skopje (Macedonia). The ensembles are composed of professional dancers and
musicians with themission to artistically interpret Yugoslav at the past, but Croatian,
Serbian, and Macedonian folk songs and dances today both in the country and abroad.
Lado was founded at the end of 1949 by a decision of the Government of the Republic
of Croatia, with the task to “present artistically arranged folklore treasures of our pe-
ople through public performances: folk dances, songs, music, and customs” (Sremac
2009, 93). From its beginnings until today, Lado has nurtured a recognizable perfor-
mance style characterized by a high level of professionalism, established by Zvonimir
Ljevakovi¢ with his exceptional artistic talent. Ljevakovi¢ was the founder of Lado, a
long-time artistic director, and the author of many famous choreographies that are still
passionately performed by captivatin the audience. Systematically, with few deviations,
this style and concept of stage application of folklore became known as the Zagreb
school of folklore in professional circles (Sremac 2009, 97). This approach was refined
and continued by Ivan Ivancan and numerous other choreographers after him. Altho-
ugh Lado has remained loyal to its tradition, which combines chest-throat singing with
maximum precision and uniformity in the execution of dance steps and choreographic
images based on original stylistic aesthetics and dance steps, today, Lado also ventures
into other genres of stage art and different approaches to presenting traditional culture
on stage. Lado’s professional dancer-singers participate in theater performances and
films, create their own dance shows, such as the vocal concerts that are also an integral
part of their activities. They record albums that often receive awards and experiment
with other musical genres in projects like Lado Electro and JazzLAnDo. The performing
part of the ensemble consists of 16 male dancers and 22 female dancers, as well as 14
musicians, who perform an impressive repertoire of over 140 choreographies and hun-
dreds of diverse musical pieces (Ivancan Jr. 2009, 15-16). It is important to highlight
that all dancers are also excellent singers, and in most of Lado’s choreographies, the
dance and vocal components are equally represented, often simultaneously.

For its sixtieth anniversary in 2009, the national professional ensemble of Croatian
folk dances and songs, Lado, published a representative monograph titled Lado — Cro-
atian National Treasure. This monograph represents the ensemble both as a guardian
and a contemporary reflection of the former musical and dance practices of the Croatian
people, respectively as the interpretion of them intended for stage and audiovisual me-
dia. Despite the existence of numerous newspaper articles, reviews, and historical over-
views about Lado, there are very few scientific texts. American dance historian Anthony
Shay, who has studied professional folk ensembles, has dedicated special attention to
Lado in his research, often comparing it with Kolo from Belgrade or contrasting it with
The Moiseyev Dance Company. His initial enthusiasm for Lado developed into a genu-
ine friendship and long-term collaboration with the ensemble:

“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).

expanded and enhanced for presentation at the Etno Summit TradicijaNova, and later for publication in this compendium.
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In his book Choreographic Politics: State Folk Dance Companies, Representation,
and Power, Shay highlights Lado as an example that supports his fundamental theo-
retical premise: “that the repertoires and performances of state folk dance ensembles
reflect the political situation within which they develop” (Shay 2002, 124). He notes
that Lado’s repertoire immediately after its founding, in the post-war period, was exc-
lusively Croatian, as Lado was established to represent the newly formed socialist re-
public of Croatia (Shay 2002, 124). Shortly thereafter, the government decided that
professional ensembles from Croatia, Serbia, and Macedonia had to include songs and
dances from other Yugoslav republics in their programs. As a result, the ensembles even
changed their choreographies (Shay 2002, 124). Finally, with Croatia’s independence,
Lado returned solely to its national, Croatian program, while simultaneously, the new
state allowed the enrichment of its vocal repertoire. In the last thirty years, Lado has
also performed church folk music, which was neither desirable nor possible under the
communist regime.

The Professionalization of Folklore

The Lado ensemble was formed by selecting the best young amateur dancers, and this
selection approach continued with the ensemble transitioned to professionalism too.
Most of these young individuals were employed before joining the newly established
Lado, and they would come to rehearsals in the evenings to engage in folklore activities.
With the founding of Lado in 1949, coinciding with the birth and development of “the
professional state folk dance ensemble in many countries around the world,” folklore
became their life calling, a serious occupation, a daily job, rather than just a pastime
and entertainment (Shay 1999, 37). After having two weekly rehearsals of two hours
each, they began to dance and sing five hours every day. According to my informant,
the ensemble took years to form and fill with dancers. Since most of them were young,
the dancers did not retire for many years which consequently brought the rare auditions.
Both leaders and assistants transitioned “overnight” from amateurs to professionals, so
even though the approach to work was more serious and demanding, it did not differ
significantly. Despite the intensive daily practice in the hall and the fact that no one que-
stioned the professionalism of the dancers in the ensemble anymore, it was considered :

“..that until you’ve been a professional for 5 years, until you’ve ground out that craft for
5 years, you can't really say you have a knowledge know it. After those years, when you 've
mastered everything, then you know your place, your role, but at the same time, you can look
left and right and already see if something on the side isn t right, who made a mistake, what
went wrong, and where we’ll end up if a mistake happens somewhere—you have to navigate
it at that moment. But only then, after several years of work, you become aware of the entire
situation around you, but not just yourself.” (female dancer from Lado)

From its beginnings until today, Lado has nurtured a distinctive performance style
characterized by a high level of professionalism, established by Zvonimir Ljevakovi¢
with his exceptional artistic talent. Ljevakovi¢ was the founder of Lado, a long-time ar-
tistic director, and the author of many famous choreographies that are still passionately
performed and continue to bring audiences to their feet (Niemcic¢ 2014, 155). However,
despite his extraordinary talent and authority in folklore, Ljevakovi¢ did not have for-
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mal education in dance and performing arts. The professional Lado ensemble emerged
from the best amateur ensemble, bringing together the finest amateur dancer-singers in
Zagreb, who became professionals with the founding of Lado. Today, more than seventy
years later, as folk dance has evolved into a performing art and has its place in show
business, becoming a professional folk dancer in Croatia still follows the same path:
passing the audition to join Lado (Filippou 2006, 55).

Research methodology

Inspired by the great visibility and recognition of the Lado ensemble both dome-
stically and internationally, I decided to embark on a scientific exploration of those
less visible pieces of the mosaic that create the perfect image for the public and au-
dience. Using the Life History method, based on in-depth interviews, I aimed to ou-
tline portraits, primarily of the female dancers, the artists who have dedicated their
lives to the stage. I spoke with retired female dancers who spent their entire working
lives in Lado, as dancers, soloists, or assistant artistic directors. In the initial round
of conversations, in the first phase of research, we covered basic chronological de-
tails, auditions, the ensemble’s working methods, training, promotions, reminisced
about some tours, power dynamics within the ensemble, and from personal/intimate
questions, we touched upon the body as the basic tool for work. I was interested in
uncovering what lies in the darkness when the stage lights go out, the various iden-
tities 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 live.

My research into professional female dancers also led me to explore the processes of
dancer education, which has changed in accordance with, or in discord with, changes
in the artistic management policies of the ensemble. I base my research on in-depth in-
terviews with dancer-singers, drawing on personal experiences as a former student, as
well as several years as a teacher at the Department of Folk Dance at the Ballet School,
a one-year voluntary engagement in the ensemble as a dancer, and partly as a devoted
audience member following Lado’s artistic work. I utilize both internal and external
perspectives, avoiding limitation to just one approach.

Given that “the performativity of the body is the fundamental medium of its
openness to the world” (Biti 2011, 40), it is scientifically imperative to contemplate
the profession of dancers by starting with the body to unveil the dancer. According
to Marjani¢, “the body, in addition to being public — the fleshy/surface of social and
cultural meanings, is also private, and the body is not only an indicator of our dis-
ciplining into the social order but also a means of anarchic self-expression” (Mar-
jani¢ 2011, 30-31). Following these theses, I attempted to raise awareness of the
meaning, importance, care, and intertwining of the public and private dance bodies
of my interviewees. In the initial round of conversations, we mainly touched upon
the public body, the body on stage, and the body preparing for the stage. The art of
dance does not merely perceive the body as its is but as what bodies can become
or do (Biti 2011, 11). Therefore, professional female folk dance performers have
dedicated their lives to their dance bodies and, without much support, have learned
to nurture and train them in order to keep them illuminated by the spotlight as long
as possible while dancing on the boards that signify life.
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Dancer education and/or how to become a professional

Since Croatia established its first undergraduate university study program in dance
arts in the academic year 2013/14, making dance as an academic discipline, dance art’s
status in society and consequently its level of funding has been quite low compared to
other performing arts disciplines. Within the realm of dance, folk dance occupies a par-
ticularly low position in this hierarchy. This is partly unsurprising, as the professionali-
zation of the field only occurred with the founding of the professional ensemble Lado in
1949. For the past forty years, there has been a department for folk dance at the Ballet
High School. However, a high school diploma in folk dance, although the only available
diploma in dance in Croatia, is not decisive in auditions for professional dancers, as will
be discussed further in the text.

The only formal training for folk dancers in Croatia is provided by the Department
of Folk Dance at the Ballet School in Zagreb, where students can obtain a high school
diploma in folk dance. Established in the 1980s, the Department enrolls students annu-
ally, with a minimum requirement of four students to open the first grade, and typically
enrolls no more than ten students per year. As stated on the official website of the school
(http://www.skolazaklasicnibalet.hr/), the curriculum of the Department is based on the
repertoire of the Lado ensemble and is organized around the national dance expression.
Such a policy of the school and the education of dancer-singers “fully meets the needs
for the education of artistic directors in professional and amateur folklore ensembles,
schools and folk colleges” (http://www.skolazaklasicnibalet.hr/plesac-narodnih-pleso-
va.html). Given the absence of a university-level program specifically for folk dan-
ce performers, a high school diploma from the Department of Folk Dance is the only
qualification in this field. However, despite this, there are still active dancers in Lado
without formal dance school diplomas who come from amateur dance groups and pass
auditions. Additionally, most artistic directors of amateur ensembles are former Lado
dancers or dancers who emerged from amateur ensembles, with a smaller number ha-
ving diplomas from the Department of Folk Dance. Several factors contribute to this
situation. Before enrolling in the Department of Folk Dance, candidates must undergo
an audition. Unfortunately, there has been a trend of negative selection for auditions
over the years. Namely, many candidates apply to the audition due to unsatisfactory
performance in primary school and inability to enroll in gymnasiums, opting for the fo-
ur-year art school as a better alternative to the three-year vocational schools. As a result,
the candidates often have little or no dance experience at the audition . Given the low
turnout for auditions, the pass rate is nearly one hundred percent to ensure the quota for
opening the first grade. Moreover, there has been no long-term projection of the need for
employing folk dance performers in Lado, leading to a lack of criteria based on actual
needs for educating young dancers and targeted selection criteria for enrollment in the
Department of Folk Dance.

The Lado Ensemble is a public institution in culture that performs activities of spe-
cial importance for the Republic of Croatia. According to its structure, the success
of the ensemble primarily rests depends on the director in financial matters and the
artistic director who crafts and implements the ensemble’s artistic expression. The ar-
tistic director closely collaborates with the ensemble’s conductor, who is responsible
for the sound of the ensemble (musicians and singers), and with their assistants who
are responsible for the technical readiness of the dancers. A young dancer who succe-
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ssfully passes an audition becomes part of the ensemble for a specified (as a substitute
for another dancer) or unspecified period. A typical workday for dancers begins at 9
a.m. with warm-up exercises and conditioning training, followed by rehearsal of the
dance part of the program from 10 a.m. to 12 p.m., and then vocal rehearsals. Dance
rehearsals are led by two assistants, usually one male and one female, selected by the
artistic director from among the best dancers in the ensemble. With the appointment
of a new artistic director for the ensemble, new assistants are also chosen according
to their preference. Often, assistants continue to be active dancers, and their position
in the ensemble is solely linked to the artistic director and their selection, without a
specific term of office subject to re-election. The position of assistant does not require
a diploma or additional pedagogical education; rather, it relies solely on talent and
skill, as assessed by the artistic director.

For the only national and professional ensemble like Lado, one would expect that pro-
fessional dance teachers who work with the dancers, should possess both the knowledge
of the dance material, and also the ability to transmit that knowledge. However, due to
the unresolved national attitude towards dance art in general, especially when it comes
to folk dance, highly educated teachers of folk dance do not exist in Croatia.

When new choreographies are being set up, an external choreographer works with
the ensemble, who, for the same reasons already mentioned, is mostly self-taught
without any diploma (cf. Rasi¢ 2022, 89-90). Choreographers are former or active
dancers in amateur ensembles, some even professional dancers who acquired the-
ir skills through informal education at various seminar workshops and folk dance
schools, as well as through experience on the stage. They cease to be amateurs be-
cause their choreographic expression and engagement result in financial gain. Ac-
cording to Rasi¢, involvement in folk choreography remains within the realm of lay,
rather than educated knowledge, but it is commodified as professional, authoritative
(Rasi¢ 2022, 92). The choreographer, when setting up the choreography, conducts
several rehearsals with the ensemble, demonstrates dance steps, and arranges cho-
reographic images and dance positions with the dancers, while the rehearsal of the
performance and the subsequent maintenance of stylistic interpretation remain with
the assistants.

The long-standing practice has been that one assistant leads the dance rehearsal with
the ensemble one day while the other actively dances in their positions in the chore-
ographies, and vice versa the next day. With new, young dancers who are mostly ur-
ban-born individuals (Shay 1999, 32), no special training was provided; instead, they
were expected to actively dance on the sidelines, rotating through all positions in the
choreographies and essentially preparing themselves for entry into the dance piece. La-
ter on, , they were given positions in the choreographies that gradually became more
or less permanent over time, but initially often as substitues due to Ensmble’s needs.
Even in a professional ensemble, knowledge is often passed down as it is in small local
communities, from generation to generation; older members teach the younger ones,
and experienced colleagues assist new, young dancers. Since life behind the scenes is
relentless, and the sole goal is to get on stage, young people figure things out as best they
can because there is no one specifically responsible for them or looking out for them.

The retired female soloist who joined Lado in 1964 and spent her entire career there
says:
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“..you came in as a young dancer and a young man. I was terribly flattering, completely un-
aware, pleading and begging older colleagues to show me something. Because [ entered the
hall, and immediately they put me in Baranja or Bunjevci and [ have no idea. I know I have
no idea, but then this older dancer who is leading me whispers to me, squeezes my hands to
change steps, now it s the first, now it’s the second, but I'm still messing up. And then I realize
when the choreography is danced out that I'm actually not sure, that I don't know exactly,
and then [ begged the older colleagues to show me. And in front of that mirror, we worked on
elements. Andela Potocnik helped me the most. She was always willing to help and show. She
sweated with me in front of that mirror. And other colleagues showed me when I asked them.
Nobody ever refused me. The motto was: figure it out, buddy!”

Although the approach of transmitting dance knowledge and acquiring dance skills
through the only national professional ensemble hasn’t significantly changed over all
those years of professionalization due to inadequate external support (the state educa-
tion system, which only opened a dance program at the Academy of Dramatic Art last
year in 2013, which currently does not include folk dance!), the approach to other as-
pects of the ensemble’s activities has improved significantly. Today, warming up at the
beginning of the workday is led by professionals from the Faculty of Kinesiology. It’s
no longer just warming up but rather an organized one-hour training session focusing on
targeted stretching exercises as well as muscle toning to help the body better withstand
the strain of daily dancing.

Dance rehearsals, technical rehearsals, and conditioning preparations for full-length
concerts are led by assistant artistic directors who are still active dancers and singers
themselves. In contrast, vocal rehearsals are conducted by trained experts hired exter-
nally, alongside a permanently employed vocal coach and conductor.

The ensemble Lado was primarily conceived as a dance ensemble (Pogrmilovi¢ 2009,
87), and in its first decades of operation, dance was indeed the dominant and most reco-
gnizable part of the ensemble. Individuals were chosen for the ensemble based on their
dance skills, as the ensemble was always led by (former) dancers. Artistic directors se-
lected their dance assistants among the Ensemble’s dancers based on their excellence in
dance skills. However, when it comes to dance, that’s where it all ends. Progression and
formal advancements in artistic categories are mostly associated with years of tenure in
the ensemble and vocal skills, rather than dance proficiency. The daily repetition, practi-
ce, and transmission of dance knowledge to younger generations of dancers within the
ensemble only superficially meet the needs of today’s national ensemble.

“The learning system simply unconsciously passed through me and probably through most
people because daily repetition, daily work, daily rehearsal, and returning must be remem-
bered. The pace of work drives you, and when you practice every day, there is really enough
time to master it” (female dancer from Lado).

Such an approach and way of working enable the training of dance bodies for the
performance of individual dance steps and even entire choreographies, but without the
dancers’ knowledge of what they are dancing, why certain dances are performed styli-
stically and what is the context of each dance step, and even what they communicate to
the audience (cf. Rasi¢ 2022, 103).
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The dance body and professionals

Through the lens of ethnological inquiry into the identity of female dancers, the que-
stion of their dance body arises first, the body as a starting point, the body that makes
that dance visible.

Although aware of their bodies as instruments for earning their bread and butter, and
that the entire ensemble lives off their dance bodies, professional female dancers emp-
hasize that external control over their bodies is very limited. Self-monitoring of the
dance body is encouraged through mirrors placed in workspaces and dressing rooms,
initiatives in self-discipline in practicing and learning dance and vocal material. Unlike
ballet bodies, which undergo severe torture to remain slender, supple, and unnatural,
there is no such repression over the bodies of female folk dance performers. On the con-
trary, they are expected to be as natural as possible, not skinny, and capable of dancing
often very demanding dance elements for thirty years. However, there are unwritten
rules that the hair of the female dancers must be long, not gray, nails must be short and
natural, and makeup must be stage makeup. In the early days of the ensemble, stage ma-
keup relied solely on the taste of the authoritative artistic director, who with his multiple
artistic talents laid the foundation for Lado’s visual identity. However, later it leaned
more towards theatrical makeup, which, for example, introduced artificial eyelashes as
an integral part of makeup, highly emphasized eyes with darker warm colors, and man-
datory bright red lipstick. Unlike theater and theatrical makeup where there are profe-
ssional makeup artists, female dancers in Lado exclusively take care of the appearance
of their faces and bodies on stage, buy makeup themselves, learn from older colleagues
which colors are desirable, what complexion withstands the bright lights of the stage.
Likewise, without organized assistance, they take care of demanding headgear, dealing
with long braids intertwined in their somewhat shorter hair. Although they are not su-
bjected to torture, they feel somewhat deprived because Lado as an institution does not
have developed care for its dancers. For example, control by a phoniatrist follows only
personal initiative and when something goes wrong, although the vocal cords are the
instrument they use for hours on a daily basis. The same goes for orthopedics, although
practice has shown that joints, knees, and the spine suffer the most among folk dancers.
There is also no developed legal system that allows a permanently injured dancer to
obtain alternative employment with adequate compensation and status. Due to such, I
would say, employer neglect, self-monitoring and investment in their own dance body
have developed, which only gains significance and meaning through its exposure.

Many shortcomings, oversights, and instances of leaving dancers to their own devices,
self-monitoring, or learning from experience or older colleagues can be attributed to the
young profession, which has been in the professional realm for about seventy years.

The decline of dance within Lado is evident not only in the insufficient training of dan-
cers, assistants, and directors but also in the advancement system within the ensemble.
As more attention is paid to the vocal performances of the ensemble while dance ceases
to be the most recognizable characteristic of Lado, the ensemble has released about
thirty sound recordings, held countless vocal concerts, and won numerous awards for
vocal performances in the last two decades.. Indeed, the voice becomes dominant and
determines the soloist in the ensemble and ultimately the champions of the ensemble as
the highest point of advancement for a professional dancer. Vocals within the ensemble
are handled by highly trained individuals with degrees from the Music Academy. Du-
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ring Andrija Ivan€an’s tenure as artistic director (2016-2020), he attempted to refocus
on dance by emphasizing mass dance choreographies, giving priority and greater de-
dication to the preparation and conceptualization of dance concerts compared to vocal
ones, and in thoroughly preparing the dancers’ bodies for dance. However, due to his
exaggerated style, which deviated from established norms and expected performance
aesthetics of the ensemble, the idea of returning dance to the forefront was abandoned
with his departure and the arrival of a new artistic director.

I consider such an attitude towards the dance unsustainable because it still relies on
the legacy of an earlier period, the time of establishment, and the initial enthusiasm
of individuals with exceptional talents. Besides founding professional ensembles and
excellent, large amateur ensembles that still operate today, they simultaneously created
a new profession. In the mid-20th century, systematic research and documentation of
traditional dances and dance events in the field began in Croatia (Zebec 1996, 95-103).
Ivan Ivancan, an ethnochoreologist who left a deep mark on Croatian folklore and who,
alongside Zvonimir Ljevakovi¢, was one of the founders of the Lado ensemble and the
leading amateur ensemble Joza Vlahovi¢, was equally productive in science as in appli-
cation. Unfortunately, neither Ljevakovi¢ nor Ivan€an left behind a successor of their
caliber, nor did the education system in Croatia make an effort to ensure and educate
people with adequate knowledge and skills for artistically leading a professional en-
semble. According to Filippou, today’s “dance teacher is required to have a broad view
of traditional dances and therefore be aware of the strong links between ethnography,
theater direction, teaching, and methodology” (Filippou et al. 2006, 55-56). Although
the model of selecting and leading the ensemble was adopted from the founders, there
has been no strategy to maintain such functioning in tpresent times when leadership
positions require high education. Higher education in the field of folk dance is lacking
for professional dancers, dance teachers, choreographers, and even scientists who study
dance (they complete studies in ethnology, while acquiring dance skills independently
and informally).

In Croatia, folk amateur performers are still the most numerous among amateurs (al-
though we’ve seen a worrying decline in numbers after the restrictive measures caused
by protection from the coronavirus). Lado, as the only professional ensemble, is the dre-
am and ambition of many of them. As long as it’s like this, the auditions will consist of
choosing between alto or soprano, tall or short girl, blonde or brunette, with talent and
skill in dance and singing. All these characteristics of a female dancer have an advan-
tage over the only high school diploma of a dancer-singer because the educational and
artistic system is not harmonized and connected, and not of sufficient quality.

Despite all this, Lado remains flawless on stage, with only connoisseurs able to notice
any mistakes, and the ensemble’s energy leaves no one indifferent. Perhaps that’s why
there’s no need to worry; it’s not the method that matters, but the result!
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IIpogecuonanyu - nnecauu HapooHux uzapa

AmncTtpakTt: Y OuBINO] JyrociaBuju CpeIUHOM TPOILIOT BEKa, OCHOBAaHA Cy TPH
npodecroHaHa aHcaM0Jla HapOJHUX IUIECOBa W Iecama KOju Jenyjy 10 maHac. To
cy Jlamo u3 3arpeba (Xpsarcka), Koo u3 beorpama (Cpbuja) u Tanen u3z Ckoruba
(Maxkenonuja). AHcaMOiu Cy cacTaBJbeHHU O TPOo(PEeCHOHANTHHUX TUIecadya U My3H4apa,
a 3aaTak UM je OO J]a YMETHHYKH WHTEPIPETHPAjy HAKaJa jyrocIOBEHCKE, a JaHac
XpBaTCKe, CPIICKE M MAKEJOHCKE HAPOIHE MEeCME U TUIECOBE Y 3eMJbU U MHOCTPAHCTRY.
N3a3zBana ympaBo BenWMKOM BHAJBMBOINNY M Tpeno3HaTsbuBoIlnhy ancam6Ona Jlamo
y 36MJbH W WHOCTPAHCTBY, ayTOpKa y CBOM HAy4YHOM HCTpPa)XMBamy OaBU Ce Mambe
BHJIJUBUM JICJIOBMA MO3aWKa KOJH YMHH Ty CaBPIIEHY CJIMKY 3a JaBHOCT W ITyOJIHKY.
MeTo0M KMBOTHE UCTOpPHjE, KOjU CE TeMEJbU Ha TyOMHCKUM MHTEPBjyHUMa IOKYIIaBa
7la OI[pTa MOPTPETE, Y MIPBOM Py IJIecadniia, yMETHHIIA KOj€ CY CBO]j )KUBOT ITOCBETHIIE
MO30pHULIM. AYyTOPKY 3aHMMa IITa C€ CBE KpHje Y TaMH, KaJl C€ CBETJIa TO30PHUIIE
yrace, KOju Cy CB€ WICHTHUTETH NPOPEeCHOHAIHUX IJIECaYrIia, 1 OHU MPOoEeCUOHAIHH,
aJli ¥ TIPUBATHH, KaKo ce OHM Mel)ycOOHO MUpe U HAJOIy’mYjy, Te KaKO Ce MEHajy y
KOHTEKCTYy HCTOPHjCKOT BpEeMEHa y KOjeM er3ucTupajy. Kpo3 mpusmy eTHOIIOIIKOT
UCTpaXKMBamba WICHTUTETA TUIECAuuIla, IPBO ce Hamehe muTame 0 HUXOBOM IIJIECHOM
TeJy, TeTy Kao TMOIA3uIITYy, TeITy KOje Taj IJIeC YNHU BUJbUBUM. 3a 0Baj pajl, ayTopKa je
doKyc yeMepuIta Ha eyKalujy Tiecada Koja ce Mema y CKJIaJy ¥ HeCKJIaay ca MeHama
Yy YMETHHYKO] TIOJIUTHUIM pyKoBolema ancam6Oiom. C mpyre cTpaHe, ykasyje u Ha cam
MIPUHIAI pajia YHyTap aHcaMmOI1a, OJHOCHO Ha KOjH HAYHH CE MPUCTYTIA ITIeCayuMa KOj1
Cy MEHaMa Yy YMETHUYKO] TIOJIMTHIIM TOCTAJIN YaK ¥ BUIIE MEBAYH.

Kibyune peun: Jlano, XpBarcka, mpodecuoHaNy, miecayd HapoJAHUX urapa
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Dakynmem my3uuke ymemHocmu,
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ITnec y koHTeKkcTy Hacneha: Tpu cnrydaja Tpagunuje Ha
CaBpEMEHOj IVIECHO]j CLIeHU

Ancrpakt: OBaj paa mpeacTaBiba JONPUHOC pacTyho] pacmpaBu O UCTOPUJU H
TpaIuIjH y HayYHUM JedaraMma 1 yMETHHYKAM KPyroBHUMa. PEKOHCTpYKIIMja KYJITHUX
UCTOPUJCKUX Jiela, Kao M WHCIEHANMja PAa3IMYUTOr TPATUIIMOHAIHOT ITUIECHOT
MarepHjaja U3 LEeJOT CBETa, MOCTaIH Cy JIe0 CaBpEeMEHHX KOpeorpadCcKux MpUCTyTa.
OBUM TPEHIIOBH y YMETHHYKHM CTpaTeTrHjaMa OTBOPWJIM Cy MHOTA 3HauajHa MUTAkba
KOja ce oJlHOCEe Ha Hai ocehaj uCTOpHje U Hallle pa3yMeBame Haceha. Y mokyiajy na
pasjacHU HEKa O] OBUX MMHTama U Mpobiema, oBaj pax he aHaTu3upaTH TPU PA3TUIUTE
Kopeorpadcke CTyauje ciydaja Koje ce, CBaka Ha pPa3IMYUT Ha4MH, O0aBe TOjMOM
TpaauIlje y caBpeMEHNUM JUCKypCcUMa Tuieca kao Hacieha.

KibyuHe peuu: riecHa uCTopuja, IiiecHa Tpaauilja, Haciehe

YBop,

TokoM TOCHENHBUX HEKOJNMKO TOJMHA NPOMYKIMja BEJIMKOr Opoja TUIECHUX
npecTaBa 3aCHOBAaHMX Ha HWACJH PEKOHCTPYKIMjE M IUTHpama UCTOPUjCKUX Jelia
WIA TPAJUIMOHAIHUAX PEreproapa Pa3iuduTOr MOPEKJa MOCTajla je TIABHU TPEH]]
3ama/iHoT caBpeMeHor Tuieca. Mnu kako mecHu teopernyap Tumu Jlenar (Timmy de
Laet) TBpau ,,caBpeMeHy IJICCHY CIICHY 3axBaTwia je oipeljeHa apXuBCKa TpoO3HHIA”
(de Laet 2020, 206). Jlenar mpoMuisba ITa OM OBaj PETPOCIEKTHBHU HWHTEPEC 3a
PEKOHCTPYKIIM]y TPOIUIAX Kopeorpaduja MOrao J1a 3Hauu 3a pa3yMeBambe CaBPEMEHOT
ieca. Kopeorpadcka pekoHcTpyKIHja, HacTaBba Jlenar ,,JJako ce MoXKe O10aIMTH Kao
npumep oHora mto je Enuzaber Y1ka (Elizabeth Outka) na3zpana ,,komomudukoBaHo
ayTeHTHUYHO', KaTeropujy KOjy OHa YBOIW Ja OM ykaszaja Ha TO Kako TpEHyTHa
KOMeplIFjain3aiyja KylITypHOr Hacieha Mma TeHACHIMjy Ja MPETBOPH HMCKYCTBO U
HocTanrujy y yrpsxkuse npoussoze” (Outka 2016, 66). Mako Jlenear nmpu3Haje Ja HEKa 01
OBHX Kopeorpaduja 3aucta MOXKe Jia ce IocMaTpa U3 acleKTa Koju mpeiaxe Y TKa, UimaKk
cMarpa Jia je moTpeOHO MOAPOOHH]jE pa3MOTPHUTH PA3JIOTe U MPOIEIype PEKOHCTPYKIIUjE
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IUIECHUX TEXHMKA U IJIECHUX MANOMA NPOIIOCTH. CIMYHO MOXKEMO J1a TBPAUMO U 3a
MOCTaBJbabE JIeJIa TPAJAULIMOHAIHUX perepToapa Ha CLIeHy CaBpEMEHOT Ijieca, jep ce y
o0e BpCTe PEeKOHCTPYKILIHKja Miieca (MCTOPUjCKUX JIeNla U TPAJAULIMOHAIHUX pernepToapa)
MPOILJIOCT CMaTpa UTPANTUIITEM 32 CaJAIIHOCT, a [I0jaM apXUBUPamba Ce ocMarpa Kao
IpoIleC KOjU UX TpaHC(hHOpMHUILIe aKTyanu3anrjoM. Penpoaykiuje rmieca Mory ce BUIETH
Ka0 HOBM CaBpeMeHH Kopeorpadcku TpeH[, nepdopmMaTuBHA aKTUBHOCT MOKPEHYTa y
nozcehamy, eBolMpamy, KPUTHIIM, U OKMBJbaBaby MUHYJIUX Jeja.

OBo norassbe je y ckpaheHoj Bep3uju 6o mpeseHtoBaHo Ha Tpehem ETHO camuty
TpanuuujaHoBa ogprxanoM y Yikuiry 2019. roqune. Y npesenTanuju Ha noMmeHyToM ETHO
CaMHTY TMOKYIIIajia caM Jia IOBEKEM JIOKAJTHU KOHTEKCT 1 pa3marpama NuTama Tpaaulije
1 kopeorpadCKor ayTopcTa, koju je 0uo ¢pokyc ETHO camuTa, ca HaUMHMMA Ha KOJU Cy TH
npobiemu u 1edare OUIM ApTUKYJIMCAHU Y CABPEMEHUM YMETHUUKUM IIECHUM (popMama
mmpoM ceta. Moj dokyc je 6uo Ha omycy lllo6ane [lejacun (Shobana Jeyasingh), jenne
of HajBehux KMBUX OPHUTAHCKUX Kopeorpadkuma, jep je OHa CBOjy KapHjepy rpaauia
crajameM U MemiameM GpopMu TpaguiroHanHor (kiacuunor) Muaujckor bxaparanaryam
ieca ca caBpeMeHUM IiecHUM TexHukama. [lltasuie [lejacunosa je, 3ajeqHo ca Akpam
Kanom (Akram Khan) noajen Tako3BaHor ,,HOBOI MHTEpKYITypaiuzMa” y bpurtaHckoj
CaBpeMEHO] TUIECHO] CLIEHH, KOjU C€ pa3BHO KpajeM Ipouuior MuieHujyma (B. Mitra 2015).
Jlakiie, Moja Hamepa je Ouiia J1a ,,0IBy4eM’ AUCKYCH]y ca JIOKAJTHOT Ha ITI00aHU KOHTEKCT
u To Ha jBa MehycoOHO moBe3ana HauuHa. [IpBU HauuH je Aa TpeTupam Kopeorpadujy
TPaIUIMOHAIIHOT IJIeca Ha CIIEHHW y PaBHU ca ,,cBeTcKuM IuiecoBuma” (World dan-
ce) (B. Foster 2009), y pa3marpamy TpaHCHO3ULIMjE TPATUIMOHATHOT Y YMETHHUYKO.
Jlpyru HauMH je Ja mocMarpaM M TOPENOMEHYTH KopeorpadCku ,,TPeHI " OKpPEHYT
Ka PEKOHCTPYKIMjaMa, KOjU WHCIHpALW]y LUPIH U3 MHUHYIUX WK TPAJAULIMOHATHUX
Kopeorpaduja, Kopeorpadckux mocTynaka u miecHUX GopMH.

Y oBoM moOmIaBJby, MpencTtaBuhy TpU MHUKpPO CTyadje ciydaja kKoje mokpehy u
CTUMYITUINy JHCKYCHje€ W THUTamka O ayTOPCTBY M TPAHCIO3UIMjU TPAJUIIMOHATHUX
dbopmu, ca crienMjaTHUM OCBpTOM Ha 1iecHy TexHuky (IIpumep 1), uiecHn marepuan
(moBemenT marepuan) (ITpumep 2) u ynorpeby cumOoiia U CUMOOIMYKHUX CITUKA KOje
ce Be3yjy 3a mmupoko cxBaheH nojam tpaaunuje (IIpumep 3). Cea Tpu npumepa gomnasze
U3 CBETa CaBPEMEHOT Iuieca W MPECTaBibajy pasoBe NMpu3HaTHX Kopeorpada. Cea Tpu
Kopeorpadcka mpuMepa JOKUBENA Cy MPU3HAKE O CTPaHe KpUTHYapa U MyOIrKe Kao
,,BPXYHCKa”’, U HA MHOTE HaUMHE Cy IT0CTajla HKOHUYKA JIeJla CABPEMEHOT IUIECHOT M3pa3a.

IIpumep 1: Shobana Jeyasingh Faultline: Tpapunmja Kpo3 1ecHy
TEXHUKY

[IpBu npumep o xojem hy roBoput, jecte miecHa npeacrasa Faultline xopeorpadkume
[lo6ane [ lejacuH, y y>keM CMHUCITY, Ka0 U OITyC HaBeIeHE KOpeorpadKumbe, Y IUPEM CMUCITY.
IlejacunoBa je u3rpajauia Kapujepy Ha CBOM jeAMHCTBEHOM Kopeorpa)cKkoM je3uKy Koju
Nozipa3yMeBa IUIECHY TeXHHUKY Koja KOMOMHYj€e KIIaCUYH! UHIIU]CKU Bharatanatyam mnec ca
JE3UKOM CaBpeMEHOT yMETHHYKOT 3ala/IHOT Iieca. Bharatanatyam niiec, \meroBa 0OHOBa U
BUTAJIHOCT, BE3Yjy C€ 3a IUCKYPCEe MH/M]CKOT HAIIMOHAIM3MA KOjH j€, HAaKOH ociio0oherma o
OpUTAHCKHX KOJIOHWjAJTHUX BJIACTH, TPAXKUO YIOPHIITE y KyITYpHUM (popmMama cMaTpaHuM
crapujum of Kononujanaux Bractu (Meduri 1988; Chatterjea 2004). Bharatanatyam je 6uo

1 Tlon TOKaHMM KOHTEKCTOM OBJle MMC/IVM Ha YMEbEHMITY f1a CY Ce OBe AMCKYCHUje apTUKYIUCae y OKBUDY CrielduiHe TOKaHe
Tpaguiuje — KopeorpaducaHor GokIopa, pasBujaHOr HakoH JIpyror ceTckor para y Jyrocnasuju u Vcrouroj Espomnn.

168



TMIOT0/IaH y TOM CMHUCITY jep j€ BeroBa MCTOpHja ocTaBuiia OpojHa CBEJOYAHCTBA O TEXHUYKUM
U IpyTHM JIeTaJbuMa Iieca (Koju ¢y OMIM caqyBaHH y XpaMOBHMA U aKaJIeMCKUM IIEHTpUMa
OHOTra BpeMeHa), yKJby4uyjyhu OpojHe KimUre Koje cy ce OaBuiie aHaIu3oM popme, KOHKpETHE
METO/I0JI0THj€ M METOANYKE KoAu(pHKIje Kopaka. CBe 0BO CBEIOUH O BaXKHOCTH MPABHIHOT
u3Bohema TeXHHKe. 3aucTa, NIaBHA CBpXa Iuleca je Ouiia Jja ce MpUKake TEXHUKA 10 ceOn
u 3a cebe. Cama TeXHUKAa HOCWIJIA je HA3UB Arifta IITO je YKJbYUMBAJIO TEXHHUKY Tela y
KOMOMHAIIMj1 ca MUMUKOM JiMLa (y cTBapamy apamckor). [Ipema Karmmnu Bargjajan (Kapila
Vatsyayan) (Vatsyayan 1968) ocnoBa Bharatanatyam TEXHUKE j€ TIEpLETILH]ja JbYJCKOT Teia
Ka0 T€OMETPH]jCKOT Hjiealia y CTaTHYHO] MO3UIMjH (3aMUIIJBEHOT Kao MpaBa JIMHU]a OKO KOje
ce MOXKE€ HallpTaTH KpyT), Kao U 'y apTUKYJAIMj1 Kpo3 Iiec (Koja UCTpaxkyje MoryhHocTH
dopmHpama XapMOHHYHHUX T'€OMETPHU)CKUX OONMKA Y OAHOCY Ha LEHTPAIHY JIMHUJY Y
OKBUDPY KpyTa).

Jpyru BaxkaH actiekt Bharatanatyam TeXHUKE jecTe W mojam myzape. Myzapa je njomeH
MIOKpEeTa U cMaTpa ce UCTAKHYTHM HaYMHOM KOMYHHKaIHje y IUIeCY U JPaMCKO] YMETHOCTH
y Uumuju. Myapa je, ripe cBera, cxBaheHa ka0 MHCKPUNTUBHA opMa Koja MpaTH je3nuke
napameTpe, u3pakanajyhu CHMOOIIYKO 3HaUSH-E KPO3 CUCTEMATCKU Koan(HKoBaHe o0paclie
pyky miecada. Kako Haup npumehyje n3Ban HuBoa je3nuke CUMOOIMKE, My/Ipa j€ KHHETHYKA
erepruja. To je y cylmTiHM OONUK KpeTama, a oclio0al)ame leroBor 3Hadema yrpaleHo je y
KUHETHYKe MofanureTe pyky (B. Nair 2013). KoMno3uiirioHo, miec noyrme HEKOM BPCTOM
UHTpaJIe Koja ce 30Be natya aramba. Natya aramba (mouerak rieca) je moyeTHa mo3uiiyja
KOja MoKa3zyje TeNo CIyLITEHO Ty LIEHTPaIHE JIUHU]jE KpyTa U MOAEJHEHO JIyK Hbe Kpo3 arai
mandi ili demi plié.2 [la 6u ce cTBopmIIa oBa mo3a recad Tpeda J1a IEHTPUpa TEIIO TaKo IITO
he yByhu cTomak u u3mykuTH ropssu Top30. Kibyuan je ocehaj pacta u mmpema. Harmarasa
ce M30KPEHYTOCT U3 KYKOBa, IOK je TyOuHa ITiea KJby4JHa 3a [I0CTOjamhe XapMOHHje u3Mel)y
Top3a u KykoBa. [Ipema Haup, oBo je uneanna Bharatanatyam civka Tena U ujaean Koju
Iiecad nokymasa Ja nocturse. 3 Kazna ce teno nokpehe u3 Hatya apam0a nosuiuje, OHO
TO YMHHU IyTeM TPU WIM YEeTUPHU MO3MLMje cTomaja. 3a pa3iuKy of Oajera rie je JeMu
wné npena3Ha no3uiyja, y Bharatanatyam nnecy To HUje ciy4aj. Bharatanatyam TexHUKa
3axTeBa MUIIMNHY KOHCOJIMIALM]Y OBE MO3MIMjE TAKO LUTO I'a TeKUHA JOHEr Jiella Tela
‘yzemsbyje’. Pyke y natya aramba cToje y HONYKpPYXKHO] MO3MILUjH, KapaKTEPUCTHYHO]
3a Bharatanatyam, n TBOpe TpOAMMEH3HOHAJIHU e(eKar Kpyra OCIMKaBajyhu HEroBy
3aKpHUBJbEHOCT. JIMCKYyCHja 0 TEXHUIM HE MOYKe OUTH TOBOJbHA Oe3 TucKycuje o puozoduju
WJIM eMOLIMjH KOjy OBa TexHuKa umrunnupa. [Ipema Baijjajan, Teno y u3BpHYTOj MO3ULINU
ca y3MIHyTHM TOP30M MMa MMa KBAJIUTET OTBOPEHOCTH U €KCTPEMHE CTUIIU3ALIH]E IOKPETa.
VY ozmHOCy Ha MpOCTOp, IUIEC je CMUpPEH M cTajokeH. llocroju crenujanaH KBanuTeT
3a/10BOJBCTBA KOj€ J0J1a3U OJ] TEXHUUYKHX JOCTUTHyha Boh)eHMM CTPHKTHMM IpaBHIMMa
r7ie cy oBa Jocturayha b mo cebu. 300r Tora TPEHUHI, Ka0 M TPEHUHI Oajiera, uMa
¢dopMy roToBO CTpPUKTHE MHIOKTpHHAIMje. OBO yuewme WIM MHAOKTpUHAIMja oOyXBara
yueme jeIMHUIIA KOje ce 30By adavus U Koje cy orpaHudere y 0pojy. One caapxe a30yKy u
rpaMaruky rieca. CBaku aJilaBu cacToju ce Off NOJIoKaja Tesa (BepTHKala ca CTonajauMa y
napaieny, y IeMH Wi rpasdf plié-y), mosuiiyja cronania, JMHHja pyKy U oOpasala 3a II1ake.
Jla 6u ce u3BeO jenaH agaBu OOMYHO je MOTPEOHO HIECT 0 OCaM TaKTOBa U OH OOUYHO
npou3BeJie pUTMUUKY ()pa3y Tako LITO Ce CTONAlMMa yaapa o TIO M 3aXTeBa Ja OYM Jajy
Hamacak U (OKyC Ha JIMHHUje Koje Cy CTBOpuJie pyke Tako 1to he ux mparutu. Kopmyc

2 Demi plié - mony4y4am kao y 6aeTckoM Bokabyapy.

3 Kao mro Bamjajan Bpan ,,[...] Bharata Natyam je cepuja Tpoymiosa y mpoctopy™ (Vatsyayan
1964, 56).
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azaByc-a 00yxBaTa CBe MOKpeTe Koju cy Moryhu oOyxBarajyhu oHe KOjH Cy CTaTU4YHH Kao
U OHE KOJU JI03BOJBbABAjy TeIy Jla MyTyje YKIbydyjyhu okpere u ckoxose. [Ipema [lloGanu
Ilejacun (Jeyasingh 2010), mpupozaa u KapakTepUCTUKE HPUTTE MOTY C€ pa3yMeTH U LIEHUTH
aKo ce y3My y o03up cnenehu npuHIMnM: jacHoha — NpUHIMIT angasudhe WA TayHOT U
yucror u3Bohema nmuHKja. bes oBora miec He noctoju. I'panrosHoct (lasya) npencraBiba
Ta4yKy CycpeTa WK paspellee TeH3uje u3Mel)y arcTpakTHor U ¢pusndkor. EnepreTnyHoct
(tandava) onHoOCH ce Ha cHary ¥ Op3UHY HAPOUMTO CTOMAjA y U3BOhewy Op3UX pUTMOBA y
mecy. [IpetwmsHocr (fala sudha) — oBaj IpUHLIKT je OBE3aH ca CIIELUjaTHUM OTHOCOM KOJ!
bxaparanaryam nma ca BpemeHoMm. Kpo3 paz cronana moryhe je opraHu3oBaTtu BpeMe y
BEOMa JIETaJbHOM KJbYUy — 3IJ100 Ce KOPUCTH Kao NMEepKYCHOHUCTUYKH JieTasb. [IpermsHoct
je Hajy30yIUbHBHja Kaj ce TOBeXKe ca OP3MHOM U CBU aJIaByCH CE MpeMa TOME U3BOJIE Y
Tpu Temna. bp3uHa je Takole U TecT IEHTPUPAHOCTH jep JOK Ce YIOBU MIOMEpPajy, jacHohy
je jenuHo Moryhe onp»KaTu ako MOCTOjU paBHOTEXa M KOHTpona y ueHTpy. OBaj edekar
Jakohe KojH ce jaBJba KpOo3 TUXH M CTaOWJIaH IIEHTap je KBAJIUTET KOjU C€ MHOTO TPaXKH.

Kao m konm Oasera, BUCOKO KOAM(DHKOBaHE TEXHUKE, IOCTaBJba C€ IHTAE
Kopeorpaduje, OMHOCHO Kopeorpaducama Kao KpeaTHBHOT YrHA Kopeorpada. [ne ce
OYMTaBa ayTOPCTBO y TEXHUKaMa Koje cy koaudukoBane y oposnkoj mepu? Kopeorpad
Bharatanatyam nneca npuctyrna CBOM MaTepujaly Ha CIMYaH HAYMH HA KOJH TO YHHU
u Oanercku kopeorpad. HberoBa wim meHa YMENTHOCT CacTOjU C€ Y MMAardHATHBHOM
KOMOHMHOBamWY aJ1aByca y TAaKO3BaHU KopBauc (OyKBaJIHO ylTaHYaBame) M IpOMEHama
Koje Mory Ja ce u3Beny y moctojehem kopmycy kopaka. Kopeorpacdwuja je Bohena
MPUHITUIIOM CUMETpHje (Ha TpUMEp aKo Cy IIOKPETHU MOYEIIH Ha JCCHOj CTPaHH MMOTPEOHO
je Ja MX mpaTe MOKPETH Ha JIeBOj CTPaHH) M XapMOHHje (apUTMETHYKa MpOorpecHja
put™a). YnmeHuIa fa ce npare KOMIIO3HMIIMOHA MTPaBHJiIa KJIIACHYHE My3HKE HarjaiiaBa
(dbopMaTHK U anCTPAaKTHU KBAJIUTET CTPYKType. BUPTYO3HOCT ce oriena y caBplleHOj
ApTUKYJIAIUjH TEXHUKE U Op3MHE M OBE KBAIUTETE yUeHA MyOJIMKa ITO3HAje U IICHH.

Bharatanatyam mnec je, oq cBoje OOHOBE CpPEIMHOM JBAJECETOT BEKa, JOKHUBEO
OpojHe mpoMeHe ,,lyTyjyhu* y npyre kpajeBe cBera. JemHa ol HajIPOMHUHEHTHHjUX
Oputanckux kopeorpadkuma [1lobana [Iejacun kao Benmuku mo3HaBanar Bharatanatyam
TEXHUKE, M3Tpagmia je Kopeorpadcku je3uk Koju je XxuOpuausoBao Bharatanatyam
TeXHUKY Tpyaehu ce ga ocTtaHe BepaH HeHUM TEXHUYKHMM OcHOBama. Kako mpumehyje
Cannioj Poj (Sanjoy Roy) (Roy 2009) Ha camom nouetky kapujepe, [lejacunoa pa3ouja
KJIaCUYHY CTPYKTYpy bxaparanaryam mieca, Tako IITO je pasjiaxxe Ha OOJHMK/0Opuc,
puTaM M TIpaBall ¥ MMOHOBO MX CIaja Ha HOBE HauuHe (yOalMBameM BEpHaKyJapHHUX
reCTOBa, yBohemeM Kopeorpaduje ca Bullle urpava, GU3ndKkd KOHTAKT U TUIEC Ha TTOIY)
Koju ce He Mory Hahu y bxaparanaryam miecy. [Tocreneno, [lejacunoBa pa3Buja mupu
PEYHHK MOKpPEeTa KOju KOMOMHY]€ TEXHUKE CAaBPEMEHOT Tuieca U OOPHIIaYKHUX BEIITHHA
ca Bharatanatyam nnecom. Illto ce Tnue Tema koje [lejacuHoBa ucTpaxyje y CBOjuM
Kopeorpadujama, MOXKXEMO MPUMETUTH Ja Cy NMUTamka HUIACHTUTETAa OHA KOja C€ YBEK
CYITHJIHO TIPOBYKY KpPO3 H-€H pajl.

Ha npumep, y npencrasu Faultline nacranoj 2007. roqune [lejacuHoBa 0TBOpEHO
IUCKYTyje NMUTambe WACHTUTETa y CPEAMIUTY TE€H3Mja Koje cy Hactajie y bpuranckom
JpYyIITBY HaKOH TepopucTUykor Hamazna.4 Ilpencrasa je mHcnupucana pomaHom Lon-
dostani T'aynrama Mankanuja (Gaultam Malkani) u nena npoaykuuja oguIie Mpakom
u kinayctpodobujom ca momano jesuBuM Bokanuma Ilarpunmje Pozapuo (Patricia

4 Ospe ce pedepniiie Ha TEPOPUCTIYKM HATIAJ KOjU Ce OAMUTPao 7. Jyma 2005. y IOHOHCKOM METPOY Kajia je XXMBOTe 3ryomio
MIPEKO MEECETOPO /bYMIN.
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Rozario) unju je UK TOKOM IpeJcTaBe MPOjeKTOBaH M3HAX IUiecaya. IlinecHu je3uk
CTBapa JpaMaTU4Hy BU3M]jy reHepauuje Miaaaux Asujana y bpuranuju koja ce Hanasu y
cTamy pacuena ocityjyhu uzmely arpecuje, cykoda u KpaTKUX MOMEHATa HEXKHOCTH.
OOyueHu y TaMHa, CBaKOJHEBHA OJleN1a, YETHPH IUiecayulie kpehy ce uzmely dernpu
MyIIKapla noBpemMeHo usBoaehu npenosnatsuse Bharatanatyam dpaze xkao mTO Cy
eKCITaH3UBHU CKOKOBHM, MKOHWYHM OIITPH T€CTOBM M akpoOarcko moxamsame. Mnak,
OBa Tpe/cTaBa je jeHa of HajynabeHMjux on bxaparanaryam je3uka y Kapujepu
IlejacunoBe. M camMu KpuUTHYapu OBE IMPEACTaBE Cy MPENO3HAIH ,,HOBU je3UK~ H-EHE
kopeorpaduje. Tako, kpurndyapka MHaenenaeHT-a nuie aa

»---NOCTOJU MEIMUHE NOM 2eCHO8A Y 080M O€NLY jep HeKU 2eCO8U OYULTeOHO UMA]Y KOPEH Y

KIACUYHOM UHOUJCKOM IILECY, Ca 3210008UMA €1e2AHMHO OKPEHYMUM U NPCMUMA PAUIUPeHUM

Kao 38e30e. Anu, onoa he ucmu niecauu mpmoamu nanay ca npecmuma cyeepuwyhiu Hogay...

Ilnec cmeapa xubpuonu jesux eanacmepckoz pend, Clard NOPYKA HA Mele@OoHy U XUHOU

jesuxa” (Anderson 2007).

Jaxue, 3aHUMIBMBO je 1a je [lejaciHOBa yBena BepHaKylIapHE TeCTOBE YIUYHE KYIType
OpUTAHCKUX TPajioBa Y KJIACUYHHU je3uK Bharatanatyam tmineca. Y mpencTaBy Takohe jacCHO
BUIMIMO ,,KJTACUYHO TeJIO” Bharatanatyam TEXHUKE KPO3 TIOJIOXKA] PYKY, Yaparmke CTOMaIoM
y IoJ Kao u Kpo3 pli€ kao mo3y a He Kao TPaH3UTHY MO3UIH]y. OHO IITO j& U30CTAIIO U3
KJIJACHYHOT Pereproapa je jako BaKHa MUMHKA JIMIIA KOja jé TOTOBO TMOTITYHO M30CTaja a
BUIMIMO U TOCTOjame opMaliija Koje ce He jaBJbajy Y KIaCHYHOM Iuiecy. MehytuMm, oHO
IITO OBY MPOAYKITH]Y Ne(OUHUTHBHO CBPCTaBa y KOPITYC CaBPEMEHOT Tuieca (CaBpeMEHHX
IUIECHUX TEXHHKA) j€é CBAKaKo pa3yMeBame W KOPHUIINCHE €HEprHje JhYACKOT Tena. 3a
Pa3UKy Ol KIaCHYHOT PEYHHKA i€ MOCTOJU HAracaK Ha CKYNINTYPHUM U CTPYKTYpPHUM
KBaJIUTETUMA [TOKPETA, Y CABPEMEHOM IUIecy (PIIyHIHOCT M €Hepryja MoKpeTa Hoce peBary
HaJl ’berOBUM I'eOMETPH]CKUM KBauTeTuMa. OHO HITO YUHU OBY MPOIYKIH]Y y30y/bUBOM,
TBPIMM, j€ YIIPaBO OBO MOMI'PaBame Ca KJIACHUYHUM U CaBPEMEHUM TEJIOM IIjIeca OJJHOCHO
ca IMjaMeTpaHO CYMIPOTHUM pa3syMeBameM CYIITHHE JbYACKOT rmokpera. [lnecaun mytyjy
MIPOCTOPOM Yac T€OMETPHJCKUM, CTPOTO KOHTPOJIMCHUM, PUTHIHUM TEJIOM KJIacCU4HOT Bha-
ratanatyam Tieca, 9ac QIIyHIHUM MTOKPETOM CaBPEMEHOT Iijieca KOjU IMyTyje MPOCTOPOM
Y XOpW3OHTATHO M BeprukaiaHo. Ha oBaj HaumH [lejacmHoBa ocTaje BepHa KIACHYHO]
TPaJULIMJU TAe IUlec MyTeM recrta Npuya Npudy, ajld U JOMYyIITa HOBU JUHAMH3aM U
npomere. [lejacnHoBa HacTaBsba Jla pa3BHja HEKY BPCTY KOCMOIIOJIUTCKE aBaHrapie Koja
HUje HU jeqHocTaBHa HU ctatnyHa. Kako xaxke Canrpoj Poj ,,rmenajyhu vseH MuHyH paj
BU/IMMO HauYMHE Ha KOJU KJIACUYHU CTWJI IIOCTaj€ MOZIEPaH Ia ¥ MOCTMOJIEpaH Y IEPUOAY O
jenne neuenuje” (Roy 2009, 4). Nako meH cTiil komOuHyje pa3He ¢opme cBe venthe Hoch
03HaKy CaBpeMEHOCTH, MYITUKYJITYPATHOCTH U XUOPUIHOCTH.

ITpumep 2: Christian Rizzo Daprés une histoire vraie: nnecHu MmaTepujai
»MeTUTEPAHCKUX HApOga“

Kpucrujan Puzo (Christian Rizzo) je xopeorpad, BU3yeslHH YMETHUK, CTHIINCTA U
Mmy3uuap. lberosa kapujepa nounme KpajeM ocaMJIeceTHX rouHa Kajia Kaja ce 6aBuo
MY3HKOM U BH3YEJIHUM YMETHOCTHMA. /[eBeneceTux roguHa OKpeHyo Ce CaBpeMEHOM
Iiecy, y Mo4eTKy Kao u3Bohad aju je 3aJpao U CTAIHY OKPEHYTOCT Ka BU3YECIIHUM U
MY3HUKUM yMeTHOcTHUMA. OJ1 Tazia je 0Baj KOHLENTYaIHO BOheH! (PpaHIlyCKU YMETHUK
cTBOpHO OpojHE IUIecHEe Komajae, nepdopmaHce W MHCTananyje, cMemyjyhu ce ca
HapylIOMHaMa 3a onepy, Moty 1 Bu3yeinHe ymeTHocTH (B. Darling 2019). Ox2015. ronune
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je mupexrop Chorégraphique National de Montpellier — Occitanie, cana moa Ha3UBOM
ICI (Institut Chorégraphique International). Y oBoM menmy pama uznoxkuhy Puzoos
METOJ paja ca TPaIUIHMOHAIHUM MaTepHjalioM KOjU je U3POAUO jeAHY O HErOBUM
HajyCHeIHujuX Kopeorpaduja D’apres une histoire vraie (3aCHOBaH Ha CTBapHO]
npuun), u3 2013. ronune. O 0Boj Kopeorpaduju HajOIICEKHU]E je MHUcaIa TeOpeTHIapKa
wieca Cyszana ®panko (Susanne Franco) (Franco 2017) koja ce maxom 6aBuiia yrnpaBo
KpUTUKOM PH300BOr pasymeBama Tpaaulivje, ayTeHTUYHOCTH U ayTOPCTBA y YHOTPEeOH
TpaIuIMOHAIHOT MaTepyjania. IbeHy KpUTHUKY MO3HUIM]y KOPUCTHNY Kao MOJIA3UIIHY Y
pa3BHUjamy IUCKYCHj€ OKO ayTOPCTBA M ayTEHTUYHOCTH y YHOTPEOH TPaJUIIMOHATHOT
Marepujaja jep Cy OBa MUTamba KJby4yHa M Yy JIOKAIHUM Jebatama O TPaHCIO3ULUjU
TPaIUIMOHAIHOT MaTepyjaia y yMETHUUKH TJIECHU KOHTEKCT.

3a modyerak, U caMa IPEJICTaBa j¢ CBOJEBPCHH HCTPAXHBAYKH IPOjEKaT KOJH Ce
0aBu muTamuMa Tamherma, Tpajullvje, ayTeHTUYHOCTH W 3ajenHunie. Jlabe, U oBa
Kopeorpaduja mpencTaBjba M3BOhCHE BpIIO TpEIH3HE Kopeorpadcke CTPYyKType y
KOMOHMHAIU]H ca BPJIO MUHUMAJUCTUYKOM CIIEHCKOM M TUIECHOM €CTETHKOM IIITO je, Ha
HEKW HauuH, oJuinka Pu3ooBor pamga. Pu3o je takohe oaroBopaH 3a CIEHCKH JAHM3ajH U
KOCTHME, a capaljuBao je ca JiBa KOMIIO3UTOpa U My3u4apa, koju ce 30By Didier Ambaht
u King K4, u koju cy KOMIIOHOBAJIM MAPTUTYPY M HACTYHAJIM HA CICHH TOKOM IIEJIOT
Tpajama mnpezacTane (OKO jelaH car), 3ajeJHO ca 0caM MYIIKHUX Iuiecaya.

[IpencraBa je cTBOpeHa 3a ABHEOHCKHM (DeCTHMBAJI M TOCTHIVIA € W3y3€TaH yCIex
myOJMKe, a KpUTHYAPH CY j€ OLICHWIH Ipe(PHHCHIM IPUMEPOM IIJIeca Ha 3aa/IHOj CIICHU
1 jenHuM of Pu3oBux pemek-nena. OBo nocturayhe je HajBepoBaTHH]E jETHO OJT pa3iora
300r kojux je Pu3o mmeHoBaH 3a aupekropa HarponamaHor xopeorpadCkor meHTpa y
Mosurnesbey 2015. romune. Teopujcke nMHHjE KOje BOAC KpeaTWBHH Tiporiec D apres
une histoire vraie eKCIUTHIIPAHE Cy Y IPOTPAMCKHM OeJielikamMa U JPYTHM TEKCTOBUMA
Kopeorpada, KOMIIO3UTOPa U HEKUX KpUTHYapa Mpe U TOCiIe CTBaparma NMPeCTaBe.

V¥ HanomeHnama y nporpamy Puso nuie ga ra je 2004. roguse, 10K je IpUCYCTBOBAO
(bectuBay caBpeMeHor miecay MctanOyiy u 1ok ce JocaljuBao TOKOM je/THE MPEICTAaRBE,
W3HEHaJa oyapao TYPCKH TPaJAHMIIMOHAIIHU TUIEC KOjU je y mera 0uo ykipydeH. OBaj
IUIEC TI0JaBHO MY C€ Kao HEUITO ,,apXauyHo™ u ,,JUPJbUBO” U Kao ,,ayTEHTUYHU U3pa3
oBe kynType (Rizo, nutupano y Kabado 2013).

Kachuje je mocmarpao Hapoane urpe Ha bruckom Hcroky, Marpe0y, y ®@paniryckoj u
[Imanuju U ciayiao HapoaHy My3uKy. OBO IEKOHTEKCTYaIn30BaHO IIOCMATPALE MMOKPETa
Y CHCTEMa KOMITO3HUIIH]jEe YBEPHJIO T'a j& J1a TOCTOje CIIMYHOCTH Y MYIIKUM MEAUTEPAHCKUM
iecoBruMa. Marme 3aMHTEpecOBaH 3a Mpepaay mocrojeher TpaauiMoHaIHOT ILieca
MEIUTEPAHCKOT MOJPYYja HEro y W3HAJAXKEHhY 3ajeIHUUKUX eJIeMCHATa Y Pa3InduTUM
MEJMTEPaHCKMM Tpaauidjama Pu30 je oamy4nmo Ja CTBOpPU TOTIYHO HOBH IUICCHU
KOMaJI OJ] OBHX BHUILIECTPYKHX KYJITYpPHUX KOpeHa. Pu30 je ncrakao ja ra HUje 3aHUMAJo
pekpenpame Beh mocrojeher mieca, Beh pasymeBame 3amro je Tonmuko caocehao ca
IUIECOM KOjH je ToM npuinkoM Busieo y McranOymy (Rizo, murtupano y Kabado 2013).

Taxko, Pu3o kaxe:

,,Ha nouemky ce osaj npojexam cacmojao y nponumusarsy ¢honxiopa. @oaxnop je eezam 3a
Kyimypy, 3a eeoepaujy. Ja cam Hekako 00HeKyO, U 3amo jeOuHO Mecmo Koje 3HAM Cy CHyOuo u
nosopuwme. Ogo je moja mepumopuja. OHO wimo me 3aHuUMa je 0a UOUM KOju Cy 3ajeOHUYKU
enemenmu oge KyimypHe pasuuxe. bez cymme ce xeamam 3a numaree gonkiopa oa 6ux cebu
CMBOPUO 3eMbY U NOPOOUYY mokom mpajarea npeocmaee” (Rizo, yumupano y Kabado 2013).
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CTamHO MPHCYCTBO KOMITO3MTOPA M My3W4apa Ha CLIIEHH MMa CBOj KOHTPAITyHKT Y
¢du3MUKOM 0OJICYCTBY Kopeorpada, IITO je MOJBYYEHO Ca HEKOJIUKO MpeaMeTa (CTOJHIIA,
OnJpKa, KIbUra) OCTaBJbCHUX Ha JECHOj CTPaHM CIIEHE OrpaHM4yaBajyhu WHTHMHH 1€0
npocTopa oxakiie je Puzo Haazupao pasBoj kopeorpaduje Tokom mpoda. OBo oncycTBo/
NPUCYCTBO Kopeorpada Takole je moBe3aHO ca YHIEHHIIOM Ja je Pu3o mormucao komas
KOjU C€ 3aCHHMBA Ha CEPHUjH CEKBEHIIM IMOKPETa YIIIaBHOM NPHKYIUbEHHX M MPEHETUM
IUIecayrMa, KOju Cy CBU OOYYEHH y Pa3lIMuUTHM CaBPEMEHHM TEXHHUKama, OJl CTpaHe
Typckor miecada Kepema ['eneGexa.

Pu3o je 3amodeo kpeaTuBHU MpoLeC AOMYLITajyhn KOMIIO3UTOpUMA A3 UMIIPOBU3Y]Y
U CBOJUM recTaMa Mpeulaxy HeKe Hjaeje IUIecayuMa, Kao M Pa3IM4uTe HauuHe
MpeMellITaka PUTMOBA ca jeqHor Ha Apyru. Jujanor usmely nBa OyOmapa v BbUXOBUX
MHCTPYMEHAaTa — KOjU Cy KOHBEHIIMOHAJIHHU OyOHEeBU ca J10JaHUM OOHrouMa U MajluM
yyHeIaMa — IJIaBHU je MOTHB jaena. AmOaxt u Kunr K4 Ounm cy uHCIUpucaHU
Pa3sHOBPCHUM BPEMEHCKHUM IMOTIHCUMA KOJU C€ KOPUCTE y TPAJIULMOHAIHO] My3HUIM Ha
bruckom HMctoky, a mocedbno y Typckoj, To yKIbyuyje jeqHoCTaBHH]je onyT 2/4, 4/4 n
3/4u5/8,7/8,9/8, 7/4, na yak u 5/4. KomOuHaIuje HEKOIMKO OCHOBHUX PUTMOBA Y€CTO
Pe3yNTUpajy y’KUM, CIOKEHHUM PUTMOBUMA KOJU C€ YKJIANajy Y BPEeMEHCKE MOTIHCE
Kao mto cy 8/8, 10/8 u 12/8.

Texxehu cTBapamy aKyCTHUKE W KHHECTETHUYKE TUMEH3H]E Koja je y cTamy Ja
MIPEIUM3HO Ojada OBy HIE]Y ,,(onkiopa 6e3 kynrype” — neduHHIMje Koja 00jeaumbyje
CBE KPUTHYHE CaBpEMEHE ITOjMOBE KYIType — U Jia TPAIUIIH]Y WU PypaHy MPOILIOCT
YYMHE TIOTOJTHOM 3a CaBpeMeHy W ypOany myOmwky, AmOaxT m Kunr K4 crBopmim
Cy pesyarar memajyhu 3ByKOBE HApOAHE W TON MYy3WKE Ca PUTMOBHMA W3BYyYCHHM
M3 HEKOJMKO MY3HYKHX >KaHpOBa KOjU C€ HEJaCHO MMEHY]y Kao €THWUYKH, HApPOIHU
Y TpaJulMOHATHU. Y HArlOMEeHama O TMporpamy AedHUHHINY TakaB MUKC Kao ,,World
My3HKY mieMeHcke naenupanuje’” (Rizo, nutupano y Kabado 2013).

Ca cBoje cTpane, Pu3o je ['enebexoB n300p moKpeTa u3 miecoBa, r1ie ce n3Bohadu ApiKe
3a pyKe WIH paMeHa, TIOHABJkao y ey Ha pa3He HaunHe. Takohe je mHTerpucao oBe
MOKpETE Ca UMITPOBU3AIIN]OM U IPYTUM €JIEMEHTHUMA Kao IITO CY MMaJIakbe U TOUPUBALE,
ca CTaJHUM IIpoMeHaMa y Opojy u3Bohada, OTHOCHO ca TEXHHUKaMa CaBpPEMEHOT T1ieca.

Kao mro je Puso mcrakao, kopeorpaduja ce 3acHUBA HA UICJH JIa j€ HAPOIHH ILJIEC
,pe3ynrar obpazana mpocTtopa, JuHHja win okBupa“ (Rizo murmpano y Kabado
2013). HMcTtoBpeMeHO, HETOBO COTICTBEHO KOpPEOrpadCKo HCTpaKUBAmkE OOeiiexaBa
CTaJIHa JKeJba JIa TEJIO MOBEXKE Ca CKOPO MATEMAaTHYKHM M allCTPAKTHUM OKPYKEHEM.
OBaj KOHIIENT je pa3BHO IOJ HaJaxHyheM arncTpakTHUM aMEpUYKUM CIUKapuMma,
¢doxycupajyhu ce moceGHO Ha ,,lbUXOB IpEIJIET JIMHUjAa TaKO J]a C€ OKO HUKaJa He
3aycTaBH HU Ha jeaHoj Tauku’ (Rizo mutupano y Kabado 2013).

VY 0B0j npencTaBu, reOMETPHjCKU 00paCI HAPOIHOT Tieca (MM UX je TaKO CXBAaTHO
Pu3o) on3Bamajy ImpoOCTOpPOM U YOKBHPY]Yy CTajJHO KIM3ame JbyJhajyhux kapimia,
OJIMCKOMCTOYHE BAJIOBUTOCTH, PYKY oA pyKy Y CHpTaKujy, pax HOTy u3 ceBepHe Adpuxe.
Pesynrar je y mporpaMckuM Oenenikama NpeAcTaB/beH Kao ,,HejacCHa MeIuTepaHCcKa
TpaauIyja” moMeIrIana ca caBpeMeHIM IJIECHUM oOpacliiMa 1 cTparervjama u3pohema.
ITpema meroBuM peunma, mpeacTana ,,MCTPaXyje Kako je Mjiec MoBe3aH ca 3ajeHuIama
U Kako MmokpeT nosesyje nmojenunie’” (Rizo nutupano y Kabado 2013). To je Takohe
NOTIYHO HOBHM IJIEC KOjH, peMa PHu30B0j BU3MjH, IpuMaja caMo 3ajeIHUIM Iiecada
KOJy je OKymuo 3a mpejctaBy. [linecaun craBibajy pyke Ha pameHa, JIpike ce 3a pYKe,
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NOAYNUPY JeAHU Apyre, Haclamajy ce JeHH Ha Jpyre M IMO3UBajy jeIHHU Jpyre Ha
wiec. Criopa TpaHcdopmalyja oBe Ipyre y MyIIKYy IUIECHY 3aj€HHULLY Tpaje YUTaBOM
Ty’KMHOM JIeJla U TUIecad Cy TIOBE3aHH jeTHH ¢ APYTHMMa YaK U KaJa U3BOJE COJIO.

[TaxspuBo M36eraBajyhu ono mro Puzo unentudukyje kao poaHe CTepEoTUIie, 110
MMa 32 [WJb J1a UCTPAXU PU3HYKH OJHOC M3Mely MylIKapana v lHXOBY IOTpedy Ja ce
Ap>Ke U JOTUPYjy, T€ a Ce OTBOPH IIPeMa HOBO]j NEPCIEKTUBH U3 Koje he ce mienarn Ha
ceT. OHOCHO PH30 neTpakyje MOTEeHIM]jal jeIHe HOBE XOMOCOIIMjaTHOCTH.

Cy3ana ®@paHko, TeoOpeTUIapKa Iieca, cMarpa Jia je kopeorpaduja mpodaemMaTndHa u3
7Ba yIiia. 3a Ho4eTak, Ty je MOBPIIHO U MayIIaIHO [IOBE3UBAkhe YMETHHKA ca (POITKIOPHUM
MaTepujajioM Kao M JIMTEPAaTypoM BE3aHOM 3a IoOalH3alfjy Koje je camo Iojadayio
CTEPEOTHUIIC O TPATUITMOHATHUM TIJIECOBHMA M MY3HIIH KOJU MTOCTOj€ Ko/ BehrHEe myOuKe.
OnnocHo, oBa Kopeorpaduja HE Iaje BU3W]y alTepHATHBHE 3ajemHulle, Beh moTBphyje
nocTojehe poMaHTHYHE U MTOBpIIHE cTepeoTunie 0 OprjeHTy Kao MpoCTopy ,,APyrocTH’ U
c1o0oz1e jep ce MpeacTBa HejacHO Be3yje 3a 0Baj MpocTop. Tako, OHA Kaxke:

., Kopeoepagu xoju cy ce nocebno basuiu pexoncmpykyujama koje ce bage niecosuma

KOje yMemHUuyu u Kpumuiapu Hepaseoeemno oeunuuly kao ‘opyuimeene’, ‘Hapooue’ unu

‘emnuyke’ cxeamajy ux Kkao mpaouyuje Koje ce He MOZy PEKOHCMPYUCAmu HA CYeHu Kao

wmo cy o6une y npouwtiocmu, éeh xao oena Koja ce c8ecHoO MpanHchHOPMUULY CABPEMEHUM

KOpeozpaghckum cmpamezujama u cagpemMeHum memuma Koja ux uzeooe. Melhymum, y

HEeKUM CIyYajesuma, peKoOHCmpyKyuje nieca makohe mozy oa ojauajy cmape cmepeomune

U ucmopujcke Kauuiee, Kao WMo je nepyenyuja caspemeroe u mpaouyuoraino2 nieca Kao

00UKA YMEMHOCMU KOjU He HAce/nbasdajy ucme epemencke cepe u ne oeie ucme npoyece

nperoulerpa, 8eh cy yKawyuenu y pasiuyume ucmopujcke Ouckypce u mpajexkmopuje celiaroa”

(Franco 2017, 177-178).

Wnak, menn ce unHM Ja je Pu3o ycreo mano BUILE Off IyKOT TOCTMOJAEPHOT KOJaxka
¢onkmopHOr Marepujana ,JApyror’ W 3anaJHuX MYy3WYKUX W IuiecHuX (opmu. Maxo
@pankoBa Pru300B mocrymnak na pedepuiine Ha HEKY HEjaCHy MEITUTEPAHCKY TPaIulnjy
TyMau¥ Kao maymiajiaH (3anaJmbadyki) OMHOC MpeMa KyJITypama MEIUTePaHCKUX Hapoza
(tme ce one cMarpajy Mel)ycoOHO 3aMEHJBPMBHMM), CMaTpaM Ja M cama TO3UIHja ca Koje
nona3u OpankoBa jecte onpeleHa 3amagmadka Mo3uIrja O jaCHO ofjpel)eHIM, OIBOjUBUM
u MehycoOHO pasnmuuuTiM Kyatypama (koje cy Hajuemhie W 3aMHIUBEHE Y OKBHPY
HALMOHAJHUX JpkaBa). Jpyro, leroB MOCTyNaKk MOBE3MBamba 1 KOMOMHOBaha IMOKpPETa
Pa3IMYHUTHX, @ UTIAK CPOIHUX TPAIHIIN]a MOXKE J]a OATOBAPa MOCTYIIKY U3TPA/IHE jeTHE He-
JIMHEapHE KYJITYpHE HCTOPH]E I7Ie CE MOBE3Y)y CIMYHU OKPETH Y PA3IMIUTUM U3BOhaYKHM
KyJATypama, IUIECHHM HCTOpHjama u mepuoanma.S Jlpyra kputuka ymyheHa je ympaBo
nuTamy ayropcra. OpaHkoBa MocTaBsba MuTamke ayropctsa Kpucrujana Puzoa y oqHocy
Ha rtecada Kepema ['enebeka xoju je, umak, 06e30e110 MaTepuja 3a IoKpeT (MOBEMEHT
Marepuain) y kopeorpaduju. 3aHUMIBHBO je 1a DpaHKoBa HE OCTaBIba TUTAE AyTOPCTBA
Kepema I'enebeka y ofHOCY Ha TpaIUIMOHAIHU MaTepujall. Marepujal moKkpeTa CBakako
HUje Kpeupao Pu3o, anmu ra Huje kpenpao Hu ['enebek. ['enebdex ra je ‘npeneo’ miecaunma
a Pu3o ra je ‘apamxupao’ BpeMeHCKH u mpoctopHo. [lakie, ko je kopeorpad? Puzo?
I'enebex? My aHOHUMHM HAapOTHM TE€HHjE Pa3HOPOTHHUX MEIUTEpaHCKUX Hapoma? OBa
Kopeorpaduja, Jakie, HajIMpeKTHH]e TIOCTaBJba MUTAE ayTOPCTBA Y Kopeorpaduju Te ce
TMPEKTHO TOBE3Yje ca MUTamiMa KOje 0Baj 300pHHK paioBa UCTPaXKY]e.

5 Kao y Digital Dance Archives y Berkoj Bpuranuju rpe je omoryhen Busyentnu Metog Koju mocernouy apxusa omoryhasa a
IpeTpaxkyje apxyuB U OBUM aHAIMTUYKUM HOCTYIIKOM. https://www.coventry.ac.uk/research/research-directories/current-proj-
ects/2015/digital-dance-archive/.
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ITpumep 3: Ohad Naharin (Ohad Naharin) Echad mi Yodea: enementn
U CUMOOIY TPafgUIIOHATHE KYIType 3a HOBM II/IeC

Tpehn ananutuuku npumep Oumhe kopeorpaduja Echad Mi Yodea w3paenckor
kopeorpada Oxamga Haxapuna. OBaj mpumep je Ipyraddju of MpeTXOaHa JBa jep ce He
0aBM TPAHCIIO3UIIM]OM TPAAWIIMOHATHOT TUIECHOT Marepujaja y KOHTEKCT CaBpPEMEHOr
YMETHHUYKOT Tuieca. Jlakiie, oBe ce paau O CaBPEeMEHO] IUIECHO] MPEICTaBU KOja KOPUCTH
TPaIUIMOHAIHYU PEJIMTHO3HU MaTepraJl JeBpPejCKe KYJITYPE a Koja je, apaJoKCaIHO, TIOCTaJIa
cumOorioM m3paescke Kyntype. CaBpemenu riecad u kopeorpad, Oxan Haxapun Hajsehe
je ume caBpemeHe 1uiecHe cieHe y M3paeny u mmpe. [1o3Har je kao TMpeKTop peHOMHUpaHe
barmeBa mnecHe kommnanuje (Batsheva Dance Company) on 1990. no 2018. romune a
CBETCKY CIIaBy je, mopen OpojHux kopeorpaduja, CTeKa0 U OCMHUIIBABAHEM JETUHCTBEHOT
Jj€3MKa IUIECHOT MOKpeTa U TUIECHE Tiearoruje moj HazuBoM gaga (B. Katan 2016).

Echad Mi Yodea je xopeorpaduja Hactana 1990. ronuHe y OKBHPY IICIIOBEUSPHHET JeiIa
Kir, nmpBor mneca koju je Oxan Haxapun ctBopuo 3a barmieBa miecHy KOMITaHH]Y Kao
yMeTHHYKH JupekTop. OBO je KymylnaTHBHA Kopeorpaduja ca 3By9HOM TPAKOM KOjy je
cacTaBwiIa POk rpyna Tractor’s Revenge Ha TIO3HATy mecMy U3 Xarajeb koja ce U3BOIH
Ha jeBpejcku mpasHuk [lacxa mon HasuBoM ,,Ehad Mi Yodea ” (,,Ko 3na JemHora”).
OBy Opojanuiy je 3a motpebe kopeorpaduje ormeBao Oxan Haxapun. [Tomutmdaka
npekperHunia HaxapuHose kapujepe je 1998. roquna u Besyje ce 3a oBy kopeorpadujy. Y
OKBHpY IPOCIIaBe MeAeceTe roAuIIbuIle apkase M3paen y Jepycanumy, oa kopeorpada
j€ 3aTpakeHO Jla TPEJCTaBU Mera-Bep3ujy oBe MohHe kopeorpadwuje, 3aCHOBaHE Ha
KyMmynatuBHOj ecmu (Opojanumm) [lacxe, y kojoj ce cenehn Mymku JTUKOBH y IIPHUM
OJICJIUMA TMOCTETICHO W PUTMHUYHO CKHIAjy O Jomer pyospa. [ToOokHA keHa Koja je
norvie/aia reHepaiHy npody HUje ce CIOKHIIA ca FOJIMM Horama M3Bohaua 1 rmokaiuia
ce TamammeM npeacennuky Ezepy Bajumany (Ezer Weizman), koju je Tpakuo on
Haxapuna na mokpuje cBoje ruiecade. Komnanuja je To ogdmina u ogycrana HacTyna
Ha IICPEMOHHU]H; pe3yaTyjyha HarmoHaHa MoOyHa 300T BepCKe IIEH3ype YUUHIIIA j& O
HaxapuHa xepojem 300T CyIpOTCTaBIbake PEIPECH]H.

Kopeorpaduja mma Beoma jemMHOCTaBHY CTPYKTYpy U OClama Ce Ha pPEIaTUBHY
KUHETUKyY. Jlakie, BUIMMO METHAECT Iuiecaya KOju Cele Ha CTOJHIAMa y TOIYKPYTy
U TOKOM Iieie Kopeorpaduje, MaxoMm y ceaehem moioxkajy, U3Bojie CET jeTHOCTABHUX
aJli EHePTUYHUX MOKpeTa. [IIecHa TeXHHKa je y MOTIYHOCTH CaBpEeMeHa: OCliama ce Ha
KOMOMHAIM]y OIITPUX U (PIyuAHUX, IUTyTajyhux MOKpeTa, JUHAMUKE M YCIOpaBamba.
Yak 1 aKo HEKO y IOYETKY He MPET03Ha MECMY, PATMOM C€ YBIIa4H y HEIITO MITO rojaceha
Ha puTyanHu Kpyr. [loHaB/bame omoryhaBa 3ByKy U MOKpeTy na yhy y yM U 4OBEK je
3axBaheH unTeH3uTeTOM Oocehaja koju nmocexnyje pamminjapuoct. Credpan depu (Stefan
Ferry), mnecad u unan barmese o1 1999. 1o 2008. kaxe: ,,OHa je HEeMUJIOCP/AHA...y IECMY
Ce yJa3u TMOHABJbAhEM TIOKPETa, Y KPaTKOM TPAHCY, Y MEIUTAIMjH. AKO TO CXBAaTHTE
HEMIJIOCPAHO, CTBAPHO ce (U3UYKU YKJbydyjeTe. Buuere TOBOJBHO ITACHO Aa JbYIU
qyjy, @ OH/Ia CEIUTE U YeKaTe... a OBO YEKarbe je Kao Tauka 3a mymeme’ (mpema: Dekel
2009). OBa xopeorpaduja, u3BoheHna crornHama myrta 'y Mzpaeny u mimpom cBeTa, CTeKia
je craryc Tpaaunuje cam mo cebu. Ocnamajyhu ce Ha TpaaUIIMOHATHY MYy3UKY, H-eHE
BH3YEJIHE CIIMKE OTBOPEHE 3a Pa3HOJIIMKY WHTEPIIPETAIH]y, U3a3uBajyhu eHTy3uja3am u
KOHTPOBEP3Y Y jenHakoj mepu — Ehad Mi Yodea je mocrana nkoHa U3paescke KynuType.

6 Jepejcka o6penHa KibNra, Koja cajpyxu 610mmjcke IIpude, MOIUTBE 1 IIca/iMe BeaHe 3a npasHuk Ilecax (ITacxa) mocehen
ocnobohemy JeBpeja Off €rUIIATCKOT POIICTBA.
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Koje to cnuke u nmocrynke kopuctu Haxapun? 3a moderak, pHa ozxena ca Oenum
KOlTyJbaMa Mpe/ICTaBJbajy MPerno3HaT/buBU, TOTOBO TPAJUIIMOHAHU KOCTHM JEBpEjCKe
3ajennuue y EBpornn.7 3atum, ,,Echad Mi Yodea ” je uyBeHU TpaiUIIMOHAIHH J€BPEjCKU
HaleB KOjy IJiecayd U3BUKYjy Ha XeOpejCKOM je3MKy IOCIe CBaKe CEKBEHIIE MOKpeTas
HaJ XWUITHOTMYKHM KBa3HM apaHkmaHoM OyOmeBa u Oaca, Harumyhu ce Hampen u
crexxyhu necuure. Ilotom, kopeorpaduja ce 3aBplasa ca rjiecaduma Koju rpo3HUYaBO
KHJajy KOCTUME U 0alajy uX 3ajeJHO ca Kamama M LUIeNaMa y CpeluIITe MO30pHHULIE.
BpxyHar gena je y 0BOM IMOCIIEARKEM MOJ0XKA]y: IUIeCauu CToje OecpaMHU Y JOHEM
BEIly M W3roBapajy Mociedme peun xedpejckor cruxa: ,,shebashamayim uva’aretz”
(xoju je Ha HebecruMa U Ha 3eMJbH).

OBaj HameB BpJIO MPEIU3HO MpaTd JUTYprujy u3 Xarajae, HaBogehu HEKOIHKO
jeBpejckux yuema. tbero ce kymynaruBau oOnuk oOpaha nenu , nurajyhu ox JegHor
no Tpunaector: Ko 3Ha mta 3Hauu Jenno? 3atum aBa, TpH, uTA. Jenad je Ham bor; /IBa
noBesyjemMo ca jBe Tabne 3akoHa; Tpu ca marpujapcuma; Uetupu ca MaTpujapcuma;
ITer moBesyjemo ca kmwurama Tope, UTa.

VY cpenuity macxajiHOT pUTyajia HUje caMo MpuYa O €r30yCy H3 POIICTBA y CI000Y,
Beh u camo mpenpuuaBame. [lecma ,,Echad Mi Yodea” cumOonnuHa je 3a umrneparus
‘mpenpuyaBama’ y pElUTOBamkY, TMOHAB/balkYy M adupMmanvju OWTHHX eJleMeHara
jynau3ma, of jeTHOT 10 TpuHaecT. be3 003upa Ha TO Ja Ik ce caMUM YMHOM H3Bolhema
ondaIryje, i3MHUIIIba WK HACYMIIe KOPHUCTE €JIEMEHTE JeBPEjCKE M M3paCJICKe TPaAUIIH]e,
Ha TO] TpaguIMju je ymucaHo kopeorpadcko aeno Echad Mi Yodea. ]Jlakne, oBaj
npumep je 6o cnenuduyan jep, 3a pa3auKy o1 IPEeTXoaHa 1Ba IpUMepa OH HE KOPUCTH
nocrojehn TpaguIMOHATHKU perepToap WIHM IUIECHH Marepujai (Ma KOJIHKO ITHPOKO
cxBaheH) Beh kopucTu Apyre CUMOOJIE JeBPEjCKE TPATUIIMOHATHE KYJIType U HCTOPH]jE
KOjU C€ OHJIa YIIUCY]y y Tena Aa OM TBOPHIIa HOBY Tpaauiikjy. MecTo oBor nmpumMepa y
OBOM pajiy OIpaBIaBaM XXEJbOM Jla CKPEHEM MKy 3aMHTEPECOBAHUM CTBapaoluMa
y PErHoHy O TOTEHIMjaJHWM ITyTeBHMa CTBapaka HOBHUX TpaJWIlMja Ha TeMeJbUMa
APYTUX CUMOOJIa TPaIUIIMOHAIHE KYJITYpe.

3aK/py4akx

OBgaj paj ykasao je Ha mpoliece Koju o0JIMKYjy CaBpeMEeHY YMETHUUKY IJIECHY CLIEHY Y
KOHTEKCTY TpaJMlivje U HOBUX AUCKypca o Hacnely (heritage). Y u3BecHOM cMUCITy, OBa
TpH JeJia MoIvia 01 J1a ce cMaTpajy Kao Jo0pu IpuMepu CHHKPETHUKUX Kopeorpaduja, 1a
ynotrpebum u3pas Perune CanBame barucre (Regina Salvafia Bautista) (Bautista 2019),
KOje KOMOMHY]y pa3IuuTe IUIeCHE KOZI0BE, Kopeorpadcku u neppopMaTuBHoO, HE OU JTH
M3a3Bajie, UCTPAXUIIC WU MPYXKHUIE OTIOP Pa3IMIUTUM UACHTUTECKUM (hopmarijama.
Konnent cunkpernyne kopeorpaduje 101a31 U3 CAHKPETHYHOT IO30PHUIITA pa3BUjEHOT
y OKBHUpY MOCTKOJOHHWjaNHUX CcTyauja. OBO MO30pHINTE IJIea Ha HAYMHE Ha KOjU
TpaHCHAIMOHAJIHE KyATYPHE 11033jMUIIE MOT'Y J1a 000raTe Iiec y OKBUPY HallMOHATHUX
Tpaaulyja IpyU YeMy YMETHHUIIM Y€CTO CTBApajy paaoBe IyHE UPOHU]jE, TOCT-MOJEPHOT
NacTUIIa ca keJbOM Ja mpeBasul)y kyntypHe pasnuke (B. Butterworth and Wildschut
2009, 496). Mako KOHLIENT IEIMMUYHO OroBapa JAUCKycHjama o Kopeorpaduju y oBom
300pHHUKY, HaIJIallaBaM Jia CaBpeMEHH IT100aTHU TPEHYTaK 3aXTeBa Ja ce Kopeorpaduja

7 MucnuMm Ha Ipeno3HaT/euBy ofiehy opTofokcHuX JeBpeja.

8 3axsamyjem ceBamwu Uenebmunh Ariellina npeBopy u TymMadery peun Gpojanniie Kao i TyMaderny 3Hadaja oBe Kopeorpaduje
y CaBpeMeHOj M3PaercKoj KynTypH.
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pa3marpa U ca acmekTa Haciieha — OJHOCHO Iuleca Kao HEeMAaTepUjalHOT KyJITypHOT
Haclieha 4YOBeYaHCTBA Koje /aje jeHy HOBY JUMEH3Hjy KOJy KOHLENT CHHKPETHYHOT
no3opumita Hema. HoBM TpeHIOBM M NPUCTYNH TPAAMLMOHAIHO] Kopeorpaduju
Ha CIICHM HE MOKYIIaBajy Ja JEKOHCTPYHWIIY IUIECHE Tpaaullije HUTH Aa CTBApajy
,,Xuopunae” u ,,pysuje” (6bapem He caMo WM He HYKHO) Beh npeTnocTaBibajy 1yOMHCKH
paa ywymap jenHe Tpagulldje W MmocMarpajy IMHaAaMU4He MOTyhHOCTH uzHympa. Wy,
KaKo Ka)ke jeJlaH O]l HajITO3HATHjUX KIACUYHUX UHAM]CKUX Bhataranatyam xopeorpada
nanac T. Balasaraswati, TpaguunoHaaHu riecoBu Beh y ceOu Kpujy TakBy 1yOuHY U
KOMIUIEKCHOCT Jla oMoryhaBajy miiecauy jaa ,,JIojleTH ka obOmanuma ciobone... To je
c1060/1a Kpo3 AUCLUIUINHY, a He cobona o nuciuruinae” (mpema: Katrak 2011, xux).
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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 Ogultiirk 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 Ogultiirk 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 Stav€lova (Stavélova
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 (Sevingli 2006, 390-391).

During the reign of Sultan Ibrahim (1640-1648), dancers trade associations called Ko/
takimi began to be established by the Jewish communities. There were jugglers, acro-
bats, as well as ké¢ek 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 Istanbul during various festivals or at summer weddings
(Gazimihal 1997, 125). It is known that the ko/ used to perform in an organized manner
with many technical supports such as decor, costume, and accessories.

As And reports, each kégek 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 ko¢cek 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.'

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 coffeechouses in Izmir between 1920-1925. These groups consist of local
people (Ozbilgin 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

183



Mehmet Ocal Ozbilgin

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 Sirr1 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 Sirr1 Tarcan prepared a Zeybek choreography with certain new
steps and figure sequences and named it Tarcan Zeybegi. 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 Kadikdy Ittihadi Spor Kliibii [United
Sports Club] (Unal 1995, 171). Being the first practice like this in Turkey, then being
presented on the stage with the students of Izmir Teacher’s School on 14 October 1925
in the presence of the great leader Atatiirk has been a turning point for Turkish Folk
Dances (Cakir 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 (Unal 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,

184



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 Ogultiirk, who was appointed at the insistence
of Ninette de Valois, started to teach ‘national dances’ at the conservatory that consist-
ed of folk dances (Ozbilgin 2010). As a result, many associated works were revealed:
“Ninette de Valois in the Ankara State ballet pieces called Hangerli Kadin [ Woman with
a Dagger] and Cesme Basi presented as an example of Turkish creative power (Bozkurt
2000, 23). Ogultiirk staged a folk dance piece called K&y Diigiinii [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.>

~ 19

Selim Sirr1 Tarcan transformed his own choreography “Tarcan Zeybegi” into a social
dance where men and women can dance together, exhibited in the presence of Atatiirk
and received great acclaim. Tarcan quotes this acclaim in his work as follows:

“Ladies and Gentlemen! Mr. Selim Sirr1 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” (4kis 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 aresult 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 (Ozbilgin 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 aresult 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 Oztiirkmen’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”
(Oztiirkmen 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
(Ozbilgin 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 Ogultiirk, 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, [ saw that there were very few figures in the dances, had the influence
of classical ballet” (Ogultiirk, 2007, 138).

During the intermission, the Minister of National Education Ahmet Tevfik Ileri (duty
period: 11 August 1950 - 5 April 1953) asked Halil Ogultiirk, “Why aren’t we doing
something like this?” After Ogultiirk 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 Ogultiirk started to apply his views on the staging of folk dances in Skopje, Pristina
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 Ogultiirk 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” (Ogultiirk 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
(Ogultirk 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.

Atrend 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 (Oztiirkmen 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 Istanbul 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- Artistic Communi- Educational Information | Social Anthropology Methods and Techniques
lection in the field cation and Gymnastics of Teaching Turkish Folk
of Turkish Folk Dances
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 Egitimi

Application / Re-

Make-up

Movement Notation

gional Information

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.

190



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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Ocnuesarve u iipouec paseoja mypcKux
HAUUOHATTHUX UHCIIUTLYYUja HapogHe uipe

Caxkerak: ['onune 1947., Manam Hunert Jle Banoa je nozana y Typcky 1a oTBopu
0aJeTcKy KONy Kako OM OCHOBala HAIlMOHAIHU Typcku Oamer. Xammn Orynrypk
je TOCTaBJbEH 332 HACTABHMKA Kjace ,HanuoHATHUX urapa”. ['ommae 1951. Ancambn
HapoaHuX urapa u nmecama Cpouje ,,Komo” onpxkao je kormept y Canu onepe y AHKapu
y okBHupy Hepmespe kynrype kojy je opranuzoBaia AmoOacana Jyrocnasuje. CrieHCKa
CHara W KyJTYpHH acleKT OBE IpeJICTaBe MMM Cy BeNWKH yTuiaj. Kao pesynrar
Tora, Biasa je mocnana Xamwia Oryntypka y Jyrociasujy Ha TOAMHY JaHa J1a HCTPAXKH
KaKo Ja ToJydYaBa, OKyMEHTYyje, Kopeorpaduine U opKecTpupa IuiecoBe. Tako je
WHCICHAIIMja TPaIUITMOHATHIX IiecoBa y Typckoj mouena aa ce yBehaBa u mperBapa
y MojepaH OONHMK mpe3eHTanuje. [lpxaBHH aHCcaMOJl TpaauIMOHATHUX IIJIECOBA
ocHoBaH je 1975. romune y okBupy MUHHCTapCTBa TypH3Ma U MPOMOIMjE Kao MPBH
3BaHWYHU TPOPECUOHATHHI aHCAMOJI TPaAUIIMOHATIHHX IIecoBa. VIHOBaTUBHU CLIEHCKH
apamkManu Jlp>kaBHOr aHcamOia TpaauIMOHAIHUX IIJIECOBA, KOJH TPEICTaBIba
TpaaUIMOHAHE TUIECOBE Ca CABPEMEHHM CHEHCKHM TIPUCTYIIOM, Jajdd Cy HOBY
IMMEH3H]y pasyMeBamy MHCIEHAIH]e TPAJAULIHNOHAIHNAX TUIECOBA. AKTHBHOCTH O0yKe
3a nmpoecruoHaHe riecave [pxaBHor ancaMm0i1a TpaAUIIMOHATHHX TIECOBA U CLIEHCKHU
NPUCTYNHN KOj€ Cy Kpeupanu IMO3HAaTH IUIECHHM Kopeorpadu Tor mepuoja Ouiau Ou
OCHOBA 32 Kpeupame KypHUKyJIyMa CIOpPTa M N3BOauKMX YMETHOCTHU KOJU CY YKIbYUCHH
Yy HACTaBHU IUIAH U MPOTPaM TYPCKHX (POJIKIOPHUX OJIceKa. Y OBOj CTYAHjH TOBOPHO
caMm 0 yTHIAjy IpodecHOHATHIX aHcam0asa TPpaJuIMOHATHHUX IJIECOBA OCHOBAHUX Y
nuctouHoj EBpomnu Ha mporiec OCHUBamba U pa3Boja HATMOHAIHUX TYPCKUX HHCTUTYIH]a
3a TpaaWIMOHAIHE TUIECOBE. BHO je MCIUTaH NpYIITBEHH, EKOHOMCKH M TIOJUTHYKH
Pa3BOj TYPCKUX CIIEHCKHUX TPATUIIMOHATHUX TJIECOBA M3 PEMyOIMKaHCKOT eproza. 13
OBE BU3YpE, cariieZlaBaH je eeKaT HCTOYHOEBPOIICKIX MPOPECHOHATHUX (POTKIOPHUX
aHcam0alnia y Tpolecy pa3Boja TypCKMX OJCEKa 3a HapOJHYy WIPY Kao CamMOCTallHe
YMETHUYKE TPaHEe Ha YHUBEP3UTETUMA.

KibyuHe peun: HapoHa Urpa, MHCTUTYIH]je, Typcka, jaBHOCT, pa3Boj
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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

1 * This article is a result of the work at the Institute of Ethnography SASA, financed by the Ministry of Science, Technological
Development and Innovation based on the Agreement on the implementation and financing of scientific research work of the
scientific research organizations, Number 451-03-47/2023-01-200173, dated 02.03.2023.
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Introduction?

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.’

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.* 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 Isincerely thank Katarina Nikoli¢, 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 Deki¢, and in the final definition and realization of the entire
program, Dunja Njaradi, PhD, Associate Professor (Faculty of Music in Belgrade) and Milo§ Rasi¢, 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 Dekic¢ as editor-in-chief, the editors were Dunja Njaradi, PhD and Milo$ Rasi¢, PhD, while the subsequent three sum-
mits, from 2019 to 2022, were edited by Iva Niem¢i¢, PhD (Institute of Ethnology and Folklore research in Zagreb) and Ivona
Opetcevska Tatar¢eska (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. Rakocevi¢ 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
Jankovi¢, whose work is the basis for most choreography. Also crucial in this process
are the work of Olivera Vasi¢ 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. Rasi¢ 2021; Rasi¢ 2022). Namely, since 1990,
professor Olivera Vasi¢, PhD, in Serbia founded the Center for the Research of Folk
Dances of Serbia’® 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, Vasi¢, 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.® Over time, Vasi¢ 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. Rasi¢ 2016), making choreographies and holding traditional dance
seminars more and more frequently.” 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.® 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 Vasic.

7 Later, from the beginning of the 21st century, a few of the aforementioned amateur collectors whom Vasi¢ 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.’

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...” (Mihailovi¢ 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” (Rasi¢ 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” (Rasi¢ 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. Colovi¢ 2013; Naumovié¢ 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.'”
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.
Antonijevi¢ 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 (Music¢ 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 (Musi¢ 2015, 53)."

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.”"? 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?'® Maybe it is a content from the books of the Jankovi¢ 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 Jankovi¢ 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
(Jankovi¢ 1934,14). Interestingly, Jankovi¢ does not deny the possibility of further, as
they say, “artistic evolution” and the creation of works based on elements from tradi-
tional dances (Jankovi¢ 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 (Jankovi¢ 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 Baji¢ Stojiljkovi¢. 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) (Rakocevi¢ 2015,
53-54; Rakocevic 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).
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uation thesis, Vesna Baji¢ Stojiljkovi¢ 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
(Baji¢ 2006, 9-10).

Processing 1s 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 (Baji¢ 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. (Baji¢ 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 (Baji¢
2006, 35).

In her recent works, Vesna Baji¢ Stojiljkovi¢ 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
(Baji¢-Stojiljkovi¢ 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.”"* 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.”'® 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)."7

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 performance'®

As part of the second Ethno Summit TradicijaNova, held in November 2018, at the
initiative of that time director Vladimir Deki¢, the students of the Ballet High School
from Novi Sad held an all-night concert in the Bitef Theater." #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
Rai¢ Tepi¢ 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 Markovi¢ 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.” 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 Milinkovi¢.
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 ‘uzicko 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.?' 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.*

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)%

“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” (13f17)*

“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” (13f17)

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 Inan 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” (13f17)

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” (11f17)

“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” (14f17).

“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!” (11f17).

“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, 1 felt a lot more powerful, and somehow, 1 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!”

(13f17).

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:
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“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 itis” (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” (11f17).

“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” (14f17).

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,
1 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! (13f17).

“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” (14f17).

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” (11f17)

“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” (14f17)

“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. 1
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” (13f17).

“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. [ realized that tradition is not
and should not be static and does not change” (14f17).

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 Jankovi¢ and of Ivan Ivancan, 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. Jankovi¢
and Jankovi¢ 1949; Ivancan 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. BoSkovi¢-Stulli
1983, 228-229; Antonijevi¢ 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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Milos Rasic¢

Kopeoipaduja mpaguyuonannoi iineca y Cpouju y ymeitnuukoj kpusu:
AHTUPOUONOWKA UHiliepipeimayuja

Caxerak: CpOuja WMa Jyry €THOKOPEOJIOMIKY TpPAAHIHjy, JOK j€ YMETHOCT
Kopeorpaduje TpaJUIMOHAHOT IJIeca peJIaTUBHO HOBHja 110jaBa, HacTama rmocie Ipyror
CBEeTCKOT para. Mako je ped o yMETHHYKO] Ipakcu, Kopeorpaduja TpaaulnOHATHOT
Tieca c€ 4eCTO 3aCHHMBA Ha OTO3WIHUJU OPUTHHAIHO: CTHJIM30BAHO W TEPIHMITUPAHO
Kao TMpakca Koja ,,9yBa WICHTUTET , ,,Tpanuiujy”’ u ,Haciehe”. TBpaum na Texma Ka
’KaHPOBCKO] MOJIEITN HE WE Y MPHIIOT yMETHOCTH. HanpoTuB, MOKyIIaju YOKBUpUBaHa
W WHCHCTHpame Ha jaCHO] MOCBEhEHOCTH MPUCTYIy NMPH Kpeupamy Kopeorpaduje
J0BOJIE 10 OTpaHWYaBamka YMETHOCTH Kopeorpaduje TpaaunuoHaimHor mueca. OBaj
pan uma 3a IUJb Jja IPUKake MpoIiece y KojuMa ce rpajfo AUCKYPC O ,,0pUTHHATHAM
Kopeorpadujama, a 3aTHM Ja yKa)Xe Ha orpaHnyaBajyhe MmokyIiaje mopKaHpPOBCKE
kiacudukaiuje kopeorpaduja. Ha kpajy, y oBom npuiory Ouhe npeacraBbeHa eMUCH]a
,#Mentuarllor” y nuzBohemy yuennka banercke rumuasuje n3 Hosor Cama. Hanme, y
OBOj TIPEACTaBU TPATUIIMOHAIHY TUIECOBH Cy MHCIIMPUCAIH Mpodecope U CTyAeHTE Ja
CTBOpE HOBE Kopeorpadcke Gpopme u U3BYKY Kopeorpadujy TpaIuIllMOHATHOT TUIeca U3
rofiHa XuOepHanuje.

KibyuHe peum: xopeorpaduja TpagullMOHATHOT IUIE€Ca, YMETHOCT, OPHWTHHAI,
cTunm3oBaHo, #MeltingPot
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Ivan Ivancan - Family, Tradition, Folklore

Summary: It is not easy to be called Ivan Ivancan and not to work in folklore. Already
in records from the last century, we find information about grandmother Eva Ivancan,
her son Andrija and grandson Ivan Ivancan. The latter (Ivan Ivancan, PhD) is one of
the most famous Croatian ethnochoreographers and ethnochoreologists. In the Ivancan
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 Ivanéan, who is described in
this paper, is the son of Ivan Ivan¢an (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 pieces of secular and sacred characters 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 Ivancan
personally received as many as 9. He prepared a representative musical monograph:
Hrvatska tradicijska glazba i sastavi [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 Cultural Association [Hrvatski sabor kulture]. All the above, which is
only a part of Ivan Ivan¢an’s rich and diverse folklore activity, without a doubt ranks
him among the greats of the folklore scene.

Key words: Ivan Ivanc¢an, LADO Ensemble, folkdance, traditional culture, heritage

The authors of this paper would like to extend their gratitude to Ivan Ivancan Jr. for his immense pa-
tience and detailed description of his rich experience and extensive knowledge of folklore and traditional
culture, which he generously and meticulously shared with us during numerous evenings while condu-
cting interviews for the purposes of this study. We would also like to thank Ivan Ivancan Jr. for all that
he has done and continues to do for the care, promotion, preservation, and transmission of knowledge to
younger generations about the rich Croatian traditional culture and folklore heritage
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Introduction

The paper explores the family genesis and a unique phenomenon of the connection
between the surname Ivancan and Croatian traditional culture and folklore. The story of
the Ivancan family dates back to the last century and begins with Eva Ivancan. Eva
Ivan€an was seemingly an ordinary woman from the village of Molve in Podravina
who, alongside her usual household chores and tasks on the family estate, invested a
great deal of effort, love, and time into collecting, preserving, and transmitting the mu-
sical tradition of Molva and Podravina to her children. Many of today’s most performed
folk songs from Podravina have been preserved precisely thanks to the storytelling of
Eva Ivancan and the recordings of Dr. Ivan Ivancan.

Photo 1. Grandma Eva Ivancan and oth-
ers. Ivan Ivancan, 1958 (private archive
of the Ivancan family)

rll

Eva’s son Andrija was an educator, a diligent colle-
ctor of folk treasures and cultural heritage, and the au-
thor of many folk dramas. Andrija Ivancan had alre-
ady begun field research and collection of material
from storytellers. According to Koksa (2016), it was
Andrija who “infected” his son Ivan with a love for
folklore, traditional culture, heritage, and fieldwork.
Andrija took his son Ivan into the field as an assistant
to collect songs and record original storytellers using
the techniques available at the time.

Photo 2. Dr. Ivan Ivancan with his parents Andrija and
Zlata, 1929. (private archive of the Ivancan family)

Twenty years later, Ivan Ivancan, the grandson of Gran-
dma Eva and the son of Andrija, became one of the most
respected Croatian researchers in folklore, ethnochoreo-
graphy, and ethnochoreology (IEF, 2023). After comple-
ting his first degree in chemistry, he enrolled in the eth-
nology program at the Faculty of Humanities and Social
Sciences in Zagreb, where he graduated in 1962 and obta-
ined his doctorate in 1965 (HBL, 2023).

Photo 3. Dr. Ivan Ivancan, 1977. (private archive of the
Ivancan family)
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The late Dr. Ivan Ivancan had two sons, Ivan and Andrija, who grew up immersed in a
‘folklore’ environment, they travelled with their father, collecting valuable heritage ma-
terial in the field. Koksa (2016) observes that both of them were destined to be involved
in folklore from childhood.

Photo 4. Ivan Ivancan in his young days,
1974. (private archive of the Ivancan

family)

While this paper will delve more into
the folklore career of the older brother
Ivan, it’s important to mention here
that the younger brother Andrija was
the long-standing artistic director of the ZFA “dr. Ivan Ivancan”. After the retirement
of his older brother Ivan, Andrija served as the ar-
tistic director of the LADO Ensemble for 4 years.

Photo 5. Andrija Ivancan during the term of artistic
director of the LADO Ensemble, 2018, source: Ensem-
ble LADO

Today, Andrija serves as the artistic director
of the Lindo ensemble, while his sons, Ivan and
Martin, continue the tradition. The elder son,
Ivan, has already authored several successful
choreographies and is the artistic director of the
ZFA “Dr. Ivan Ivan€an” (ZFA, 2023).

Photo 6. Ivan and Martin Ivancan, 2018. (private
archive of the author)
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The folklore career of Ivan Ivancan

Before delving into the rich folklore career of Ivan Ivancan Jr., here are a few biograp-
hic details. Ivan Ivancan was born on Ivanje, June 24, 1953, in Zagreb, where he also
graduated from high school with excellent success. He completed music school for
piano, and besides the piano, he plays several other instruments.

Photo 7. Ivan Ivancan and Marijan Braco Makar in moments of relaxation, 1985, (private
archive of the Ivancan family)

Like most young people at that time, during his high school days, he played in a rock
band called “The Cheefs.” However, he couldn’t escape the influence of family tradition
and soon turned to his true love and passion: folklore. He actively engaged with folklore
in 1968 when he began dancing in the Cultural and Artistic Society “Joza Vlahovi¢,”
which was led by his father, Dr. Ivan Ivan¢an, in whose honor the ensemble is now na-
med ZFA “Dr. Ivana Ivanc¢ana.”

After a brief period in an amateur ensemble, in 1975, he was employed as a dancer in the
Croatian National Folk Dance and Song Ensemble LADO. He spent 41 years in the en-
semble, including 10 years as a dancer, 7 years as a dance assistant, and a remarkable 24
years as artistic director. Interestingly, only two artistic directors - Zvonimir Ljevakovi¢
(the founder of LADO) and Ivan Ivancan - have marked a total of 48 years (out of 74) of
LADO?’s existence. If we add another 5 years of Dr. Ivan Ivancan’s tenure as artistic dire-
ctor and 4 years of his younger brother Andrija’s tenure, then the Ivancan family has ar-
tistically directed LADO for a total of 33 years (out of 74) of LADO’s existence.

Photo 8. Ivan Ivancan in the LADO Ensemble, 1975. (private
archive of the Ivancan family)

Ivan is the father of Matija, who is also involved in mu-
sic, although not yet in folklore. Just as Ivan didn’t initia-
lly engage in folklore, it’s possible that Matija might one
. day pursue it and continue the family tradition.
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Photo 9. dr. Ivan Ivancan with grandchildren Ivan, Matija
and Martin, 2003, (private archive of the Ivancan family)

In 2016, Ivan Ivancan retired, leaving a significant
corpus of dance, musical, and artistic achievements in
folklore. This paper is dedicated to him in recognition
of his contributions (LADO, 2023a).

Throughout his years of artistic work with the LADO Ensemble, he added over 40
new choreographies to the repertoire and devised more than 100 special programs for
tours and other occasions. Notably, he created around 30 thematic programs dedicated
to all Croatian regions. Particularly noteworthy are the ‘Hod kroz God’ program, which

depicted folk customs throughout the year, and a program devoted to the intangible cul-
tural heritage protected by UNESCO (LADO, 2023Db).

Photo 10. Poster solution for the thematic annual concert
Walk through the Year by the LADO Ensemble, by Ivan
Ivancan, 2015; source: Ensemble LADO

There were also programs dedicated to giants of the
folklore and music scene (such as Bozo Poto¢nik, Emil
Cosetto, Tomislav Uhlik, Marijan Makar, Zvonimir
Ljevakovi¢, and others). A slight departure from the
norm was the collaboration with the Croatian National
Theatre and the folk ballet with singing Veronika, based
on the legend of Veronika Desini¢. He collaborated with
the “Komedija” Theatre on the play “Narodil se mladi
kralj” [The Young King is Born] (LADO, 2023c).

In his quest to enrich the program, he incorporated nearly 400 secular and sacred
musical pieces into the repertoire. Additionally, he established the male vocal ensemble
“Vokalisti LADA”, which held independent programs and concerts, with a special focus

EAND HET- on nurturing church folk singing and klapa singing
)J from the southern Croatian regions. To reach audien-

1‘-12? 1{11 ces who typically don’t attend LADO concerts, inc-
it L "'I- DO luding younger audiences, he initiated the JazzLA(N)

DO project to showcase how folk music can sound
excellent in jazz and other musical styles.

Photo 11. Poster design for a special concert by Jazzla(n)
do Ensemble LADO, by Ivan Ivancan, 2008; source: En-
semble LADO
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The second major project he initiated, which continues to this day, is LADO Electro.
The LADO Electro project brings a new musical and visual identity to LADO and has
been well-received by the audience (LADO.d. 2023).

Photo 12. Performance of LADO Electro in the Vintage Industrial bar, 2019. source: Ensem-
ble LADO

He organized joint concerts with professional ensembles from various European coun-
tries and the region. He initiated the independence and promotion of the LADO orche-
stra through independent programs and concerts. In his choreography from Medimurje,
bandisti (brass bands) appeared on the LADO stage for the first time. During his tenure
in the LADO ensemble, he did not forget the importance of fieldwork and continued
actively researching and recording traditional culture and heritage in the field. Additio-
nally, during his time with the LADO Ensemble, he staged 20 of his choreographies,
only five of which were performed by the LADO Ensemble, to avoid public criticism of
bias in concert program selection. Furthermore, he documented numerous dances using
a special notation devised by Vinko Zganec, similar to the international Labanotation,
thus continuing the tradition inherited from his father.

Photo 13. An example of the so-called Zganc's recording of
dance steps (private archive of Ivan Ivancan)

He also wrote arrangements for the folk choir of several
frequently performed folk songs for the LADO Ensemble,
as well as for many ot-
her cultural and artistic
societies.

Photo 14. Example of a musical arrangement for a
folklore choir (private archive of Ivan Ivancan)

He advocated for collaboration with other cultu-
ral and heritage institutions, resulting in the creati-
on of the exhibition “Iz riznice LADA” [From the
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Treasury of LADA] in collaboration with the Ethnographic Museum. The exhibition
was organized to showcase the ensemble’s extensive collection of folk costumes, inclu-
ding some that are museum specimens still actively used on stage.

It’s worth mentioning his performances on world stages, where tickets were always in
high demand, such as Broadway in New York, the Royal Albert Hall in London, the
Mann Auditorium in Tel Aviv, the UNESCO Palace in Paris, and many other major sta-
ges worldwide. Particularly notable were the concerts during a month-long tour in Ja-
pan, which included 27 concerts in 21 cities along with numerous dance workshops.
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Photo 16. Seminar for folklore seminar participants in Japan (private archive of Ivan Ivancan)

During his time with LADO, the Ensemble released around 30 albums/carriers of
sound, out of which an impressive 12 albums were honored with the prestigious Po-
rin award. Personally, Ivan Ivan¢an received 9 Porin awards, and the LADO showca-
se gained another Porin — a Lifetime Achievement Porin
awarded to the ensemble. Besides the Porin awards, the
Ensemble garnered numerous national accolades and inter-
national recognition, with a particularly significant achie-
vement being the “Ivan Lukaci¢” award at the Varazdinske
barokne veceri [Varazdin Baroque Evenings]. This award
holds special importance as it signifies the recognition of a
folk ensemble at a baroque festival (LADO.e., 2023).

Photo 17. Ivan Ivancan Jr. with the conquered Porina (private
archive Ivan Ivancan)
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He collaborated on the publication of the monograph: LADO — hrvatsko nacionalno blago
[LADO — Croatian National Treasure], and he compiled the representative music mono-
graph Hrvatska tradicijska glazbala i sastavi [Croatian Traditional Musical Instruments and
Ensembles]. Besides being an accomplished dancer and singer, he proved to be an excellent
pedagogue and educator. Before becoming the artistic director of the LADO ensemble, he
founded and led for 10 years the folk ensemble of the Cultural and Artistic Society Zagreb,
which was one of the most successful amateur ensembles at that time. As an ethnochoreolo-
gist and ethnochoreographer, he collaborated with the “KOLO” Ensemble from Belgrade,
the “Svetozar Markovi¢” Cultural and Artistic Society from Novi Sad, the “Tine RoZanc”
Folk Dance Ensemble from Ljubljana, as well as many other ensembles from across Croatia.

Photo 18. Cover of the monograph Croatian traditional musi-
cal instruments and ensembles published by the School Book
and Ensemble LADO, 2017: source Ensemble LADO

At the Classical Ballet High School, he taught folk singing and the basics of choreograp-
hy. Many of today’s dancers in the LADO Ensemble were students of this high school,
so LADO indirectly contributed to the renewal of the dance cadre in the ensemble. At the
Academy of Dramatic Arts, he taught Stage Movement. Since 1983, he has been teaching
folk singing and dances at the Folklore School of the Croatian Cultural Association — the
department of emigrants. Interestingly, this school was initiated by his father, Dr. Ivan Ivan-
¢an, and is currently led by his younger brother Andrija, thus continuing the family folk
tradition. He has conducted numerous professional seminars in Australia, Canada, Japan,
Sweden, Hungary, Germany, and many other countries. Often, these seminars were part of
the ensemble LADQ’s tour program, but independently of LADO, Ivan has been conducting
dance and singing seminars for folklore enthusiasts in the diaspora for decades.

He remains active today — serving as a jury member at numerous folklore festivals and
recently leading a choir in Ogulin. Every January, he travels to Canada to conduct dance
and singing workshops for the Croatian diaspora in several
cities over 12 days. In the last two years, he has published 2
collections of haiku poetry, with a third in preparation. Upon
retirement, he was awarded the Order of the President of the
Republic for exceptional contributions to the promotion of
culture in Croatia and worldwide.

[ e

Photo 19. Collection of haiku poetry by Ivan Ivancan, 2020.
(private archive of Ivan Ivancan)
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Research methodology

The completion of this paper involves a condensed form of secondary research based on
information gathered from publicly available sources and in-depth interviews with Ivan
Ivancan Jr. Therefore, scientific methods are employed in this work, as defined by the na-
ture of the individual research components. The following scientific methods are used in
appropriate combinations in the development of this work: methods of analysis and synt-
hesis, method of description and presentation. Based on the aforementioned, analysis of the
folklore heritage of the Ivancan family and the rich and successful career of Ivan Ivancan
Jr., a hypothesis emerges, which will be tested through abbreviated research, and it states:

H: Ivan Ivanéan Jr. is truly a giant of the folkloric scene!

Research results and discussions

The research results, based on information gathered from publicly available sources,
unequivocally and consistently indicate that the contribution of the entire Ivanc¢an family
to Croatian traditional culture and folklore is extraordinary and difficult to compare with
any other family in Croatian history. Numerous individuals, such as Vinko Zganec, Zvo-
nimir Ljevakovié, Vido Bagur, Branko Segovi¢, and many others, have made significant
and invaluable contributions to the recording, care, preservation, and promotion of Croatian
traditional culture and folklore. Their remarkable contributions to documenting heritage and
folklore material from original narrators, as well as recording dance customs and steps acro-
ss Croatia, must not be forgotten. Their contribution to the systematic recording of collected
material and their pedagogical work in transmitting this knowledge to younger generations
is also crucial. Indeed, without the systematic transmission of collected knowledge and ma-
terial to younger generations, intangible heritage would not have been preserved, and Cro-
atia would not rank first in the world in terms of the number of protected intangible cultural
heritage elements on the UNESCO Representative List relative to the population.

No instance has been recorded where such dedicated work and professional contribution
span three generations, and even amateur involvement extends through five generations. Ac-
cording to Katarinc¢i¢ (20006), it is evident that Dr. Ivan Ivancan’s contribution as a scientist
is immeasurable compared to all other scientists. He documented numerous customs and
dances, created 352 kinetograms, published numerous collections, scientific and professio-
nal papers, and authored 21 books. He even produced 20 films, numerous audio recordings,
photographs, gramophone records, and realized numerous artistic achievements (114 chore-
ographies). He is the founder of the renowned Zagrebacka skola scenske primjene folklora
[Zagreb School of Stage Application of Folklore], as noted by Zebec (Zebec, 2005), making
Dr. Ivan Ivancan the most prolific Croatian ethnochoreologist. The extensive material he
collected is preserved at the Institute of Ethnology and Folklore Research in Zagreb. Ivan
Ivanc¢an Jr. assisted his father in leading summer (later also winter) folklore schools organi-
zed by the Hrvatski Sabor kulture — Matica hrvatskih iseljenika [ Croatian Cultural Associa-
tion — Croatian Heritage Foundation]. Thus, he is also credited with providing basic training
on folk songs and dances to several thousand young people from Croatia and the diaspora
over 40 years, promoting the rich Croatian traditional culture and folklore heritage.

From the conducted in-depth interview with Ivan Ivancan Jr., it is revealed that with such a
“pedigree” of a successful father, Ivan Ivancan Jr. had both an “easy” and a “difficult” path to
becoming another offspring of the famous Ivancan family who would continue and further
deepen the work on researching, preserving, and promoting traditional culture and folklore.
Although one might expect all doors to be open to him and the scientific and professional
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community to be favorable due to his well-known father, in real life, it was neither easy nor
simple. His path towards serious involvement in folklore was burdened with high expectati-
ons from his father and the folklore-scientific and professional community. Because of this,
Ivan Ivancan Jr. chose a path that did not solely aim for scientific advancement and theoreti-
cal treatment of the rich Croatian folklore heritage. Instead, he actively engaged in practical
dance, field research, and pedagogical work. Hence, his exceptional contribution as a dancer,
dance and singing pedagogue, and especially as the artistic director of the LADO Ensemble
is noteworthy. As previously described, his body of work and achievements with the LADO
Ensemble during the 24 years Ivan Ivancan Jr. spent as its artistic director are remarkable.
Additionally, it has been previously mentioned that he taught and instructed young folklo-
rists, high school students, and even university students on the basics of stage movement,
folk singing, dances, and choreography. From the interview, it is also learned that from an
early age, Ivan Ivancan Jr. accompanied his father throughout Croatia, diligently recording
narratives from original narrators with a camera and/or tape recorder in hand. He documen-
ted long-forgotten folk songs, customs, and dance patterns from each Croatian region. This
effort resulted in a multitude of audio and video recordings of narrators from the field, the
majority of which were preserved at the Institute of Ethnology and Folklore Research, and
the rest stored in the LADO Ensemble archive, thanks to Ivan Ivanc¢an Jr. During the inter-
view, it was also noted that Ivan Ivancan Jr., spending time with his father from a young age,
embraced the fundamentals of the Zagreb School of Stage Application of Folklore, which
promoted an approach to the scenic treatment and adaptation of original material (dances
and songs) that, for presentation to a wider audience, needed to undergo a sort of scenic
adaptation while strictly ensuring that it remained as close and faithful to the original dance,
song, or custom as possible. Since he danced in the LADO Ensemble from an early age and
later artistically shaped the ensemble’s work, he had the opportunity to actively promote
and apply the fundamentals of the Zagreb School of Stage Application of Folklore within
the ensemble. Considering that he was the artistic director of the ensemble for 24 years, his
influence on the current appearance and presentation of the ensemble’s folk treasure (dance
and singing) is immeasurable.

Conclusion

Analyzing the data about the Ivancan family, starting from grandmother Eva to Ivan (An-
drija’s) Ivancan, it is easy to conclude that the love for traditional culture and folklore is the
connecting thread that runs through the Ivancan family from the second half of the 19th cen-
tury to the present day. As a brief reminder, it’s worth noting that the grandson of grandmot-
her Eva Ivan¢an and the son of Andrija Ivancan, Dr. Ivan Ivan¢an (1st IVAN), is the most
prolific ethnochoreologist and ethnochoreographer in the Republic of Croatia. His son, Ivan
Ivancan Jr. (2nd IVAN), was the long-time artistic director of the LADO Ensemble, and this
work focuses on his contribution to the Croatian folkloric scene. The grandson of Dr. Ivan
Ivancan and the son of Andrija Ivancan, Ivan Ivancan (3rd IVAN), is the artistic director of
the ZFA “Dr. Ivan Ivanc¢an,” considered one of the best amateur folklore ensembles in Cro-
atia. Therefore, it can be concluded that it is indeed not easy to bear the name Ivan Ivancan
and not be involved in folklore.

Taking into account all the results of the conducted abbreviated research, as well as the data
and facts presented in this work, it is not difficult to conclude that Ivan Ivancan Jr.’s 41 years
of uninterrupted service and dedicated work in the LADO Ensemble represent a significant
contribution to the quality work and great success of the LADO Ensemble, as well as to Cro-
atian traditional culture and the folkloric scene and profession in the Republic of Croatia in
general. It is concluded that through his 24 years of artistic leadership of the ensemble, Ivan
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Ivanc¢an Jr. has had a significant impact on the current appearance and mode of operation of
the ensemble, placing him among the key figures in shaping the distinctive and remarkable
artistic expression of the ensemble, recognized worldwide. It can also be concluded that Ivan
Ivancan Jr., during his work, encouraged and facilitated professional collaboration with ot-
her collaborative institutions involved in traditional culture and folklore, thereby extending
his contribution to Croatian traditional culture and folklore beyond the scope of the LADO
Ensemble. Furthermore, it is recognized that his pedagogical and educational contribution
to traditional culture and folklore should not be overlooked, as he dedicated some 30 years
to transmitting knowledge and a love for traditional arts and folklore to young folklorists,
high school students, and university students. He invested many years in summer and winter
folklore schools, infecting many young people from Croatia and the diaspora with a love for
folklore. Many of them are now either professional dancers or actively engaged in amateur
folklore both in Croatia and abroad. Through his work with students at the ballet school, he
also had the opportunity to select new members for the LADO Ensemble. Lastly, through his
work at the Academy of Dramatic Arts, he had the opportunity to impart to young students,
who are now well-known actors, a part of a stage movement imbued with a folkloric “hue”.

The creative contribution and dedicated work of Ivan Ivancan Jr. remain a lasting legacy
of the artistic achievements of the LADO Ensemble and the Croatian folkloric scene. Con-
sidering all that has been mentioned and listed, especially the respectable number of years
dedicated to the professional folkloric ensemble, as well as the overall contribution to tra-
ditional culture and heritage, it can undoubtedly be concluded that the hypothesis has been
confirmed. Ivan Ivancan Jr. is truly a giant of the folkloric scene.

List of photos

Photo 1. Grandma Eva Ivan¢an and Dr. Ivan Ivancan, 1958 (private archive of the
Ivan€an family).

Photo 2. Dr. Ivan Ivan¢an with his parents Andrija and Zlata, 1929. (private archive
of the Ivancan family).

Photo 3. Dr. Ivan Ivancan, 1977. (private archive of the Ivanc¢an family).
Photo 4. Ivan Ivancan in his young days, 1974. (private archive of the Ivancan family).

Photo 5. Andrija Ivancan during the term of artistic director of the LADO Ensemble,
2018; source: Ensemble LADO.

Photo 6. Ivan and Martin Ivanc¢an, 2018. (private archive of the author).

Photo 7. Ivan Ivan¢an and Marijan Braco Makar in moments of relaxation, 1985. (pri-
vate archive of the Ivan¢an family).

Photo 8. Ivan Ivancan in the LADO Ensemble, 1975. (private archive of the Ivan¢an
family).

Photo 9. Dr. Ivan Ivanc¢an with grandsons Ivan, Matija and Martin, 2003. (private ar-
chive of the Ivancan family).

Photo 10. Poster solution for the thematic annual concert Walk Through the Year by
the LADO Ensemble, by Ivan Ivanc¢an, 2015; source: Ensemble LADO.

Photo 11. Poster design for a special concert by Jazzla(n)do Ensemble LADO, by Ivan
Ivancan, 2008; source: Ensemble LADO.

Photo 12. Performance of LADO Electro in the Vintage Industrial bar, 2019. source:
Ensemble LADO.

Photo 13. An example of the so-called Zgan&’s recording of dance steps (private arc-
hive Ivan Ivanc¢an).
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Photo 14. An example of a musical arrangement for a folklore choir (private archive
of Ivan Ivancan).

Photo 15. One of the many successful concerts (private archive of Ivan Ivancan).

Photo 16. Seminar for folklore seminar participants in Japan (private archive of Ivan
Ivancan).

Photo 17. Ivan Ivanc¢an Jr. with the conquered Porina (private archive Ivan Ivancan).

Photo 18. Cover of the monograph Croatian traditional musical instruments and en-
sembles published by the School Book and the LADO Ensemble, 2017: source LADO
Ensemble.

Photo 19. Collection of haiku poetry by Ivan Ivancan, 2020. (private archive of Ivan
Ivancan).

List of abbreviations

KUD - cultural and artistic society

ZFA — Zagreb folklore ensemble

IEF — Institute for Ethnology and Folkloristics
FA — folklore ensemble

Republic of Croatia - Republic of Croatia
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Hean Neanuan - nopoouua, mpaouyuja u donxnop

Ancrpakt: Huje nako 3Batu ce ViBan Banuan, a He GaButu ce ¢onkiaopom. Beh
y 3amMcuMa W3 TPONUIOT BeKa, Hala3uMo mnojarke o Oaka EBu MBaHuaH, meHOM
cuHy AHnpuju u yHyKy MBany MBanuany. [lotomu (np MBan MBan4aH) jenaH je ox
HAjIIO3HATHjUX XPBAaTCKUX €THOKOopeorpada u eTHokopeosora. Y mopoaunu VMBaHuaH
¢donxop je 6MO0 OCHOBHA >KMBOTHA IIOTKa, Ta je OMJIO TOTOBO HeMmoryhe onmpacrartu
y TaKBOM OKpYyXewy U He OaButu ce QomxiopoM. VBan VBaHuaH, Kojer omucyje
oBaj pax, cuH aAp VBana MBanuana, pohen je 1953. romune y 3arpeOy. Beh ox 1975.
TOIMHE 3amounie Kapujepy y AHcamOmy HapomHux IuiecoBa u mecama JIAJIO. V
AncamOny je mpoBeo 41 romuHy, of dera yak 24 rougdHe Ka0 YMETHHUYKH JHUPEKTOP.
TokoMm roguHa Koje je MpoBeO Kao YMETHUYKH JHUPEKTOP, Ha PEreproap je MOCTaBHO
BUIIIE O YE€TPJECET HOBUX Kopeorpaduja, Te YSTHPUCTO MY3HUKHUX Tadyaka CBETOBHOT
U cakpaysHor Kapakrtepa. OCMHUCINO je W Ha CIEHy MOCTaBHO CTOTHHAK IOCEOHHX
mporpamMa 3a pasHe npurojae. TokoM EBeroBor MaHjaara, AHCamO1 je MpUMHO Yak 24
muckorpadcke Harpane [lopun, ox kojux je MBan MBaHuaH JIMYHO NMPUMHO YaK HUX
9. mpupeano je penpe3eHTAaTHBHY MY3WYKy MOHOrpadujy Xpseamcka mpaouyujcka
enasoana u cacmasu. Ha Illkonu 3a xiracudan GayeT mpeaaBao je QOIKIOPHO TEeBambe
u ocHoBe kopoerpaduje. On 1983. romune Ha Illkomu donkmopa XpBarckor cabopa
KyJAType Tpenasao je (OIKIOpPHO NeBame U miecoBe. CBe HaBENEHO, a MITa j& caMo
neo 6orare u pazHoiuke GoaKIopHe akTUBHOCTH MBana MiBaHuaHa, 6e3 1BOyMJbeHa ra
CBpCTaBa y BelMKaHe (DOJIKIIOPHE CIICHE, a O YeMY CBEIIOYH U OBaj PEIIICIHN Pa]

Kibyune peun: MBan MBanuan, Aucambn JIAJIO, donkinop, Tpaauiujcka KyirTypa,
OamTuHa
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An Image that Resonates: Yang Liping and the Evolution of
Contemporary Chinese Folk Dance

Abstract: Yang Liping 8% (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 BR&B[7]5E)
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 B X
H[H) and the 1963 film Colored Butterflies Fluttering About (Caidie fenfei #1%%; %),
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 # W% (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 3RIZI5 (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 €88 (b. 1926) and Mao Xiang FE#H (1923-1986) in the 1950s and female dancer
Dao Meilan 7132~ (b. 1944) in the 1970s and to Yang Liping’s award-winning solo
Spirit of the Peacock (Que zhi ling # Z R) in the mid-1980s and finally her first com-
mercially successful large-scale production Dynamic Yunnan (Yunnan yingxiang =
BR£R) 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, |
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
B ML, 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 P8 M ARIN I JGHK 5 4]), 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 1 R R EFNEE [4]), 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 %) in Beijing in
2008, Echoes of Shangrila (Yunnan de xiangsheng Z=RABINMFE) in Beijing in 2009, The
Peacock (Kongque FL#) in Daging 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, | 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... 1t
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 2018Db).
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. Yangs 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 5255 5%, 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 [RHE %) 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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Cnuxa xoja ogjexyje: Jani /luiiuni u esonyuuja caspemenor Kunecxkoi
HapogHoi tieca

Caxerax: Janr Jlunuur M A (p. 1958) je Hajycnennunja kunecka KopeorpadKurmba
caBpeMeHOT TpaaunroHamHor iecay Kuau. Ocum mmto je mo3Hata mel)y mecaunma, oHa
j€ TIOCTHIIIa CTaTyC MEJHCTPHM TOITyJIapHe W MO3HATE TMYHOCTH, OamaHcupajyhu cBojy
peryTanujy JUKOBHE YMETHHIIE M KyJITYpHOT YUCTYHIIA Ca yCIIEXOM Y KOMEPIIH]jajHO]
apenu. Ocnamajyhu ce Ha CKOpo JBE ACTICHH]€ €ETHOTPAa)CKUX U ADXUBCKUX HCTPAKHBAHA
y Kunn, xao u Ha aHanm3y JaHroBHMX IUIECHHUX IPEICTaBa, MHTEPBjya W BU3YCITHHX
MEIMjCKUX pEIpe3eHTAIlH]ja, 0Baj WIAHAK ITOCTABJbhA MUTAHE: KAKO je JaHT MOCTHUTIIA OBaj
HeBHl)eHU yCcTieX Kpo3 caBpeMeHy Kopeorpadujy TpaIuluHaAIHOT mieca? Pag uctpaxyje
JanroB ycmoH no crmaBe ox kKacHHX 1970-mx Kpo3 meHy TpaHcopMamujy KyJTHe
KWHECKE HapoJHE MKOHE: Tulec mayHa. [layHOB Iiec KOPHCTH €IeMEHTE MHTOJIOIIKE
npude u3 OyIMCTHYKE KEbHKEBHOCTH Ca BPCTOM CEOCKOT IIJIeca KOjU Ce U3BOIH Y JEIHO]
onpeheHoj erHnukoj rpynu y Kunu u npunarol)asa ra y MynTHMEIH]jaTHy HAIIHOHATHY
CJIMKY KOja ce perpoayKyje y GuiMy, BU3yeIIHO] YMETHOCTH | TUIECHOj Kopeorpaduju. Y
pajy je MpuKa3aHo Kako je JaHT BEIITO MPWIArOAMIA IUIEC TIayHa Y CBOj TIPEIIO3HATIHUB
OpeHI Kpo3 HU3 MYJITHMEIHjaTHIX TIaTGopMu, TOK OHA 3aJpKaBa HaIlacak Ha IIecy,
XapU3MaTHYHO] TyOJIHUIIN ¥ JETUHCTBEHO], aJIM CTAITHO afanTupajyhoj caBpeMeHoj ok
€CTETHUIN Ka0 CPXKU CBOj€ jEIMHCTBEHCTH.

KibyuHe peun: KWHECKH ILIEC, CaBpeMeHa HapoJIHA UTpa, IIec mayHa, 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 7eshkoto 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 18" 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
signifi¢ (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 (Eko 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. Mukarzovski considered the whole stage text
to be an equivalent to one sign (Mukarzovski 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). Veltrusky 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 7eshkoto. 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. Blaze 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 Blaze 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 (Ivan¢i¢ Dunin, ViSinski
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 (Ivan¢i¢ Dunin
and Visinski 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 7es-
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 7esh-
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 21* 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 7eshkoto 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 [
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 20" 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.
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To a certain group of participants, the following question was posed: “What associa-
tion comes to your mind when watching the folk dance 7eshkoto? ” 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.

. " . .
Wit . .

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 rarely who explored the ethymology of the name/title or the understanding
of this folk dance as a national symbol. After the first performance of 7eshkoto 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, “TeSkoto 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, TeSkoto 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 7eshkoto 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 Jankovi¢ 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” (Jankovi¢ 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 “7eshkoto 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 7eshkoto 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 19" 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).
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As it becomes obvious from the survey results 7eshkoto 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 7eshkoto. 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 Parli¢
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 Parli¢ 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 7eshkoto 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 7eshkoto, 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.

250



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 thythm 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 7eshkoto. 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 7eshkoto 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 7eshkoto 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:

-
i THE —_—

[ _ PROCESS NEW
FEiROT 0F ARTISTIC 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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Ilonoeno uipomuwmwarve iineca Tewxoino: Ilpouec o3navasara
mpaguuuonannoi ineca Tewkoitio c6ojum ymeitinuukum pednexcujama

Caxkerak: Tpaguiuonanau miec TemkoTo nMa noceOHo 3Hauewe 3a Makenonie. He
camo Jia TIpuIaia TpaAuIMOHAIIHOM pPerepToapy HapoJaHUX urapa, Beh je U 00JIuK Koju
j€ aKyMyJIMpao MHOINTBO 3HAuUCHa. Y IMHJbY HCTPAKHBamka acollHjalldja Ha OBY TEMY,
YKJbYUYHIIa CaM YYECHHUKE KOjU Cy MU Ka0 UCTPAKUBAYy TIOMOTJIN Ja CTBOPHM MOTITYHY
CIIMKY O TIEPIIETIHj! OBOT Tuteca. Pe3ynTatu aHkeTe MOCTY XU Cy Ka0 OCHOBA Ja Cce
TemmkoTo aHanu3upa HE caMO KpO3 HETOBY OpUTHMHAIHY (GopMy, Beh U Kpo3 merose
yMeTHHYKE TpaHcno3uimje. OAroBopy Ha MUTAkE O TCHEPHCAHNM 3HAUCHHMa Pe3yJITaT
CY BHUIIICCIICHHU]CKOT ,,03Ha4aBama’” OBOT TPAJAUIMOHATHOT 1ieca. McrpaxuBana cam
MPCHOMICHC TUX O3HAYCHHUX CIICMCHATA Y aKTYCJIHA YMCTHHUYKA JCJIa, AJIN Y IIPOIIUPCHEC
WCTUX W JI0JIaTHA 3HAYCHa Koja modujajy. Y oBoM paxy (GOKyC je Ha jeqHOM Oayery
U jeIHOM caBpeMeHOM Iuiecy. DEHOMEH OMINTE MepleNiuje W WHTEpIpeTalmje
TPaAMIUOHATHOT yieca TemKoTo U MOMyJIapHOCTH HE CaMoO TPaJUIMOHAIHE (opme
OBOT I1Ieca, Beh 1 300T BeroBe CrieupUIHOCTH Y TIOTJICy €CTETHKE M U3pa3a, TOBOPU
0 HETOBO] JEIMHCTBEHO] BPETHOCTH.

Kibyune peun: Temkoro, Makenonuja, 03HauaBame, IPUXBaTambe, INIECHE PEIUIHKE,
ApymTBeHe pediexcuje
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